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abstract
The presentation of the thesis comprises the Studio Practice component (66% ), the
culmination of which takes the form of an exhibition of video works held at ANU
School of Art from March 18 to 26 2004 and the Studio Report which documents the
nature and development of the research undertaken during the course of the study,
together with the Dissertation component (34% ). The Studio Practice component has
been based in the Photomedia Workshop and has examined the topic through the
production of two video works , lovehotel and eurovision , as well as the curatorial
project PROBE: explorations into Australian computational space , staged in Beijing in
October 1999. The Dissertation undertakes an analysis of contemporary artists' reuse of media , framed by the key themes of the thesis which are: 'new spaces of
enclosure ,' in particular global media space , the idea of truth to materials in the digital
environment and the idea of remediation . It argues that such media reuse is not only
valid but of growing importance in our media saturated world .
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introduction

In the Material Media dissertation I propose that the reuse of media content, expression
and formal properties of the medium has undergone a significant shift through its
deployment by contemporary new media artists. These contemporary artists reuse
media from a position internal to the global flows, spaces and temporalities of
contemporary media itself. No longer do artists position themselves as 'outside'
appropriators of media images but rather see themselves as contaminated by and
resonating with the materiality of media itself. However, by their reuse of media these
artists are able to create something new.

To indicate the landscape that contemporary media reuse artists work within , chapter 1,
televisual terrain , introduces ideas around the role media - and the various mediated

spaces it engenders - play in constructing our reality . The first section presents a
framework for thinking through the relation between the workings of the human
perceptual apparatus , television and political manipulation. It argues that televisual
terrains come to live within us, as part of our interface to the world , determining the ways

we are able to think. The exemplum of US media and the recent Iraq war is discussed in
terms of cognitive dissonance and media manipulation for specific political ends.
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The second section of televisual terrain has three main components . The first will briefly
summarise the European non-commercial televisual world from the late 1950s to the
early 1980s in relation to the American and Australian experience , as a way of
examining the new spaces of televisual enclosure and the construction of mediated
communities and audience memory. I discuss contemporary television communities and
narrative (including reality television) , then look at the on-going dream of public
television and artist access, which were once considered ways forward in the 1960s and
1970s.

The title of chapter 2 is screenworld. As we live in a space more and more dominated by
screens of one kind or another, this chapter will introduce the idea of 'architectural media
space' as it plays out in everyday life. By this I am referring to media in public spaces,
and the way architecture is increasingly a support for media, what Paul Virilio calls the
"electronic gothic. "1

The second section of screenworld introduces the idea of the 'resistant subject. ' It poses
the question : how can people resist the increasingly mediated world , and how can artists
build public artworks which themselves resist, or at least open up spaces of engagement
rather than closing them down .

To open up spaces of engagement within a media landscape of 'new spaces of
2

enclosure' is the intention of artists discussed in chapter 3, mediazone. International
and Australian artists who use, or more properly reuse , media in the screening and
gallery context are examined . I found that media reuse was a trend amongst artists
particularly when I was curating the ::contagion:: exhibition in 2001 , and I had also
worked with media reuse in my own work , eurovision . This practice is an area which has
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both historical roots and contemporary reverberations . mediazone features a number of
those artists selected for the ::contagion:: exhibition like Kate Murphy and Emile Zile . It
also focuses on a range of international artists including Stan Douglas and Janos Sugar.
It undertakes a brief historical overview of the practice of media reuse in order to
establish what is different now about the way artists work with media imagery today. The
essential difference being that artists speak from within the media flow .

Having moved from the macro-view of large media spaces in televisual terrain and
screenworld to focus on artists' reuse strategies in mediazone, the fourth chapter,
netspace , works at what might be thought of as the micro-level. It leaves so-called 'hard

space' to look at artists who rework media images inside another medium, the internet.

Works in internet space become increasingly complex in terms of reuse strategies. The
artists discussed work with webcam imagery, referencing its affiliation to both the
televisual (particularly the reality television mode) and surveillance technologies. Other
artists' works are discussed which operate at the level of database, like that of Kevin and
Jennifer McKay. Finally, Vuk Casie and Victor Liu See-le are artists who get inside the
materiality of the media to develop what could be called a 'machinic aesthetics .' These
works are of increasing complexity in terms of remediation , an idea which is a key theme
of the thesis (that is, both of the studio works and the dissertation.)

Marshall McLuhan observed that 'the content of a mediu~ is always another medium .'3
Bolter and Grusin call this representation of one medium in another remediation , and
argue that it is a defining characteristic of new media . They write that each act of
mediation depends on other acts of mediation , arguing that: "media are continually
commenting on , reproducing , and replacing each other, and this process is integral to

3
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media. Media need each other in order to function as media at all." The artists' works
discussed in netspace all work implicitly with remediation.

A related idea and another of the dominant concerns which frame the thesis research is
the idea of 'truth to materials' in the digital environment, at the level of both the content
and the form of expression . Barbara London writes that in the mid-sixties, when the
introduction of the portable video camera to the consumer market spawned video as an
art form , the ideas of critic Clement Greenberg were well known within the artistic
community in New York. She writes that "his analysis of modernism stipulated that each
discipline must search for and determine what is unique and irreducible to that art. Many
of the artists of that day who tried their hands at video were modernists in the
Greenbergian sense, for they focused on the effects peculiar and exclusive to video ."5
This idea is examined in the mediazone chapter. Given the abundance of media forms ,
affiliations and contagions as remediation implies, in what ways can it be said that the
notion of 'truth to materials' is pursued by artists working in the digital environment.

Another of the key themes of the overall thesis research , and addressed throughout the
dissertation , is the idea of space : national, geographic and historic space, as well as the
space of 'community media memory,' as constituted by different media like television ,
print and the internet. Ideas of inside and outside , and legal and illegal spaces inform the
work (particularly in terms of what can and can 't be said in different spaces) , as does a
notion of architectural media space which is largely addre~sed in screenworld.

Chapter 5 summarises key points . The dissertation argues that artists' reuse of media is
an increasingly interesting area of practice. The analysis articulated here can be applied
to the work of artists in the decades to come , as media itself will only become more
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complex , rich and strange . The arguments presented will also be valuable in thinking
about the changing face of architecture and the possibilities it presents to artists and
viewers alike as it increasingly becomes a support for information and communications .

I focus on television in this dissertation as it is the primary distinguishing feature of the
contemporary media landscape. Most of the artists discussed in chapter 3 reuse
television imagery in some way, and I expect that there will be more of this in the future
as the media becomes more globally homogenized . It is to be noted that I will not
discuss the reuse of sound except in passing as this major area is outside the scope of
the dissertation , as are legal arguments around copyright and Intellectual Property.

As a practicing artist and curator the ideas set forth here proceed from my involvement
in and knowledge of the field of international and Australian new media arts practice.
The ideas bring together aspects of media and architecture that may not previously have
been discussed together, as well as a range of artists who may not have been discussed
together. As such it traces unique pathways connecting contemporary and historic media
artists who make media reuse and media materiality part of their practice. The
discussion thus bring new understandings to these areas.

I apply a range of philosophical , aesthetic and cultural studies theories to examine in
novel ways both the work of individual media reuse artists , and also the context of this
practice , in terms of technological change and the spatiali$ed , mediated reality. In
particular I am influenced by the work of Gilles Deleuze , and have also found the work of
Lev Manovich helpful. These ideas inform the dissertation , as does the work of other
contemporary thinkers writing about today's work and historically.

5

My aim is to demonstrate that we live inside the media, that we dream media, that we
are mediated, and that our imaginations have been colonized by the media. I show that
media reuse artists now speak from a position inside media flows and hence their works
contribute to the ways that we are able to think about media culture. By looking at media
reuse artworks we are forced to look at media culture in general - by looking at one you
cannot but look at the other.

1

From an interview by Franc;ois Burkhardt published as an article in the first issue of
Crossing, quoted in "Leggere", a book review article by Antonino Saggio (cited online at
28 October 2003) http://architettura.supereva. iUcoffeebreak/20020420/index_en .htm
2
Yann Moulier Boutang, "Los nuevos cercamientos: nuevas tecnologfas de la
informaci6n y de la comunicaci6n, o la revoluci6n rampante de las derechos de
propiedad." Unpublished Paper. Quoted by Martin Hardie in the unpublished paper "A
Shape of Law to Come?" private email, June 2003
3
Jay David Bolter and Richard Grusin, Remediation: Understanding New Media,
Cambridge (Mass.): The MIT Press, 2000, pg 45, quoted in Lister, Martin/Dovey,
Jon/Giddens, Seth/Grant, lain/Kelly, Kieran, New Media: A Critical Introduction, London
and New York: Routledge, 2003, pg 54
4
Jay David Bolter and Richard Grusin, Remediation: Understanding New Media,
Cambridge (Mass.): The MIT Press, 2000, pg 55
5
Barbara London, "Media Art 2000: Escape", Media City Seoul 2000 catalogue,
September/October 2000, Seoul, Korea, pg 21
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chapter 1 : televisual terrain

section one
media spatialities and the construction of normalcy

Media worlds can be thought of as constituting, in Yann Moulier Boutang's words "new
spaces of enclosure" 1 such as the space of television, the 'footprints' of satellites , the
space of the internet and mobile communications. Underlying or superimposed on these
possible spaces are other bounded spaces , phenomena or entities such as geographic
space , national space , diplomatic space, sovereign space, urban space, transport
space , inside and outside spaces , legal and illegal spaces, resistant spaces and what
might be called 'architectural media space'. Each of these spaces engenders its own
unique community.

There is now and always has been vast power attached to who controls the media , who
controls the information flow. Such control is the reality of human history, however it has
its unique contemporary form. Gilles Deleuze and Felix Guattari's view is that "modern
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power is not at all reducible to the classical alternative 'repression or ideology' but
implies processes of normalization , modulation , modeling and information ." 2

How do people perceive the world they live in? World views are deeply cultural , and in
looking at contemporary media art this dissertation will essentially be dealing with 'first
world ' people and cultures that make such art. It will look at the kinds of worlds they
inhabit and hence initially needs to ask how such worlds are constructed , how and why
the flow operates. How the world 's reality principle is kept intact. Historically, media
reuse or 'appropriation ' art, wherein the artists positioned themselves as 'outside' the
media flows , employed the deconstructionist strategy enabling viewers to better see the
way media operated , and to interrupt the flow .

Curiously though the media flow is itself constantly interrupted. One could argue that the
essence of contemporary media is interruption and fragmentation . Commercial television
news exists in the spaces between the advertisements. People have to stay watching . A
Channel Nine News Producer used to always say , regarding the structuring of the news
broadcast, after an advertisement "get them back in with a car accident," a murder or
otherwise macabre fatality. 3 As Paul Virilio says : "television exposes the world to the
accident. The world is exposed to accidents through television ... .. television is a media
of crisis , which means that television is a media of accidents. Television can only
destroy."4

The television medium is also a regime of normal ization . The only time I have ever seen
a break in the even flow of the news , outside of the occasiona l transmission problem ,
was an extraordinary segment on the 6.30 news on SBS TV.5 It was from the BBC , and
was the story of the 30 January 2002 State of the Union 'Axis of Evil' speech given by
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President George W. Bush . Whoever had cut it had zeroed in close on the mouth of
Bush as he delivered the axis of evil pronouncement, so that there was nothing but a
speaking mouth in the frame . They had then altered the clapping of Laura Bush and
others in the audience right down to a drugged level of slowness. The sound was as
normal , but the vision was of crazy framing and strange speeds . It was much more like a
piece of video art than the smooth surface of nightly news. It was not repeated on the
9.30pm broadcast; instead there was an entirely different BBC segment on the same
story - maybe the earlier news editor hadn't fully realized what they were putting to air.
Somehow it slipped through - a singular, never to be repeated media moment. Perhaps
it was a BBC protest, using the medium , in the way the story was cut, edited and
effected , to state a position in regard to the Bush administration. This is the kind of
lengths today's subversive producers of television have to go to break through
televisions' regime of normalization . Even the extra-ordinary rescheduling of news
around crisis like the outbreak of war, the funeral of Diana or the 9/11 disaster becomes
'normal. '

I will now look at this process of televisual normalization and its relation to the state war
machine. In 1961 United States President Eisenhower in his now legendary outgoing
speech said that the US must "guard against the acquisition of unwarranted influence,
whether sought or unsought, by the military industrial complex. "6 The term morphed a
while ago to military entertainment complex. Recently it has morphed again to
'militainment' . The derivation of the word entertainment is from entre-tenir, to hold
between , to suspend . The idea is that entertainment suspends the activity of the
workday, providing a structured rest from productivity. As Australians in 2003 work the
most hours (along with the North Americans) of any workers in OECD countries , it
appears that there is little time away from work to dwell in the space of entertainment.
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The traditional notion that there was a difference between news, current affairs and other
forms of entertainment is also no longer the case - all is info-militainment today.

The increasing militarisation of contemporary society was heralded in George Orwell's
1948 book 1984. One of the key slogans of lngsoc's (English Socialism) Newspeak was
"war is peace ." 7 Foucault suggests that war is required as a perpetual , quasi-religious
sacrifice without which no society could hold together for long. 8 The methods of
institutionalizing the militarizing tendency are increasingly sophisticated. John MacArthur
- author, journalist and publisher of Harper's Magazine - addressing the question as to
why there are no large scale anti-war protest movements in the United States since the
2003 Iraq war began said: "over the last couple of decades the military has become a
scholarship program for poor kids who can't afford school. Now, you don't hear from their
parents because they don't have any money or any power or any clout." 9 The world sees
this televised cast of thousands daily in the Iraq war, a huge, on-going med ia event.

Back home, as if to counter-balance the siege mentality (Australia under threat from
outside forces , and increasingly from those 'inside') - and to take up whatever time
Australians have when they are not at work - there are now vast amounts of lifestyle and
home improvement television shows exhorting people to do more , consume more and
work harder to renovate their lives. Viewers live as if they are already on television . They
are lining up to be part of the relatively cheap home shows which are a sl im cover fo r
sponsorship and advertorial. Such television infotainment qr reality dramas are hosts fo r
advertisements and hence the narratives must be pliable enough to not disturb but
enhance the reception of ads . The machinic assemblage that is the militainment
complex is structured around the consuming subject, one who does not stray too far
outside the bounds of appropriate behaviour as seen on television.

10

human perceptual apparatus

How has this closed loop reality come about? Is it hardwired into the brain? N. Katherine
Hayles speaks of Humberto Maturana's idea that no information from the outside world
reaches the inside of the organism as such . His point is that any information coming
from the outside bounces off an interface, and as it bounces off that interface there is a
trigger or a reaction inside the organism . This perceptual apparatus, the interface, is not
just like a filter through which information is passing, rather it is an active construction of
the world in response to what is happening in the environment. She says :

This may sound like it is quibbling, whether you talk about information passing
through a filter or active construction, but in fact epistemologically it makes all the
difference. It is pointing out the fact that there is no world for us without an active
construction through our perceptual processes, which always constitute a
perspective or a standpoint from which we experience reality.

So it goes from a model from where you would say: 'the world exists and we see

the world' (that is the old model), but in this new model you would say: 'we have
an active engagement with an unmediated flux which we can never see in itself,
but what we do see is our experience of that flux. '

Epistemologically it emphasises the active construction of the world out of
sensory processes, through which we come in contact with something which we
can never see from an Olympian viewpoint. We construct it through all the
sensory apparatus that are particular to our culture, our species, our individual
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organism ... And of course there is the overlap with what other humans see for
example. For me the important point is: one always experiences reality from a
perspective. There is no such thing as seeing reality without a perspective. As
Maturana says: 'Everything that is said is said by an observer. 10

Maturana would claim that each living system thus constructs its environment through
the "domain of interactions"11 made possible by its autopoiesis, or self-making .12 He
claimed that it is the circularity of the its organization that makes a living system a unit of
interactions.13 What lies outside the domain of interactions does not exist for that
system . The use of Maturana's ideas here sets up an interesting conceptual model for
thinking about media spatialities , and media reuse by artists, as when N. Katherine
Hayles says (in the above quote) that "there is no such thing as seeing reality without a
perspective" I am arguing that this 'perspective' is one which is organized by the media ,
and television in particular. In this new century the state construction of this 'perspective'
is more pervasive than ever.

Marshall McLuhan wrote that the one thing fish don't see is water, that is , the basic
conditions of their own environment. 14 In Maturana's way of thinking , our environment is
our interface to it and this is equally hidden to us as water is to fish . To expand on this
point: if we live in a closed "domain of interactions"15 and are unaware of the conditions
of this closure , as fish are unaware of water, then we also do not know the limits of our
thinking , imagining it boundless . We are largely unaware of how our worldview has been
constructed (for us). This dissertation argues that 'worldviews ' are shaped by a range of
forces which speak through the media and other information apparatus - that the
individual perception machine , that interface which shapes our view of the unmediated
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flux Katherine Hayles speaks of, is in itself deeply mediated. Made for (and by)
television , radio , the press and the internet - the conduits of contemporary culture .

Exactly how Maturana's interface - the human perceptual apparatus - is constructed is
a key question of this thesis. Vilem Flusser would argue that human agency has long
gone, that what we see is an expansion of what he calls apparatus of capture 16
proceeding with only their own advancement at stake. He warns against the kind of
thinking that "behind the images it uncovers secret, superhuman powers at work (for
example capitalism) that have maliciously created all these programs instead of taking it
for granted that the programming proceeds in a mindless automatic fashion ." 17 Deleuze
has a different position: "One can of course see how each kind of society corresponds to
a particular kind of machine - with simple mechanical machines corresponding to
sovereign societies , thermodynamic machines to disciplinary societies, cybernetic
machines and computers to control societies. But the machines don't explain anything ,
you have to analyze the collective apparatuses of which the machines are just one
component." 18

How might we see the 'collective apparatus' Deleuze invokes in action? Taking the
McLuhan fish/water metaphor further, and articulating the 2003 global reality, Dr.
Nancy Snow , author of Propaganda, Inc.: Selling America 's Culture to the World says:

The propaganda war is the most integrated part of_the New War; it's the part of
the war on terrorism that is probably the most hidden from view but the most
pervasive. I like to say that we 're the fish and propaganda is the water. We 're in
a surround-sound of language and image control. Think about how quickly the
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administration declared a WAR on terrorism . Once war is declared, debate is
done . 19

The following example , drawn from the North American situation , may shed more light
on one of the collective apparatus' currently in place . At a certain point soon after 9-11 , a
small group of powerbrokers inside the Bush administration believed that they could use
this event to go after Saddam Hussein . There was no known link from al'Qaeda to Iraq .
Even the CIA couldn 't come up with anything. However the Bush administration set
about to manufacture connections in people's minds and succeeded , using the media , to
the point where , as reported in the Washington Post, in February 2003 half of Americans
believed that Saddam Hussein was involved in the al 'Qaeda attacks on The World Trade
Centre and the Pentagon. 20 According to this source , this figure increased by September
2003 , to seven in ten Americans believing that Saddam Hussein had something to do
with the 9/11 destruction , and 8 in ten believe he had links to al 'Qaeda. 21 While Hussein
and al 'Qaeda come from different strains of Islam and Hussein's secularism is
incompatible with al 'Qaeda fundamentalism , Americans instinctively lump both foes
together as Middle Eastern enemies . "The intellectual argument is there is a war in Iraq
and a war on terrorism and you have to separate them , but the public doesn't do that,"
said Matthew Dowd , a Bush campaign strategist. "They see Middle Eastern terrorism ,
bad people in the Middle East, all as one big problem ."22

Th is misconception appears to have been surgically enhanced by the Bush
administration , even though they claim to have not advocated th is connection . In followup interviews, respondents to the Washington Post pol l were generally unsure why they
believed Hussein was behind the September 11 attacks , often describing it as an instinct
that came from news reports and their long-standing views of Hussein . For example ,
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Peter Bankers , 59 , a New York film publicist, figures his belief that Hussein was behind
the attacks "has probably been fed to me in some PR way," but he doesn't know how. "I
think that the whole group of people , those with anti-American feelings , they all kind of
cooperated with each other" he said. 23 Remember the words uttered by George Bush
soon after the World Trade Centre attacks: "Every nation , in every region, now has a
decision to make. Either you are with us, or you are with the terrorists."24 This is a clear
construction of an 'inside' and an 'outside' space. The Washington Post article quotes
Kim Morrison , 32 , a teacher from Plymouth , Indiana , who described her belief in
Hussein's guilt as a "gut feeling" shaped by television . "From what we've heard from the
media , it seems like what they feel is that Saddam and the whole al'Qaeda thing are
connected ," she said (my italics). 25 Bush's opponents say he encouraged this
misconception by linking al'Qaeda to Hussein in almost every speech on Iraq. Deborah
Tannen , a Georgetown University professor of linguistics who has studied Bush's
rhetoric , said even a gentle implication would be enough to reinforce Americans' feelings
about Hussein. "If we like the conclusion , we're much less critical of the logic," she
said .26 The Bush administration and the American people need this conclusion to
continue justifying the losses accruing in Iraq , and in fact their very presence .

cognitive dissonance

Consider another recent global case in point, the so-called Weapons of Mass
Destruction that formed the basis of the 2003 invasion of Iraq . Any trace of these 'WMD '
has so far failed to materialize and all documentation regarding such weapons is
increasingly found to be fraudulent and/or just plain wrong .
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The Program on International Policy Attitudes (PIPA) reports that 41 % Americans (as of
late June 2003) believed that WMD have been found . Among those who approved of the
decision to go to war and were not just supporting the President (53% of the overall
sample) , a 52% majority said the US has found weapons of mass destruction , 48% said
they had not or did not know . Among Republicans who said they follow international
affairs very closely - and thus may also be more exposed to media reports promising
leads - an even larger percentage - 55% - said weapons had been found, with 45%
saying they had not. 27 Respondents also seem to be unconsciously rewriting history in
their minds , in stating different reasons than the ones given at the time to go into the
war, the main one cited (after WMD) being that Saddam Hussein was an oppressive
dictator.

Steven Kull , director of PIPA, comments that for some Americans, their desire to support
the war may be leading them to screen out information that weapons of mass
destruction have not been found . "Given the intensive news coverage and high levels of
public attention to the topic , this level of misinformation suggests that some Americans
may be avoiding having an experience of cognitive dissonance. "28

According to cognitive dissonance theory , there is a tendency for individuals to seek
consistency among their cognitions (that is , beliefs and opinions). When there is an
inconsistency between attitudes or behaviors (dissonance) , something must change to
eliminate the dissonance. Two factors affect the strength of the dissonance: the number
of dissonant beliefs , and the importance attached to each belief. According to Festinger,
there are three ways to eliminate dissonance: (1) reduce the importance of the dissonant
beliefs , (2) add more consonant beliefs that outweigh the dissonant beliefs , or (3)
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change the dissonant beliefs so that they are no longer inconsistent. 29 It looks like the
third option has been adopted in the aforementioned cases .

Kull thinks that to some extent this [WMD] misperception can be attributed to repeated
television and press reports that there has been a promising lead in the effort to find
evidence of such weapons , reports that are not counterbalanced by prominent reporting
that these leads have not been fruitful. 30 He goes on to say that there is also reason to
believe that this misperception may be unconsciously motivated , as the mistaken belief
is substantially greater among those who favored the war.

The point I am making here is that people believe the media. It has the aura of objective
truth around it, still. It is possible to manipulate this 'aura ' of authenticity by suggestion ,
by dropping hints in certain directions. It is always made easier by the original
circumstances - the lie of the land , so to speak. As a result of Americans feeling under
attack and their increasing political isolation , their heartfelt collective desire for
nationalism and patriotism has allowed them to be careless with the facts , aided by a
behemoth media machine. In general , Americans want to support their president. They
do not want to believe that he is wrong , especially when American lives are being lost.
This desire is played to perfection by the Bush administration's Carl Rove : "an absolute
genius at media manipulation - he makes [the Blair government's] Alastair Campbell
look like a second-rater." 31 The apparent ease of Rove's success is to some extent
explained by the fact that ten years ago in the United States there were more than fifty
media outlets , today after massive media concentration , there are between five and
32

seven . The US media situation is relevant to Australia , as we now have the same kind
of entrenched concentration of media ownership.
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Among the 'coalition of the willing ' partners , in the wake of the Iraq war, all kinds of
media ownership deals are underway, seemingly as payback to a compliant media . Both
the ABC Television in Australia and the BBC in England are under repeated review for
their conduct during the war, having been charged by their respective governments with
bias. The ABC appears to have come out relatively unscathed but this is not the case for
the BBC for which , at the time of writing , the situation is becoming increasingly difficult
and complex. In the examples cited here the relation of the state machine to the media
machine - Deleuze's collective apparatus - is apparent.

Australia is one of the few countries left in the world with terrestrial delivery. One could
argue that it is the easiest system to control. The present Australian Government, like its
UK counterpart, has the largest public relations machine in the history of Australia. It is
highly centralized and spends more on PR and advertising then ever before. 33 Despite
this , the 'children overboard ' debacle appeared to leak from under the information
shackle and escape government control. Such events however seem to have little effect
in the polls ; the 'PR state' seems to have Australians right where it wants them in that it
doesn't really matter whether what they say is true or not, people are happy to just hand
over the reigns to the government's promise of homeland security to get on with their
home renovation. This situation now bears a striking resemblance to the US mediated
political landscape.

Likewise the media is increasingly the only public sphere a_vailable , and it is deeply
controlled , as are all of the new spaces of enclosure . I am thinking here not only of
talkback radio , but of 'serious' shows like SBS Insight which purport to offer 'debates' on
current topics but actually offer no debate at all , just a series of voxpops within a strict
televisual format - here no-one acts out of turn , there is no misbehaving , all play exactly
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by the institution 's rules , well trained as they are by the all seeing eye of the media . And
as Mark Davis has observed in his book Ganglands, the Australian media is dominated
by a particular generation of baby boomers and hence hardly representative. A glance at
the recent 'Power' issue of the Australian Financial Review Magazine 34 again confirms
this entrenched generational power in Australian 'public' life.

However, the media infrastructure carries within itself the potential for its own
destruction . Satellites rule the skies above us and in the world war on terror little is now
more vulnerable than the shadow land of satellites in orbit. These are potential nuclear
attack targets . The view from the RAND corporation is that within the next five years not
only Russia and China , but also Pakistan , North Korea and even Iran may acquire the
ability to carry out such attacks . The US itself, as a cornerstone to the 'New American
Century' doctrine is committed to retain American nuclear supremacy. The effect of such
an 'outside' nuclear attack on a satellite would be far reaching as the ensuing nuclear
cloud would affect many other satellites for months and years to come, mainly by
eroding their solar panels and leading to inoperability. An attack would do most harm to
the US , which owns most of the more than 250 satellites and which depends more than
any other country on space systems . Such an attack would substantially damage the US
and world economies (replacing the ruined satellites could cost tens of billions of dollars,
in addition to the cost of losing their services) and would seriously damage the US
military which relies heavily on civil and commercial satellites for functions such as
communications and weather forecasting .35

This new threat is one amongst many illustrating in fact just how vulnerable
communications and media infrastructure is. The internet is already a subject of panic
over cyberterrorism , hackers and criminals . In a political coup , the first aim has always
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been to get control of the television stations . This is another reason why a compliant,
media-addicted populace is better for the state . One which has no desire for
independent media , but is happy to be lulled to sleep at night by dreams of a backyard
water feature . Imagine the world when the media and communications systems came
crashing down . How would people live?

It would be the end of the virtual world as described by John Grey, author of al'Qaeda

and What it Means to be Modern , here writing about the film the Matrix:

Even when we are not insulated in this way [that is, plugged into walkmans etc],
our world is deformed by the mass media. Each day, we may encounter a filthy
environment and dysfunctional public services, but in the virtual world conjured
up by interactive television we are all only a moment away from wealth and
freedom. For many people, this fantasy world is more compelling than their
disjointed everyday actions and perceptions. The Matrix shows the logical
outcome: a dream-filled half-life.36

television and addiction

One of William S. Burroughs' key insights was his understanding of the fundamentally
intertwined functioning of Control and Addiction systems , as a "cybernetic and
informational .. ... . aggregate which includes both subjection and enslavement taken to
extremes, as two simultaneous parts that constantly reinforce and nourish each other." 37
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This is the idea underlying a more playful take on televisual addiction by New York
curator Joshua Deeter, who presented the exhibition Cathode Ray Clinic #1 and wrote :

Imagine the world without television. What would your life be like? Who would
you be? How would things look? No more Saturday morning cartoons, MTV, Dan
Rather, Home Shopping Network, football, The World Series, late-night stripper
shows, I Dream of Jeannie re-runs, cereal commercials, Star Trek, Bill Moyers,
Seinfeld, Public Access, BET, Court TV, The Simpsons, The Weather Channel,
CNN, David Letterman, or whatever else turns you on. Suddenly, it will all have
been turned off; we would have been turned off. Television would become a
strictly contraband drug, as the already entrenched mass addiction, the great
tube habit, clamored for satisfaction.38

In this work people entered the gallery for a 'fix' of television, which is perhaps not as
absurd as it sounds , given that the televisual conduit has distinct neurological effects.
Psychophysiologist Thomas Mulholland found that after just 30 seconds of watching
television the brain begins to produce alpha waves , which indicate torpid (almost
comatose) rates of activity.39 Alpha brain waves are associated with unfocused , overly
receptive , emotional states of consciousness . "A high frequency alpha waves does not
occur normally when the eyes are open . In fact , Mulholland's research implies that
watching television is neurologically analogous to staring at a blank wall. "40 Alpha waves
are present during the light hypnotic state used for suggestion therapy hypnosis .

Then there are the experiments conducted by researcher Dr Herbert Krugman of the US
General Electric Company which showed that while viewers are watching television , the
right hemisphere of the brain is twice as active as the left, a neurological anomaly. "The
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crossover from left to right releases a surge of the body's natural opiates : endorphins ,
which include beta-endorphins and enkephalins . Endorphins are structurally identical to
opium and its derivatives (morphine , codeine and heroin .)" 41 Humans are renowned for
wanting to repeat things which bring them pleasure , these are said to be habit forming .
The left hemisphere, which appears to 'turn off while watching television , is the critical
region for organizing , analyzing , and judging incoming data . The right brain treats
incoming data uncritically, and it does not decode or divide information into its
component parts . "Rather, it processes information in wholes , leading to emotional
rather than intelligent responses . Humans cannot rationally attend to the content
presented on television because that part of our brain is not in operation."42

Television watching shuts down the higher brain regions (the midbrain and the
neo-cortex) and most activity shifts to the lower brain regions (like the limbic
system). The neurological processes that take place in these regions cannot
accurately be called "cognitive." The lower or reptile brain simply stands poised
to react to the environment using deeply embedded 'fight or flight' response
programs. Moreover, these lower brain regions cannot distinguish reality from
fabricated images (a job performed by the neo-cortex), so they react to television
content as though it were real, releasing appropriate hormones and so on.
Studies have proven that, in the long run, too much activity in the lower brain
leads to atrophy in the higher brain regions .43

This 'flight and fight' response assists in explaining the popular addiction to televised
sport. Krugman 's research shows that television watching becomes habit-forming ,
particularly if it also embeds some kind of on-going narrative into our psyche , as a hook
or a passport to viewing pleasure . This gives the viewer a reason or desire to watch that
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program again , rather than another program . Program-makers therefore work to
construct characters and programs which develop this pleasurable and emotional
relationship with the viewer, to keep them coming back for more.

If we (hyper)link this neurological approach of the effect of watching television , to
Maturana's interface - the perceptual apparatus which is not just a filter through which
information is passing , but rather an active construction of the world in response to what
is happening in the environment - we find that the response to television by the brain (as
constructing the interface to the world) can never be particularly active , nor of a high
cognitive level , as those levels of cognition are literally 'switched off.' This is reinforced
by McLuhan 's parallel comment that the one thing fish don't see is water, that is, the
conditions of their environment. We live inside a media saturated environment, which is
only becoming more intense, yet to us it is normal , nothing extraordinary. What
we begin to see is a picture of a people transfixed by media , living emotionally inside the
media flow , unable to separate reality from what they see on television (an aspect which
is then reinforced by other media like radio and print) . This mediated reality builds up a
coherent world view , a "domain of interactions"44 forming the 'perspective' Hayles
speaks of when she says : "There is no such th ing as seeing reality without a
perspective ."45
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section two
"The sky above the port was the color of television, tuned to a dead channef'

46

Section two of televisual terrain has three main components . The first will look at the
European non-commercial televisual world from the late 1950s to the early 1980s
compared to the American and Australian situation , as a way to approach the new
spaces of televisual enclosure . It will then move on to discuss contemporary television
communities and narrative (including reality television) , then will briefly look at the ongoing dream of public television and artist access.

Television - the light-emanating box in the lounge room that millions of people stare into
day and night - is the point through which the world at large enters the privacy of the
home. Television is not a medium like paint or clay but a mode of distribution - its
materiality is of glass and electricity, and paradoxically, of no material at all. American

media theorist Stanley Cavell states : "I will characterize the material basis of television
as a current of simultaneous event reception ."47 Its materiality is immaterial in that its
broadcast moment is more or less simultaneous with its moment of reception , joining its
viewers together in "an electronic nonspace." 48

These virtual communities of television watchers are deeply geographic and historic,
however they do have limits. There are those inside and those 'outside' of the
community. Such bounded , geographic and historic communities come to bear the
weight of specific 'audience memory'49 though ironically, in an Orwellian doublethink
manner, such communities have also to bear the weight of historical amnesia .
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global and historical televisual communities

A significant difference between the Western European media landscape and the
Australian/US media world was the presence (or not) of commercial advertising . It's hard
to imagine from an Australian perspective , but for European countries up till the early
80s all television was state-run and did not take advertising . The only advertising was
that which came in isolated blocks of five minutes before and after the news each night.
There were no program interruptions. The conclusion to be drawn is that Australians following the introduction of television - grew up inside an interrupted and fragmentary
televisual space similar to North America . In Australia , as in the US , we had an
abundance of commercial stations whose sole raison d'etre was advertising revenue and
market share . We had more American programs than they had of ours.

The US has never had a state-controlled media , though you could say that the entire
media landscape is now state controlled and increasingly part of the state apparatus.
Australia had the ABC and later SBS which are state-owned television stations, while in
Europe there were only state controlled stations until the early eighties . In Eastern
Europe it was all state controlled .

Such historic and geographic situations determine the different kinds of literacies we
now see in narrative constructions , and have done so since the introduction of television .
The consequences of these various media landscapes can be seen in the kinds of
responses to mass media by artists living in , for example , the 'European media zone'
and those living inside the 'North American/Australian zone. '50 Such impl ications will be
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addressed in chapter 3 mediazone , particularly in relation to the European reception of
American Pop art.

This text will primarily look at 'western ' media and art practices. 'Other' cultural spaces
are largely outside the dissertation 's scope.51 However, some examples of the force of
television as a 'space of enclosure ,' particularly soap opera are too powerful to not
mention here. A documentary which aired in Australia in 1997, called Telenovella dealt
with South American obsessions with the telenovella .52 It charted the relation between
media ownership and control , and narrative content of the respective telenovellas in
Mexico, Venezuela and Brazil. Such telenovellas (like soap operas , but with limited life
spans) are typically 180 episodes long and run one after another continually. The
Mexican telenovella industry is dominated by one company called Televisa and churns
out dubbed soaps for export to almost every country in the world. In both Brazil and
Mexico , where there are strong connections between media and government, the soaps
were the usual fare of love story dramas, watched obsessively by a public who seemed
to live in two realities - one reality , the fantasy life of the telenovellas , the other, their
drab everyday lives. In 1995 this documentary53 claimed that one company, Globo,
dominated the media in Brazil with 60 million viewers and 75% of the market. In a three
hour block every evening Brazilians watched various telenovellas . As soon as one series
is finished , another is ready to beg in. In one incredible incident in December 1992, the
very popular 22 year old soap actress Daniella Perez was murdered hours after the
episode aired of her breaking up with her male lover. It wq.s soon discovered that the
actor who played the lover had murdered her (even stranger, with help from his wife), as
he had "confused reality with fantasy ." 54 At that same moment, Brazilian President Collar
was being impeached in Brazil's Parliament on charges of corruption - an
unprecedented event. Newspaper editors were in a state of confusion as the latter event
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should have been the most critical event happening in Brazilian public life , yet the
newspaper headlines for days to come were dominated by the murder of the soap star,
as this is what the majority of people wanted to read about. Fantasy won over that other
more tawdry world of political reality .

A situation in Venezuela was quite the opposite . Remembering Alexander Kluge's
affirmation that for those without a public arena there is nothing but political death ,55 in
this case the telenovella became the public arena. In late 1993, in a country where the
government of the day run by President Carlos Perez clearly did not have total control of
the media , a telenovella , Down These Streets ,56 came to air with characters modeled on
the Perez government. It exposed the powerbrokers and 'mates' whose tentacles
controlled everything for Perez. Interviewed for the documentary, the French
Ambassador of the day to Venezuela said he always watched the show to get an inside
view on the country. When a huge corruption scandal broke the program makers reacted
quickly, and were able to write , shoot and edit on a daily basis for weeks as Perez was
deposed to face corruption charges . For an incredible media moment, the Venezuelan
people saw in the telenovella not empty romances and domestic dramas, but television
based on 'real ' events in their country as they unfolded . They were glued to the screens
and eventually were out on the streets , celebrating the downfall of Perez .

This doesn 't contradict the earlier research to do with the neurological impact of
watching television , rather it supports it. The case cited here is an example of viewers
relating to television in an emotional way. Not on ly could one argue that this televisua l
event was good for the country, in that it removed a corrupt leader, but it was also no
doubt good for the station 's advertisers .
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contemporary television communities and narrative

This part of section two address ways that the audience engages with television, and the
ways different shows function.

In television narrative space the programs are constructed around advertising. The
multiple plotlines are segmentised - chunked - with ads in between . They must be
interesting enough so that the viewer stays watching through the ads and remembers
what it was they were involved in. As Norman M. Klein writes: "the television viewer
learned to sustain interruptions and still retain a story (at least before the arrival of VHS).
For generations now, TV shows have been designed in narrative fragments that are
quite different from stories shaped for feature films." 57

The narrative plotlines of most soaps, dramas and reality shows revolve around a core
group of regular characters . The audience doesn't need much exposure in order to
identify a set of traits and characteristics, from which plot lines hang as scenarios
develop. Klein writes that:

Only certain types can survive there; but to call them flat, and simply move on, is
inaccurate. They must exhibit an emotional complexity, and at the same time, a
machinelike instrumentality (hop in the car, get beaten up, forgive, forget,
remember, jump, punch, do two-second double takes) . Clearly not every
character can manage this special balance and keep going every week, for
years, even generations, if the show goes into syndication .... .

28

TV characters .... have to be too resilient to be changed by conflict. If they are not
resilient enough, the concept of the show would have to change every week.
That obviously would be a merchandising nightmare. The episodic character
lives like a special weekly house guest, the kind who doesn 't expect the bed
made up anymore. As Todd Gitlin wrote:

'Plainly, the route to syndication was in characters who became like little
household gods. All the more motive for suppliers to concoct characters who
promised to wear well. Perhaps most of all, the networks care which actor is
going to realize the characters. Only as flesh and blood, as an actor, does the
character exist for the audience. iis

Viewers recognize characters (as opposed to identifying with characters which is more a
cinema mode of viewing) as being similar to people they know. Group-based shows
revolve around what constitutes the characters as a group: they might be a family , like

Everyone Loves Raymond; friends , as in Sex in the City; neighbours as in Home and
Away, or co-workers, often solving problems , as in Crime Scene Investigation. Klein
describes the bond between the audience and the character as topological, referring to
the relationship between elements linked together in a system, for example a computer
network. Klein goes argues that the episodic show is built around a 'buddy system '
where the family , the small group of pals or the co-workers meet each week (on
television) to renew their bond. He writes : "The conflict involves how the system
(standing in for the viewer's relationship to the characters) survives from show to
show ...... Relationships go on the rocks , but marriages go on forever if the marriage still
has high ratings. "59
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This idea can be extended to a notion of the televisual community - it is one of friends,
in this lonely world. As Brandon Tartikoff points out: "television is a personality medium .
Viewers relate to the performers in their favourite TV shows as surrogate friends." 60 This
is as true for traditional style drama as it is for the new breed of reality television shows,
which also engender communities of audience memory.

Advertisements also have characters in them, familiar faces and scenarios which may
be repeated with slight variation over time, that is, a night's or month's viewing . Think of
the characters in the ANZ Bank series; the plant nursery people to whom the bank is
their friend, their trusted ally who will never let them down, never get in their way but will
just be there, for them. The Bank as the one stable thing in the chaos. These ads make
a direct appeal to middle aged couples with teenage children, particularly they are
addressed to the woman of the couple. They are in a style of narrative that women tend
to remember, that gets under their skin - fragmentary, emotive. The two ANZ Bank
parents are cool and happy, the narrative is cutting edge style, that is, conversations off
camera with a visual focus on details, gestures and the transitory moments in daily life.
Advertising often uses the same techniques as contemporary television series. Ad
characters and others like them appear across channels, that is, are familiar on all
channels as horizontal markers over one day, whereas the other characters from actual
television series only appear on what could be envisaged as the vertical axis of specific
channels in specific slots on specific days. However the latter many appear so-to-speak
out of sequence in station IDs at random times throughout _the viewing experience -

outside of their regular time and space slot - and also of course in promos for the show
in the days leading up to that episode.
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Televisual characters set comforting patterns for viewers , through their appearances and
their timeframes of existence . They can be relied on to always be there , they show up at
the appointed time , or maybe they just pop into your life as a surprise on a promo or
station ID. The TV magazines reinforce this 'good friends ' idea as they tell you both the
real life stories of struggle and joy of the actors , as well as fill you in on story-lines to
come .

And as good friends do , the television keeps an eye on you . One is 'watched ' via the
ratings system - it knows if you are watching or not, and increasingly the interactivity
feeds back into the system what the viewer is thinking . For example , via the 'Good
Neighbours' competition on the TCN 9 Today Show the station is allowed a privileged
access to the values of the viewers , finding out who they think is 'good' and why.61

What we watch on television says a lot about how we are feeling as a nation , claims an
executive from Campaign Palace: "in the nineties we were watching tales of alienation
and dysfunction , like Seinfeld, but now what we want as a nation is to connect, and this
is why we are watching reality television ." 62 Connect to what? And how? Connect to
each other via the characters on the screen , as they connect with each other in these
strange artificial situations? Connect to a wider, imagined community via the show?
Connect and then be dumped once the show is over, though in the case of competitive
real ity show The Block the characters are lingering on , via magazines, reco rding deals
and television advertisements . And of course , there is always the sequel , or just the next
show in the pipeline . Australian Idol immediately filled the gap on Sunday nights left by
Big Brother.
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Robert Wallace ,63 series producer for Beyond 's Hot Property, says of the interactive
aspects of Big Brother (via the net and SMS) that SMS is being pushed as it makes
more money than the internet mode. Recent figures show that Australians send 80
million SMS messages per week, and internationally 300 million SMS messages are
sent per week.64 The revenue from the Big Brother SMS voting is shared between the
provider (who manage the phone-ins) , the station (Channel 10) and Southern
Star/Endemol. Each make millions out of the SMS 0055 number. "This is cream on top
for Channel 10, who paid 26 million (to Southern Star/Endemol) for the show. It is 5 or 6
hours of airtime every week for months. Big Brother has turned Channel 1O's fortunes
around ," says Wallace. 65 And so it seems has the follow-up, Australian Idol. Sophie
Tedmanson, entertainment reporter for The Australian newspaper writes that more than
a million people are using SMS to vote for the top three winners in the Australian version
of the globally franchised show, the winner of which is crowned and receives a recording
contract with BMG. 66 Tedmanson writes that in both the US and UK versions of the
show, the runners up have then also soared up the charts, often eclipsing the winners. In
this way , the stars constructed over a few months in the televisual space of enclosure
quickly move on to inhabit another field of entertainment, allowing room for a new crop to
come up in the televisual 'Idol' farm. These instant recording stars slide sidewise as it
were into the space of radio and music television , and hang around event and
endorsement space before being shunted off to shopping mall appearances , a move
toward an eventual fall off celebrity planet.

Wallace sees that there are two types of reality TV: the observational style - for
example , Hot Property. These are a lot like documentary, the camera is a fly on the wall
as the people go about a process (for example , to buy or sell property) . "Each person
has a different story to tell and the show captures a part of their life's journey. "67 Then
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there is the interventionist style - for example , Big Brother. The producers create and
manufacture the whole thing. There is generally an inducement to get them in and what
they play for is the immediate cash , recording deals and other prizes , then subsequent
endorsements and sponsorships.

Not everybody wants to be on TV. Wallace says that it is all about knowing how to play
the camera. "You've either got it or you haven't. There has to be a comfort level and
confidence about the camera." 68 People have to tailor their speech to potential delivery.
He claims televisual talent is the ability of people to "project themselves and tell their
story, to communicate, to spill the beans."69 Telling their story to a community of
watchers extends these people's lives into that community. It also changes the way
people behave. "Have you noticed how often people behave as if in front of a camera?" 70
asks Robert Riley in conversation with Joshua Deeter.

There is of course another reason that we are seeing so much reality. Wallace claims
that reality television is cheap - for example , Hot Property costs around $80,000 per half
hour, $160,000 per full hour. In comparison, the recently-axed (in mid-2003) drama
Always Greener cost $400 ,000 per hour, having to pay, for example, fully unionized

wages and conditions. 71

We can therefore expect to see a whole lot more reality on TV. It will continue to take
new forms , as there is less to distinguish news and current affairs from fiction and reality
television. We now see characters from various global reality shows getting together offscreen . For example , the fifth place winner of the 2003 Australian Idol, Robert ("Millsy")
Mills recently appeared to have a liaison with visiting celebrity, star of reality show The
Simple Life and heiress, Paris Hilton . This affair was documented on page three of the
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national newspaper The Australian , headlined "Fifth prize for an Idol : a night at the
72

Hilton. "

The pair were spotted by the newspaper the next day at the Melbourne Cup ,

Australia 's "biggest party."73 Their photograph together appeared again on page 3 of The

Australian.74 Was it a real affair or one simply staged for the cameras , and more
importantly does the difference matter? The suggestion of the liaison was enough to
hold media consumers spellbound . It no doubt provides an excellent basis for the ongoing , mediated life on Millsy.

But one is enslaved by TV as a human machine insofar as the television viewers
are no longer consumers or users, nor even subjects who supposedly 'make it',
but intrinsic component pieces, 'input' and 'output,' feedback or recurrences that
are no longer connected to the machine in such a way as to produce or use it. In
machinic enslavement, there is nothing but transformations and exchanges of
information, some of which are mechanical, others human. 75

We dream media. German theorist Frederich Kittler would say that "media determine our
76

situation. "

We wake up and wonder how Phillippousis played at Wimbledon . We go to

sleep and worry about the fact that war is coming . These things are known via the
extensive network of media - radio , television , newspapers and the internet - which
provide ongoing narratives by which lives are lived . We live life inside a vast and
labyrinthine media-datascape , coiled around the planet and beyond .

Commun ities of television watchers are not just geographic but are deeply temporal as
well. There is comfort to be found in such communities as the Kleinian 'buddy system '.
All across the nation people switch on at 4.30 pm for a dose of the Bold and the

Beautiful, as some do for the SBS news every evening at 6.30 pm or every night at 7pm
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for many weeks of Big Brother, or Australian Idol. Television is structuring time as it
structures communities locked together in "an electronic nonspace. "77 This televisual
temporal structuring over large chunks of the viewers' year becomes more pronounced
as shows like Big Brother and The Block adopt increasingly sophisticated tactics . As it
stands , television orders the day, the week, months and years , over generations.
Whatever was essential viewing in the sixties , seventies , eighties , the nineties and
beyond turned those viewers at some level into likeminded communities , able to laugh at
the same jokes and cry on cue. Media have always engendered communities in both
time and space , in contemporary culture these are being constructed more aggressively
than ever. We see instant celebrities created in media cycles which are both intensifying
and shortening .

Moreover, Klein argues that "each placement of gesture and clothing ties the story to the
narrative continuum of audience memories , not to the plot of the show ... . The subject is
not the story, but the stylized transaction between consumer/audience and their
television program ." 78 He discusses how the transactional base of the television viewer
is different to that of the shopping mall wanderer - when you enter the mall , one begins
as audience , then finally purchases , whereas in the movie theatre , one purchases first ,
then becomes an audience. On commercial TV, one is asked to dream as both
consumer and audience simultaneously. Klein argues that "television is merely the
machine, of course ; and the convex screen is simply the site of exchange ," 79
increasingly augmented and enforced by other media forms like magazines and events
and information and telecommunications systems like the internet and SMS .

The arguments presented here demonstrate how media is intensifying and networking
over a variety of forms . The mediated spaces change the way we experience life by
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colonizing and directing our interface to the world. Norman M. Klein posits an imaginary
museum exhibition in the year 2087 on the subject of television where the catalogue
essay would read:

The 1980s were a turning point for the art of watching television. After forty years
of home viewing, Americans had learned to adjust their economic and political
life according to television programming models. Events in the world did not
make sense unless they were scripted like television. Public crisis could be
contained entirely within a simple, relatively portable space, the geometric
fantasy of what lay inside the television screen. The art of watching properly
came into its own, altering the act of reading, the act of entering a public place,
the training required for a job, the way distances were perceived, the way rooms
were designed and so on.

80

public television and artist access dreams

This last part of section two will address the somewhat faded hopes of public and artist
access to television.

There was a time in the seventies and eighties when there was a movement of artists
working within the space of television . There was also , from the early seventies , a clear
excitement over the medium of video opening up channels of communication that was
apparent in the issues of Radical Software magazine (1970-7 4) published by the NY
video collective Raindance. Patricia Mellancamp 81 speaks of one of the key figures in
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this group, Michael Shamberg , a former Newsweek journalist. In 1970 he was
commissioned to write what became the bible for video collectives , Guerrilla TV. Some
thirty years on , his take then on American information culture is still astute and insightful :

The Black Panthers ... were created by TV. .. . But just as the media
created the Panthers, they can destroy them, because the Panthers have no
ultimate control over their own information . ... No alternate cultural vision is
going to succeed in Media-America unless it has its own alternate information
structures, not just alternate content pumped across the existing ones. And that's
what videotape, with cable- TV and videocassettes, is ultimately all about. ...
Context is crucial to the amplification of an idea to prevent co-option.82

For Shamberg , Media-America was a positive concept linked to youth and the future . He
believed that video and other electronic systems comprised an evolutionary stage in
human development; videotape was "a natural outcome of media evolution , giving us
increased control over our psychological environment. " Mellancamp argues that this
convoluted bio-logic (which paradoxically also argued a radical break with the past) was
permeated by McLuhan and perched on Norbert Wiener's book The Human Use of

Human Beings: Cybernetics and Society. For Shamberg and others feedback was a
central concept: "only through a radical re-design of its information structures to
incorporate two-way, decentralized inputs can Media-America optimize the feedback it
needs to come to its senses ."83 Robert Wallace's earlier comments on SMS 'feedback' is
the depressing reality of what has become of Shamberg 's innocent yet hopeful 1970s
dream.

The impossible possibilities of community media are exemplified in Australia with public
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broadcasting organizations like Channel 31 in Melbourne and Metro Television in
Sydney still awaiting the broadcasting utopia that seems destined to never happen .
Geoff Morgan 84 writes that in 1974 a community access video project was initiated by
community groups and the Australia Council leading to 10 video access centres and
two resource centres being set up around the country. He says: "however, unlike
overseas examples , community television in Australia was not attached to any television
broadcast station." Soon , the amount of programs being produced by these centres and
from projects funded by the Arts Council and later the Australian Film Commission (and
other film development bodies around Australia) provided the catalyst for the beginning
of a community television lobby. However, he goes on to state that the programs being
produced did not find a ready market in Australian television because "the format was
considered unsuitable for network television." 85 This early dream of both opening up the
general space of broadcasting and within that opening a space for artists to broadcast
has slowly faded to become almost nonexistent in both Australia and the US - just a far
away memory. However, my favourite art show Public Hangings is broadcast on the
public network, which offers some hope.

The question as to why a broadcast medium like television (or radio) has become a
centralized medium - broadcasting out from a centre to a mass audience - is not
because it is inherently a centralized medium , but that it was developed and used in this
direction . Its organizing apparatus was a social structure which needed to commun icate
from center of power to the periphery (the viewer/listener) ._Alternative models of
broadcast media exist including those public TV dreams outlined above , as well as the
use of the television receiver as a light emitting object in the video installations of the
artists Nam June Paik and Dan Graham . The authors of New Media: A Critical
Introduction say: "Recognising that a single media technology can be put to a multipl icity
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of uses , some becoming dominant and others marginal for reasons that have little or
nothing to do with the nature of the technology itself, is one important way of
understanding what a medium is."

What might be called a more paranoid approach to the production of images is taken by
Vilem Flusser who articulated the idea of 'the universe of technical images ,' which refers
to any image produced through technical means, for example, cameras. A Czech Jew,
he escaped World War 2 and lived 25 years in Sao Paulo, Brazil. His book Towards a

Philosophy of Photography published in German in 1983 was only translated to English
in 2000. He writes:

Images are supposed to be maps but they turn into screens. Instead of
representing the world they obscure it until human beings lives finally become a
function of the images they create. Human beings cease to decode the images
and instead project them, still encoded into the world 'out there ' which meanwhile
itself becomes like an image - a context of scenes, of states of things ..... the
technical images all around us are in the process of magically restructuring our
reality and turning it into a 'global image scenario.' Since they are no longer able
to decode them, their lives [humans] become a function of their own images.
Imagination has turned into hallucination. 86

The collective apparatus we now have is increased concentrated control of media at
every level , allied with close connections to government. Terminator Arnold
Schwarzenegger has been elected as the Republican Governor of California , but just
before this he appeared on commercials for a digital satellite owned by Rupert Murdoch ,
which is , in the Iraq war aftermath gaining a stranglehold over US digital television
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broadcasting . Hasta la vista , baby .. . Norman M. Klein speaking of television says "And
yet, it is what we have instead of boulevard life, to shape our unique modernity." 87
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material media: artefacts from a digital age

chapter 2: screen world

the takeover of public space, or, lost in screenworld

Traditional conceptions of space are to do with boundaries: inside and outside, the
concept of national space , sovereign spaces , legal and illegal spaces , and resistant
spaces . The concept of 'architectural media space ' relates to public and private spaces .
It relates to media - print, sound and moving image and how these work in the spaces
we inhabit, be they domestic and work spaces , or transport areas like railway stations
and airports , or the driving spaces of streets and highways. Each space engenders its
own , albeit transient, community.

Then there are the networks themselves - the internet and the possibilities it offers for
communities derived from media forms like muds, moos, lists and biogs. 'Internet
Architecture' is a possible name for the practice of using the internet as a delivery
mechanism to inhabit and or change actual urban spaces . This practice is exemplified in
recent projects of the Berlin Chaos Computer Club 1 and Vectorial Elevation by Rafael
Lozano-Hemmer. 2 There is the whole area of computational space and networked
computational space (the big sibling of the internet - research networks like the US Grid ,
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or Australia 's Partnership for Advanced Computing and the GrangeNet) and the kinds of
architectural media practices which could emerge from these .

Television , as an arrangement of electricity and glass, has a number of siblings - those
consumer areas that also require a glass surface as part of their narrative, like shopping
centers , car windshields and computers. In this sense , writes Klein "television has now
officially become a style of architecture , perception , even city planning ." 3 What
distinguishes television from the car windshield and the like is its simultaneous event
space transmission of broadcast and reception .

A relatively new phenomena is the 'railway station television ' that Channel 7 has
developed on Sydney's eastern suburbs line. Television characters used to confront
possible viewers as stills in newspaper or magazine ads or articles outside of domestic
TV time/space, but this has encroached more significantly into public space with the
advent of train-television - the taste of things to come. At the moment it is just ads and
quick news updates to which people are glued as they wait on the platforms .

It is likely that as these spaces increase globally, small versions of existing programs will
begin to be made for these spaces alone . Or maybe new shows altogether - precisely
intended for such public spaces . A Japanese 'youth ' expert described all media as virtual
reality .4 One can imagine a scenario where you can be with your (automated ) screen
friend from the moment you awake until you go to sleep via public screens or personal
screens . That screen friend or set of friends could see you at home on TV or the net, be
with you on the train or bus , be with you all day at work on the net, accompany you
home, eat dinner with you and then chat before bed. No need to see or relate to anyone
else ... This is of course made more possible with advances in mobile communications .
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One can envisage a future where it is not just the environment broadcasting to one, but
one locked into a networked web of spatial narratives.

New phenomena such as the railway station broadcasts are the result of technological
change: it is now possible to have cheap powerful projectors for relatively light
environments; as well as networked and/or satellite connectivity. They are live, being
produced and broadcast live from, for example, somewhere in Sydney to all locations.
With the technology comes new possibilities and new problems.

The urban environment becomes a substrate in the code of the people living in that
environment. Screens form the skin of the urban environment, bringing to life the Robert
Venturi take on architecture, that it is primarily a communication instrument, and
potentially a two-way, interactive one at that. Architects are typographers and the city is
a graphic. People moving around such spaces develop new literacies born from that
environment. As Nigel Coates says, "we learn to compensate, by adopting the
vocabulary we are faced with." 5

On his first visit to the city of Seoul , curator Hans-Ulrich Obrist was struck by the more
than seventy large-scale electronic billboards all over the city. Every day, millions of
passersby, from close to afar, see moving images in the streets of Seoul and from this
came the idea of an exhibition on these large screens, Seoul on the Move . He writes
"flickering screens create a massive, and at the same time very fugitive and ephemeral
beauty in the visual environment, where the facades of the city become interwoven with
giant billboards of moving images. These injections/inserts/polarities are new forms of
the display of images, and hence, new media."

6
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External media spaces might be watched in a way that Dutch art critic Jeroen
Boomgardt7 has termed 'distracted viewing.' He traces this type of viewing as paralleled
in the 1960s Fluxus happenings. Mainly nothing would ever happen, and then suddenly,
abruptly, something would. Like a Warhol film. Like a lot of contemporary video art.

The narrative formations of such mediated urban zones are designed to capture the
passing fragmentary attention of travelers. Billboards and screens are often large,
approaching immersion. As Rothko said in a 1953 statement: "I paint large pictures
because I want to create a state of intimacy. A large picture is an immediate transaction,
it takes you into it." 8

In 'distracted viewing' train-television mode the subject is in a kind-of sleep, a trance at
the end of the day, and in this state their desire is mobilised via advertising and the
strange fractured narratives that make up the world of mass media. Jonathan Crary in
Suspensions of Perception writes of the modern age where attention:

is not reducible to attention to something. Thus attention within modernity is
constituted by these forms of exteriority, not the intentionality of an autonomous
subject. Rather than a faculty of some already formed subject, it is a sign, not so
much of the subject's disappearance as of its precariousness, contingency and
insubstantiality.

9

The idea is that of the subject as being-in-process , as the boundary of a continuous
movement between inside and outside . The subject is a constant emergent entity - born
of this world and communicating on its terms. Therefore it is what constitutes the
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'outside' that plays such an instrumental role in determining the outcome and direction of
subjective 'interiority' via the interface idea which was introduced in the previous chapter.

Speaking at the Creative Cities seminar, Melbourne media theorist Scott McQuire said
that five years ago when he visited Las Vegas there were no large screens along the
central boulevard. 10 On his most recent visit in 2003 there were at least 30-40 large
screens along the same boulevard. On this main thoroughfare people don 't so much
drive but walk , and so have time to engage in some way with this abundance of screens
within all the other theme park elements which make up this city. McQuire quoted Slavoj
Zizek as saying that the idea of a fantasy space functions as a screen for the projection
of desire. What kinds of desires are set in motion by these giant screens in Las Vegas?
McQuire said that all they had on them were standard advertisements. However these
screens are not television , and require a rethink. There is a lot more going on in a street
than there is in a normal lounge-room. It is clear that large screen environments will
need to develop new languages to speak themselves into being , given that at best
passers-by engage with information screens from within the confines of 'distracted
viewing .' Each of these 'new languages' will need dialects for those passing through the
spaces at different velocities - walking , driving , viewing from a train or bus window and
with varied levels of concentration . And also for those passers-by that don 't necessarily
speak English or whatever the language of the place is. A new kind of international
lingua franca will come into being with the emergence of these large-scale public space
screens . One assumes that graphic elements will feature significantly.

One question that needs to be addressed is who or what benefits from the current
takeover of public space by giant screens and other marketing devices (billboards for
example) . The production of space is inherently political. Such productions determ ine
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the way we occupy the city and the way we narrate our lives. The mediated city is
becoming an increasingly placeless zone with all the sites alike, devoid of any unique
cultural connection. This sense of placelessness is paralleled by the media - media
which look the same everywhere on the globe (at least in the west, and increasingly
elsewhere.)

In answer to this new realm of architecture, Paul Virilio has developed the concept of the
'Electronic Gothic', and writes that:

.... architecture is becoming a support for information, not to mention an
advertising support and, in a broader sense, a mass media support... the
Electronic Gothic of media buildings illuminates the crossroads - Times Square
for example - in the same way that, in the Gothic cathedral, stained glass
windows illuminated the nave or the presbytery to tell the story of the Church .. .
During the Middle Ages, information was transmitted through its stained glass
windows, sculptures, tapestries, mosaics [. ..]. But this information was fixed,
static, constant, only renewed through the action of language and songs. Today,
on the other hand, we are entering an age when information is active and
interactive; in other words, we are no longer just dealing with frescoes on walls,
sculptures in niches or stained glass windows, but with a place of action and
interaction . .... time is no longer the time of a sequence alternating between day
and night, but a time of immediacy, of instantaneousness and ubiquity; in other
words, it possesses what in the past were the attributes of divinity. 11

And in Australia as in much of the world , sport is the new religion . Flusser, mainly talking
about newspapers, wrote in a prescient manner in 1983 that: "gigantic complex
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apparatuses of photographic distribution have come into being . Attached to the output of
the camera , they absorb images flowing out of the camera and reproduce them
endlessly, deluging society with them via thousands of channels ." 12 During the 2002
Soccer World Cup , staged in Korea , there was an abundance of local advertising for
Sanyo projection systems , screens and players (also as prizes on all the major
networks). We see the same focus in 2003 with the World Cup Rugby. If it's not cars , it's
screens , apparatus of capture. Flusser's idea is basically that humans function to
perpetuate the life and technical development of apparatus. For example , the creation
of desire to own these objects in the minds of the sport viewers (or a desire encouraged
by the apparatus itself), leads to greater sales , greater levels of colonisation by the
apparatus and of course greater levels of R&D to produce even more advanced
apparatus to enslave humans, as if by magic. There are increasing levels of global
sporting events which access and colonise public space to perpetuate themselves as
broadcasts. Sydney's Norton Street in Leichardt was completely closed off during the
last World Cup Italian soccer game in 2002 and screens were in every restaurant in the
area. The reaction of the British watching the UK game was that the entire country
closed down , and in Moscow's Red Square two people were killed and many beaten
following the Russian loss. Australia is no stranger to this , having long been subject to
the televised sporting and gambling obsession around the annual Melbourne Cup event.

Such takeovers of public space and subsequent management of behaviour are
becoming more prevalent in our culture. These are mainly for sporting events which
have the effect of engendering an official nationalist and/or tribal spirit wherever you may
go. The idea that there is no outside is one Vilem Flusser speaks to when he warns that
critical awareness does not necessarily lead to a disenchantment of the images. That is,
it can itself have been put under a magic spell , thereby becoming 'functional '. He cites
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the Frankfurt school as second order paganism " . .. behind the images it uncovers secret,
superhuman powers at work (for example capitalism) that have maliciously created all
these programs instead of taking it for granted that the programming proceeds in a
mindless automatic fashion. "13

Such thinking reverberates with Maturana's notion of 'the domain of interactions' as a
closed system (articulated in the previous chapter) . However, the same subjectivity
which can be subjected to the noise of architectural media space offers hope for change.
Despite the pressures on it not to, I argue that the new does emerge , as humans are
messy creatures and not so easily controlled . As N. Katherine Hayles notes:

As Bateson, Varela and others would later argue, the noise crashes within as
well as without. The chaotic, unpredictable nature of complex dynamics implies
that subjectivity is emergent rather than given, distributed rather than located
solely in consciousness, emerging from and integrated into a chaotic world rather
than occupying a position of mastery and control removed from it. 14

It is this emergent subjectivity which will be the way forward , as it offers the potential for
change . This quote of Hayles invites a space for the new to emerge , and strateg ies need
to be developed to encourage this emergence . To make surgical incisions into the fabric
of the med ia and thereby change the 'domain of interactions' the ind ividual and thei r
group operate within is potentially the aim of artists who h_ope for better, or even

revolutionary outcomes.
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resistant spaces, resistant subjects

I think television is a totally destructive and corrosive medium. People are living
lives though television and films and the media rather than through their own
lives. They are not living creatively. They are living reactively and passively all
the time . We feel we need all this stimulation, but in fact we need very little. 15

In Amsterdam for the World Wide Video Festival, I am the hotel room at 8.30 am Sunday
morning , watching the Olympics. The Australian women's hockey is playing the British
women's hockey team , and winning. The BBC commentators are not happy. They think
that the umpire is biased and impart this view in a subtle manner to their projected
audience. However, I am not one of theirs, instead I am an alien in their midst, a different
subject, with an alternative desire - I would like the queer cult hero Australian women's
team to pulverise the British team (in a manner of speaking , of course). I am not
normally a sports person but, that's sport. Such anti-British sentiment is deep inside the
Australian subjective construct, and watching the Olympics in BBC media space in an
Amsterdam hotel room allows it to emerge from comparative slumber. No doubt similar
sentiment is being galvanised in Australian media space at this same very moment,
however the commentators there would be speaking to their own , at 'home'. I am not
home and yet I am not here with them - the BBC commentators and by implication the
British - and they, not with me , even though they were hovering in the same media
space.

How does living 'architectural media space' handle the idea of the alien subject - outside
of its world , perhaps so far outside of its projected world that it has no possibility of
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understanding that subject, of reaching and convincing that subject, and of colonising
that subjective assemblage - as would be the intention of a global media giant like the
BBC.

I flick the channel and there is a familiar face. It's Stelarc. 9am Sunday morning . He's
talking about information overload. I am immediately interested and engaged . Which
demonstrates how transient the subjective engagement is within media space. Such
spaces between the subject and this mediated world are like iterative, emergent
behaviours - one is more-or-less there. In this context it might be useful to liken
Benedict Anderson's description of national identity as springing from 'imagined
communities' 16 to the idea of an 'architectural media space' which necessarily works with
its own imagined, and 'projected,' community.

Such spaces therefore need a community sensor (derived possibly from marketing
analysis), to know in whose community I - the object of the endeavor - is, so that the
'architectural media space' can speak to me appropriately. These issues become more
difficult for those whose task it is to generate particular 'architectural media spaces' like
the international public spaces of hotels, airports, city buildings and plazas and more
private spaces like houses or galleries. What holds transient communities together in
such spaces , what do they share? Perhaps the more interesting question is how to
safeguard one's subjectivity from such consumerist-driven incursions by the very
surrounds. No doubt these twin imperatives will increasingly exist in tension.

In public spaces people may inhabit a range of positions vis-a-vis the space - a desire to
engage or resist , or they may be indifferent or bored. How much time does the subject
have, and in what way are they watching or listening : from attentive to distracted to not
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at all. How to develop strategies within their time frame , for example : are they on the run
from A to B, are they ambling through the space , sitting down or dining , are they seeking
anything from the media , for example , is this an information space or something else ,
and what kind of direction is necessary from them , what might they be looking for.

The task of cultural practitioners - architects , artists and designers - is not just how to
construct 'architectural media spaces' as public art works, for example , but, as subjects
in the world , how to resist and offer ways out to people. Spaces which take account of
the fact that people will want to resist, will need to resist being colonised by the various
machinic assemblages thriving virulently through media space .

How to enable a sense of metacritique within spaces which increasingly seek to control
subjects at core levels, turning them into consuming colonised subjects as they move
through? How best to allow paths out, lines of flight if you like, inside the built spaces .
One 'cultural ' response might be to build a pod in which to think and operate from .

To give an example of such a self-sustaining pod: the Jewish couple at one of the many
airports on a long flight to Banff in Canada who constructed a space inside the deeply
public airport lounge in which to conduct their own private ritual. They did this by pulling
a shawl completely over the man's head , while the woman read texts in a low vo ice into
the shawled enclave . They were not bothered by others , however, they were deeply
mysterious to the others , us , those out there in the open ~pace . Everyone was acutely
aware of their difference, their closedness . Then they stopped , sat back, and looked
nowhere in particular.
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To resist one may need to make oneself alien , the classic monstrous other in a state of
extreme social dislocation and willed alienation . This was played out less spectacularly
in the eighties with the introduction of the walkman , and moved into the nineties with the
mobile phone. And equally, what might the media component of 'architectural media
space' be looking for? Does it want to engage , or could it be sublimely sovereign?
Spaces which do not desire to speak with anyone , even . Media which go on regardless
of whether anyone is paying attention or not. Sovereign media. Such media "insulate
themselves against hyperculture. They seek no connection ; they disconnect. ..they leave
the media surface and orbit the multimedia network as satellites. "17 One most sublime
work of what could be called sovereign media was a radio station in a long silver box at
the Helsinki ISEA in 1994. Called Ambient City, it went on broadcasting on its own
wavelength , sending out ambient frequencies regardless of whether it had an audience
or not. It was stately, royal.

Sovereign media , these independent life forms - extraterrestrials - shut themselves up
inside a self-built monad , an 'indivisible unit' of introverted technologies which , like a
room without doors or windows , wishes to deny the existence of the world: "This act is a
denial of the maxim "I am connected , therefore I am. "18
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material media: artefacts from a digital age

chapter 3: mediazone

There has always been a twin development in the history of art - of what is (and what is
allowed to be) represented and by what (technological) means it is represented .
Different technologies allow particular realities to be seen, or freshly seen, from which
new ways of being in the world can emerge . Certain artworks can enable this process .
On the subject of the media work of French artist Fred Forest, in 1975 Czech theorist
Vilem Flusser:said: "Forest cannot change the press, but he can show us what it is. It is
important, because from a new vision can result a new action ." 1 Art has an ability to
demonstrate how various media technologies work, and likewise artists can provide new
experiences of the world , new ways to connect with physical and cultural phenomena
and with other human beings. The relation between technology and what we are able to
articulate because of it - a convergence which leads to the emergence of totally new
modalities - underlies this dissertation.

The previous chapters have given an overview of the contemporary television and urban
screen terrain. This pervasive media landscape aims to manipulate people to become
consuming and one could argue consumed subjects . How artists respond to this aim is
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the subject of this chapter, focusing on artists who reuse media . It argues that there are
ways we can manipulate the media we are increasingly manipulated by.

It will look at artists who present their media reuse work in a gallery or screening context.
The artists cited use media in a way that refers to the dominant channels of media
delivery. Not only do they reference in the work the medium , the expression , that is the
stuff of video tape for example - but they reference the subject, the content of that
media , and what it constructs - what set of relations unfolds within itself.

The key themes of the thesis , that of media and other spatialities , the idea of truth to
materials in the digital environment and the idea that the content of one medium is
always another medium are exposed here through this examination of artists' works .

The chapter will firstly look at some historic approaches to media reuse , then look in
detail at a number of works in the exhibition ::contagion:: in October 2001 , move into a
brief discussion of copyright issues and media reuse before looking at the works of
artists Stan Douglas , Janos Sugar, Pat Hoffie and Jamie Waag .

media reuse background

We all knew we were interested in different things,·like video synthesis and
electronic video, which was definitely different from community access-type
video, but we didn 't see ourselves in opposite camps. We were all struggling
together and we were all using the same tools.

2
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When such media technologies as video became available in the mid-sixties artists used
them , often for reasons to do with a critique of media control itself. Patricia Mellancamp
writes that the results of this video use were portrayed as personal , innovative, and
radical. She says that it was fervently believed that:

simultaneity, feedback, delay, satellite capacity, and electronic visions would
foster, like drugs and random sex, new states of consciousness, community, and
artistic and political structures. With its immateriality, erasability, easy operation,
reproducibility, and affinity with mass culture, video was imagined as challenging
the institutions of commercial television and art- including the status of the
precious art object and the figuration of the individual artist, both of which were
considered to be leftovers from 'product' culture. 3

This is true of the work discussed in the 1960s New York magazine Radical Software ,4
as it is in the work of US West Coast artist groups like Ant Farm. Formed in 1968, Ant
Farm, demonstrating an early anti-television and anti-technology tendency ploughed a
Cadillac into a wall of burning TV sets in the 1975 performance video Media Burn. The
video tape opens with Ant Farm member Doug Hall , introduced as John F. Kennedy
(assuming the ironic role of the Artist-President) who delivers a speech about the impact
of mass media monopolies on American life: "Who can deny that we are a nation
addicted to television and the constant flow of media? Haven't you ever wanted to put
your foot through your television?" 5 This work followed their 1974 media reuse work The

Eternal Frame , which restaged iconic images of the Zapruder Super8 film of the
Kennedy assassination .
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Europe in the 1960s and 1970s was also burning with anti-media sentiment. Gianni
Romano writes that in the 1960s Fluxus had identified the mass media as the most
detrimental ideological vehicle. The largely European movement encouraged its artists
therefore to express themselves with the widest range of forms of mass culture: TV, film,
photography, newspapers, commercial products. 6 At the end of the 1970s other artists
were developing these dynamics, constructing a mode of operating which was to mold
postmodern practice. Romano claims that this practice was characterized by the use of
citations and borrowings of forms already filtered by the mass communications media
with "the aim of revealing the mechanisms of seduction of the image. The famous
phrase of McLuhan , 'the medium is the message' was seen as a threat in those years." 7

At the same time as this deconstruction of the message embedded in the medium was a
focus, artists were also investigating the particular qualities of these media technologies
like video tape as a medium itself. For example, Bill Viola and others were interested in
the texture of video, the glitches on the tape, the noise inherent in early editing systems
as well as video's potential for capturing and organizing time, in 'realtime'. The classic
1972 work Vertical Roll by Joan Jonas attests to the investigation of the materiality of the
recording medium. New York's Electronic Arts Intermix site writes of the 20 minute black
and white piece:

'Vertical Roll' is a seminal work. In a startling collusion of form and content,
Jonas constructs a theater of female identity by deconstructing representations of
the female body and the technology of video. Using an interrupted electronic
signal -- or "vertical roll" -- as a dynamic formal device, she dislocates space, reframing and fracturing the image. The relentless vertical roll, which repeats
throughout the tape, disrupts the image by exposing the medium's materiality.
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Using her body as performance object and video as a theatrical construct, Jonas
unveils a disjunctive self-portrait.8

These examples demonstrate that the so-called 'modernist' principle of find ing the
essence of one's medium was operating within art practice around the new media of the
day. Interestingly this work by Jonas positions the artist as being well 'inside' the
materiality of the media , a position not taken up by later reuse artists who saw
themselves more as 'outside' the media flow . Jonas' entire body of artwork seems to
speak to the tensions of taking this 'insider' approach , particularly as regards personal
yet mediated memory.9

In her essay "Paradox in the Evolution of an Art Form: Great Expectations and the
Making of a History," Marita Sturken quotes Martha Geven , who in 1986 wrote:

Even without a guiding set of principles that might constitute a theoretical
premise, video made by artists tries to gain a foothold in contemporary culture at
large, resting all the while on the traditions of fine art. In accordance with
modernist art tenets, theoretical constructs pertaining to video cannot be directly
translated from either film or visual arts like painting. [In modernist discourse]
each medium exhibits distinctive properties and those specific to video must be
defined in order to validate that medium 's aesthetic credentials and participation
in existing cultural institutions and to distinguish video from its crass relative,
commercial television . 10

The artists Geven is speaking about here saw themselves as positioned outside of mass
media , and tried to keep video art distinct from the realm of commercial television . From
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the perspective of 2003, these artists appeared to be labouring under the same illusion
as King Canute when he tried to hold back the tide . However their 'outsider' position
makes more sense when it is recognized that these artists didn't necessarily 'grow up'
inside the mass media. They were not born into it as a later generation of artists were.
They also appear to be making work differently to earlier Pop art with its cool, detached
approach to mass media. Sturken contends that while it cannot be denied that many of
the first videotapes made by artists were "concerned in a reflexive way with the specific
properties of video - what distinguished it from film, painting, sculpture, and
performance" for example, 11 this aspect of early work was closely allied with other
concerns at the time, and she lists minimal sculpture, conceptual art, and body
art/performance "in a reduction of the work of art to the bare essentials of the tools and a
questioning of the art process." 12 She claims that "video history may have isolated the
reflexive aspects of early video-tapes to emphasize video's properties, but these
tendencies in video formed part of a larger aesthetic discourse in many art media." 13
This is the context around the 1972 production of Joan Jonas' Vertical Roll.

Sturken writes of the institutional pressure on artists who used video from the Museum
of Modern Art in New York and other large institutions to stay within this modernist
framework and define their practice within a 'medium essentialism.' She claims that this
tendency was well developed by the 1970s, and that within the modernist conventions
that have governed these institutions "a medium that deserves curatorial attention is
defined by its properties and most importantly through its _development or history. Thus,
the establishment of criteria for the history of video has been a means for video
departments to defend not only their existence but their funding." 14 Sturken 's essay
shows how the modernist idea was institutionalized around video , limiting broader
definitions to do with hybrid practices. However, institutions aside , there is no reason to
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dismiss the Greenbergian notion out of hand. Issues around materiality are still very
relevant to hybrid practices, they simply extend the idea of 'truth to materials' into the
realm of remediation and contagion . This extension of the idea will be argued for later in
the chapter and is also discussed in depth in the material media report .15

At the time, this institutional tension around questions of the materiality of video , coupled
with the culture of opposition to commercial television helped to maintain the 'outsider'
position of the artist vis a vis the mass media, at an international level. Building on this
tendency Benjamin Buchloh has said of the American artist Dara Birnbaum, that her
generation of artists carried "out a critical analysis of systems of representation , of
culture in the sense of the production and consumption of everyday culture." 16 She has
stated that she wanted to "define the language of video art in relation to the institution of
television ."17 In her media critiques of the late 1970s, including
Technology/Transformation: Wonder Woman (1978-79), she used rigorous tactics of
deconstruction and appropriation to dismantle television's codes of representation.
Birnbaum claims to be among the first US artists to apply these strategies to destabilize
the language of television texts. 18

Analyzing TV's idiomatic grammar (reverse shot, cross-cut, inserts) and genres (game
shows , sitcoms, crime dramas), she recontextualized pop cultural icons through
fragmentation and repetition in the 1980 works Kojak and General Hospital. She writes :
"By dislocating the visuals and altering the syntax , these images were cut from the
narrative flow and countered with musical texts, plunging the viewer headlong into the
very experience of TV - unveiling TV's stereotypical gestures of power and submission ,
of self-presentation and concealment, of male and female egos." These works often
focus on the representation of women.
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Buchloh says that in Dara Birnbaum's work he saw a real effort to use the means of
American Pop art - structures of serialization and repetition informed by the heritage of
Warhol and the formal heritage of minimalism "in order to construct a critical practice that
confronts mass iconography and succeeds in rendering transparent the mechanisms at
work in the ideological apparatus of television." 19

A premise of Buchloh 's analysis of the work of Birnbaum is that the artist stood 'outside'
the media flow as an observer. This 'outside' position was again carried into 1980s, as
media reuse or appropriation became a popular artistic strategy involving the direct
duplication , copying or incorporation of an image (for example , painting or photograph)
from an identified source , to represent it in a different context, altering its meaning . This
practice of appropriation questioned notions of originality and authenticity. In the 1980s
appropriation came to include the reinterpretation of images from fine art or mass media
sources , and often the combining of various images derived from various sources . Many
artists in the 1980s practised appropriation of some type , including Gretchen Bender,
Barbara Kruger, Robert Longo and Cindy Sherman . In the work of Cindy Sherman we
begin to see a change in the 'outside' position , as Sherman inserts herself into various
mediated scenarios. The shift from artist as 'outsider' to being 'inside' the media flow
began in a more conscious way in the 1980s, exemplified by Sherman's images.
Something gave, and artists allowed themselves to see themselves as more or less, fully
mediated.
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why reuse media now?

Having seen , through this brief media survey that media reuse is temporally
synonymous with mass media itself, we need to ask why the continued reuse of media in
the present is relevant. To expose the system that created it now seems too simple a
reading. To show how unstable the mediated meaning really is, is the line taken by
authors Sianne Ngai and Nancy Shaw in their critique of Stan Douglas later in this
chapter. 20 However, I argue that another way to think about this 'reuse' practice is most
simply that such acts create something new. Running counter to the idea that media
exist outside of us in something akin to a parallel universe, I will argue that media exist
inside us and begins to constitute the way we think, what we become . A way to think
about this relation of the viewer to the media was developed in televisual terrain, where it
was also argued that media play a large role in constituting our very interface to the
world . The media is the stuff we live amongst, that artists can use in their work along
with other materials. Using it can be seen as a practical response to expand the field of
material possibilities. Also , to isolate a media fragment from its flow - to wrench it from
its propriety context - is a radical act as it gives us a moment to reflect on it, to perhaps
see ourselves reflected there, and to remember a time when that media fragment did not
exist. What we are now able to take is the longer view , particularly of televisual media ,
and this casts artists' reuse of all media in a new and different light.

When we look at Warhol 's electric chair images now, we think of the time when the
electric chair was a new thing . We are faced with a fragment which speaks to the past,
and brings that past into being , again . In the usual understanding of time (and hence
memory) as being linear, that is, with a before and an after, at some point the
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development of a killing machine called the electric chair moved from outside , or the
realm of the virtual , to punch through the veil into the actual - was relayed to med iated
consciousness and became part of the interface from within which we viewed the wo rl d.
By re-capturing the 'original ' newspaper image as a silkscreen image, Warhol makes us
remember now when we view the artwork that not only was the actual electric chair once
a new thing , so was its image once a new, exotic thing , a singularity. As was the artwork.

Pop worked at this level of reverberation . It is not a simple reaffirmation of consumerism
as has been sometimes argued .21 The remediation strategy that Pop adopted exposed a
tension in representation which has only deepened over time. This tension is one which
Andreas Huyssen elaborates in the essay Pop Art Retrospective from the Documenta
1997 book:

.... they were rather images of mass marketed consumer goods at a time when
consumerism, marketing and advertising in the US had reached a heretofore
unknown frenzy in the early sixties. In Roland Barthes ' words, pop staged an
object which was neither the thing nor its meaning, but its signifier. But it did this
staging not by taking an existentialist, tortured or accusatory cast. American pop
did not rebel against middle class society. It lacked the aggressive, often
doctrinaire assault on aesthetic convention that had characterised an earlier
European avant-garde and that resurfaced again in some forms of the post-1945
new avant-gardes. It refused any pedagogical mis~ion, say, of debunking the
media cliche as product and producer of false consciousness. Its preferred look
at consumer objects was cool and aloof, self-consciously deadpan tinged with
parody for those who chose to see it. ....Pop images were neither purely
representational referring the spectator to the consumer object, nor were they

67

ever purely simulacral referring merely to other images. In their apparent
celebration of Americana as undecidably referential and simulacral, they
registered a dimension of anxiety, melancholy, and loss that has perhaps
become more visible with the passing of time. 22

I quote Huyssen at length here as I think that the tension he refers to is a key issue
faced by artists today. Referencing images which reference other images is not purely
simulacral. These images also jolt a viewer into remembering themselves, or the world,
at the time when that image was new, when that image was born.

The reception of Pop in Europe in the very early 1960s is of interest to this argument as
it underlies deep fissures in the idea of critical audience memory. As outlined in

televisual terrain, Australian televisual memory in general is more within the community
of the United States than it is in the European psyche. Given that the media is only ever
part of a machinic assemblage, this section of the Huyssen essay which discusses the
lost opportunity of European cultural critics when it came to Pop is relevant now:

.. this reductive condemnation of pop art represented a victory of a monolithically
negative view of capitalist culture over a more complex and differentiated
approach that insisted on the dialectical and emancipatory moments of culture
even under consumer capitalism. It is more than ironic that at a time when these
very same critics of pop extolled Benjamin 's insights into the transformative role
of mechanical reproducibility in the arts, they so completely missed the fact that
pop actually rearticulated the Benjaminian problematic for the post World War 2
age. It was a leftist cultural nationalism combined with an anti Vietnam American
imperialism that blocked a more appropriate assessment ... Pop as an art that did
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not just reproduce originals, but that reproduced reproducibility and thus got to
the heart of capitalist commodity culture in the age of visual media. But it
reproduced reproducibility with a difference. This difference remains the bone of
contention. In Umberto Eco 's words 'It is not longer clear whether we are
listening to a criticism of consumer language, whether we are consuming
consumer language, or whether we are consuming critical languages as
consumer languages.' Indeed it is not clear. And perhaps we are doing all of the
above at the same time. But would we know that without pop?

23

Andreas Huyssen sheds light on historic differences of reuse between Europe and the
US . The key point (and its ramifications) that interests me in this essay is "Pop as an art
that did not just reproduce originals , but that reproduced reproducibility ."24

The 'truth to materials' concerns of artists of the 1960s and 1970s were enhanced not
just by their opposition to the mass media but encouraged by Art Museums and funding
agencies alike , particularly the Rockefeller Foundation and the New York State
Council on the Arts (NYSCA), who were giving artists grants to work with video as early
as 1970. However there were already arguments around this focus on 'video purity' early
on , tensions which were to do with the medium's interdisciplinary potential , particularly in
regards performance and sculpture for example , or film for that matter. I read these
kinds of tensions as precursors to the kinds of issues artists are faced with today around
the multiplicity of media and how to respond to it. Not only do artists now see themselves
more within the flow of the media , but there is simply more of it - constituting a complex
network of historic and present-day media resonances and contagions .
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: :contagion::

In 2001 I was approached by the New Zealand Film Archive in Wellington to curate a
selection of Australian new media art. The resulting show opened at the Archive in
October, and was called : :contagion:: Australian media art@ the Centenary of
Federation, 2001 . One thing that was clear to me from doing the curatorial research

was that many Australian artists were adopting media reuse practices. Following
Duchamp's strategy, reuse is akin to a practice of 'assisted readymades' in that it is
media not yet recognized as art but waiting in the wings of the virtual to be somehow
reborn as an art work.

There are some recent international exhibitions which deal exclusively with artists who
reuse media . These include FIDO Television 25 curated by artist Omer Fast, and the In
Media Res: Information, Cantre-Information , the 2003 exhibition at the University of

Rennes , France.26 There are also exhibitions which focus on aspects of media influence
on art practice , like the tele[vision] show curated by Joshua Decter27 and Notorious:
Alfred Hitchcock and Contemporary Art.28

The following writing will focus on works from the ::contagion:: exhibition which reuse
media in some way. I will discuss the work of Kate Murphy, Andrew Gadow and Emil
Goh in terms of translation. Also Richard Grant's Maja , 6 pm Personality by Emile Zile ,
and This Kind of Country by Michael Schiavello which all take image fragments from an
assortment of sources and feed them back into the machine for reprocessing , to then
output new forms will also be examined . Through this process these new constructions

70

are able to offer varying levels of critique and exploration of the assumptions within the
original media fragments.

The title of the 2001 show ::contagion:: derives from the logic that what you see alters
you, however subtly. Two years later in 2003 Australian theorist McKenzie Wark
declared 'contact is contagion' 29 and some of these works will show the relevance of this
idea in regard to the mass media. Deleuze and Guattari write extensively about the idea
of contagion: "Animal characteristics can be mythic or scientific. But we are not
interested in characteristics; what interests us are modes of expansion, propagation,
occupation, contagion, peopling. I am legion. The Wolf-Man fascinated by several
wolves watching him. What would a lone wolf be? Or whale, a louse, a rat, a fly?"30

In this section of Mille Plateaux they discuss contagion from the animate kingdom. My
argument is an extension of this, to the human-machine kingdom, the animate-inanimate
nexus. Their analogies are of use to thinking this emergence and the high levels of
anxiety surrounding it: 31

It is quite simple; everybody knows it, but it is discussed only in secret.
. . .. Propagation by epidemic, by contagion, has nothing to do with filiation by
heredity, even if the two themes intermingle and require each other. The vampire
does not filiate, it infects. The difference is that contagion, epidemic, involves
terms that are entirely heterogenious: for example 1 a human being, an animal,
and a bacterium, a virus, a molecule, a microorganism. Or in the case of a truffle,

a tree, a fly, and a pig. These kingdoms are neither genetic or structural; they are
interkingdoms, unnatural participations. That is the only way nature operates -
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against itself ... These multiplicities with heterogeneous terms, cofunctioning by
contagion, enter into certain assemblages .. .... 32

Paradoxically of course our experience of animals is more and more via the med ia,
particularly now that so many animals (and plants) are being made extinct: does
becoming animal now imply becoming media, vis-a-vis the animal channel?

In Remediation, 33 Jay David Bolter and Richard Grusin, like Foucault, are not interested
in the origins of things. They are not interested in where things began or where they
ended. Their interest is in 'affiliations' (the attachments and connections between things)
and 'resonances' (the sympathetic vibrations between things). "Foucault. ...
characterized genealogy as 'an examination of descent', which 'permits the discovery,
under the unique aspect of a trait or a concept of the myriad events through which thanks to which , against which - they were formed ' ."34 Their proposed genealogy is
defined by the formal relations within and among media as well as by relations of cultural
power and prestige . Instead of "images of linear sequences and chains of events we
need to think in terms of webs , clusters , boundaries , territories, and overlapping spheres
as our images of historic process." 35

In this age to cut up and reprocess as a tactic has lost much of its edge . As Mark
de'Rozario argues: " ... as both Ballard and Deleuze-Guattari have appreciated , that's
why cut-up cannot be disruptive; it merely traces the postmodern capitalist ecumenon ." 36
De'Rozario argues that Ballard , like Baudrillard , retains little enthusiasm for the political
ambitions of the surrealists , whose celebration of the revolutionary power of the ludic
and the random appears naive in an age where cut-up and associated techniques of
juxtaposition are routinely deployed in even the most banal media object. He quotes
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Baudrillard as saying : "The ludic is everywhere , even in the 'choice' of a brand of laundry
detergent in the supermarket," and writes "Capital , Lyotard's 'surgeon of the cities' is the
greatest cut-up artist of all , as McLuhan had realised , when he argued that newspapers
were symbolist poems." 37

Media reuse now needs to be smarter than the automatic writing techniques of past
decades as well as simple versions of eighties appropriation . What these ::contagion::
artists are doing is operating at a sophisticated level of reverberation . They ricochet
meanings around the text not just at the level of content but at the level of expression ,
the materiality of the medium that they are using , in all its hall of mirrors.

The artists discussed here recognize that we (and they) live inside the global media flow.
This is the main difference that I see between the video artists discussed earlier in this
chapter. These ::contagion:: artists are still very much exploring the materiality of their
chosen media but in a context of more media than every before, and one which is rife
with mediated resonances and contagions . These networks of media fibres weave an
ever-more complex mediated reality.

Richard Grant accesses high-end video compositing to produce a reworking of what
seem like found fragments of Supers film recordings of a Japanese girl's birthday party
and school concert. "For many people", writes curator from the Australian Centre of the
Moving Image Emma Crimmings , "Supers film has become synonymous with what they
understand to be 'memory' . .. ..movements shift and change speed , and details of light,
colour and texture , like memory itself are fleeting and ill defined ." 38 This particu lar
footage evokes a strange wistful nostalgia and comfort for the special magical space of
childhood . However, we could be being deceived . Was it really shot on Supers film or
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was it just passed through an 'old film' filter in the digital environment? At the time of
writing, an email from a video editing sales company popped into my inbox offering
software called Film Damage, which simulates the appearance of old film stock. It claims
that one can add scratches, grain particles, hair or fibers, and dirt, dust, or water spots.
Film Damage also allows you to simulate camera shake and a flickering image. Another
software on offer, Film Grain simulates the appearance of grain particles in the emulsion
of movie or photo film. 39 Faked 'old film or glitch effect' is used increasingly in advertising
as shorthand for the past, or our memory of it, whereas 'handheld video effect' refers to
the idea that what is seen on the image is to do with real-life in the present. Lev
Manovich writes extensively on digital fakery in his book The Language of New Media .
You can be lied to and increasingly are so. Think of the hilarious 1997 film Wag the Dog
in terms of how entire scenarios are faked . As Manovich writes: "Synthetic computergenerated imagery is not an inferior representation of our reality, but a realistic
representation of a different reality." 40

Many artists find this software fakery does not have the image texture that they seek in
their work, and hence return to analog modes of production. In ::contagion:: Ian
Andrews, with three short ambient video pieces Jumpcut, Equilibrium and Departure
works with translation by superimposing a number of painted and decaying 16mm film
loops, digital animation and video noise. As Andrews says: "the loops are combined by a
video process known as a non-additive mix which gives the slowly moving textures a
dreamlike painterly quality. "41 Andrews would claim that t~is process performed in the
digital environment does not give the same feel as when it is performed in the analog
edit suite. 42
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Another two artists' work in ::contagion:: were again to do with issues of translation :
Emil Goh explores hard core machinic aesthetics in Digital Feedback, revisiting that old
chestnut video feedback in the digital environment as opposed to the analog . Scott
McQuire quotes Gary Hill interviewed in 1993 as saying "Video's intrinsic principle is
feedback." McQuire elaborates that feedback "fitted in nicely with the rise of systems
theory and cybernetics being advanced by those such as Norbert Weiner [sic] at the
time." 43 Hill here is also speaking before the widespread availability of digital video
systems.

Andrew Gadow performs a similar operation of material 're-translation' when he says the
work Inversion: "utilises abstract video footage as the sound source. Essentially
translating the sound of vision." In the Art in Technological Times San Francisco
Museum of Modern Art catalogue Erik Davis writes "The secret sense of sharing helps to
explain the growing desire to transcode the real, as when one signal source (Web traffic,
a trumpet, the rate of rain forest loss) is translated into data that mutates into another
form (30 forms , machine rhythms, articulations of a robot arm)." 44 What exactly happens
in these events? Are the patterns and affects suggested by such processes part of the
world , or simple artifacts of the criteria of translation?

Erik Davis discusses the idea of recoding briefly, but does not really go far enough. The
problem is that the terms 'transcode' or 'conversion' imply a self-same replication.
However what is happening here is more complex. Of cou_rse to merely 'translate' is
impossible, and what seems to be happening in these works is more to do with
emergence through a defined set of filters or parameters , which can be fixed or changed
to different levels or can become random . In this way the works produced are deeply
technological products , they owe their existence , their birth , to devices of capture and
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reinterpretation . The transcoding is just a way to get another sense of the material ,
which reveals something new or unexpected . It is not about the equivalence of the
original and its conversion , but about their difference. Australian media theorist Mitchell
Whitelaw writes "it's often got to do with the idea of the signal or data itself .. . piping it
from one form to another is a way to reveal that aspect which is medium-independent,
and therefore imperceptible (pure pattern of difference )."45

In Kuba Dorabialski 's Interview for Foreign Television, the artist claims to have invented
the language of the piece. The title itself begs the question, what is 'foreign ' about the
television station - foreign to what? What language are they speaking? It appears to be
based on an eastern European language but nothing seems recognizable . The
'language' of the interview is subtitled in English. 46 In this dominantly English speaking
Australia we grew used to seeing imported cultural cinema product subtitled , so it is no
surprise that this translation tactic should reveal itself somewhere in contemporary
Australian moving image making (one I put to use in my own work eurovision). In fact
such a strategy is becoming increasingly apparent in Australian advertising . For a while
now there have been the ads for pasta sauce spoken in the Italian language, and in mid2003 one for a mop appeared in Russian with English subtitles.

Julianne Pierce , director of ANAT points out that "Performance is also a strong area at
the moment, especially amongst younger female artists, who are working with
performance and video installations."47 Narrative, performance and story-telling is
present in the extraordinary machinic assemblage that is Kate Murphy's video
installation Brittaney Love. It focuses on an eleven year old girl called Brittaney Love
from Glasgow, recorded by the artist when in Scotland for a residency , who has
completely incorporated the idea of the reuse of media as she 'becomes' the media
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fiction that is Britney Spears. All that she knows about Spears is filtered through the
media - there are no other channels leading to the singer. Brittaney Love has in a way
been possessed by her icon - her media superstar - from the way she speaks and
sings, the way she dances to what she wears. She dreams of being Britney and by doing
so, becomes Britney. This is all made doubly weird by the fact that she is already and
was always, a variation of 'Britney'.

A work in ::contagion:: which, as Deleuze and Guattari write: "Like hybrids, which are
themselves sterile, born of a sexual union that will not reproduce itself, but which begins
over again every time, gaining that much more ground"48 is This Kind of Country by
Michael Schiavello. It takes an advertisement broadcast on television about the
Federation of Australia 49 and remakes it to create a new thing . The success of the work
is to do with the disruptive nature of the restaging, an effect of the choices the artist
makes in what he has decided to insert into the original text. The new work tells the
somewhat unpalatable story about the destruction of Aboriginal people and wildlife on
the Australian continent since invasion. It cuts up and adds into the advertisement a
voice-over and images speaking new facts, the kinds of facts that tend to get cut out in
the whitewashing of Australian history. It is successful because the new elements are
very particular selections . In this way it is more akin to what has been called 'the video
essay' in that, through its selection it presents an argument as well as a new way of
reading the old media fragment. 50

Emile Zile is a Melbourne artist drawn to an off-the-wall kind of artist activism. For
::contagion:: I selected his work 6 pm Personality. This was a succession of news

readers, anchors and correspondents with half of their face as image negative. It was
relatively simple but macabre. The sound was a low mumbling of voices saying nothing
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in particular. The work was shown on a horizontal band of five monitors in the foyer. As
monitors showing normal television services are now commonplace in banks, for
example , the placement of this work in an area where one might expect to see monitors
confused expectations not just with its content - the sick newsreaders - but, due to the
horizontal line of five monitors, with its repetition (also a classic strategy of Pop). By
taking fragments of the media and reworking them , Zile made a new thing.

I will focus a little more on the work of artist Emile Zile . A recent Zile work is a looping
video sequence of a plane crashing into NY's Twin Towers . The voice over is a sound
piece of someone in a nearby office gasping 'holy cow' (also the title of the work) . What
is unusual about this work is that the image itself is a reshoot of a quicktime movie on a
screen , but the quicktime is at an angle. This movie was more than likely taken off the
internet, with its audio , and here is reproduced and translated as video . The texture of
the various media is therefore apparent and exaggerated and has a peculiar effect on
the subject matter. The Twin Towers were of course , Big Things . Zile , by reshooting
them from a tiny, low-res internet-delivered image stream , and showing the computer
screen clearly within the final frame , plays havoc with scale - the work says as much
about media itself and its materiality as it does about the attack on the Twin Towers .

Emile Zile is an artist who is making a practice of making new things from reuse of
media . Larry Emdur's Suit, 2002 (Appendix: Image page A) is a good example . It tells
the story of Emile, answering the call to take up seats on the shooting of an episode of
the television quiz show The Price Is Right, finding himself in the situation where he is a
contestant. In this role he does well and guesses the price of the nursery package ,
allowing him to get up on stage with host Larry Emdur. Emile is a large person , Larry
Emdur is not. The hysterical scene that follows after Emile is asked to come to the stage

78

arise from Emile's overblown hand gestures, knee bending , arm waving and rhythmic
entanglings. Emile does a kind of dance on his way to the stage which Larry loves and in
fact tries to emulate. When Emile reaches the stage Larry sets in motion a dance which
Emile enhances and then leads, the two of them involved in a mutual tango. The
audience is in stitches , loving it. Emile effectively bends the materiality of television to his
will , making Larry follow his dance. It is hilarious and very, very strange. It reverberates
with what Huyssen said about Pop , and also the way Deeter suggests in Chapter 1 that
artists could work in collaboration with television (though in this case the collaborative
nature of the work wasn't mutual).

What occurs between the artist and the game show host has something of the
relationship of the orchid and wasp about it as suggested by Deleuze and Guattari :

The orchid deterritorialises by forming an image, a tracing of a wasp: but the
wasp reterritorialises on that image. The wasp is nevertheless deterritorialised,
becoming a piece in the orchid's reproduction apparatus. But it reterritorialises
the orchid by transporting its pollen. Wasp and orchid, as heterogeneous
elements, form a rhizome . ....At the same time something entirely else is going
on; not imitation at all but a capture or code, surplus value of code, an increase in
valence, a veritable becoming, a becoming wasp of the orchid and a becoming
orchid of the wasp .... the apparallel evolution of two beings who have absolutely
nothing to do with each other. 51

Emile and Larry 'became' some new entity, albeit momentarily. The segment continues ,
however Emile does not guess the right price of the vacuum cleaner and has to leave
the stage , game over. Larry looks positively bereft for a moment of televisual time as
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Emile exits . Outside he is informed that he can pick up the nursery package at a
warehouse after three weeks.

The way that Zile has cut the piece is what makes it so entertaining . Using the actual
broadcast taped from home sometime later, he has added a voice-over of his feelings
about the experience of sudden celebrity, followed by the all too sudden crash as he is
expelled from the show. He uses relatively simple video edits and effects to make certain
aspects stand out and to highlight the lonely tragedy of the consumer goods on offer, the
poignant moments of the relationship between Larry and Emile, and the shopping mall
glamour of the women hosts in evening gowns.

Zile says of his work:

I hope to excavate deeper levels of meaning in the material than the immediately
audiovisual, by re-animating that material in another context, often in live
performance - a manipulation of the multiple perspectives of one event; and
magnifying the intersections of personal, social and televised history. I am
obsessed by the individual frame that separates a home video from an
international news item. 52

Zile wanted to broadcast Larry Emdur's Suit on a special festival program for young
artists called "The Noise" on the ABC and the show trieo to get 'clearance' from
production company Grundy. They were against it being shown - the Noise Festival
asked Zile if he would bear the legal responsibilities of permitting it to be broadcast
which he did. In the end Zile's segment for the Noise show included a sequence from

The Price is Right game show minus the image of the host Mr. Larry Emdur himself -

80

they cut him out of the frame and he isn 't mentioned in the TV spot. Zile writes that th is
passed ABC 's legal team after a few weeks of deliberation and nervous telephone
53

calls .

Not only does this show a lack of a sense of humour but demonstrates how timid

Australian institutions have become when it comes to issues of intellectual property and
copyright. Two stories highlight the culture of self-censorship prevalent in Australia
today. This is a critical issue for artists who wish to delve into the new mediated nature.

copyright conflicts

Both the following instances relate to pieces shown in Sydney Biennales. The first was in
the 1996 show curated by the Dia Center in New York's Lynn Cook, a video work by
French artist Claude Closky. In the work shown at Artspace Closky bumped together a
whole lot of traveling shots from trailers for movies hired from the local video store . What
you saw was an endless shot moving into space . It was an incredible work, relating as it
did to Virilio 's idea of dromoscopy (an aesthetics of disappearance, of unstable forms) the relation of looking through the windscreen while driving at speed . At the artist's talk
at the Art Gallery of NSW all the questions focused on his use of these images as an
abuse of Intellectual Property (IP) . Claude Closky appeared astounded , as if he had
never previously had to deal with such timidity before the media law.

The second story relates to another artist's talk at the most recent Sydney Biennale
curated by Richard Grayson . It featured the Salon de Fleurus which in the 1980s had
realized several projects based on the idea of reconstructions of works of art and
importantly, their sites of realization , from the avant-garde tradition . The 'originals'
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showing in Sydney as part of 'Fiction Reconstructed' were The Last Futurist Exhibition
by Kazimir Malevich in 1915, The Armory Show from 1913, and reproductions of works
from the collections of Gertrude and Leo Stein initiated in 1905-06 in Paris. The Sydney
Salon was curated by Slovenian artist and writer Marina Griznic. Some of the reworked
paintings on show were signed, but perhaps with different names or with other details
added, for example "Kazimir Malevich, from Belgade" which is of course, not so.

Similar stagings by Salon de Fleurus of the sites critical to the Western conception and
development of modern art have been held in Belgrade and also in a private apartment
in New York.

In the catalogue essay Griznic says:

What we have here are copies .... . but copies containing the physical content of
each painting and much more - the idea itself and the act of copying are equally
significant. Questions such as the relation between the original and the copy,
truth and falsehood, sense and non-sense, are legitimate subjects for
philosophical discussion. These are actually anti-historical works. Copies exist in
their own right and time: they do not necessarily originate from an opposition
between themselves and the original, nor do they refer directly to pictorial
invention. This suggests a completely anti-historical reading which does not
believe in the disappearance of things, in a linear_ genealogy, or in homogenous
time without interruptions. The copy confronts us with forms of historicity and/or
anti-historicity, of the visual and the virtual/cyber world. 1
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Having written this text, Griznic was then confronted in the artist talk by questions not to
do with philosophy and the logic of the copy, but to do with issues of copyright and
intellectual property. Was she aware that the artists were infringing copyright? asked
some moral majority. Griznic's response was typical of her sense of humour (here ,
paraphrased) "What we are doing here is giving new life to the work. As it is, the
originals can't travel, they are stuck in dusty museums somewhere, under wraps , heavily
insured, dying. We bring them back into the world . They travel to exotic places and meet
all sorts of wonderful people. They live, again."

In 2002 the same questions arose from the Australian audience as in 1996, questions
that I don't believe would occur to European art audiences .

In chapter 1 I wrote that televisual virtual communities of television watchers are deeply
geographic and historic. "Such communities come to bear the weight of specific
'audience memory' though ironically, in an Orwellian doublethink manner, such
communities have also to bear the weight of historical amnesia." 54 We do remember
what we hear and see in the media , at a deep perhaps unconscious level. Is it that we
aren't meant to be that conscious of it? Why is it so dangerous to recall it, to represent it,
that is, to make it live again in the present? Artists have a history of doing precisely this .

At present copyright expires seventy years after a person dies, but this is often now
being extended. European, UK and the Australian copyri_ght laws aren't as flexible as the
US copyright laws. The former gives preference to the first creator not the second , to
protect the first creator. The US has the parody law enshrined in the constitution which
allows satire. For instance the Simpsons could probably never be made in Australia.
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However artists discussed in this dissertation are not primarily engaged in parody or
satire. Instead, it is critique , and follows a long history within the art tradition.

If we are living inside the legal framework, then let's think in legal terms. 'Fiduciary'
relates to the relationship between a trustee and the person or body for whom the
trustee acts . It could be argued that artists (if they so chose) have a fiduciary
responsibility to reuse media if nothing else than to their discipline, the history of art, not
to mention the community of those that appreciate art. This is demonstrated and argued
here.

Philip Williams' spatialities

In a completely different way to the reproduced acculturated space of the Salon de
Fleurus at the Sydney Biennale comes the installation by artist Philip Williams
approaching silence which opened at the Casula Powerhouse in Sydney in June 2003 .

I include it in my discussion here as it acts as a counter to other acculturated spaces , yet
speaks to the impossibility of having an ideal or unadulterated access to nature, now that
we live inside technologically mediated nature. This work and those like it also have
resonances with ideas discussed in screenworld. One can image that artists will work
increasingly to develop spatial simulations using the large screen environments of
architectural media space.
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When you step into approaching silence maybe you think what happened? Did
something happen here? Where is this place? You look up, there are clouds, but of
course you are not looking up but someone was, once, from somewhere , through a lens.
A train passes and it sounds familiar to where you are now. A bellbird sings, and
somewhere there is a murmur of people, of crickets, of river life.

All of these visual and audio instances happened in an indeterminate zone around
Casula Powerhouse. What Phil Williams has assembled is a quote of a time and a place,
a record - the derivation of the word record is to go back to the heart, as car, is heart. At
some stage, he looked up to the clouds, he moved closer, to the water tanks, he stayed
still, focusing on the pond. He framed the world, quite specifically. Williams, who mainly
works in sound, pressed record on the minidisk to catch birdsound and trainsound , to
capture them and take them from their place in time, enabling them to then exist in a
new place in time.

The recorded nature of this 'nature' is what we have here, an apparatus capture of an
indeterminate zone in time and place . It is not authentic as such, things have been
manipulated. It references the historic body of work which aims to freeze the passing of
time via the apparatus of capture , the camera. The newly floodlit Empire State Building
was treated by Warhol in what began a series of acts of media reuse and contagion . On
25 July, 1964 Warhol and others went to the 44 th floor of the Time Life Building and at
8.06pm began filming on a borrowed 16mm Auricon camera until 2.42 am. The idea for
the work Empire was actually from a young filmmaker called John Palmer, who helped
with the filming. 55 Douglas Gordon made a video simulation of this work in his Bootleg
Empire (1997). New York artist Wolfgang Staehle created an internet Empire State work ,
Empire 2417 (discussed in Chapter 4). What the Empire State Building was to progress
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and futurity , the image of collapsing Twin Towers will be to the contemporary age of fear
and paranoia.

Something in approaching silence is also resonant with Japanese video works from the
eighties , or the meditative work of Australian video artist Joan Brassil , both which seem
to focus on 'the natural world ' as if the camera was a necessary evil and was getting in
the way of that access to (the memory of) a place. However the devices here are
significant to the work's materiality and texture - as are the devices of projection within
the installation .

What is the (ontological) status of the seemingly random though strangely familiar world
Williams creates here? What is its relation to another world , an old world , or is it a new
world , one of many? And as you walk about in the space , do you see a face in the
clouds , do you hear the train whistle go , does that remind you of something , and then
next to you another person in the space , in their heart, their car, they are not looking that
cloud way when the train whistle goes , instead they focus on the wires leaving the frame
of the water tower , and then a plane sounds overhead , and perhaps they think of
connections , and maybe also , of disconnections .

Ideas of inside and outside are held within the installation also . Inside we see this
constructed world and it relates to an outside quite close , and a time nearby. But where
or when exactly has passed and all there are now are th~ traces , the remnants , the
artifacts and algorithms assembled and crafted so carefully by the artist. From this
approach , silence is multiplicity.
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As approaching silence is a transplanted 'natural space' , the Salon de Fleurus quoted
an acculturated space in time by referencing the history of painting , and American artist
David Reed reworked a filmic space with his installation Scottie 's Bedroom (1994 ). Reed
who trained and mainly works as a painter, has engaged in a significant dialogue with
technology, unlike most painters of his generation. The installation is a reproduction of
the bedroom from Hitchcock's film Vertigo, except in this one a TV screen plays Vertigo
in an endless loop. Reed has inserted his own painting into the film in both the actual
film on playback on the screen, and into the reproduction of the room on the wall.

Another instance of spatial forwards/backwards, real-life to media (here , television) , is
the Melbourne exhibition of the Tokyo-based group Candy Factory. They transported the
entire set of the internationally famous Australian soap Neighbours to the Australian
Centre for Photography, where it sat for the duration of the exhibition - a tawdry, empty
thing . In terms of these works' authenticity, Phil Williams' was 'real' nature, the Salon de
Fleurus was 'real ' - known only by photographs and written accounts, David Reeds'
was known from the 'real' piece of film, whereas Candy Factory's was all too real , a
complete transplant, a total recall lying in wait for events to unfold.

In another act of media infiltration , of going backwards and forwards in media zones , LA
artist Mel Chin and the GALA Group introduced more than 150 conceptual artworks into
the primetime drama series Melrose Place during the eighties. At one stage , the GALA
group held an exhibition of works which had been used in Melrose Place , and the
producers shot a sequence of the show in the gallery with some of the characters
discussing the artworks which had previously appeared in the show. In a similar ve in, the
South African artists' collective The Trinity Sessions with their exhibition mobile office in
June 2000 56 featured a television set playing a scene from the reality show Big Brother.
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The Trinity Sessions curated the collection of contemporary South African art which was
in the Big Brother house, and this collection returned to be part of another exhibition via
Big Brother playing on the screen. The collection has also become the subject of a

glossy coffee table book. Such collaborations between artists and the machine of
television production are what is called for by curator Joshua Deeter as a way forward .
As the aforementioned Zile case attests these are not always welcome .

Stan Douglas: reuse by resonance and contagion

How artists can best work within the television frame is a question that has changed over
time as the very televisual world has changed. There are numerous ways of referencing
media in the practice, which can proceed by resonance and contagion , rather than direct
reuse.

I will now focus on the contemporary Canadian artist Stan Douglas who in 1991 made a
series of thirty or sixty second works , Monodramas , for television . They were for
broadcast in between commercials and this indeed did happen. In the shadow of Samuel
Beckett, they show various open-ended scenarios - people running down alleys , others
sitting on benches , talking about moving but not doing so , or a man spying something
from a balcony and checking it out in the bush below. Each piece presented what might
be the germ of a dramatic situation - but one that does not unfold . Instead the television
audience was left with a puzzle as the next commercial arrived.
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In the 2000 Los Angeles Museum of Modern Art had a retrospective of Stan Douglas's
work and as part of this they showed a 1967 CBC Vancouver docudrama called The
Clients. Of particular interest here was an episode titled "A Game of Rounders" which
focused on an angry parolee working as a security guard in 'Discount World ', a
downtown Vancouver store. At a heated moment, the question is asked of the security
guard: "Did you or didn't you punch somebody out at Discount World?" As George
Wagner suggests "the answer is not as important as the tenor of the question and the
suggestion that the world in question, and its values , are not contained with the
boundaries of a single retail establishment." 57

The Clients offered a gritty picture of Vancouver. It did not abide by the conventions of
television at the time, characterized as the show was by long takes, the absence of
master shots and the inarticulateness of leading characters . It is this 1967 series that
inspired Stan Douglas with his 1988 Win Place or Show. It references a televisual
version of Vancouver kept alive in The Clients, a media acculturated space in time (the
1960s) in its look and in the construction of narrative and style.

The Douglas work is a kind-of extension of The Clients, which is a very real televisual
artefact. Win Place or Show, 1998 (Appendix: Image page B) is a hybrid which "begins
over again every time , gaining that much more ground" 58 as it moves to further explore
the workings of narrative structure in contemporary television soap opera and drama . A
whole world of possible combinations is presented by Douglas , a cycling through of this
path or that path for the two featured characters , as one nugget of possible reality
follows another, resolving with the fight. Always the same arguments but this time a
different line of initial attack, a different aside , a different snide remark , all leading to the
fisticuffs fight, then starting over. The work unfolds in an interchangeable or seemingly-
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in-any-sequence manner. However on a longer viewing the way Douglas unfolds the
work is highly organized .

The action is set in a large housing block, like a dormitory for single men derived from
those proposed for the development of a working class downtown area of Vancouver in
the 1950s called Strathcona . Such dormitories were meant to serve the needs of the port
and respond to the presence of a population of male labourers in Vancouver, who were
employed in the regional forestry and fishing industries. Douglas here presents a
memory of a history which never transpired, as the Strathcona dormitory project was
never built.

George Wagner writes: "The line between sanity and madness has been said to exist in
the ability to distinguish between fantasy and reality, and it is in this territory that Win
Place or Show unfolds." 59 These two men tell jokes, bet on the races , try to engage in

conversation, and fight. They are like caged animals in the small claustrophobic space
they seem to have to share. They don't have a television in the apartment, which is
interesting for its absence. As noted by Raymond Williams, the suburban single-family
dwelling , the nuclear family and television became integral in the reshaping of social
space , assumed to 'anchor' a postwar world undergoing significant change .60 Williams
writes that television mediated the relationship between private suburban space of the
nuclear family and the mobility unleashed by the forces of urbanisation , industrial
development and growing media infrastructures. It was CE?lebrated for its ability to
reconcile growth and change with social order and cultural belonging . At a safe distance,
homeowners could receive news of other people , places , and times - leaving them
unchallenged by cultural difference and social strife .61 So with no television in their
space Douglas positions these characters as being outside of social acceptance .
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On Win Place or Show, Stan Douglas has written: "the camera is inflected by me but it
presents more than me, even though I put this thing together and I take responsibility for
it. .... I want to talk about the possibilities of meaning that these forms and situations
present, rather than about myself." 62

What one sees in the gallery space are two huge screens. An apartment is shown as the
setting for the drama of two working men characters, one older than the other. Shot from
twelve different camera angles, Douglas' takes are cut together in realtime by a
computer during the exhibition, generating an almost endless series of montages, since
every time a scene repeats it repeats differently. Curator Lynne Cooke describes the
effect: "The fractured and fissured representations that result range across the spectrum ,
from an almost seamless illusion to a doubled image, to two completely contradictory
views." 63 She argues that in this way Douglas not only deconstructs the conventions and
values integral to the style, the genre, the medium, and even the art form he employs
but, by highlighting devices of disidentification, "foregrounds the conditions and terms of
spectatorship and , by extension, indicts as false any encompassing ideology. " 64

In an essay on this work, "Site/Stake/Struggle" authors Sianne Ngai and Nancy Shaw
expand on this latter point. They argue that, reflecting a late '60s turn from
phenomenological to sociopolitical analysis of media practices , the frequently cited
argument in these discussions is that narrative forms of c9mmercial broadcast depend
on :

.... 'unseen apparatuses of enunciation ', whose concealment must be maintained
in order to insure the imaginary identifications conferring continuous and stable
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forms of subjectivity to viewers, and in order to sustain an overall sense of
fictional plenty and coherence, always covering over the structuring losses
(multiple cuts, negations and exclusions) that constitute the representation to
begin with. For some theorists, the implication then is that by disclosing
previously effaced signs of production, or simply reshifting emphasis from the
fiction to the level of enunciation, one manages to circumvent 'the basic
cinematic apparatus's ideological effects ' - an assumption complicated by
Althusser's insistence that there can be no 'outside' ideology, regardless of how
strongly the disjunction is stressed between levels of enunciated content and
enunciation by laying bare processes of representation.65

They go on to argue that this very lack of an 'outside' to ideology, or the vast and
intricately interconnected abstract systems (economic, political, representational)
determining 'the subject' as such , is for Douglas the starting point from which the
reconfiguration of determining contexts becomes possible.

Moreover, the often automatic recourse to unmasking this supposedly consistent
level of discourse becomes somewhat a moot procedure in Win, Place or Show;
in a sense there is nothing to disclose or unearth here, because nothing is buried
or hidden. Rather, apparatus of enunciation are exposed and visible to begin
with, displayed on the work's very surface. 66

Later in this essay the authors note that the 'nickel ' and 'fight' scenes have more than
double the number of montage variations (per text) than the first four sections : eight
possibilities versus three. With greater potential for nonoverlapping shots at these
narrative junctures, Douglas increases the likelihood for the vertical seam between the
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two projections role to change : from its initial function as a locus of division , or partition
separating two enclosed , clearly demarcated interior spaces , to a dislocation at the
center where dropped nickels and the bodies of tired workers seem prone to vanish , no
longer locatable by any coordinates within the system itself. In this way they argue "the
lone room that Don and Bob inhabit - a closed interior that, like ideology seems to have
no real 'outside' is nevertheless at the same time nothing but outside ; a site that
paradoxically externalizes itself through the very process of delimiting its internal
spaces."67

In what ways could it be said that Douglas is reusing media in Win Place or Show?
Clearly it is not a direct reuse but has more to do with the idea of contagion and
resonance , rather than images of linear sequences and chains of events: " .. ..we need to
think in terms of webs , clusters , boundaries , territories , and overlapping spheres as our
images of historic process ."68

The case studies to date have looked at media fragments with length , that is, fragments
which take a few minutes or hours and media which occupy a definite historic space and
time . Working back from that, I will examine a piece which uses still images collected
over a ten year period linked together to create a seven minute piece , then later will
discuss the reuse of the mediated still image by itself.

Janos Sugar

For some ten years Hungarian artist Janos Sugar has been collecting newspaper and
magazine images of the Russian-built gun the Kalashnikov. He describes the process of
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collecting particular images as 'collecting analogies .' For instance, he takes a pictu re
whenever he sees a broken shop window, or religious graffiti , or a piece of furnitu re on
the street. He likes such series of images, connected only by a similar detail ; he says
that they represent a special kind of a narrative. "For me it is all about the
foreground/background issue: what we consider important, the foreground , is only a
pretext and with the passing of time the former background becomes more interesting ."69

The Kalashnikov machine gun has been in constant use since the late 40s. In these fiftyfive years approximately 70 million Kalashnikov have been built and have killed more
people than the atomic bomb . Its silhouette has become the symbol of revolt and the
favourite logo of freedom fighters and terrorists. Sugar says that in Burkina Faso the
Kalashnikov for some years was part of the national coat of arms , and Mozambique
pictures the Kalashnikov with an open book and a spade on the national flag .70

In 1995 the artist already had a large collection of Kalashnikov images, but no access to
the proper hardware to do much with them. At the time he experimented with morph ing
the images, but the results were clumsy and process complicated. Only six years later
technology had developed to such an extent that such a simple work could be realised .

The Typewriter of the Illiterate is the work that emerged from morphing the still images

together. Janos scanned all the images then matched them in terms of the size and
position of the gun , and morphed these together using the gun as the target in each
morph . What this does is create incredible movement and effects akin to 30 on a 20
image plane , as one image seems to 'pull through ' the other. The images are startling in
their range . Recalling Janos' practice of 'collecting analogies ,' the gun was the initial
reason for the repetition . However what is really interesting is the background , the
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repetition of a certain look of defiance on the faces of the people proudly holding their
iconic Kalashnikovs .

When the morphing software was advanced enough, the work could be made in the way
the artist envisaged it. This example demonstrates the fact that certain technologies
allow new realities to be seen , or freshly seen , from which new ways of being in the
world can emerge . As outlined at the beginning of this chapter, artworks can enable this
process . Vilem Flusser, speaking in 1975 of this ability of art to show us how various
media technologies work, stressed the importance of this act, "because from a new
vision can result a new action."71 One of the new actions possible is to see the
significance of a particular international killing machine, the Kalashnikov, as Andy
Warhol's reworking did of the media image of the electric chair in its time.

Pat Hoffie

I will now address the reuse of the still image. Pat Hoffie has recently done a series Fully
Exploited Labour, 1993 to present (Appendix: Image page C) , featuring images of The

Tampa , the children overboard , Woomera and the sinking of the Sieve X - images
burned into Australians' memory. Or are they? Apparently a large majority of Australians
believe that they were lied to over the children overboard affair, however this has not
had a negative effect on the popularity of John Howard as Prime Minister.

Brisbane artist Hoffie tapes the images from television (from the ABC 's Four Corners , to
be precise) and then makes a computer print-out of the image. She then sends this to
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the Galicia family in the Philippines who grid them up, paint them on large banners and
send them back to Australia . Here again is another instance of technology enabling
certain realities to be seen , or freshly seen. Hoffie is using video capturing devices, data
transfer, compression algorithms and digital printing to realize what appears to be a
relatively simple work. Hoffie says that it would be easy to have the images enlarged by
technological means but the fact that they have been have been outsourced off-shore is
part of the kind of global trading that makes entire communities - entire nations - leave
their place of birth in search of more equitable possibilities. She says "the manufacture
of the work is both the subject of the work as it is the means."72

Hoffie says in an interview with Alison Caroll that she was surprised when a curator
referred to her work as 'protest art.' The curator's comment here is telling in the context
of the dissertation and relevant not only for issues of Intellectual Property but for notion
of propriety in our day and age. The children overboard images were extensively
reproduced in the media, yet to pluck them from out of their context and re-present them
is immediately labeled 'protest' art. Hoffie says "I see this particular body of work as
merely and openly factual. These images are reporting a particular moment in
Australia." 73 She adds that they say as much about our values today as a Streeton view
of unpeopled paddocks might have said about the national aspirations of the time .

The image of the sinking refugee boat has become an icon for a number of Australian
artists , as Alison Carroll points out. For example , Melbourne artists Jon Cattapan and
Charles Green & Lyndell Brown have also used it. The community of Australians know
and understand what it means. However the Galicia family who did the actual painting
did not know the image and turned it into an image of 'Christ on the Sea of Galilee' in
accord with their own store of iconography. Questioned as to how much people need to
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know about the image, Hoffie responds: "the act of translation is always embroidered
with little glitches and approximations. Its often very telling and I suspect in many cases
the mistranslations are willing ones."74 However, for the images to end up so biblical she
says "the Philippines is saturated with Christian imagery and the very airwaves are
permeated with the possibilities of apparitions, miracles and magic every day."

This example of the Galicia family's interpretation of Pat Hoffie's image selection,
digitized from an Australian television current affairs program, and posted to them as a
printed image, demonstrates what is to come as media reuse become more globally
prevalent. As media flows themselves attempt increased homogenisation, art works will
be developed with singular takes on mediated events based on local modes and
characteristics. Let a million flowers bloom.

Jamie Waag

Of particular interest to this argument is the work of UK artist Jamie Wagg who has
discovered what can and can't be spoken. Over recent years he has sought to explore
issues around the validity or relevance of a critical practice with regards to History
Painting. This is seen in the tradition of an historicising disaffirmative practice in the
'Grand Manner.' 75 This body of work first came to the public's attention in 1993-94, with
the work dealing with the surveillance images of the abduction and murder of the 2 year
old James Bulger by two 10 year old boys in Liverpool, England.
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In the case of the Bulger murder, Jamie Wagg's History Painting of the security camera
photograph were removed from the Whitechapel Gallery's Open Exhibition after
prolonged attack by the tabloids in 1994. The images were already rendered
unforgettable through their exposure in the news media, yet their reproduction outside of
that arena was considered an 'outrage.'

In an essay analysing the furore around Wagg's paintings in 1996 Mark Cousins notes
that:

The work seeks to set the image of the boys in a public space of memory which
does not repeat identification but works through them. It is a work in search of a
public sphere in which canonic images are set within the historical and political
conditions of their emergence. It is probably right that the newspapers expressed
such outrage, for the work challenges the space of representation and
identification within which newspapers coin it.

76

How is it that the surveillance images of the Bulger abduction, themselves shown
incessantly on television and in other media outlets, were, when reproduced in the
context of art, the subject of outrage. This example, and that of Emile Zile's Larry

Emdur's Suit suggest that although we live inside media we are not to reproduce and by
doing so , critique mediaspace, in any form. These examples are precursors to the
discussion to come in the next chapter netspace around webcam and surveillance
images. Robert Riley , in conversation with Joshua Decte~ says of television images ,
resonating with both print, surveillance and webcam images , that television is a medium
that migrates: " .... . images wander off the screen into the memory, to become a public
presence .. ... The engineered space of television certainly impacts perception and vision.
Simulated experiences on television are experiences none the less."
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media reuse now

Having here looked at some examples of artists' reuse of media, what is it that artists do
when they take up media and reuse it? Joshua Deeter writes that "I actually believe that
the model of artists 'unpacking' media culture for us (as critical service providers) is
becoming increasingly obsolete, as the public is becoming increasingly media-savvy"78
(though the recent example of the Iraq War discussed in chapter 1 would suggest
otherwise.) He suggests that this model will be supplanted by a more complex and
difficult approach: artists working in cooperation with networks and cable providers to
articulate "hybrid projects that offer new interpenetrations between mainstream
commercial desires and the more idiosyncratic visions of artists." He cites the previously
mentioned Mel Chin & the Gala Committee's in the Name of the Place wherein an art
collective at first infiltrated the set of Melrose Place and subsequently developed a
cooperation with the show's producers , as an example of a 'trans-cultural' project.
Collaboration here as advocated by Deeter is all very well but it requires that artists
institutionalize themselves. As mentioned in the discussion around Emile Zile, working in
an unofficial collaborative way with Grundy Television, when they found out they
threatened to set their legal team onto him. It is my opinion that this increasingly 'legal'
framework slows artists down way too much.

In the 1970s artists were seen to be critiquing the power structures of media control by
deconstructing it, showing the skeletons embedded within the machine. Later artists
reused media at the level of media memory and reverberation. Sianne Ngai and Nancy
Shaw argue that an artist like Stan Douglas goes beyond the simple deconstruction
mode to show how deeply unstable the media edifice is.
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As this critique from Tim Griffin on the Italian Pavilion at the Venice Biennale
exemplifies , media reuse grows in stature with the 'long view: '

The pavilion's centerpiece inspired a similarly uncanny sensation, turning on the
element of nostalgia (the ultimate 'delay') that tinged so many works in the
Biennale: an entire room of selections from Richard Prince's 'Cowboys ' series.
The Marlboro Man imagery of the imagined West is stunningly seductive, and all
the more striking given that Prince continued the series, so powerfully identified
with the '80s, over the course of two decades. One wonders if Prince isn't
America's own kind of Wagner, a figure able to frame the nation 's unconscious
fantasies - everything that you want to embrace that is, at the same time,
everything you want to deny. Or, to add some simulacral spice to this country
79
logic, he evokes the proverb You can't lose what you never had.

What is interesting now in media reuse (and it is only now perhaps since television has
been with us for over forty years) is that we can make a leap into the past, in order to
remember what things were like , and that this is in itself a radical act. In th is age of
greater speed and intensity, it feels as if we are inside a continuous present. The aim of
television and media in general is this . To live in a future perfect tense . The world of the
past is more and more synthesized and collapsed , over time iconised into manageable
units soaked in maximum audience memory. Ron Simmons , curator at the Museum of
80
Television and Radio in New York writes : "If you see Ern_ie Kovacs , Sid Caesar,

Playhouse 90 , Paddy Chayefsky on television , it is guaranteed to be in highlight
packages . Movie and literary history remains available in its complete and unadulterated
form . Television history is being reduced to smaller and quicker sound bites ."
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This chapter has demonstrated that there have been two significant shifts in media art
practice since the introduction of video in the 1960s. The first is that media artists
changed their focus from speaking from a position outside the media to one which came
from inside the media flow . An example of the earlier idea is the late 1970s work of artist
Dara Birnbaum , which sought to deconstruct the media. A work speaking from the latter
perspective is Brittaney Love by Kate Murphy, showing an 11 year old girl who is
completely consumed by her mediated desires.

Paralleling this shift were the implications on classic modernist notions of truth to
materials from what Bolter and Grusin call remediation, which they see as a defining
characteristic of new media. They argue that media are continually commenting on ,
reproducing , and replacing each other, and this process is integral to media. They claim
that "Media need each other in order to function as media at all."82 The works examined
here act by ways of affiliation , resonance and contagion, and the next chapter will
expand on this as it looks at media reuse on the internet. A subtheme of this chapter has
been the status of the image as representation. This was highlighted by Pop art and this
issue is only made more complex by the increasingly sophisticated mediated world .

Artists , by manipulating the media we are subjected to , are expanding the contracting
media memory as well as opening new spaces of dialogue around media issues .
Copyright as determined by media corporations can only hinder this activity and hence
must be resisted , if nothing else , arguing from a base of ~he history of art itself, and its
ongoing critique of the media we live within .
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material media: artefacts from a digital age

chapter 4: netspace

The discussion now moves into netspace. Media reuse artists here are working with the
materiality and textures that the internet affords the moving image. As stated at the
outset of the dissertation, the argument moves from examining macro media spaces to
the micro spaces of this chapter. It gets inside the code. There are three areas of
practice which interest me here: artists Wolfgang Staelhe, Tom Sherman and Jason Gee
who work with webcam technology; Victor Liu See-le and Vuk Casie who work with
code , and the work of Sunah Cho and Jennifer and Kevin McCoy also will be discussed.
Sunah Cho and the McCoys work at a database level, assembling and re-assembling
narratives while Victor and Vuk are making apparent the underlying computing structure
of the data and algorithms while reworking movies.

In all these cases discussed the network comes alive in new unimagined ways The
works cited here extend the chapter three examples , particularly the : :contagion::
works. One way that they do this is that they are produced from a relatively new
medium , that of the internet, another is that they are other media transplanted into th is
medium. Hence they are translations at a technical level and at a conceptual level. The
works discussed here resonate with other forms of media , and it is in this way that they
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could be said to be reusing media - they are working at the level of affiliation , resonance
and contagion as well as more direct media reuse. I am particularly thinking here of the
webcam works and their relation to both surveillance and reality TV.

In terms of the key themes of the thesis, the works here constitute a media space within
a media space , so to speak. On the idea of 'truth to materials' what we see is an
increasingly complex idea of the truth to materials concept as one media (which is
already an amalgam of many different media spaces) is translated to an entire other
medium . The level of complexity increases exponentially. In these cases not only is the
content of one medium that of another medium, but so is the expression . Here we have
cinema and television translated to the 'stuff of the internet, in terms of the internet
codecs and other data file issues, as well as the form of delivery of the internet, TCP/IP
protocol for example .

The thing that is new and different about the internet is its global reality. The webcam
works cited here interestingly enough actually find themselves staged in the 'hardspace'
of a gallery or club , whereas the other works here are on line and therefore theoretically
available to be seen at any time , by anyone. They are children of the new media space
of the global internet.

However, there is an increasing awareness that as one is using the networks , networks
are using one . Think of cookies , huge networked databa$eS and data mining , coupled
with surveillance cameras on every street corner and road, GPS pin-pointing where you
are every time you use the mobile phone , data and image collection every time you use
an ATM , or go to a service station or catch a train . This is increasing globally, particularly
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in the light of the war on terrorism . Artists are however turning back the gaze and a
number have taken up the possibilities offered by webcam technologies.

To provide context, I would like to make reference to a resonant work from the past. Tim
Griffin is senior editor of Artforum and this is part of his critique on the 2003 Venice
Biennale:

That kind of memory-function conundrum found formal manifestations throughout
the Biennale. If, as Walter Benjamin puts it, the revolutionary historian is one who
"grasps the constellation which his own era has formed with a definite earlier
one"- recognizing the underlying problematic structures that a contemporary
situation shares with previous eras (no matter the superficial differences) - then
Dan Graham was that historian's artist in the Italian pavilion, providing a timespace-image warp to map out Birnbaum and Bonami's concept of "Delays and
Revolutions" in three dimensions. His 'Opposing mirrors and video monitors on
time delay,' 1974, consists of two monitors with closed-circuit cameras affixed to
their tops, facing mirrors on opposite walls. Viewers looking at either monitor end
up looking five seconds into the past on the other side of the room as it was
captured on camera, at the same time that they see what is happening across
the room in real time and space. In effect, Graham puts the perception of the
Biennale's viewing subject in perspective.

1

In 1974 when this work was devised video was a new medium. The first colour video
was available to artists in 1975 (reel-to-reel 1/2", Sony AN series , the next breakthrough
2
was 3/4", and that opened up in 1976-77 ). Artists were truly enraptured by its 'realtime '

possibilities. At the beginning of artists' use the idea of video surveillance was present
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3
and prescient. Probably the first large scale telematic performance was in 1980 by Kit

Galloway and Sheri Rabonowitz . Called Hole in Space , cameras were set up looking at
the street in both New York and Los Angeles , and beaming the signal to the 'other' site
for replay. People spent hours just staring at the 'others' in the video mirror. Audiences
were completely bewitched . This use of video by artists has grown in sophistication in
the twenty-five years since its availability, and the use of webcams are a recent
incarnation of the video genealogy.

webcams: reuse by affiliation

In 1999 New York artist Wolfgang Staehle opened a website in which you see nothing
4
but the Empire State Building and a clock that marks the time. This is Empire 2417,

watching the building 24 hours a day, 7 days a week. Here Staehle performs an
operation that is the opposite of voyeurism and surveillance; he is in control rather than
being controlled and directs this attention not at a corporate or institutional symbol , but at
a tourist fetish . Gianni Romano writes that "The enlargement of this image in artspaces ,
rather than inside the computer screen , gives it further connotations. At first glance, in
fact, the enlarged image of the famous skyscraper gives the impression of a projected
picture: the enlargement gives it fixity of a photographic nature, revealing its true nature
5
only to those who patiently watch and wait. "

As mentioned in Chapter 3, Andy Warhol 'did ' the Empire State Building on film , and
artist Douglas Gordon referenced this work in the video piece Bootleg Empire (1997).
Wolfgang refers to these works indirectly in his work Empire 2417 but takes previous
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artists' imaging this iconic American building a step further 'in time' by using live webcam
technology.

On September 6 2001 Staehle used the technical facility of The Thing in New York, a
server space he had set up to produce an exhibition of live Webcam images - a diptych
of the New York skyline , a single view of the famous television tower in Berlin and a view
of a romantic castle in southern Bavaria. These were projected at monumental scale on
the New York Postmaster Gallery's walls. New York's Time Out said of the exhibition
that, in effect, webcam technology, typically used to offer real-time voyeuristic fantasies ,
is converted to the aims of photography and video art, with a particular emphasis on the
global reach of the Internet. Staehle said in this article "I see it as video , even as
photography, since technically these are still images updated every few seconds ."

6

On September 11 , five days after the exhibition opened , hearing about the World Trade
Centre attack and seeing its aftermath from the roof of his apartment in Ludlow Street,
Wolfgang Staehle rang gallery owner Magdalena Sawon and had her turn on the
exhibition where she watched the destruction and collapse of the Twin Towers through
the prism of Staehle's art. She writes:

Tuesday morning it looked like our world ended as the projection captured all
stages of the catastrophe. Now, the smoke has settled and it's back to the
transformed skyline with a disorienting gap where the towers stood before. As
difficult as it is for me and the gallery audiences to see this image, the key intent
of the work was (and remains) to continuously stream in an unedited and
unaltered reality; updating the idea of landscape using the tools of our time . The
ever important context in which art is made and shown changed irreversibly on
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September 11. To my knowledge Wolfgang 's piece is the only artwork for which
not only the context but the content was affected directly by the attack on the
WTC. 7

What would become the biggest news event of the decade and most played media
fragment of the new century was part of this work as it was happening. In this way
Staehle could be said to have made a 'preemptive strike' on media art history, however
unconsciously.

The internet has embodied within it the ghosts of other older media forms. Consider
8
McLuhan's insight that 'the content of a medium is always another medium.' The early

internet made use of the dominant metaphors of the look of both television and
magazines. It is clear now that the prevalence of television material on the Web confirms
the insight provided by media ethnographers of the importance of conversations about
television in everyday life, suggesting that television plays a central role as common
9
currency, a lingua franca . According to Ellen Seiter television fans are a formidable

presence on the Internet: in chatrooms where they can discuss their favorite programs or
television stars; on web sites where fan fiction can be posted; and as the presumed
market for sales of television tie-in merchandise. The possibility of do-it-yourself web
sites unleashed thousands of die-hard television fans eager to display their television
knowledge - and provide free publicity for television producers. Hundreds of
painstakingly crafted home pages have been devoted to old and new television shows .
She says "in fact the Web is a jamboree of television material , with thousands of official
and unofficial sites constituting television publicity, histories (with plots summaries of
every episode ever made) cable and broadcast schedules , and promotional contests ."
Ellen Seiter claims that television was one of the first topics people turned to when trying
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to think of something to interest a large global and anonymous group of potential readers
or viewers - other Net users.

It is also clear that television and print were dominant design modes for the early
internet. By 2003 this has shifted somewhat and it could be argued that the web has
influenced television graphics substantially. For example , the 2003 Iraq war television
graphics had the look and feel of live stream video , streaming into say, two windows one with the journalist or anchor person and the other with the correspondent on site .

Televisual community spaces as discussed in chapter 1 have challenged previously held
assumptions about geographic, spatial temporal limits. They have their clear parallels in
internet space . Take the case of Australian net artist Francesca Da Rimini as detailed in
the book Fleshmeat who , from 1994-1997, was 'living online' from Adelaide , Australia .
She was basically awake all night Australian time in order to live and play in northern
hemispheric time . Many people in Australia are doing precisely this as the mass of
internet activity is concentrated in the northern hemisphere/US zone , making such
people somewhat polyphrenic in relation to an idea of national identity as derived from
living in the same geographic zone. How and under what kind of circumstances is
someone living in such space still an 'Australian ' in the classic Benedict Anderson sense
10

of national identity springing from an "imagined community?"

New spacetime zones

exist in particular netspaces, shared by people who in their own culture are more and
more out of time , discombobulated , though joined at the hip in some weird on line nation
of their own making .

A future 'imagined community' could revolve around a television program which takes
live feeds from a variety of global domestic or work-sited webcams , just looking at
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whatever is going on in the frame , for hours. During the late night Big Brother
transmissions , the camera would sometimes be focused on a row of sleeping people ,
sometimes on a completely empty room , where nothing happened . The idea that people
at home were watching nothing was so ... Warholian , so fluxus performance .

The webcam has clear resonances with contemporary reality television . As Nicki
Robertson-Peek, curator of the London exhibition Are You Looking at Me writes:

The concept of 'big brother' has become a recognisable motif with widely
acknowledged connotations , detached from its Orwellian context. In the wake of
C4's Big Brother series, the growing popularity of docu-soaps and the iconic
value of the surveillance image in the media reporting of the Jamie Bulger,
Rodney King and Dami/iota Taylor incidents, the emergent overt big brotherism
has become a significant aspect of popular visual culture. The use of covert
video surveillance images in consumer watchdog programmes or Hollywood
films (which perpetuate the notion of totalitarian state surveillance) creates a
climate where the iconography of CCTV has become an either naturalised or
11

fetishised aesthetic of visual culture.

In the 2002 work Sub/Extras (Appendix : Image page D) , Canadian artist Tom Sherma n
has combined the video streams of scores of private webcams with the music of NYbased group Christian Science Minotaur and that of Vienna's Bernhard Loibner. This
series of 'vidsonic' compositions offers a provocative update on the state of global
personal communication in 2001 . Tom Sherman says "Millennium culture is virtually
synonymous with personal communication as mobile telephony and wireless computing
spread like wildfire . With faster machines and line-speeds the picture-phone has finally
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12
arrived and with it there are new forms of behaviour and attitude." He contends that

"today's webcam operators are simultaneously pinned down and in control. The video
chat-line is the domain of submissive extroverts," hence the title of the work: Sub/Extras.

Sherman feels that the people captured in his webcam portraits have created their own
self portraits by the way they chose to frame their surroundings - how they decorated
the space with significant objects, special lighting, and mirrors for example. Sherman
writes that he finds a strange "real emotional tone in the distanced, distorted, muted
contact."

13

In a text by Sherman called Dead Faces, he writes about fictional webcam meetings he
had with office staff for some months:

Personally I find the time just before and after these webcam meetings to be the
most revealing moments in the life of the corporation. If you look at the daily
meeting schedule and log on ten or fifteen minutes before a meeting
commences, you will find that some of the participants sign on early. They are
usually sitting there in their cubicles dealing with on-screen data or attending to
their personal e-mail or telephone conversations. It always strikes me how dead
their faces look before the meetings start up and they put on their perky
corporate personalities. It's the same after a meeting when they're working alone
again.

If people would look carefully into their video mirrors, they would notice a certain
deadness in their faces. People sitting at computers for long hours have this
extra gravity in their expressions, especially in the muscles around their mouths.
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When I look in on people getting ready for a meeting, or just after, it is striking
how they appear emotionally mute. This vacant, drained appearance triggers my
own depressing introspection. I've become aware of my own depression through
the numbing fatigue around my mouth, the way my face looks and feels heavy
when I have that sinking feeling .

This is what I've learned from working in a organization linked by webcams. I've
learned that we're networking a certain level of depression. I don't really believe
the machines are draining us, but there is something desperate about the
14
explosions of laughter that erupt when we're interacting on camera.

These are terminal subjects, dependent upon their links to the world via technology.
Edward Tenner cites a professor of architecture who contends that "all chairs deform the
body by straining the spine and weakening the muscles of the back." Tenner himself
observes: "as sitters become accustomed to the support of a backrest, their back
muscles weaken and they must recline even more. The chair is a machine for producing
15
dependency on itself," as the webcam is now. It is part of the spine of our system .

Webcams extend the space and time of machinic capture . We are symbiotically linked to
the network (well, not all . A huge proportion of the world's population have no access to
even a telephone. This scandal is outside of the scope of the dissertation).

Sydney artist Jason Gee in the work The Big House, 2002-2003 (Appendix: Image page
E) captures the telematic spaces of personal webcams and online voice chat
transmissions. He "explores the phenomenal growth in these technologies and the neosurveillance lifestyle," reworking the traces left behind in these private/public spaces .
The images captured are resonant with network decay. Their textures are a result of
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their journey as information bitstreams , traveling by paths not known in advance , every
time different though in tune with the vagaries of the network, to reassemble at their final
destination . He states that "these webcam streams were transmitted on the internet, with
the subjects intention that these were to be private transitory moments. The subjects are
unaware of their lives being recorded" , like the webcam people in Sub/Extras. The
webcam images which make up The Big House are then transformed into full-screen
large video projections and presented in a multi-channel installation . "The magnification
and juxtaposition of these moments allow the subjects to impose their own narratives on
16
the viewer. "

A 2000 work which crosses categories here is Airworld (Appendix: Image page F) by
17

American artists Jennifer and Kevin McCoy.

Airworld is a site for the reinterpretation of

a number of modes of information on the internet, from corporate identity to webcams to
financial data. It is the webcam section that interests me. The artists have compiled a
database of Web pages where cameras watch places of work - offices, grocery stores ,
homes and transport hubs and 're-air' the live image stream from their site . Some of
these are old streams so must be coming from a database of clips, but other streams
appear to be live, and it is random which is which . A link launches a window where four
streams play and are constantly updated with new streams. Some of the cameras are for
security, others were installed by people who just want us to see what they are doing .
Arlforum's David Frankel writes of these streams that our "voyeurism is inverted again

by a cryptic overlay of text showing the Internet traffic route between the computer we
18

are using and the computer sending out the image - telling us we are traceable ."

I

would posit not only do they tell us that we are traceable , but this text adds another layer
of materiality to the image , a translation of data which is intrinsic to the materiality of the
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works realization . This translation has resonances with the work of, for example Andrew
Gadow discussed in chapter 3.

internet database works

Airworld artists Jennifer and Kevin McCoy have been cutting up TV shows like Starsky
and Hutch to construct DVD interactives. Interviewed by Josephine Bosma about
Airworld, Kevin McCoy says:

The idea of automatic content creation is the next problem brought on by global,
real-time computer networks. The speed and capacity of these networks are
outstripping the human ability to provide material to supply them . .. .. Now the
net, as the vehicle for the information economy, is catching up. There is a real
need on the part of media businesses to create abstract, machine-driven
algorithms that can produce material that is readable and meaningful to humans.
It is cheaper, faster, and more efficient for business. The media are the last
refuge of the craft trades: Writers, editors, artists, musicians, and filmmakers are
like the blacksmiths, carpenters, potters, etc. , of previous centuries.

I am not in any way in support of this trend, but I do see it fast approaching even if we are in the earliest stages of automated content creation. It is another
facet of the post-human world we are entering .... .As an artist I want to explore
this trend. By trying to create such systems I feel like I am showing their
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limitations and, at the same time, putting myself in this future world in order to
report back on what it is like .

In a similar way , another project by the McCoys, 201 : A Space Algorithm, 2001
(Appendix: Image page F) is an online software program which provides methods of reediting Kubrick's science-fiction classic. Here "running time is compressed or expanded ,
juxtapositions are generated synthetically, and shot selection becomes a collaboration
between you and the computer."

19

Another work which deals with automatic content generation is Sunah Cho's project
Learning Asia .20 Its starting point is the Western view of Asia , as well as Asia 's own self-

representation , as mediated by the internet. Lev Manovich says "After the novel , and
subsequently cinema , privileged narrative as the key form of cultural expression of the
modern age , the computer age introduces its correlate - the database."

21

In this case

and in the webcams found by the McCoy's, the whole internet is the database. Manovich
thinks it is possible to see the entire world as a database, and this could be the model for
the "computer society"22 which sees the world as an endless and unstructured collection
23
of images, texts , and other data records . A search in the installation version of Sunah

Cho's work results in a movie sequence - which speaks in some way to the net
construct 'Asia ' - generated from the videocl ip materials found in the internet. These
come from private sources , clubs , organisations , government institutions and firms with
varying professional and technical production levels . These clips are put together into
sequences by a set of parameters which were designed by the artist to be vague and
random . She says that "the brevity of the videoclips found inside the internet results in
concentrated and graphic representations . Through choosing , cutting , and compos ing
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the materials, the elements are transferred into a new context from the original ,
producing an order and structure that yields a reading not apparent in the original
24

material. "

machinic aesthetics of code

... the creative discovery that looking at anything intently did not lead to a fuller
and more inclusive grasp of its presence, its rich immediacy. Rather, it led to its
perceptual disintegration and loss, its breakdown as intelligible form ; and that
breakdown was one of the conditions for the invention and discovery of
previously unknown relations and organisations of forces.

25

The next two works to be discussed do precisely this - they look at the medium of the
internet in microdetaif and by doing so , make its structure and organization apparent.

defter, 2000 (Appendix: Image page G) by Victor Lui See-le

26

works at a deeper

technical level of materiality, inside the body of the data if you like, in the compression
codec - the bones of data transmission . It is software which exposes the structure of the
MPEG inter-frame compression scheme. MPEG-1 is a streaming codec. Java code
running in the browser in the home viewer's computer decodes the MPEG-1 packets as
scheme enables the efficient
they arrive from the network. The MPEG-1 compression _
transport of digital motion imagery (that is, movies over the internet) and is respons ible
for the characteristic 'blocky' visual artifacts in these movies. defter uses a modified
MPEG-1 codec. The artist doctored a sample MPEG-1 decoder implementation in Java
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originally written by Dr. Ing Jo'rg Anders at Technische University of Chemnitz . This
code is released under the GNU General Public License . For many new media artists
open source code is their preference .

Victor claims that the software "works in the interstitial space between the frames of an
MPEG movie by extracting and rendering only the inter-frame motion vectors. In the
resulting playback, the objects in the movie are effaced , and only the ghostly traces of
movement remain ."

When you enter the defter site you are given a number of movies you can 'delter'. You
can also link to an MPG-1 movie of your choice (on the web), and apply the delter
software to it. Once the stream is coming in , you see a 'movie' which is continuously
breaking down , resolving then breaking into fragments again and again . One can set
different parameters such as zoom and the speed of delay which radically alters the
image one receives . There are four movie choices on the site: a drive through Paris, a
girl with a hula hoop, a ping pong ball being bounced and the shower scene from the
Hitchcock film Psycho (in black and white) .

If we consider the idea of narrative as articulated by Tzvetan Todorov, as involving the
27
passage from "one equilibrium to another," the question arises: what are the mini mal

conditions of narrative in this work? It is an abstract field . Every time you see it, it is
different and original because of the network. With MPEG , as the packets are
transmitted they can get out of order. This , combined with the unique network
congestion at the time of launching the movie , as well as the bandwidth you are viewing
it on , means that the work is never really the same twice - it is using the network itself as
part of its materiality. Its facture and construction are to be seen . The artist chose
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fragments from the new mediated natural world , in this case one medium (the moving
image - complete with its load of memory and cultural baggage) transferred to another
(the server, then relayed to the home computer via the internet).

These works are not fixed, instead they are dynamic but never the same twice . And this
is the essence of artworks which 'live inside' the network, and the genius of artists who
first seized on the internet as an artistic medium. Lev Manovich in The Language of New
Media says the visual culture of a computer age is "cinematographic in its appearance,
28
digital at the level of its material and computational (that is software driven) in its logic."

The final artist to be discussed is drawn from those who could be called 'original' net
artists. Along with JODI, Vuk Cosic makes works, like Victor Lui See-le's, which are
software driven in their logic. These artists 'stage' or perform new media's properties by
bringing out its status as digital data rather than hiding it. They perform a facture: the act,
process or manner of making anything , a construction, by revealing the work's
constructed bones, or nervous system embodied not just in the content but in the
expression or form of the work, its materiality. In a similar way to Lorenzo Piano's
Pompidou Centre which rather than hide the infrastructure exposes it to view.

To be discussed here from Casie's large body of work are the ASCII movies, 1997 to
2000 (Appendix: Image page H). In Casie's 'ASCII history' scenes from classical films
are run through a custom player application that converts moving images into ASCII
code . Emerging live over the internet the result is something that looks as though it were
weaved .
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In the essay "Cinema by Numbers" Lev Manovich discusses these ASCII works . What
he does in this text and elsewhere, most notably in The Language of New Media is trace
the entwined history of cinema and computing. Manovich claims that if the history of
analog cinema officially begins in 1895 with the Lumieres, the history of digital cinema ,
which he says is yet is to be written, starts in the late 1930s. From 1936, and continuing
into the Second World War, German engineer Konrad Zuse had been building a
computer in the living room of his parents' apartment in Berlin . Zuse's machine was the
first working digital computer. One of his innovations was a program control by punched
tape. And here is the point of convergence, because for the tape, Zuse used discarded
35mm movie film, a critical and original case of media reuse.

Manovich writes that "one of these surviving pieces of film shows binary code punched
over the original frames of an interior shot. A typical movie scene - two people in a
room involved in some action - becomes a support for a set of computer commands .
Whatever meaning and emotion contained in this movie scene are wiped out by this new
29
function as data carrier."

Zuse's experiments foretell the convergence that is to come some half a century later
when media and computer merge into one . Of Casie's ASCII movies Manovich contends
that "the ASCII code that results when an image is digitized is displayed on the screen is
as satisfying poetically as it is conceptually - for what we get is a double image, a
recognizable film image and an abstract code together. Both are visible at once ."

30

With

the coming of the internet, number of artists in the later nineties did what came to be
known as ASCII art, often distributed in the body of emails via mailing lists .
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In the case of ASCII code , its use echoes McLuhan 's insight that "the content of a
31
medium is always another medium." ASCII is an abbreviation of American Standard

Code for Information Interchange. The code was originally developed for teleprinters and
in the 1960s was adopted for computers. The teleprinter, a twentieth-century telegraph
system , translated the input from a typewriter keyboard into a series of coded electric
impulses which were then transmitted over communications lines to a receiving system .
They were then decoded and printed as a message onto a paper tape or other medium.
Teleprinters were introduced in the 1920s and were widely used until the 1980s with
telex the most popular system. These were gradually replaced by fax and computer
networks. Manovich writes "By juxtaposing this code with the history of cinema , Casie
accomplishes what can be called an artistic compression: it brings together many key
issues of computer culture and new media art together in one rich and elegant project."

32

These works demonstrate the increasing complexity within media art. Not only do we
now see reverberations at the level of content but incredible reverberations at the level
of expression , of code - the materiality within digital environments. This complexity will
only increase. Such works are manifestations of what Deleuze and Guattari call the
abstract machine, in the sense that "an abstract machine is neither an infrastructure that
is determining in the last instance nor a transcendental idea that is determining in the
supreme instance. Rather it plays a piloting role. The diagrammatic or abstract machine
does not function to represent, even something real , but rather constructs a real that is
33
yet to come , a new type of reality ."
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conclusions

We live inside the media. You could say that we dream media , we are mediated. "Media
1
equal real life" concluded researchers Byron Reeves and Clifford Nass, contending that

people relate to media in the same way that they relate to other people or places.
Chapter 1 of the dissertation , televisual terrain traversed this field and its impl ications .

It introduced Humberto Maturana's idea of the individual's interface to the world . This
perceptual apparatus , the interface, is not just like a filter through which information is
passing , rather it is an active construction of the world in response to what is happening
in the environment. Therefore televisual terrain posited that since the environment is
increasingly media saturated , so is our most intimate interface to it.

This media saturation is found not just in domestic space but is reinforced whenever we
enter public space through the incursion of large screens and other forms of advertising .
The chapter screenworld articulated the changing face of architecture as a support for
information and narratives of consumption . It posited the idea of architectural media
space and discussed some of the ways in which people and artists bui ld resistant
spaces .
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In order to speak about the mediated world , artists use (and reuse) a variety of media as
their tools , both in terms of media content and its expression or form . Media reuse by
artists has become an essential and critical form of practice . In mediazone I argue that,
given that we are media , and our media are as real as anything else , 'appropriation ' from
a position 'outside' media is no longer tenable . The mediazone argument showed that, in
the 1960s and 1970s, this 'outsider' position was the underlying assumption . This
'outsider' position underwent significant shifts in the following decades, to a position now
where artists speak from within the global media flows .

Paralleling this shift were the implications of McLuhan 's insight that the content of one
medium is always another medium . Bolter and Grusin call this representation of one
medium in another remediation , and argue that it is a defining characteristic of new
media . They write that each act of mediation depends on other acts of mediation ,
arguing that: "media are continually commenting on , reproducing , and replacing each
other, and this process is integral to media . Media need each other in order to function
2
as media at all ." Remediation provides a useful conceptual frame with which to view the

works in mediazone and netspace . These works act by ways of affiliation , resonance
and contagion .

Remediation undermines the idea of a purity of materiality that was sought by the early
proponents of video art. This concept, derived from the writings of NY critic Clement
Greenberg was then influential. It is to be noted that it w~s an extremely useful concept,
as it acted as way of theorizing what artists were doing in abstract expression ist pa inting
in the late 1950s. The focus on materiality articulated how the art object could be freed
from its referent to stand alone as a thing in the world . However, what initially had been
a liberating idea became institutionalized and lim iting to artists .
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The discussion of materiality and remediation which has been presented here is useful
to future researchers in the new media field. There is nothing redundant about artists
examining a singular media in detail , as Bill Viola and others did with video in the 1970s
and as artists do today. The difference inherent in the concept of remediation to the
Greenbergian truth to materials idea is that it sees no radical break from medium to
medium . Instead remediation sees media as networked and connected . As in any form
of practice , one seeks to know one's tools in detail to work properly with them , to find all
their potentials . This is what the artists examined in both mediazone and netspace are
doing , but what we see is no longer one material or another being used and examined ,
but instead layers of materials, and these works embody their references to particular
3
places and times.

Artists discussed here revel in materiality multiplicities . Consider the internet works of
Jason Gee, of Victor Liu See-le and the graphic layers which articulate the transmission
path in Airworld by the McCoys. These layers of materiality exponentially alter the
orig inal idea of truth to materials through the deployment of clusters of medial
resonances , affiliations and contagions.

The artists discussed here do not only work with the materials' expression and its formal
qualities. Taking the same position of 'inside' the media flow , artists work with the
remediation of content. The dissertation articulates these content-driven references in
terms of the constitution of media spaces as they embody audience memory. As
televisual terrain articulates , these spaces are geographical , historical and temporal. The
artists' tools are therefore those of selection and composition . Mediazone looks in depth
at the kinds of media content selections artists have made for specific ends . These
resonate over time with other works within the history of art. These works amplify
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characteristics and aspects of media at a particular time , as in for example Win Place or
Show by Stan Douglas. Or they highlight the effect media has on the construction of

subjectivity as seen for example Brittaney Love by Kate Murphy. In the riotous Larry
Emdur's Suit we witness ecstasy turn to pathos as artist Emile Zile journeys through

media glory and subsequent rejection .

The dissertation makes connections that may not yet have been made, with television ,
media and architecture. It links artists who may not have previously been linked
together, for example the artists detailed above - to create a rich and strange set of
contagions winding through contemporary art practice , focused around artists who reuse
media and all that this reuse implies.

As this dissertation has shown media engenders spaces and communities. Each of
these spaces has its own version of audience memory. These memories are our
memories, and hence are open to being explored by artists outside of the bounded
4
space , the 'new space of enclosure' of copyright law as commonly understood. A new

way of thinking is necessary to the 'ahistorical and litigious corporate viewpoint currently
5
defining copyright. ' The dissertation provides arguments as to why this reuse of media

is a valid and increasingly necessary area of practice . Necessary, as within these new
spaces of enclosure we write our history, and to counteract it being written for us , artists
and others need to be able to examine in detail the media environment , our new nature .

This dissertation shows that media are real , that the experiences of living inside the
mediated environment are real . Robert Riley, in conversation with Joshua Deeter says
"television is a medium that migrates ..... images wander off the screen into the memory,
to become a public presence ..... The engineered space of television certa inly impacts

130

perception and vision . Simulated experiences on television are experiences none the
6
less." I strongly argue throughout the dissertation that the sophistication and

pervasiveness of the construction of a mediated real is accelerating . Curators and
cultural institutions must defend choices made by media reuse artists to protect the
artists and their work from legal antagonism . The Intellectual Property regime starts from
the premise that ideas as realized through media have a clear beginning and an end ,
however what the dissertation has argued is that these ideas and images, as Robert
Riley says above, "wander off the screen into memory," into the public sphere, and as
shown throughout the dissertation , into artists' works.

In thinking through issues of intellectual property and artist reuse of media the
dissertation affirms that for those without a public arena there is nothing but political
death .7 Media reuse by artists constitutes one such public arena , albeit a personal one .

Artists who chose to take this path often take the path of risk, the risk that their works
may not be shown or worse , particularly in the war-on-terror contemporary environment.

As outlined in the studio report, there were two ways to translate into Chinese characters
the exhibition title PROBE. One was to do with scientific method , seeing artists as akin
to scientists . The other, and my preferred choice , was the word probe seen in the light of
taking risks , or exploring somewhat dangerous territory, where there are mountains to
climb but equally mountains to fall from . Clearly what the dissertation argues is the idea
that artists take risks in their work when they delve into the mediazone.

In his introduction to The Return of The Real Hal Foster writes of the "fundamental stake
in art and academy: the preservation , in an administered , affirmative culture , of spaces
8
for critical debate and alternative vision ." Media reuse needs its own protected yet
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boundless space , to give us a vision of the direction of things to come , as well as th ings
that have been .

1

Jay David Bolter and Richard Grusin , Remediation: Understanding New Media ,
Cambridge (Mass.): The MIT Press, 2000 , pg 58
2
Ibid ., pg 55
3
For example a work may feature early black and white television footage coupled with
Supers film. Adding to this complexity is the fact that all these image types , which
formerly embodied their 'truth ' to a particular time and place , no longer necessarily do
so in the digital environment. It does make a difference to know whether an artist
actually shot film or put an 'old film ' software filter onto a piece of footage , or generated it
entirely within the space of the computer. It makes a difference to me as an artist, as a
curator and as a writer, as it references the discipline in particular ways (consciously or
not). One way is not better than another, rather these differences of facture are to be
seen in terms of reading and of appreciating the work in all its richness and depth .
Equally, to generate a work entirely within the space of the computer wh ich uses the
effect of black and white television and Supers film, speaks to specific media
contagions. This dissertation does not dwell inside the realm of the computer generated
and its possible simulacrum of media-effected resonances , yet the arguments presented
here lay the foundation for this examination.
4
Yann Moulier Boutang , "Los nuevos cercamientos: nuevas tecnologfas de la
informaci6n y de la comunicaci6n , o la revoluci6n rampante de los derechos de
propiedad" Unpublished Paper. Quoted by Martin Hardie in the unpublished paper "A
Shape of Law to Come?" private email , June 2003
5
The fact is that now everything must be framed at its inception by legal framework .
The Museum of Modern Art in San Fransisco on October 2 2003 hosted COPYART,
where a diverse group of artists and scholars discussed , from progressive legal and arthistorical perspectives , the history of appropriative art as well as legal strategies for the
protection and sharing of creative works . Panelists included Lawrence Lessig , Stanford
University Law professor and founder of the public domain activist organization Creative
Commons , sound and visual artist Christian Marclay, and art historian/cultural theo rist
Jennifer Gonzalez. They sought answers to questions such as: what is the history of
appropriated images, objects , and texts? How are artists and their works protected by
law? What changes are ahead in intellectual property rights and the economics of new
media art? Another way of thinking is necessary to the ahistorical and litigious co rporate
viewpoint currently defining copyright.
6
Joshua Deeter and Robert Riley in conversation "Talking Television " (cited online 9
June 2003) http://www.postmedia .net/02/decterriley. htm
7
Jose Lu is Brea , <no more tv> revised version for the 'Tele[visions]" catalogue text,
Kunsthalle Vienna , 2001 (cited online 30 June 2003)
http://207.21.242 .176/as/art/circles/decter%202.htm
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Hal Foster, The Return of the Real, 1996, xvii. quoted by Francis McKee in "A Touch of
Evil : I saw Satan Fall Like Lightning (Luke , 10:18)" cited on line 6/4/03 ,
www.variant.randomstate.org/2texts/Francis McKee.html
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