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The Owning Online Art (00A) research project studies conditions
for the introduction of net-based art on the art market. It raises
the question of how works of art published on the WWW and made
available to all can be defined as property and how they can be in-
tegrated into public and private collections of contemporary art.
As a practice-oriented project, 00A accompanies and supports the
starting phase of the DA Collection/ Store project. The goal of
this last project is to market digital works of art and establish
a pilot collection of digital new media art.

The discussion on the marketing and collectibility of net art
was conducted by an interdisciplinary team from several different
universities. The articles published here present the points of
view of artists, scholars, economists and curators. Issues of
restoration are discussed, as well as the design of digital image
displays and interfaces for online exhibitions. An important aspect
of the research process from the start was to establish an empiri-
cal basis, and so a survey was conducted among collection cura-
tors and Swiss and international artists with experience in net-
based art. A special conference with scholars and artists promoted
direct encounters between the participants.

In this publication, art historians discuss the critical posi-
tioning of selected works of net art (Rachel Mader) and approach
questions on the relationship between Internet art and the art mar-
ket from the standpoint of the history of media (Peter Schneemann).
Using the example of specific works, artists discuss aspects of the
materiality of net-based art (Markus Schuwander) and reflect on their
experience with curators and collectors, as well as with the issues
of the commercialisation and conservation of net art (0lia Lialina,
Carlo Zanni).

Our research partner, the AktiveArchive project contributed its
expertise in the areas of documentation, conservation and resto-
ration of electronic art and discussed solutions for the restora-
tion of net-based works (Tabea Lurk). A number of different econo-
mies can be applied to the issue of +the relationship between
net-based art and the art market: the economies of the market, of
novelty and of recognition (Simon Grand), as well as aspects of
the economy of free, immaterial products (Felix Stalder).

Further articles are devoted to the practice of collecting net-
based art, the controversy between the respective attitudes and
expectations of collection curators and artists and to the idea of
a «Swiss Platform for New Media Art» (Isabel Zircher). The past and
present-day development of the products of net art on the market
and its collection in the USA and Europe will also be discussed
(Reinhard Storz), as well as the purchase of net-based work for an
existing Swiss collection from a curator’s point of view (Roman
Kurzmeyer). In closinhg, a short text will present the idea and
current activities of the DA Collection/ Store project (Annette

Schindler and Reinhard Storz).
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The text section closes with the answers of the 17 international
artists to the questionnaire sent out by the O0A research project.
The articles are completed by several practice-oriented studies,
including a brief survey of current online payment methods; a study
of the net-specific art form of the screensaver (Beo von Arx); il-
lustrative examples of digital displays at art fairs and art exhi-
bitions; experiments by the Basel web designer and artist Esther
Hunziker with interfaces for online art exhibitions and collec-
tion archives; and the development of a special wall console with
an integrated computer for interactive art works by the Zurich in-
dustrial designer Regula Blichel.

We opted for a net-supported form to publish our research,
using text formats designed for the Internet, e-book readers and
Smartphones, as well as books-on-demand. The decision to offer on-
line versions of all the articles also considered the fact that
many of the objects and phenomena studied here originated on the
Internet themselves. Thus all the net-based works of art men-

tioned in this study can be consulted as «originals» online.

Translated from the German by Tolingo, Hamburg

This text is part of the publication Owning Online Art - On the Sale and
Ownership of Web-based Works of Art, edited by Markus Schwander and Reinhard Storz.
UAS Northuestern Switzerland, Academy of Art and Design. Basel, 2818
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RACHEL MADER
OFFSIDE COMMENTARIES - NET-BASED ART AND THE
ART SYSTEM

THE DETACHMENT OF MEDIA ART FROM THE TRADITIONAL ART BUSINESS IS
STILL CLEARLY VISIBLE, EVIDENT IN THE LOCATIONS OF ITS
PRESENTATION AND IN THE FORUMS WHERE IT IS DISCUSSED. RACHEL
MADER’S DESCRIPTION OF NET-BASED ART PIECES RISES THE QUESTION,
TO WHAT EXTENT THEY CONTINUE AN ART HISTORICAL DISCOURSE AND HOW
FAR THEIR READING REQUIRES SPECIFIC QUALIFICATION. NET-BASED ART
ALONG WITH ITS RECEPTION ALWAYS SEEMS TO SUPPLY A SPECIFIC
COMMENTARY ON THE WAY THE CONTEMPORARY ART SYSTEM FUNCTIONS.
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1. INTRODUCTION

I see this division nhot as a consequence of artistic engagement
with new media, but rather as the result of pragmatic initiatives
to create presentation possibilities and media theory reflections.
This means that no fundamental function has to be attributed to
the «Eigensinn of the material»i, but merely a specifying one. The
endeavor to give media art an appropriate place in the art system
and in the discourse is inevitably linked with an emphasis on spe-
cificities, with which legitimization is produced and established.
Yvonne Volkart’s thesis, according to which everything else would

be «automatically generated»,
of exhibitions, media labs,
sistently lived, describes the necessity of the
twin-track argumentation.2 In four thematically
focused chapters, selected net art works are to be
acknowledged here as individual works on the one
hand,

how,

and on the other to be queried in terms of
where and to what extent they stimulate art
historical debates and where they serve a specia-
list discourse, which makes technical specialized
khowledge a fundamental prerequisite for recepti-
on.3 The question will be raised in conhclusion
about the extent to which the «Eigensinn of the ma-
terial» provokes an engagement with the work con-
cept, which can exemplify current artistic produc-
This

leads to the thesis on which this article is based,

tion and its acceptance in the art business.

that net-based art along with its reception always
supplies a specific commentary on the way the art
system functions. When net-based art and its posi-
tion in the art system are examined at the end of
then
this is also in the interest of describing how it

the article in relation to the work concept,

is constituted.

2. CREATIVE PROGRAMMING AND ACTIVE VIEWING -
CHALLENGES FOR ART RECEPTION

On the average, museum visitors spend barely two
minutes viewing a picture; it is a time period that
hardly ever allows entering into a net art work in
its entirety. Where some operate like film or video
works with a linear progression closed in itself
and usually lasting longer than two minutes, others
make use of the possibilities of the Internet +to
desigh works that can only be viewed as a whole by
continually clicking through them. The viewer stance
that is highly conditioned in the exhibition con-
text then faces at least a double challenge in the

conferences and festivals»

if the example of «the importance

were con-

1 The term «Eigensinn of the
material» (roughly: wilful obsti-
nacy) is loosely based on Giaco
Schiesser’s reflections on the
relationship between media and arts
as a whole. Cf. Giaco Schiesser,
«Arbeit am und mit Eigensinn»,

in: Monika Fleischmann and Ulrike
Reinhard (Ed.): Digitale Transfor-
mationen. Medienkunst als Schnitt-
stelle von Kunst, Wissenschaf't,
Wirtschaft und Gesellschaf+t.
Heidelberg: whois, 2884; revised
English translation: http://pzuart.
wdka.hro.nl/mdr/pubsfolder/
Eigensinn [83.20818]. See also:
Sabeth Buchmann, «<Nur soviel: Das
Medium ist nicht die Botschaft>.
Kritik der Medientheorie», in:
Marius Babias (Ed.), Im Zentrum der
Peripherie. Kunstvermittlung und
Vermittlungskunst in den 98er
Jahren, Dresden, Basel: Verlag der
Kunst, 1995, p. 79 - 102.

2 VYvonne Volkart, «Durchstreifen
und Neuvermessen. Schueizer Medien-
kunst im internationalen Kontext»
in: Mapping New Territories.
Schueizer Medienkunst International,
ed. Bundesamt fur Kultur, Plug.in,
Neue Kunst Halle St. Gallen, 26885,
p.34-41.

3 Felix Stalder has pointed out
that in the field of technology,
«the knowledge gap between
specialists and the broad public
is considerable.» He also sees as a
possible task of art with new
technologies its mediation poten-
tial: «One task of the artists and
art institutions can be to make

it possible to experience specific
segments of the present ...»

Felix Stalder, in: Mapping New
Territories. Schweizer Medienkunst
International, ed. Bundesamt fur
Kultur, Plug.in, Neue Kunst Halle
St. Gallen, 2885, p. 146.
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surroundings of net-based art: not only must the
passive viewer stance oriented to contemplation be
abandoned, but in many cases the works are embed-
ded not in the standardized calm of the museum, but
in the complex data sea of the World Wide Web. In
light of this starting point, it is a more recent
phenomenon that artists decide to offer assistance
for entering a work. Explanations were refused in
many early works. Although they did nhot presume
computer skills beyond normal use, they did requi-
re an insistence, for instance with Jodi, where
every click triggered only a new dance of graphi-
cal elements on the screen or an error message.#4
Jodi takes the user actions that are meanuhile ta-
ken for granted to the point of absurdity using
simple agesthetic codes: selectable elements of the
image first have to be discovered by randomly mo-
ving the cursor over the screen. A click leads to a
new page, where in turn there is no narratively lo-
but which

usually only shows orderly new numbers, graphical

gical connection with the previous one,

signs or simple pictures.5 Programming languages,
source code or the generally hidden information of
the Internet are brought to the surface in diffe-
rent treatments, a principle of various early net
works, with which their authors pointed out +the
problematic issue of latent concurrently running

protocols.®

2.1. BACK TO THE ROOTS: LOW TECH AND MINIMAL
INTERACTION

It was not rare for the visualization of elementary
data to result in an aesthetics, which, even though
it could have taken on manifold forms, still remai-
ned far behind the possibilities of the Internet,
and which artists therefore postulated under +the
term Low Tech as a kind of programmatic stance.?
Exonemo’s rgb-f_cker (2883),
countless flickering rectangles in different formats

for instance, makes
dance across the screen, whose coloration consists
increasingly obviously of the basic colors of
screen transfers, namely red, green and blue. «Fli-
ckering» is the technical term for rapidly changing
The title,

omission of single letters (f_cker = fucker) alludes

light intensity. ambiguous due to the
to the uncomfortable perception situation with vul-
gar vocabulary.® With a group of works that can be
subsumed under the term «data visualization», rgh-
f_cker brings otherwise hidden data transfers +to
the surface, presenting them as a digital aesthe-

tics of their own.9

4 http://Wuwuwuwun.jodi.org; this
is the address of Jodi’s official
website, but not all of their

works are collected there. Nu-
merous works, especially early
onhes, are hosted on their own web-
sites, whose names usually con-
sist of unintelligible abbrevia-
tions and their name. One example
is http://484.jodi.org 484 is a
frequently occurring code in error
messages, which is shown in this
work as the only writing on a col-
orful background. Clicking leads to
a list of cryptic terms (e.g. «Bttr
nvr thn 1t.» or ff), at the end of
which the blinking cursor invites
an interactivity that does not even
exist. The only selection that can
be made is a square blinking in

the top left corner of the picture,
which brings one directly back to
the start page [83.2818].

5 http://uunwwunwn.jodi.org/betalab/
index.html, the work betalab, which
is listed on the current [63.208168]
website is a good example of this.
Whereas the first page shows a com-
pilation of 3D animated cards and
set pieces of a source code,

a click leads to sub-pages that are
extremely differently arranged,

one showing simply a list of four-
digit numbers, another offering
changing bird portraits, and
another shouwing model drawings

of technical processes and the
prototype of a simple machine in
constant rotation.

6 An interest in isolating indi-
vidual technical components of the
Internet is already found in the
first net art works. Not only was
the early sign code for informa-
tion exchange ASCII addressed

(see for instance Vuk Cosic, Deep
ASCII, 1998, or also the exhibi-
tion CODeDOC organized by Chris-
tiane Paul at the Whitney Museum

in 28082, which was exclusively
devoted to the reworking of code),
but also the design of the Desktop
(cf. the work Desktop Is, 1997, by
Alexei Shulgin) and the connect-
ing of linked information through
a common or multiple websites (cf.
Olia Lialina’s work Agatha Appears,
1997) were subjects of artistic
reflection.

? For the British collective Re-
dundant Technology Initiative, Low
Tech is the program. Cf. www.lowtech.
org [83.2818]. In 2888 Justin Hoff-
mann organized an exhibition in the
Shedhalle, Zurich on this theme and
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The machine character of the computer and its generative possibi-

lities based on chance are features used by various artists to

question or ironically portray the classical concept of creativi-

ty.

Beat Brogle’s onewordmovie (2883) and Cornelia Sollfrank’s

net.art generator (from 1999 on) are two image generating works,

which leave creativity up to the «machine» through a minimal in-

teraction with the user. Both have a simply arran-
ged start page offering users a possibility to en-
ter a term that serves as a search command to find
files marked with this term in various image search
engines. onewordmovie then recompiles these in a
high speed image sequence like a film.18 A rapidly
changing sequence of images is played in a con-
stantly renewed loop of four to eight single images
at a time. Onhce they have been generated, the films
are collected and remain on the website to be vie-
wed. As arbitrarily as the images end up on the
net, they become just as randomly part of a panora-
ma of +the digital image flood subsumed under a
search term.11 The machine and its vast virtual
hinterland are tamed through the conceptual frame-
work of the artist Beat Brogle and finally the indi-
vidual entry in the form of a film.12 With thematic
image sequences that sometimes seem absurd, one-
wordmovie represents not only a segment from the
collective digital image treasury, but also indi-
cates its organization on the net, which is neither

stringently logical nor controllable.

2.2. ATTACKING IMAGE AND MOUSE
Although Cornelia Sollfrank’s
functions according to the same basic principle,

net.art generator

the proximity of its resultant products to classi-
cal art works aims for a fruitful conflict with the
conditions and modalities of the art business. 13 In
numerous exhibitions the artist also showed +the
computer-generated images along with the net.art
generator, so that questions about the artistic
quality of these images, problems of copyright or
reflections on the work concept were consequently
not merely by-products, but integral components of
the installations.14 The fact that the net.art ge-
nerator exists in five implementations, each desig-
ned by the artist in collaboration with different
programmers, is a further indication of Sollfrank’s
attempts to re-develop and assess the concept of
creativity under current conditions.

A radical attack on the machine itself is under-
taken by the Japanese artist duo Exonemo with the
Danmatsumouse (2887).15 While the most diverse at-

tacks on the computer mouse are demonstrated on

illustrated how topical this inter-
est is with works by Sadie Benning,
etoy, Critical Art Ensemble and
others.

8 http://www.exonemo.com/rghb/
indexE.html [83.2818].

9 The term Data Visualisation

is taken from the publication by
Rachel Greene. Under this term she
also includes works, for instance,
by Lisa Jevbratt, who visual-

izes Internet protocols, but only
optically removes their informa-
tion content, because it is still
possible to click on them. Greene
2084, p.132-151.

18 An explanation of how the im-
ages are generated is found along
with much further information about
the work on the website of OnelWord-
Movie itself: wwuw.onewordmovie.ch
[63.2018].

11 Brogle himself mentions the
problematic term image flood on the
website. He indicates that it is
organized with his work according
to a user-oriented principle. Cf.
[83.2818].

12 Philip Galanter compares the

WWW.onewordmovie.ch.

development of a conceptual frame-
work that first assumes a concrete
form through the user’s input with
the way Fluxus and Happening art-
ists worked. Cf. Greene 2084, p. 152
(see note 9). Verena Kuni calls
Sollfrank’s works conceptual and
situates them in the tradition of
early institutional critique. Cf.
Verena Kuni, «Totally Automatically
a Genius», in: net.art generator.
Programmed Seduction, ed. Institut
flr moderne Kunst Nirnberg, Nurem-
berg: Verlag fir moderne Kunst,
20084, p. 188.

13 http://net.art-generator.com/
src/gen.html [83.20168].

14 The nag was shown publicly six
times between 1999 and 208084; framed
prints of the digitally generated
image collages were exhibited in
the Bremen City Gallery (1999) and
in conjunction with the collection
exhibition of the Volksfilirsorge in
Hamburg (26883).

15 http://exonemo.com/Danmatsu-
Mouse/indexE.html [83.2818].
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the screen, it gradually becomes clear that the cursor is the or-

gan of this abuse. And later still, it becomes obvious that when

the connhection is completely broken,
transfers any movement,

when the cursor no longer
then the goal of the attack has been

reached. The violent separation between the really existing mouse

and its virtual effect is an ironic commentary on the autonomy of

a machine,

truction.

3. THE NEW USER-FRIENDLINESS OF «TACTICAL MEDIA»

«The Digital Age exploded into existence,» stated
the media artist Lynn Herschman Leeson in 1996,
thus describing the sudden and vehement presence
of new information and communication forms in the
mid-19908s. Similar to the way artistic works of the
1968s and 1978s took the phenomenon of new informa-
tion technologies practically as a material basis
and critically commented on them, a community of
cultural workers interested in the Internet reac-
ted to the omnipresence of the World Wide Web.16
de-
centralized and also low-cost communication is al-

Fascination with the possibilities of global,

ready to be found very early in Internet art. Even
the project The MWorld’s First Collaborative Sen-
tence (1994),
work, by the American artist Douglas Davis, opera-

generally called the first net art

tes with the possibility of virtual exchange not
controlled by any instance above it.1? As a contri-
bution to the exhibition InterActions (1967 -1981),
Davis prepared the web server only just set up at
the Lehman College Art Gallery in New York +to
launch his sentence that has still not been fini-
shed today.18 What was soon also to be heard was
growing criticism on the part of artists about the
commercialization of communication tools by large
This
theme includes, for instance, Communication Creates
Conflicts (1995) by the net art pioneer Heath Bun-

ting. Here he adapted the only seemingly interac-

corporations such as the British Telecom.

tive tools of these companies and attempted to use
them for a personal conversation with the users.19
With G-Spam in 20881 Exonemo took the meanwhile ac-
tively used mail culture as a starting point and
made a framework of objectionable spam mails in
connection with popular electronic greeting cards,
in order to address the ambivalence and risks of
these forms of communication.2® Their project of-
fers an opportunity to send these virtual gree-
tings in the form of spam to friends, who - if they

which is ultimately always the result of human cons-

16 On the use of information tech-
nologies in the art of the 1968s
and 1978s, cf. Sabeth Buchmann,
Denken gegen das Denken: Produk-
tion, Technologie und Subjektivitat
bei Sol LeWitt, Yvonne Rainer und
Hélio Oiticicia, Berlin: b_books,
2087.

1?7 In 1969 Jan van der Marck
organized the exhibition Art by
Telephone for the Museum of Contem-
porary Art in Chicago, uhereby the
numerous artists associated with
conceptual art used the telephone
not only as an art object, but also
in its function as a communication
carrier. This group of works also
includes the work The World in

24 Hours (1982, presented at the
Ars Electronica) by the Canadian
artist Robert Adrian X. Using the
most different telecommunication
apparatuses, he established on-
going communication for a period
of 24 hours among participants
distributed all over the world.
There is also Nam June Paik’s video
work Global Groove (1973), which
attempted to summarize the idea

of the global TV landscape in a
single film using numerous techni-
cal tricks.

18 http://artport.uwhitney.org/
collection/davis/Sentence/
sentencel.html [83.2018]. Only a
year after the project was initi-
ated, it was bought by the Whitney
Museum and has been running since
then on its server. Input pos-
sibilities have been adapted to
technical possibilities over the
course of time. Audio and video
material can meanwhile be inserted
as well. Cf. Douglas Davis in an
interview with Tilman Baumgdrtel,
net.art 2.0. Neue Materialien zur
Netzkunst, Nuremberg: Verlag fur
moderne Kunst, 28081, p.68.

19 http://wuw.irational.org/
cybercafe/tokyo [83.2818].

20 http://uwuw.exonemo.com/G-spam/
index.html [83.20818].
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have activated an efficient firewall - will never even receive this

courtesy.

3.1. LESS UTOPIA, MORE PRAGMATISM

Works like those by Birgit Kempker or Marc Lee include interactive
elements, thus also offering indications of the shift from utopias
projected onto the net in the direction of pragmatic perspectives.
Kempker’s Sphinx (28084) and Lee’s uworks as a whole presuppose a
participating viewer, who takes part in the arrangement or +the
course of the work not simply by clicking through, but by actively
making small contributions. Like Brogle and Sollfrank, Lee also
offers users the possibility of controlling the work with a term
they have selected. In addition to this input, which substantially
influences the character of the work, although not its fundamental
constitution, all three authors present options that can result in
a refined development of the appearance. Whereas in Lee’s Breaking
the News these relate to the inflection of hews announcements,
technical details can be influenced in Sollfrank and Brogle’s
works, such as the number of single images to generate a new image
in net.art generator, or the amount of images grouped together in
a loop with onewordmovie. Whereas Sollfrank’s work results in im-

ages that are sampled, but conventional, Brogle’s results in films

12

that are only finished when the search engine finds
no more new images.21 Both use small supplements
to adapt the logic of popular search engines. Es-
pecially the additional options offered on +the
website hosting the work, such as «hit list», «fa-
vorites» or «send a movie to a friend», liberate
the artistic intention from the political radical-
ness linked with the term «tactical media».22 The
subcultural vocabulary has given way to a user-
friendliness that is nhot only more strongly and
clearly oriented to consumers, but also addresses
a less specialized audience. For this reason, I do
not find it meaningful to speak of a «depoliticiza-
tion»; the loss of utopian projections goes hand in
hand with a factual democratization of the appea-
rance. The fact that this can certainly be in the
artists’ own interest is evident in Sollfrank’s
idea of distributing the images created in the net.
art generator through the major furniture retailer
IKEA, for example. 23

3.2. THE SIMULTANEITY OF POPULARITY AND SUBVERSION
The connection between popularity and subversive
use is the basis of Marc Lee’s works. In keeping
with his interest in Internet news, he adapts and
manipulates the aesthetics and user modalities of
popular neus sites. On the fictive news site Loogie.
net NEWS (first version 2884), freely selectable
search terms are used to generate new news an-

21 Cf. the information from
Brogle and Zimmermann at
WWuW.onewordmovie.ch under the link
«Concept» [83.20818], the link to
Breaking the News is http://wuw.
oamos.com [83.2818].

22 The term «tactical media» goes
back to the historian and philoso-
pher Michel de Certeau; he proposed
it in The Practice of Everyday
Life (in French: Arts de Faire,
Paris 1988) in conjunction with
his analysis of consumer behavior,
thus identifying the possibility
of a creatively subversive use of
hegemonic specifications and posi-
tions. In the course of the 1998s,
«tactical media» was associated
with a political activism aimed at
positions of power and frequently
adapting their strategies. In 1997
Geert Lovink and David Garcia wrote
the manifesto The ABC of Tactical
Media (http://subsol.c3.hu/sub-
sol_2/contributors2/garcia-
lovinktext.html), which was pub-
lished uwith the launch of the
Tactical Media Network uebsite
(http://www.waag.org/project/tmn)
[83.2818].

23 The artist expressed this idea
during the presentation of her
works at the opening conference of
the research project Owning Online
Art. http://uwu.ooart.ch/konfer
enz23086087/index.html [63.20818].
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nouncements that, when they are fed back into the net, develop an
effective impact in virtual reality.24 This subversive act is based
on the strategic way of dealing with mass media that grew in signi-
ficance in the late 1998s, which was covered by the aforementioned
term «tactical media».

In the work created three years later, Breaking the News - Be a
News-Jockey (2887), this legacy can still be sensed, but now the
heretical manipulation of Internet news is presented as a carica-
ture and no longer has any feedback effect on items on existing
news websites. The News Jockey generates a nhew news broadcast
based on the input of sinhgle words or sentence fragments by se-
arching the Internet for the relevant key word and composing an
image, text and sound collage from the findings, which can be modi-
filed according to individual needs. Yet it is not only the content
of the information that can be determined, but also the inflection
can be selected in keeping with the user’s interests from the op-
tions «ecritical», «informative» or «entertaining». Together with the
cartoon-like graphical elements and changing the size and dupli-
cation of single image fragments, the interpretive gesture of the
News Jockey becomes transparent. Marc Lee mocks the lure of the
live broadcast, today a conventional argument for TV formats, by
breaking down the material and wildly reconstructing it with aes-
thetic arguments. Unlike Vuk Cosic’s Net.art per se (CNN Interac-
tive) (1996), one of the first artistic adaptations of a mainstream
website, Lee’s works do not intend to represent a targeted attack
on effectively operating market leaders, but instead present their
agesthetics and mode of argumentation in a playful form. 25

4. ANTI-AUTHORITARIAN GESTURES AND ANIMATED POETRY — STORYTELLING
IN HYPERTEXT

The interest of net artists in the possibilities of storytelling
in virtual space correlated with vehement debates about narrative
models in art. Art historiography related methods of narration
familiar from literature to gesthetic issues specific to art. Whe-
reas in painting, for instance, the paradoxical simultaneity of a

captured segment and its narrative potential was

13

24 http://uww.lgol.net/index.php/

discussed, the starting point for the art of new

of new media had more in common with the narrative

Loogie/NetNEWS [83.2816].
media proved to be completely different.26 Despite 26 http://uww.ljudmila.org/naps/

being assignhed to the field of visual arts, the art  cnn/enn.htm [83.2818].
26 According to the art historian

Wolfgang Kemp, the artistic treat-

possibilities of literature and film and their criti-

ment of content material was based

cal reflections. These are shared in turn with cul- from the beginning on stories. The

tural philosophy discussions, which more recently  development of iconographic codes

make a case for the knotted and less linear consti-

and modalities served to ensure the

readability of the narrative, which

tution of all social systems with metaphors like

rhizome, network or hyperculture. In her descrip- sented by a single moment.

tions of narrative strategies in virtual space, Kemp, «Uber Bilderzerzdhlungen»,
in: Michael Glasmeier (Ed.), Er-

the nhew media specialist So6ke Dinkla +takes re-

could necessarily only be repre-

Wolfgang

zdhlen. Eine Anthologie, Ostfildern:

course specifically to this terminology marked by

Cantz Verlag, 1994, p.55-69.
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post-structuralist discourse and maintains that it is «the trans-
formation from analog to digital medium [that makes] the fundamen-
tal doubt about what is real and the search for altered possibili-
ties for representing reality comprehensible.»2?

Olia Lialina’s early work My Boyfriend Cam Back from the War
(1996) confirms Dinkla’s diaghosis, as the narrative assumes the
possibility form. The story tells of a couple meeting again af+ter
a long separation due to war.28 Using frame technology that enab-
les a division of the screen into sections that can be individ-
ually activated, Lialina develops a dialogue betueen the two per-
sons, which makes the difficulty of regaining closeness obvious
just through the staccato-like sentences. The speaker position
always remains unclear here, only individual statements allow for
conjectures about whether he or she is speaking. Viewers thus tap
their way, not only using the mouse to search for active areas,
through the screen increasingly divided into single squares. They
also move through a story that is clearly arranged optically, but
has multiple levels in the narrative. In this story, the helpless-
ness of the couple in the face of unexpected closeness and their
struggle for words corresponds conceptually to the searching,
probing movement forwards. Although the viewers are able to dis-
cover the strand of the narrative by following their curiosity,
the freely selectable options are limited by the technical deve-
lopment to avoid a linear logic of narration. This structure is
nevertheless to be read as an anti-authoritarian gesture, which
does nhot - as the frequently mentioned comparison

. . . . 27 Soke Dinkla
to Sergei Eisenstein’s technique of parallel mon- ’

acceleration. In accordance with the complexity of Méglichkeitsfeld», in:
Frieling/Dieter Daniels (Ed.),
Medien Kunst Netz.

the situation, instead it raises the search for

words to a principle of content and design. 29

duo Young-Hae Chang Heavy Industries seem almost 28 http://unn.teleportacia.org/
war/war.html [83.2018].
being autobiographical, it seems

likely that Lialina ties the theme

antagonistic. They additionally emphasize espe-
cially the principle of linearity and the dramatic

im Uberblick, Vienna, New York:
Against this background, the works by the Korean Springer, 2884, p.253.
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«Virtuelle Narra-

tionen. Von der Krise des Erzdhlens
tage suggests - work with the means of a dramatic Zzur neuen Narration als mentales

development of a story through rhythmic arrange- to the Chechen conflict then topi-

ment, such as in The End, for instance, one of the  cal in Russia. The narrative itself

currently forty «text-based animations» that can

29 This comparison was made

be viewed on their website.30 Following the usual

ten to one as in a film, the story begins - seeming- cf. http://uwuw.nettime.org/lists-
Archives/nettime-1-9787/msg808119.
html [83.2818]; Tilman Baumgértel

addresses parallel montage in

ly - from the end: «The End» it says, the phrase
that generally marks the end of a film. The subse-

by Lev Manovich, for instance,
introduction, in which there is a count-down from in his essay «Behind the Screen»

provides no information about this.

quent sentence fragments reveal +that the story an interview with Lialina, although

first starts here and will probably escalate. Rhyth- she does not respond to it.
Tilman Baumgdartel, net.art,

mically adapted to accompanying jazz music, +the

Nuremberg: Verlag fUr moderne
Kunst, 1999, p. 129.
What first looks like an amicable agreement soon 38 The duo’s work is described

separation of a couple is rendered in dialogue form.

becomes a forceful exchange between two furious and with this telling phrase in their

hurt individuals, who even lash out in the end.31
. . . . their uwebsite is:
The music enhances the drama by increasing in vo-

Wikipedia entry. The URL for

yhchang.com [83.2018].
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lume, intensity and speed, consequently becoming silent after the
womah’s violent blow, which corresponds to the end of the short
story. The desigh and compositional principle of this work is
found as a structural basis and as a kind of trademark in almost
all the animations by Young-Hae Chang Heavy Industries. Although
the subject matter of the stories and their sources are sometimes
fundamentally different, the implementation always reflects +the
specific theme, despite the framework that remains the same. Cun-
nilingus in North Korea combines the political propaganda of North
Korea with the idea of sexual liberation through the equality of
all people as postulated by the state in an ironically broken nar-
rative. The text imitates a popular science lecture, which Young-
Hae Chang Heavy Industries were apparently invited by the North
Korean dictator Kim Jong II - according to the introductory words
- to hold before a North Korean audience.32 The background music
is upbeat and sprinkled with funk elements, the text is highligh-
ted with red and sometimes black bars, and the changing format of
the words emphasizes the ironic tone of the appearance. Absurd
aphorisms such as «Dialectic Sex + Gender = Happy People» or the
remark about the bourgeois-conditioned sexual inhibitions of the
South Korean population are commentaries from an unusual perspec-

tive of a politically rigidified and self-satisfied nation. Young-
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Hae Chang’s interpretation of this situation oscil-
lates between caricaturing and seemingly cynical
commentaries, the taboo-breaking form of which re-
counts the prohibitions in North and South Korea in
the same way.

Similar to Liadlina’s multi-layered dialogue,
Birgit Kempker’s Sphinx is interested in a narra-
tive structure, in which the position of the narra-
tor is destabilized.33 This happens on the one hand
in that the Sphinx is increasingly succeeded by the
machine, on the other through the radical departure
from a meta-narrative. The authorship is constitu-
ted by questioners and respondents, who generate
narrative fragments in collaborative communication,
dispensing with an overarching structure of mean-
ing.34 The net-based communication among the mul-
tiple authors results in an interwoven and con-
tinually proliferating web of questions and ansuers,
which are only loosely or barely connected in de-
monstrating the simultaneity of very different po-
sitions.

As these examples show, the interest in media-
specific narrative possibilities has mostly aban-
doned the constitutive function. More recent uworks
playfully explore the media conditions of the In-
ternet, often entirely without an educational im-
petus. 35 Young-Hae Chang Heavy Industries’ casual
remark about the choice of medium - «Net art is re-
latively cheap to make, and you don’t need a studio

31 http://uwu.yhchang.com/THE_END.
html [83.2818].

32 http://uww.yhchang.com/CUNNI-
LINGUS_IN_NORDKOREA.html [83.2818]
is one of the few works that is
also available in German. Most of
the others can be viewed in English
and / or Korean on the website.
According to the artists, they usu-
ally produce the stories in English
first, also because the member Mark
Voge is from the USA. Cf. http://
wWw.brown.edu/Research/dichtung-
digital/2885/2/Yoo/index-engl.htm
[63.2818].

33 http://uwm.xcult.org/sphinx/in-
dex.html [083.2818].

34 Soke Dinkla calls the departure
from «grand narratives» a central
interest of postmodern art. Cf.
Dinkla 2884 (op.cit.), p. 252 = 253.
35 Net art shares this develop-
ment with video and performance
art. Whereas usually artists
initially engaged intensively and
focused with the specific condi-
tions of the medium, this per-
spective frequently expanded to

a pragmatic use of the different
media. An illustrative example of
this kind of artistic development
is shown in Dan Graham’s complex

of works. Cf. Brian Wallis (Ed.),
Rock my Religion. Writings and Art
Projects 1965 -1998, Massachusetts:
MIT, 1993.
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for all your unsold works»38 - only underlines this observation.
At the same time, it testifies to current artistic production con-
ditions, in which media decisions are not of a purely artistic
nature.

5. WORKING ON THE WORK CONCEPT

Young-Hae Chang Heavy Industries are distinguished by lively in-
ternational exhibition activity, which is not at all limited +to
specialized art forums reserved for new media. At the same +time,
their works rarely undergo crucial changes here: sometimes the
computer screen is replaced by a flatscreen, occasionally anh en-
larged projection with a data projector. The works themselves re-
main unchanged in their course and composition. Marc Lee fre-
quently already conceives his works for the exhibition context, so
it is not unusual for them to be seen in a room-filling installa-
tion, within which the visitors find themselves surrounded by cons-
tantly renewing news collages.3? Exonemo principally operate in
virtual and real space at the same time, making exactly this con-
nection the subject matter of numerous works.38 Cornelia Sollfrank
has found various implementations for the public presentation of
the net.art generator: in the City Gallery Bremen (1999), the
collection exhibition of the Volksflirsorge Hamburg (2883), and in
the Tinguely Museum (Kunstmaschinen - Maschinenkunst, 2888), she
also showed digitally generated image collages next to a computer
station. Beat Brogle, who also produces videos and installations
in addition to his computer-based projects, is familiar with treat-
ments for three-dimensional space. The work Iconie Flow, which he
realized as a construction site art project for the Swisscom Busi-
ness Park in Kéniz in 2885, is loosely based on onewordmovie in
content and form. The 28 plasma screens placed in the entrance
area show short films with random images from the Internet. Fol-
lowing the principle of onewordmovie, search terms can be entered
via text messages. 39 These adaptations of the works to the respec-
tive specific contexts is not regarded by the artists as a make-
shift solution. Instead it is part of their activities, which have
to take place in keeping with the existing conditions, whether on
the net or in real space. Whereas the net presupposes a reflected

way of dealing with it due to its technical condi-
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36 http://uwu.broun.edu’/Research/

tions, the expansion into the exhibition space ne-

artists thus operate with a situative understan- 3?7 http://uww.lgol.net [83.2018].

On Marc Lee’s website there are

ding of work, which centers around sensitivity to

dichtung-digital/2885/2/Yoo/
cessarily results in including its parameters. Net index-engl.htn [83.2818].

video and photo documentations of

context, openness, and process-orientation. Topoi

have been named as a fundamental criterion, for in- tion at Plug.in, Basel, 2 June to
14 September 20688,
http://www.iplugin.org [83.28168].

39 Whereas the online version

stance by Timothy Druckerey and Peter Weibel in
the exhibition net-condition, are consequently more

various exhibitions.
such as the immateriality of net-based art, as they 38 Cf. for instance, the exhibi-

of a mystification of an artistic practice than a has no restrictions, sexualized or

description of current productions.48 It is pre- erotic terms are suppressed in the

installation for the Swisscom.
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Beat Brogle, Iconic Flow, 20885 Installation in the Swisscom Business Park, Kéniz / Bern

cisely the relaxed way in which net artists deal with the work
concept and the materiality of the works that fundamentally re-
values the notion of artistry - the most intrinsic artistic capabi-
lity. The radicalness of this stance results from the situative
use of material foundations, which thereby reject an essentiali-
zation, as it is demanded and asserted by a branch of media theo-
ry. This gesture also remains a potential, because it requires the
same flexibility from the reception, and the works thus refuse a
reductionist interpretation following criteria such as signature
or exclusively specific expertise. In this way, net-based art ques-
tions and destabilizes not only various parameters of art produc-
tion (such as the concentration on a work concept that can be
clearly delimited or the notion of a mainly reflective vieuwer atti-
tude), but it also equally irritates art criticism and art histo-
ry. The latter, dedicated to the autonomy of art and the resultant
consequences, find themselves confronted with a form of art produc-
tion that self-confidently takes up and demonstrates the dependen-
cy of creative practice on various technological,

480 The exhibition net_condition.
Art and Global Media curated by

social and institutional conditions. The hesitant
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inclusion of net art in the traditional art system Timothy Druckery and Peter Weibel

is consequently also a sign of its obstinate insis- in 2801 was called a first attempt

tence on the principles, with which the indepen-

later by Julian Stallabrass.
Cf. Julian Stallabrass, The Online

Clash of Culture and Commerce,
Translated from the German by Aileen Derieg London: Tate, 2863,

dence of art is seemingly guaranteed in society.

to historicize net art two years

p. 126.
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PROBLEMS OF COMPATIBILITY: ON THE RELATIONSHIP
BETWEEN NET-BASED ART AND MARKET IN A MEDIA HISTORY
PERSPECTIVE

ART STUDIES AND INSTITUTIONS HAVE NOT YET LEARNED TO SUCCESSFULLY
AND LASTINGLY CONVEY EPHEMERAL WORKS. THE CONCEPT OF WORK AND
VALUE ORIENTED TO WHAT IS UNIQUE AND ARTISTICALLY DISTINCTIVE
THUS MAKES NET ART APPEAR AS A SPECIAL AND HENCE ISOLATED AREA,
THE DIFFERENCE OF WHICH APPARENTLY PREVENTS ITS ESTABLISHMENT IN
THE MARKET. PETER SCHNEEMANN EXPLAINS THE PARAMETERS OF THE
DISCUSSION AND OUTLINES POSSIBLE MODELS USING, AMONG OTHERS, THE
HISTORICAL EXAMPLE OF VIDEO ART.
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1. INTRODUCTION

The following reflections are intended to be a contribution to the
discussion of the possible marketing of net-based art. The aim is
not to provide a specific ansuwer to the question of whether and how
this genre can be established in the market; it is more a matter
of opening up perspectives of the parameters of the discussion and
the possible models. It must be noted, however, that there are ra-
dical differences in the various forms of art on the Internet in
the dominance that the medium has for a specific work. Whereas for
one work it may be more a matter of the distribution form, for ano-
ther, the potential for interaction and processuality may be con-
stituent.

A structural and historical perspective can first of all clarify
which issues from the history of ideology apply to the art market,
which are to be understood sociologically, and which take re-
course to a media history discussion. The pragmatics of the pro-
ject, the founding of a gallery for net-based arti, already con-
join the mechanisms of an institution of the art market with the
question of the specific features of a medium. Although this state-
ment may seem trivial, it recalls reflexes that either presume a
fundamental incompatibility in this reference or presuppose a
transformation of one element (the institution) by another (the
medium). In reference to new media, Rudolf Frieling has spoken of
fundamental «mediation paradoxes» to connote a contradiction that
he says exists between new media and their distribution in con-
ventional media. 2

It is also evident that a categorical division, indeed even a
conflict is principally constructed between «purely» artistic in-
terests and economic, strategic considerations. This division is
highly reactionary and does not in any way correspond with the
state of reflection in research. The following remarks are based on
the opposite assumption: Internet artists have a natural interest
in anchoring their activity and production in the economy.3 Which
historically evolved structures are to be considered here and
could serve as a foundation for new strategies? Programmatically,
this means looking for a new level of investigation, which inte-
grates economic questions about the «product» in the analysis of
a network of complex dependencies on the work concept and value

concept.

28

1 The founding of a commercially

operating gallery for net-based

art was the starting point for the

2. WORK CONCEPTS

research project Owning Online Art.
2 Rudolf Frieling,

What is the ideological constant in the discussion  48yearsvideoart.de, Ostfildern-Rujt:

of the relationship between net-based art and art

Hatje Cantz, 28686, p. 7 - 14.

3 This applies not only to

trade based on? Every characterization of this art

individual artists,

but also to the

genre tends to state a radical difference from the community of artists operating on
conventional concept of art. The contrast used here  the Internet. An example of this is

is the positioning in the major reference system of

the close cooperation between the

Ars Electronica and telecommunica-

art history, the categories of which can be quickly

tion and computer companies like

Vodafone and Microsoft.
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listed: the artist as author with an intention and production lo-
cation, whose work can be contextualized in terms of history and
subject matter; the object with a specific materiality, which can
be identified, dated and exhibited as an original; +the location
(gallery, museum, art fair), which allows for a localization within
the general rules of art; the reception as an action enabling an
experience for the audience and thus generating an impact.

These categories serve as positioning aids for the recurrently
erupting fundamental discussion of quality and its criteria. In
addition, every single perspective can be revalued and absolu-
tized as a normative instance. The classical art object, as it has
been collected and inventoried for centuries, is located here un-
equivocally. The model of space and time that is applied is struc-
tured by the notion of a production process, which every reception
process follows and is usually subordinated to. Up to the present,
the aforementioned categories form a hierarchical structure for
the inventory of every museum collection.4 These kinds of axioms
are found even in current legislation, from copyright to the stan-
dard model of a gallery contract.®

The development of art in the 28th and 21st century led to gre-
ater and greater contradictions between new artistic practices
and the institutional work concept. The strategies of Modernism
were already no longer to be satisfied with a work concept focusing

on the production of an aesthetic object with heroic individual
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authorship. The problems can be grasped at several
levels, uwhereby it should be emphasized that the
existence of a static work concept has frequently
formed the rhetorical precondition for its nega-
tion.

Especially relevant, also for the so-called «hew
media», is the split between concept and realiza-
tion that was already developed as a concept by the
avant-garde movements of the 28th century: «0n the
one hand they took recourse to prefabricated in-
dustrial products and had the manufacture carried
out by third parties, or on the other hand they
sold to the collectors instructions for assembly
and animated them to put the work together them-
selves.»® These strategies may be conditioned by
the necessity of accessing specialized skills, as
well as in a conceptual deconstruction of author-
ship. Revisionist tendencies frequently complain
here of the increasing importance of an intentio-
nal discourse that is understood as an abstract
theoretical superstructure. It is thought that this
no longer corresponds to an agesthetic «value», +to
sensual evidence.

Another very important level of the dissolution
of the object concept applies to the classical de-
marcation of process, for instance the process of
production and of action. All the qualities of +the

4 Cf. Thomas Ketelsen, Klinstler-
viten, Inventare, Kataloge: drei
Studien zur Geschichte der kunst-
historischen Praxis, Ammersbek bei
Hamburg: Verlag an der

Lottbek Peter Jensen, 1998;

Hans-H. Clemens, Inventur im Museum:
Rekonstruktion und Modernisierung
traditioneller Sammlungsverualtung.
Ein Praxisleitfaden, Bielefeld:
Transcript, 28081; Tiffany Sutton,
The Classification of Visual Art: A
Philosophical Myth and its History,
Cambridge: Cambridge University
Press, 20888.

6 See also Christine Fuchs, Avant-
garde und Eruweiterter Kunstbegriff.
Eine Aktualisierung des Kunst- und
Werkbegriffs im Verfassungs- und
Urheberrecht (Nomos Universitétss-
chriften Recht, Bd. 358), Baden-
Baden: Nomos Verlagsgesellschaft,
2088; Maria Eichhorn, The Artist’s
Contract. Interviews with

Carl Andre, Michael Asher, Daniel
Buren, Paula Cooper, Hans Haacke,
Jenny Holzer, Adrian Piper,

Setz Siegelaub, John Weber, Law-
rence Weiner, Jackie Winsor, Ed.
Gerti Fietzek, Cologne: Kénig, 2088.
6 Bernadette Walter, Dunkle
Pferde. Schueizer Kiinstlerkarrieren
in der Nachkriegszeit, Bern:

Peter Lang, 2887, p. 96.
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transitory, the ephemeral and even of interaction are fundamen-
tally opposed to the idea of an object collection, such as it is
cultivated in museums, for instance, as a central institution of
art history. In the case of performance art, the moment of lasting
presentation can be transformed into a moment of unique or repea-
ted performance. In this way, the performance presents itself as a
possible form of realization that contains elements of interac-
tion, frequently eluding control. The category of the conserved,
datable work necessarily fails here. If onhe considers a museum
like the MoMA, the consequences of this problematic issue are ra-
dical. This institution of the art of Modernism writes an object-
based art history, which almost completely excludes performance
art. Treatments of processuality, nhot only that of performance
art, are of paradigmatic importance for an issue interested in the
relationship between new media and the art market. For what can be
historically traced here is how the strategy of the art market
(see also its «proposed solutions») and the development of an ar-
tistic practice become mutually productive. A separate type of
object thus arose from the genre of documentation, which is both
traded and conserved in museums.?

It is possible to go through the reference system described
above and find further «dissolutions». At the latest with Land Art
and the subsequent various developments of action art in social
space, a differentiation of the notion of the location of the art
work is to be noted. Institutionalized space is only one location
of the work, which refers to other locations of the same work.8

The art market, on the other hand, stands for a conservative
concept of the work. Even though innovative economic concepts and
forms of distribution, such as «service» or «on demand», were able
to penetrate into the art system specifically through the conser-
vative concept, there is little evidence of them to be found so

far. The static concept of work follows a tradition

? Cf. Miguel Angel Corzo, Mor-

of collecting, which links the preservation of an

object over a longer period of time with the clas- 28th-Century Art, Los Angeles,
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tality Immortality? The Legacy of

sical value canon. It should also not be overlooked Getty Conservation Institute, 1999;

that essential motivations for collecting art are

Beatrice von Bismarck, Interar-

chive: archivarische Praktiken und

still linked to forms of representation focusing

on the object. Both object-relatedness and collec- Kunstfeld, Cologne: Verlag der

tion activity imply compensatory strategies, for  Buchhandlung Walther Kdnig, 2882.

instance in opposition to a «short-lived event cul-

8 Cf. Nina Méntmann, Kunst als

sozialer Raum: Andrea Fraser,

ture»9, but possibly also in opposition to a con-

cept of achievement oriented to increased flexibi- Renée Green, Cologne: Verlag der

11'tl_4| and dgnamics. Buchhandlung Walther Kénig, 2802;

The question of the economic condition of art on  ~&ter Schneemann,

«Mapping the

Site. Der Anspruch des Ortsspezi-

the Internet is shifted almost simultaneously with

the issue of conservation into the foreground of kunsthistorische Dokumentation»,

attention. This parallel clearly indicates that in: Kritische Berichte, Vol. 33,

the work concept of net-based art certainly inclu-

No 3, 2665, p. 64 - 76.

9 See, for instance, also the

des «being tied to» and «conditioned by» media. The

Handlungsrdume im zeitgenéssischen

Martha Rosler, Rirkrit Tiravanija,

fischen als Herausforderung fur die

argumentation of the Schaulager as

temporal tie, as I explained it for the work con- a model for a new form of «preser-

cept, is now reflected in attention to hardware and vation» at http://www.schaulager.

org [03.2818].
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its agesthetics, such as in the green monitor writing of older
works. 18 Computer art so often described as «immaterial» is +tied
again to a media carrier through the question of its capability of
being archived. 11 There is more and more recoghition of how the
discourse of immateriality contradicts the strong dependency of
net art on technical equipment and a sophisticated infrastruc-
ture. Net-based art urgently nheeds strategies for programmati-
cally clarifying and demonstrating the work concept. The current-
ly noticeable «retreat» to specialized niches is not a long-term

perspective.

3. VALUE CONCEPTS

The category of art is a value category. All of its formulations
are either reflected engagements with value concepts or they form a
foil for these, regardless of an intentional separation or nega-
tion. 12 Art trade does not market objects, but rather value attri-
butions relating to objects, but also to processes, intentions,
materials, techniques, even artist subjects. In a sense, then, the
value concept forms a horizon of meaning and reception for +the
changing formulations of art. This can lead to certain features of
an artistic strategy being over-proportionally valued in this
process of projection and gaining a purportedly constitutive cha-
racter: the trace of the artist’s hand, the rare material, unique-

ness inh comparison with the copy, inhnovativeness,

18 Christiane Paul,

of Immateriality - Presenting &

provocative force, etc.

The interpretation process is closely related
to societal agreement and undertakes a categoriza-
tion of the sinhgular work in a value discourse. New
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«The Myth

Preserving New Media», in: Oliver
Grau, MediaArtHistories, Cambridge:
The MIT Press, 20887; cf. Also the

proposal from Johannes Gfeller in

forms of the work concept were able to achieve a

high status under ideal constructions of the avant-

gardes. For net art, value attributions could be
noted at a very early stage in conjunction with
utopian proposals of communication, globalization
and innovation. The protagonists themselves sup-
ported this ideal positioning.13 It seemed obvious
to see the primary engagement with the social po-
tentials and problems of a new information and
communication technology in the use of the Inter-
net.

«Today, Ars Electronica has become an internati-
onal trademark, the trademark of a city facing the
future.»14 As the title Facing the Future suggests,
Ars Electronica sees itself as part of an avant-
garde. It is not contemporaneity that characteri-
zes the self-understanding of its scene, but rather
orientation to the future/the innovation poten-
tial for science and society. In this way, a pro-
blematic reduction of the interpretation horizon

takes place with art on the Internet through the

the research project AktiveArchive
at http://www.aktivearchive.ch
[83.28168].

11 On the concept of «immaterial-
ity» cf. Lucy Lippard, Six Years:
The dematerialization of the art
object from 1966 to 1972, New VYork,
1973, and also Tilman Baumgdrtel,
«Immaterialien - Aus der Vor- und
Frihgeschichte der Netzkunst», at:
http://wun.heise.de/tp/rd4/
artikel/6/6151/1.html [83.26016].

12 Peter Schneemann, «Physis und
Thesis. Die Frage nach dem Wert
der Kunst in der Gegenwart», in:
Kodikas / Code, Ars Semiotica,

Vol. 25, No. 3 -4, 2862,

p. 275 - 208.

13 Cf. Stefan Minker and
Alexander Roesler, Poststruktural-
ismus, Stuttgart:

Verlag J.B. Metzler, 2088.

14 Facing the Future is a revieuw of
two decades of the festival for
computer art. Timothy Druckrey (Ed.),
Ars Electronica. Facing the Future,
Cambridge: The MIT Press, 1999.
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specific characteristics of the medium, which represses a diffe-
rentiation into formal or aesthetic interests and conceptual re-
flections.

The resultant defining of nhet-based art almost exclusively
through the technical medium has either a positive or even a sub-
versive conhotation; in both cases it is oriented to social rele-
vance.

The first doctrine sees a completely new possibility for the re-
lationship between artist and audience in the medium. The focus is
targeted to the possibilities of distribution. Similarly to the
introduction of print graphics in the 18th century of the disco-
very of the fax machine by artists like Nam June Paik or Joseph
Beuys in the 1978s, a democratic potential is seen in the alterna-
tive to the status of the original: «By means of technical media,
art is supposed to overcome the limitedness of the manually prod-
uced original, reach a new audience and mobilize society.»16 - «All
users canh operate interactively on an equal basis, everyone prin-
cipally functions equally as sender and receiver. The Internet
works in a way that is as decentral and self-organized as possi-
ble. The expansion is user-controlled. Central controlling bodies

able to sustainably steer what happens on the Net are absent.»16

24

In 2888 Tilman Baumgdrtel also propounded the the-
sis that the Internet allows a democratization of
art, so that in principle everyone can become an
artist: «Some of the most innovative and unusual
net offers here come from <living room senders>
from all over the world. In this way, it seems that
Brecht’s famous demand that all media consumers
should also become media producers has come a bit
closer to being realized.»1?

In this sense, net-based art is the first art di-
rection that can theoretically be accessed world-
wide and can generate simultaneity independent
from space. It operates internationally and is re-
ceived internationally. «Net art is everywhere and
nowhere, so to speak - it takes place in a distri-
buted computer network. The fundamental conditions
of <cyberspace [..] include dematerialization (the
inhabitants and their living space are digital and
thus, to a certain extent, bodiless) and space-time
directness (the <spaceless space> of the net world
is largely independent from geographical distan-
ces)>.»18 However, we cannot speak of a completely
international art scene. Rather, the electronic com-
munication networks mirror the existing social-
economic hierarchies and continue them. 19

The second doctrine sees the Internet as already
economically contaminated and seeks possibilities
for a new appropriation in subversive strategies. 28
Net-based art today can no longer, in my opinion,
define its ideal value solely through technological

15 Dieter Daniels, Duchamp und
die anderen: Der Modellfall einer
klinstlerischen Wirkungsgeschichte
in der Moderne, Cologne: DuMont,
1992, p. 18.

16 Sabine Helmers, Ute Hoffmann
und Jeanette Hofmann, «Netzkultur
und Netzwerkorganisation. Das Pro-
jekt <Interaktionsraum Internet>».
WZB Discussion Paper FS II 96 - 183,
Wissenschaftszentrum Berlin fir
Sozialforschung, 1996, p. 18.

1? Cf. Tilman Baumgdrtel, «Ziel-
gruppe: hull Zuhérer. Konferen-
zbericht: <net.congestion - Art,
Music and Activism at the Dawn of
the Fusion between the Internet
and Broadcast Media>, Amsterdanm,

6 - 8 October 2088», in: Kunstforum
International, Vol. 153, 20880,

p. 468.

18 Tilman Baumgértel, [net.art]
Materialien zur Netzkunst,
Nuremberg: Verlag flr moderne
Kunst, 1999, p.21.

19 TIbid., p.18.

20 «It will be a decisive program-
matic point of the social ecology
to guide these capitalist societ-
ies of the age of mass media into a
post-mass medial age; I mean that
the mass media have to be reappro-
priated by a multiplicity of
subject-groups who are able to ad-
minister them on a path of singula-
risation.» Félix Guattari, Die drei
Okologien, ed. Peter Engelmann,
Vienna: Passagen, 1994, p. 64.
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innovation, but instead requires a critical positioning under
art-specific aspects. The connotation of innovation is no longer
sufficient, since it has penetrated so far into everyday life that
a utopian potential is hardly directly recognized.2l The question
of the economic possibilities of art on the Internet radically
raises the question of whether it wants to operate with the status
of art or move closer to completely different value systems, such
as service or entertainment media.

Despite all the work on canceling out the boundary between art
and life, the value of art is still defined specifically through
this difference. The value of a work is conditioned by the catego-
rical status of its purity and innocence, which separates it from
the value system of consumer products. The «symbolic alchemy» of
value enhancement functions according to this model from Bourdieu
in isolating the world of art. Does art thus attain its value in
the negation of an exchange value, as it assumes its function in
society by rejecting any function?22 It must be added that for the
self-understanding of most artistic disciplines, the Internet as
a distribution medium has led to a crisis in the notion of «intel-
lectual property». If the Net is understood as being «hot a consu-
mer medium, but a producer medium»23, then the question of +the
economic survival of the artist remains. Which categories play a
role in clarifying whether Internet art can tie into the tradi-
tional canon of art values again?

4. LOCATIONS AND ACTIONS

The more complex a work concept is and the faster notions of value
are established, the more important the rules and standards of
reception become. Locations and actions are key moments in +the
economic system of art. The location as reference is a real and
lasting place. This criterion very precisely describes the func-
tion of a museum. The museum funhctions not only as an institution
of preservation, but also as the place that records the history of
the impact of a work. Even if net art is described as immaterial
and as «contemporary», it is quite interesting to observe how the
anecdotes and stories about older works of net art attract more
attention than the work itself. History imbues a work with a cul-
tural-historical value here in a thoroughly classical sense. One
could go even further and stress that the museum as a compensatory
instance ought to take on a new significance with respect to work
concepts tending towards the ephemeral. Modernism

21 The slogan of the online

declared the +tradition of the apotheosis of +the

25

gallery artcart.de «be avantgarde

past, as it was still celebrated in the 19th centu- buy net.art» thus had a strangely

ry especially by the institutions of the art acade- outmoded effect for a period

my and the museum, as antagonistic to the truly

following the avant-gardes.

22 Bernd Kleimann, Wozu Kunst? die

creative forces of art. Art’s memorial potential

tions merged into the image of an enemy. In +the sellschaft, 2081.

23 Baumgdrtel 20888 (op.cit.),

p. 468.

Frage nach ihrer Funktion, Darm-
and stylistic recourse to binding historical posi- stadt: Wissenschaftliche Buchge-
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avant-gardist emphasis on the contemporary, on the other hand,
the arts should participate in the ideas of progress and cast off
the ballast of memory.

Manifesto culture, as it can be grasped as the key moment of
1989 for the European avant-garde with the poet Filippo Tommaso
Marinetti, Umberto Boccioni or Gino Severini, is based on a strict
rhetorics of the negation of everything that refers to the past as
tradition. 24 The appeal for liberation through destruction is thus
logically aimed explicitly at the constructions of remembrance
and rule mechanisms of museum and library. Skepticism towards the
museum ds dh instance of history is still frequently cited, but a
counter-movement can be recognized in an intensive engagement
with the archive.25 I am convinced that the incipient canon forma-
tion here is crucial for the interest of art collectors in this
art form.

The category of location belongs to the status of the art work
not only for the retrospective view, but also for its constitution
in a social act. A work without a community that can consider it in
a social interaction can hardly function as an object of desire.
The recipient of art enters into a close connection to the situa-
tion of display. Like the work itself, the recipient is part of a
display. Here one might recall the revaluation of the recipient in
the early history of the «salon». The reception of art is a socie-
tal process, the rituals of which for Modernism have been develo-
ping since the 18th century. 26 Art and the shared agreement about
its value form a platform for the protagonists to position and di-
stinguish themselves. It is to be noted that only those «locations
of art» have gained special attractiveness in recent years, which
offer recipients possibilities to appear as «actors». Whereas mu-
seums register less and less audience for their permanent collec-
tions, art fairs, «art occasions», collectors meetings and other

«events» are continually breaking records in audience numbers.

5. MODEL FOR COMPARISON

26

24 Friedrich Wilhelm Malsch, Kun-

stlermanifeste: Studien zu einenm
A prognhosis for the future development of the art  Aspekt moderner Kunst am Beispiel

market and its relationship to net-based art can-
Weimar: VDG, 1997.

not be provided here. However, video art can serve

des italienischen Futurismus,

26 Bismarck 20802 (op.cit.,

in this case as a model for comparison, which was Note ?); Ingrid Schaffner, Deep
celebrated as a new medium in the 1978s and eli-  Storage: Arsenale der Erinnerung:

cited very similar discourses on its potential and

Sammeln, Speichern, Archivieren in

der Kunst, Munich: Prestel Verlag,

media-specific identity. In terms of their struc- 1997,

ture, the axioms are surprisingly similar: the art 26 Oskar Batschmann, Ausstellungs-
video was initially not capable of competing in the  kinstler. Kult und Karriere im mod-

exhibition context. Presentations usually took
Du Mont 1997.

place in a darkened special room. A hybrid in be-

2?7 Cf. Dieter Daniels,
tween exhibit, television and cinema, video art was eo /Kunst /Markt», in:

ernen Kunstsystem, Cologne:

«Vid-
Wulf Herzo-

a counter-proposal to the classical, iconic image  genrath und Rudolf Frieling (Ed.)

media.2? Its authors claimed a socially relevant,

40jahrevideokunst.de. Digitales

Erbe: Videokunst in Deutschland von

even political role for themselves; the medium, 1963 bis heute, Ostfildern:

Cantz, 208086, p. 42.

Hatje
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which ran counter to the jaded consumption of mass media and the
bourgeois concept of the original, was to develop its emancipato-
ry and democratic effect beyond the context of art as well. 28 And
finally, the sale of unlimited video tapes was established at an
early stage.

The development of video art demonstrates very clearly, I
think, how a new medium that found a broad social use within the
framework of the entertainment industry developed strategies +to
establish itself in the classical art context. Although it might
be a reduction, the thesis could be proposed that within these
strategies ideological questions of a new «democratic» art were
abandoned in favor of the old model of the certified individual
work. The questions of an alternative target group and new forms
of reception were not able to prevail in their radicalnhess either.
Since the mid-1998s (Daniels takes the documenta X in 1997 as the
key date) video art has undergone a qualitative leap in terms of
recoghition in the exhibition context and in the art market. As
the reason for this, Daniels cites the changed work concept and
the transfer from video tape to projected art video for spatially
encompassing presentation.29 Technical progress in image projec-
tion (illumination and image size) played an essential role in

this. Consequently, physical sensory experience in the reception

27

plays a central role for commercial success. 30

The art video substantially expanded its development as a hyb-

rid from the classical image genres of painting and photography

and the new, digital image worlds3i by being anchored
in the installation. «This accommodates the type
of the marketable art work to the extent that it
still has an object character, even if it is an am-
biguous one. The object (video tape, DVD) is hot
itself pictorial, but it forms an entity that can
still be separated from its playing device. The si-
gnificance of this is less technical than market-
psychological: onhe does not buy a digital conglo-
merate of hardware and software, as in the case of
an interactive art work, for instance, but instead
<only> the pictorial <work> without display tech-
nology.»32

For the potential development of nhet-based art
on the market, followinhg the analysis of work con-
cept and value concept and a look at the example of
the boom of the art video, this poses a seemingly
very simple question. In order to facilitate a mar-
keting of net-based art as a genre, is it necessary
for this genre to simulate criteria of the classi-
cal art object, or can the art circulate in and
through the Internet as an art good in distribu-
tion channels that originate outside the art busi-

ness?

Translated from the German by Aileen Derieg

28 Gerry Schum’s project of a
television gallery in 1978 and the
attempt to make limited art videos
marketable with his video gallery
can be seen as a turning point from
the utopian attitude of the 1968s
to an art-immanent concept of video
art in Germany. Cf. Daniels 2886
(op.cit.), p. 45.

29 «The leap in market value
stands instead for a completely
changed work concept of video art,
which was prepared in the course
of the 1988s through, among others,
video installation and video
sculpture, which was quickly for-
gotten again, but it has only had a
broad impact since about ten years.
In fact, many already established
video artists already stopped
producing video tapes at the end
of the 1988s, only making space-re-
lated work then instead, [..].» Cf.
Daniels 268686 (op.cit.), p.43.

30 Cf. Karlheinz Lideking,
«Jenseits des weiflen Wirfels. Wie
die Kunst dem Betrachter ausserhalb
der Galerie begegnet», in: Wolfgang
Kemp (Ed.), Zeitgendssische Kunst
und ihre Betrachter, Jahresring 43,
Cologne: Oktagon 1996.

31 Daniels 2886 (op.cit.), p.48.

32 Daniels 2886 (op.cit.), p.48.
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PACKAGE DEAL - ON THE MATERIALITY OF NET-BASED ART

THE MARKETABILITY OF WORKS OF ART DEPENDS TO A LARGE EXTENT ON
THEIR «MATERIALITY» AND PERMANENCE. MARKUS SCHWANDER COMPARES
THE 60S’ CONCEPTUAL ART IDEA OF IMPERMANENCE WITH THE EXPERIENCES
OF TODAY’S ARTISTS, WHOSE NET-BASED WORKS ARE OFTEN LIMITED AS TO
VISIBILITY AND FUNCTION DUE TO TECHNICAL DEVELOPMENTS ON THE
INTERNET. SCHWANDER MAKES A CASE FOR THE COORDINATED CONSERVATION
OF THESE WORKS BY THE ARTISTS AND INSTITUTIONS RESPONSIBLE FOR
THEIR COLLECTION AND TRANSMISSION. HE GIVES CONCRETE EXAMPLES OF
HOW THE THINKING ABOUT MATERIALISATION FOR THE SAKE OF SELLING
ARTWORKS CAN CHANGE WORKS FOR THE BETTER.
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The research project Owning Online Art studied the relationship
between net-based art and the art market, addressing and ansue-
ring some basic economic, technical and historical questions. It
also examined several net-based artuworks. To evaluate the condi-
tions of sale and possession we had to check their «materiality.»
What did the collector acquire when he bought this kind of work?
Will the url be assignhed to a new ouwner? Should the work’s pro-
gramming on the artist’s server be deleted and transferred to that
of the new owner? How can the programming volume be determined?
What should be kept when the work is restored?

All the digital artworks examined for the project are based on a
program. This program is a text that describes computing pro-
cesses that involve operating systems and their applications -
i.e. other programs. Such a program can be considered an active
structure and they are associated with different components. Their
combined interaction makes the work visible and enables the desi-
red operations to be performed. Since these relationships involve
mutual interdependence, any changes in the relevant software - be
it a browser or a player - can disrupt what is seen on the screen.
Repairing these disruptions often means altering what can be con-
sidered as the work’s structure. Accordingly, there is a major
difference between the materiality of digital and non-digital art.
Tabea Lurk discusses further issues from the point of view of con-
servation in her article.1

1. MATERIALITY

The idea of «materiality» is part of a discussion about the imma-
teriality of works of art that began in the early 1968s. This idea
is fundamental to the marketing of net-based art inasmuch as net-
based art originally oriented itself essentially on the conceptu-
al art tradition and the discussion involved the issue of the art
market from the very beginning. In the words of Lucy Lippard wri-
ting in 1972: «The people who buy a work of art they cannot hang up
or have in their garden are less interested in possession. They
are patrons rather than collectors.»2 She also pointed out that
magazines dand newspapers were ideal supports for conceptual art,
because this form of «materialisation» corresponded to the spirit
of the works: «Kosuth, Piper and Ian Wilson published works as
<ads> in newspapers at the time.»3 In 1969, Joseph Kosuth himself
expressed the hope that immaterial art would find a potentially
wider audience thanks to the mass media than tra-

1 Tabea Lurk, «0On the aging of

ditional art forms like painting and sculpture.4

publication, p.51-65.

In How to do Things with Art (2887), Dorothea von 2 Lucy Lippard, Six Years: The
Dematerialisation of the Art

Hantelmann criticized the idea that works of visu-

38

net-based artuworks» in the present

Object 1966 to 1972, University of

al art could be immaterial at all: «An art form ) .
California Press,

Berkley and

that offers no possibility of +transmission will | os angeles, 1973, p. xiv.

either be made transmissible or ultimately disap- 3 Ibid. p.xviii.
4 Ibid. p.7?3.
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pear from the visuadl arts canon.»5 She adds: «There is no way for
art to exist outside of the context of material objects, things or
products. Materiality is the precondition for a work of art, since
that it
exists structurally as a thing and product.»6 According to Adorno,

each one materialises something. This implies, however,
the thingness of an artwork and the basic tendency to negate its
ownh thingness is precisely the dialectic that founds the visual
arts.? While conceptual artists like Jan Dibbets consider immate-
riality to be the resolution of this dialectical conflict and be-
lieve that artworks are all the more market-proof as they are
«artless»8, it seems more interesting today to look at what con-
tents come into being through materialisation and how they reflect
the issue of collectibility. The artists approached in our study
generally expressed a pragmatic attitude to the marketability of
their work. Martine Neddam (a.k.a. Mouchette) wrote: «Any work of
art, no matter how immaterial it is, becomes a marketable commodi-
ty when it enters the art market. I wish my art would enter the art
market one day so as to benefit from that kind of circulation. I’m
glad it was never made as a marketable commodity and I don’t think
entering the art market would alter its nature.»® Young-Hae Chang
Heavy Industries took a more assertive stance: «We tell institutio-
nal collectors that they can present our work like a painting or
a sculpture. We tell potentiagl private collectors that they can
hang our work over their sofas at home and in their office.»18 The
materiality of digital art productions comprises the data that
permit it to be manifested. It is reasonable, and even essential,
to consider this data volume as material when it changes hands by
means of a sale. Logically, this also permits the recording of the
events involved in the interaction to be considered as data, and

so as material (as we will see in the case of the Sphinx).

31

5 Dorothea von Hantelmann, How to

2. PACKAGE DEAL

do Things with Art, Zirich/Berlin:

Diaphanes, 20887, p. 14.

6 Ibid. p.168.

The thoughts mentioned at the beginning about the
special materiality of net-based artuworks make it
necessary to define what exactly belongs to an art-
work and how its individual components are to be
dealt with. In our study we called these definitions
«packages.» We originally wanted to use the ex-
pression «Package Deal» as the name for an art gal-
lery that would make sure that the sale included
all the components of a digital artwork.1l Although
the gallery idea fell by the wayside, it seems ad-
visable to retain the idea of «package.» A package
is a negotiable unit and the «package deal» inclu-
des all the measures necessary to make a work usa-
ble by its owner. Thus it seemed worthwhile to talk
with the artists about the materiality of their
work and evaluate their viability on the art mar-

ket. The question of the materiality of a work also

? Theodor W. Adorno, Aesthetische
Theorie, Gesammelte Schriften,
vol. 7, Rolf Tiedemann (ed.),
Frankfurt a.M.: Suhrkampf, 1978,

p. 262.
8 Cf.

p. xiv:

Lucy Lippard (op. cit.),

Jan Dibbets: «To sell my
work? To sell isn’t part of the art.
Maybe there will be people idiotic
enough to buy what they could

make themselves..»

9 Martine Neddam in «Artist’s
Statements» in the present
publication, p. 158.

18 Young-Hae Chang Heavy Industries
in «Artist’s Statements» in the
present publication, p. 163.

11 In his article «Economies

of Art» in the present publication,
Simon Grand discusses the condi-
tions for creating a gallery for

net-based art.
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involves determining the size of its content. Since this cannot be
established in terms of spatial extension, we can resort to compa-
risons with time-based media. We can, for example, quantify the
length of time needed to view a film or the number of clicks needed
to explore an interactive work. Since there are no guidelines for
prices in this area, the artists and gallerists have to elaborate
their own criteria, while also taking the expectations and ideas
of their clients into account. Monica Studer and Christoph van den
Berg, who are represented by the Nicolas Krupp Gallery in Basle,
state in this connection that the clients «appreciate a certain
measure of stability through the establishment of clear rules,»

since these gave them «standards and a basis for comparison.»12

In the course of our study the Ricola Collection acquired a net-
based work by Esther Hunziker +titled un_focus.13 This work con-
sists of ten animated films, some of which are interactive. It was
sold as an original and is considered a sizeable work, especially
since the individuadl elements are not variations on an idea, but
independent audiovisual creations. un_focus is the artist’s first
net-based artuwork and was created in 20808. To make sure that her
work would be viewable in the near future, Hunziker had to repro-
gram it in flash format. Flash has established itself as a wuweb
standard and often comes pre-installed onh new computers. Similar
applications have lost ground because they were not used as often.
Art projects that call on data from the Internet are dependent on
search enginhes and so demand a certain amount of technical main-
tenance. Thus the description of their materiality must also take

this interactive factor into consideration.

Although an artist like Hamish Fulton - whose work since the 1968s
consists mostly of walking tours - markets documentary photos as
full-fledged representations of his activity, this kind of strategy
is no longer satisfactory for interactive art.14 The impermanence
of the intervention was part of Fulton’s intention, but the ar-
tists who participated in our study considered the technically-
conditioned disappearance of their work as a loss. The preserva-

tion of their work is a basic concern for them, not

12 Monica Studer and Christoph

van den Berg in «Artist’s Statements»

least as supporting evidence for their identity as
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artists. In this connection Shu Lea Cheang urote: in the present publication, p.159.

«Yes, I can only restate again, how important it is 13 http://uwn.refi?.net/unfocus
[683.2818]. Cf. Roman Kurzmeyer’s

to preserve online work. In my case, my major com-

article in the present publication,

mission BRANDON15 at the Guggenheim Museum was once p. 115-126.

lost (removed from the sponsored server) and kept 14 Patrick Werkner, Land Art USA,

offline for a few years. It was fihally resurrected Munich: Prestel, 1992, p. 134.

by the museum with a digital art preservation

Dr. Peter Schneemann deals exhaus-

tively with issues of documentation

grant.. until now, I don’t see the site getting ful-

about the components that make up the «package» of . :
93.2018
a work can also lead to a new way of looking at the

publication, p. 128.

16 Shu Lea Cheang in «Artist’s
works via a broader concept of materiality. Statements» in the present

as art in his article «Problems in
ly recovered in its full length presentation as it Compatibility» in the present

was in 1998 - 1999.»16 As we will see below, thinking publication p. 19-28.
15 http://brandon.guggenheim.org
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3. NEGOTIATING RELATIONSHIPS: SPHINX SPECIALS

Visitors of the Sphinx1? website can type in questions and receive
an answer after a certain interval of time. In her text on strate-
gies for potentially saleable products, «Sphinx Specials,» Birgit
Kempker treats the relationship between artist and buyer in terms
of a marketable object. The very first contact with the Sphinx al-
ready raises the question of the type of personal relationship to
be contracted. The home page displays a regularly pierced light-
blue surface through which an unidentifiable person is looking. A
ticker tape at the top of the page asks «sphinx or machine?» There
are two options: «ask» or «read.» «Ask» leads to a blank input
fileld and «read» opens a list of all the questions asked so far and
their answers. By choosing, the users also decide on the role they
wish to play: acting either as passive observers or active parti-
cipants in a communicative transaction.

After the first choice comes another game with closeness and di-
stance. The question can be answered either by the sphinx or by
the machine. Because of its stated identity, its digitally-genera-
ted voice and the sextain structure of its sentences, the machine
creates an impression of impersonality and distance. The Sphinx,
on the other hand, seems to be animated by a living person. The
interplay between the two «persons» intensifies the relationship
between the user and the Sphinx / machine. Participation is free in
every sense of the word. The option «Eigene Fragen» («My Questi-
ons») and the resulting answers, however, can be purchased for CHF
3508 in the form of a CD that includes the record of the preceding
questions and answers. These adare combined by the Sphinx in such a
way that a thread is generated in which it becomes clear in which
mental context the ansuwer to the question was elaborated. Thus
what the buyer acquires is not just a document of his or her per-
sonal exchange with the Sphinx but also a reconstitution of the

Sphinx’s treatment of the topic in question. 18

The relationship between the Sphinx and collector can be deepened
even further. Birgit Kempker writes in «Sphinx Specials»: «The book
object composed in connection with a special question by the coll-
ector or art buyer (<book objects> because they are pasted, seun
and cut-out, and so three-dimensional objects) associates images
and texts with the question (pasting, cutting, copying, photogra-
phing, microphoning). These specials are added as a copy (book) to
the [Sphinx] archive and so probably appear again

1?7 http://uww.xcult.org/sphinx/
index.html [83.2818].

in the next links as selected material.»19 In this

33

way, the art buyer becomes directly involved in the 18 Eyxamples of these threads can

art process, just as the initial questions led +to be seen at http://uww.xcult.org/

all the subsequent interactions. The Sphinx also
assigns tasks to the collector: «She has to copy one

sphinx/index.html under
«collectors2 [03.2018].

19 From Kempker’s description of
of the works she purchased and transport it, etec. the DA Store (unpublished manu-

This makes each special very different; allowing  script). More information: http://

for different co-operations, different actions and

effects on the Sphinx in the net.»28 28 Tbid.

www.xcult.org/kempker/mat/sphinx-

buch.html [83.2818].
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4. UNCHOSEN ACCESSES. 1 YEAR OF ONEWORDMOVIE

At the other end of the scale, Beat Brogle’s one-
wordmovie2l asks visitors only to type in one word.
The onewordmovie program then searches the Inter-
net for images involving this word and makes a flash
movie out of them. Unlike Birgit Kempker’s Sphinx,
no one is looking at the user. A single word typed
into the search engine, as with Google, sets the film
in operation. The typing-in of search words has be-
come an everyday dction, and it does nhot require

Harddisk with the data of a year’s

download the user to engage in any personal communication.
The interaction becomes binding only when it comes
to a sale. The object sold is a DVD containing the film made for the
word in question. The choice of words will be correspondingly
more discriminating. Will the word chosen generate only nice pic-
tures or will it express the client’s originality? Could, for ex-
ample, the «Michael Jackson DVD» someday become a valuable
collector’s item? Each specific word is sold only onhce a year. Buy-
ers receive a DVD with the images found for the word on the Inter-
net and a player that generates the film. Thus the random image
archives of the Internet can be used to create original, and po-
tentially valuable, collectibles by the mere copying of data on a

storage medium.

In 28087 Brogle began to download all the images that were culled
by onewordmovie each year. This downloading does not just modify
the location and accessibility of the data; Brogle realized that
the content of the work also changed in the process. For each year-
ly download Brogle used all the words that were entered into
onewordmovie. The words - about 188’888 - crystallized an unex-
pected area of interest among the users: over 98% of the words
involved pornographic material. One of the things that characte-
rizes the Internet is that each user sees only what he or she is
looking for: the other information does not exist. The fact that
the image selection procedure was performed impersonally, inde-
pendently of the user, changes his or her way of looking at the
work. This project might seem at first sight to be a trivial pur-
suit, but the recording of the chosen words creates an archive of

unsettling collective predilections.

When a selection of images from the Internet at a certain moment
in time is recorded, the question of historicity immediately comes
to the fore, since the data will not be preserved on the Internet
forever. Each annual download permits the creation of a work that
not only dcts as an offline image-bank for onewordmovie but also
contains very complex information about the Internet.

21 http://uww.onewordmovie.ch

[63.2818].
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5. THE FRAMING OF THE EVENT: 1 HOUR OF TV-BOT

Marc Lee works with the nhews that is reported on the Internet.
Random queries combine the nhews into serendipitous new broad-
casts. As soon as you choose the TV-Bot22 website, the program
starts searching the Internet for news reports less than an hour
old. The news constantly changes and appears in ever-newer combi-
nations. This process is not recorded, and so the news of the mo-
ment disappears into the past as new items keep pouring in. The
news-stream seems always to have existed and to flow on forever.
What of this stream could be bought and sold? The artist’s offer
is an hour’s worth of TV-Bot starting at a time of one’s choice.
Since there is no automatic recording of the news (this would fun-
damentally alter the nature of the work), the artist has to record
the selected hour himself. However, the moment for beginning the
recording will always lie in the future, and so how is the buyer
to choose this moment? A birthday? A national holiday? At random?
The invitation to choose a date in the future seems somewhat un-
usual in the case of news reports, since news events are usually
dated only in retrospect, in the past tense. The definition of a
materialised «work» for the sake of marketability in this case
forcibly raises questions about the public’s expectations. It up-
sets our usual ideas about current events that are worth being
reported and goads the spectator into wishing for pleasant, humo-
rous, violent or sensational events in the future. The fixing of
the data flow here also raises new questions and expands the scope
of the work.

6. CONCLUSIONS

Unfortunately, like many other net-based artworks, TV-Bot suf-
fered from the loss in popularity of the Real Player. Most of the TV
stations that provide neus pictures and text have stopped using
this program, which means that a reprogramming of the work was in
order.23 Again, like other net-based artuworks, TV-Bot has to sur-
vive in a context dominated by IT companies. Constantly changing
applications means constant adaptation. It also means that net-
based art has a limited transmissibility, sinhce technical condi-
tions - browser, programs and hardware - stop supporting the work
and let it lapse into invisibility. These changes occur so fast
and can be so radical that digital culture may seem to be epheme-
ral by its very nature. Since net-based art is so strongly influ-
enced by conceptual art, there are some voices that say that the

immateriality and impermanence of net-based art is
22 http://wuw.lgol.net/index.php/

Main/TV-BOT? [63.2818].
and function of an artwork is too restricted or be- 23 TV-Bot 2.8 exists since Janu-

part of its basic condition. Yet if the visibility

comes obsolete, then the work exists only as an ary 2018: http://www.lgol.net/56ktv
[63.2818].
24 Monica Studer and Christoph

anecdote and its impact as a work of visual art can
no longer be felt. Since a good deal of net-based van den Berg in «Artist’s State-
art works interactively, which means that the work ments» in the present publication,

p. 150.
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is produced to a large degree by the actions of the users, it is
much more difficult to evoke the experience of the work through a
documentary image or description, as with traditional media. Mo-
nica Studer and Christoph v d Berg describe the situation in these
terms: «We believe that it is important that the history and chro-
nology of net-based artworks can be consulted in the net itself.
Today, in 28089, technological developments and faster data-trans-
fer make it possible to create different works of art than ten
years ago. However, this will be evident only when the fossils of
net-based art can still be viewed online.. In works that do not re-
quire interaction between the public and artist, the source code
should always be updated to the newest technical standard. But
who has time for that kind of maintenance? The updating could be
done by specially trained personnel. In our case, we prefer to in-
vest our time and money in new work than in restoring our old
work, and so we accept the fact that earlier works are no longer

completely functional.»24

The need to preserve net-based artworks menaced with oblivion due
to new modes of access and altered compatibility points to a gene-
ral problem that plagues net-based art. Where will the website of
important designers be preserved? Will we be able to view the vi-
sual culture of today’s Internet twenty years from now? Art col-
lections could make an important contribution in this respect,
since it has always been one of their tasks to preserve uworks of
art and make them dccessible to the public. Each picture displayed
in a museum involves expenditures in terms of space, maintenance
and insurance. Although the net-based art described here can be
preserved only by investing in technical upkeep, net-based art
accessible on a server and kept online can very easily be made
permanently visible. While the disappearance of the object seemed
a radical artistic solution from the 1968s onward, we have to do
some rethinking at a time and in a medium in which everything is
vanishing very rapidly anyway. The preservation of net-based art-
works can be seen as an act of resistance against the powerful IT
companies, as well as an example of the conservation of new tech-

nology to protect cultural heritage.

Translated from the German by Jean-Marie Clarke

MARKUS SCHWANDER

visual artist, studied Art Education and Art in Lucerne and Basel. He has exhibited
works of sculpture and drawing, including at the FRI-ART Fribourg (2886) and at the
Villa Merkel in Esslingen (2887). The publication Abdruck, on Markus Schuwander’s
Objects and Dramings was released in 2884 by Revolver-Verlag, Frankfurt/Main.

From 1999 to 208088 he was lecturer at the UAS Northwestern Switzerland, Academy of
Art and Design in Basel. He is presently co-director of the research project

Owning Online Art. http://uww.markusschwander.com [83.28168].

This text is part of the publication Owning Online Art - On the Sale and
Ounership of Web-based MWorks of Art, edited by Markus Schuwander and Reinhard Storz.
UAS Northuestern Switzerland, Academy of Art and Design. Basel, 2818
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OLIA LTALINA
ALUMINUM SITES, GEEK CURATORS AND ONLINE
CONSERVATORS

OLTIA LIALINA HAS BEEN QUALIFIED IN THE FIELD OF DIGITAL MEDIA
SINCE HER YEARS AS A JOURNALIST AND FILM CRITIC IN MOSCOW IN
THE EARLY 1998TIES. WITH HER INTERNET BASED ART WORK MY BOYFRIEND
CAME BACK FROM THE WAR (1996), SHE RAPIDLY ENTERED THE INTER-
NATIONAL SCENE OF MEDIA ART NO LONGER BOUND TO NATIONAL OR
LANGUAGE BORDERS. OLIA LIALINA IS PROFESSOR AT MERZ AKADEMIE IN
STUTTGART (GERMANY). HER BROAD EXPERIENCE WITH CURATORS,
COLLECTORS AND ARTISTS GIVE INSIGHT INTO EARLY INITATIVES.

THE AUTHOR ILLUSTRATES THE CHANGE WITHIN DISTRIBUTION AND
PRESENTATION DURING THE LAST TWENTY YEARS AND MAKES CLEAR THAT
NET-BASED ART WORK IS, GENERALLY SPOKEN, DEPENDING ON
WIDESPREAD KNOWLEDGE.

37



OWNING ONLINE ART

OLIA LIALINA

«0nline Art» is of course a very careful term. It is as broad as
computer art. Is there any computer which is not online now?

All sorts of artistic expression, a large variety of technolo-
gies and media can be seen as online art. Generative graphics made
with processing, performances in Second Life, Flash games, browuser
bookmarklets, Google mash-ups, Youtube videos as well as concep-
tual net.art works, HTML experiments of the 1998s and networking
acts of the 1968s. There is a variety of forms. For example at the
time of writing this, Firefox Addons and Wikipedia art are hot and
software art and interface art are out. And whatever or uwhoever
becomes famous online attracts the interest of gallerists and
collectors today, despite the complex technology or ephemerality
of the work.

Works that were supposed to be online or shouwn and discussed at
new media festivals and conferencesl in the second part of the nine-
ties, entered contemporary art galleries, art fairs and private

collections after the turn of century.

Recently, «Net Art» changed from being an art form in new media to
a subject in contemporary art. I see several preconditions for

this transition:

1. Big audience.

If yesterday for net artists it made sense only to address people
in front of their computers, today I can easily imagine to address
visitors in the gallery - because in their majority they will just
have gotten up from their computers. They have the necessary expe-
rience and understanding of the medium to get the ideas, jokes,
enjoy the works and buy them.

2. Mature medium.

Maturity for a medium means that users are really busy and the me-
dium became totally invisible. If I want to attract attention of
users to their online environment and create works about +the
World Wide Web, I’11 better do it offline. Net art today is finding

its way out of the network.

3. Slim computers.

They look exactly like picture frames and they come with only one
button. You press this button and the art piece starts. Reducing a
computer to a screen, to a frame that can be fixed

1 For the variety of methods to
show net art in the 1998s read

on the wall with one nail, marries gallery space
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with advanced digital works. Wall, frame, work of my article «Die Kunst reisst aus»,

art. And the art world is in order again. in: DU. Die Zeitschrift far
Kultur, issue no.11, November,

2888, p.31-33 (online version

I formulated these principles two years ago in the

panel at Transmediale®7? conference.2 Today I’d add  observation/du.html [63.2818].

a 4th one:

observation/flat_against_the_wall

[63.2818].

«A Link would be enough», see
«Flat against the Wall» essay for Media Art Undone  pttp://art.teleportacia.org/

2 http:/Zart.teleportacia.org/
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4. Geek Curators.

To name some with whom I had the pleasure to work - Paul Slocum,
And/0r gallery (Dallas), Marcin Ramoci, Vertex List (New York),
Maxim Ilyukhin, ABC (Moscow). They are not only knowledgeable about
the online world and free from the media art prejudices of +the
1998s, but also technically competent and innovative. They can of-
fer truly unexpected solutions for materializing, objectifying

and preserving works that were born to live in the browuser.3

Among important events that reflect +the process are Bryce
Wolkowitz’s On/0ff show of 2886 that brought web projects of dif-
ferent years to the walls of real space. In 28088 IMAL in Brussels
put together an exhibition of new media works from private collec-
tions, a big part of them was dealing with web aesthetics or were
formerly web projects. In 2888 net artist Dragan Espenschied and
myself were commissioned to make a web-specific work to be shown
outdoors at the Madison Square Park in New York. The curator of
the park’s public art program considered Animated GIFs to be pro-
per visuals for public space.

Talking about the clients, there is Thierry T., a mysterious Belgian
collector, who looks for the stuff he likes online and suggests to
the gallerists or artists directly in what form or storage medium
he’d like to have it in his, they say, biggest new media collec-
tion. There’s a rumor about him rebuilding his house to give a pro-
per place to all the «aluminum web pages»4 he bought in the last
years.
*

But about owning art online? There are precedents and interesting
examples. Not so many though, even if technologically it would
have been a very easy thing to do; also effective if you plan +to
get some publicity. Today it would be very fitting as well, in times
when it’s so fashionable to keep your digital belonginhgs on server
farms. I don’t suggest to move collections to the Cloud (it could
be an interesting opportunity for online galleries,

39

not collectors), but to keep the purchased uworks
online and to manifest your rights to the copy or
original by making your name prominent. In the tit-
le bar or in the location bar, for example, if the

project is to be seen in the brouser.

A curious case is the one-screen-project Colorflip
by Rafael Rozendaagl.® Its title in the very top of
the browser says «ColorFlip.com by Rafael Rozen-
daal, collection of Sebastien de Ganay». As it seems
collector de Ganay khous that web is the best place
to exhibit web art and knows how to deal with the

browser space.

Ten years ago, at the zenith of Dot.Com, Auriea
Harvey and Michael Samin of e8z.com bought my page

3 For example for the Show#17
(http://andorgallery.com/shous/
17.html) Paul Slocum transformed

a webpage 0lia’s and Dragan’s
Comparative History of Classic
Animated GIFs and Glitter Graphics
(26887) into a 7?-channel video on
commodore monitors. See http://uww.
contemporary-home-computing.org/
vernacular-ueb-2/examples.html and
http://uum.andorgallery.com/showus/
images/17stack2.jpg [both 83.2818].
4 Web graphics, or generative
graphics, or interface art is
often sold today as digital print
or silkscreen on aluminum.

8 Such projects can be interactive
and dynamic, but the user is not
leaving the document and thus

not changing the URL.
http://www.colorflip.com [83.2818].
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If You Want to Clean Your Screen. The work was a part of Miniatu-
res of Heroic Period6, a very provocative exhibition for its time,
1998. It was the first exhibition ever that explicitly offered net.
art (technically web pages) for sale. e8z.com were the first ones
who wanted to support the idea and, I guess not in the last place
to experiment with the form that an online collection could take.
If you want to clean your screen was moved to their ouwn server,
where it stays till now. Harvey and Samyn didn’t go further with
their collection. So my work is the only one in their «possession»
folder.? But one should say that the way they designed their pos-
session padage is a piece of art by itself. Innovative and technolo-
gically sophisticated, with a lot of respect to the medium. And
not without irony, they were net artists themselves, after all.

But even with only one work in their possession they have
enough to do. Though If you want to clean your screen was techno-
logically a very primitive work, it uses two functions in Netscape
3. These functions were considered bugs and got removed quite
soon. So in brouwser coming after Netscape 3 these bugs are not
working, but every time in a different way, so new code has to be
constantly written to keep the page functioning.

Other two works from the Heroic period exhibition were sold only
much later, in 208085, when MEIAC in Spain started to build their
collection of online art. In the beginning of 28089 it became the
Net Art Viewers8, part of the Immaterial Museum Project of MEIAC.
At this moment it is a selection of 38 Internet projects. They are
presented in a classical web exhibition way: info about artists,
about projects, curatorial statement, screenshots and a link +to
the project itself. An interesting peculiarity is that there are
actually two links: Onhe leads to the original project on the ser-
ver of the artist, the second to a purchased copy stored on the
museum server. It looks like a temporary solution.. or curator’s

confusion (I’m still waiting for the curator’s statement).

C°’ in Budapest is an institution with more experience in maintai-
ning online art. It played an important role in net art in the
second part of the 1998s and was providing residencies to net ar-
tists from 1996 to 20803. At the moment the C°

collection contains 208 online artworks including

6 http://art.teleportacia.org/

exhibition/miniatures [03.2018].
Shulgin’s Form Art9, Jodi’s Ctrl Spacei® and Etoy’s 7 http://www.entropy8zuper.org’

Tanksystemil. They all were realized there and are possession [83.2818].

kept online and taken care of for more than ten ye- : :
93.2018
ars. My experimental net drama Agatha Appearsi2 is

maintained there since 1997. It has to go through [83.2818].

the «cosmetic procedures» constantly: for example 18 http://ctrl-space.c3.hu

graphics are appearing too small for contemporary [63.201681.

11 http:/Zuww.c3.hu/collection/
index_en.php?id=6 [83.2818].
not supported any more, it became impossible +to 12 http://www.c3.hu’collection/

high resolution screens, the used audio format is

fiddle around with the status bar in current versi- agatha [83.2818].
ons of browsers.. In 28088 conservator Ela Wysocka,

resources/uysocka_e._agatha_re-

graduate of the Faculty of Art Conservation and

ect.pdf [083.2818].

8 http://netescopio.meiac.es
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9 http://wuw.c3.hu/collection/form

13 http://uww.incca.org/files/pdf/

appears_net_art_restoration_proj-
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Restoration of Fine Arts Academy in Krakow, and C°® programmer An-
drds Szényi restored Agatha Appers, by rewriting HTML code, Java
scripts and substituting Readl Audio with Flash. Now you can read
the dialogs again and follow the story.

This was one of the first experiments to restore a net art work.
And the one that actually succeeded. Wysocka urites about the ex-
periment: «Although Agatha is complete again and works properly
with current browsers, applied conservation treatments won’t pro-
tect Net-art pieces from further Internet development as it is
barely possible to predict these +transformations. Reformatting
and reprogramming strategies are not long-term solutions because
they place the artwork in a never-ending process of continuous
translation to correlate with valid technology. For this reason
and due to the nature of the medium itself the results obtained
cannot be considered the final state of the work and the end of
preservation efforts.»13

I see it as a rather optimistic statement. There is no end to
preservation effort in case of art online. The conservator sees
the priority of old work functioning in new browsers over preser-
ving the author’s programming and virtualization of the artworks
environment. There is a good chance that online art will stay on-

line.

OLIA LIALINA

born 1971 in Moscow, is a pioneer Internet artist and theorist as well as an ex-
perimental film and video critic and curator. Lialina studied film criticism and
journalism at Moscow State University, graduating in 1993. She founded Art
Teleportacia, a web gallery of her work, which also features links to remakes of

her most famous work «My boyfriend came back from the war» and was one of the
organizers and later, director of Cine Fantom. Lialina is currently teaching at Merz
Akademie in Stuttgart. Some of her artwork is maintained in the computerfinearts
collection at Cornell University. http://uwu.teleportacia.org/olia.html,
http://www.merz-akademie.de/cms [83.20818].

This text is part of the publication Owning Online Art - On the Sale and
Ownership of Web-based Works of Art, edited by Markus Schwander and Reinhard Storz.
UAS Northuestern Switzerland, Academy of Art and Design. Basel, 2818

41






OWNING ONLINE ART

CARLO ZANNI

CARLO ZANNI
329,95 EURO - A TEN YEARS INVESTIGATION

FOR OVER TEN YEARS CARLO ZANNI HAS BEEN CONCERNED WITH THE
QUESTION HOW NET-BASED ART COULD BE ESTABLISHED WITHIN THE ART-
MARKET. HE HAS BEEN INVOLVED IN VARIOUS PUBLIC DISCUSSIONS

AND HE HAS EXPLORED THE SUBJECT EXPERIMENTALLY IN GALLERY SPACES.
BY HIS OWN WORK ZANNI REFERS TO DIFFERENT STRATEGIES,
DEMONSTRATING HOW THE CONSEQUENT MATERIALISATION OF NET-BASED
ARTWORKS RISES CRITICAL QUESTIONS ABOUT THE ART MARKET IN
GENERAL .
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I think an artist is responsible for his work from
the beginning to the end in all the possible mean-
ings. You can either make art for free or sell it to
make a profit. However, if you care for it, your life
won’t be easy. I choose to sell my projects because
I believe in the ethics of a regulated market not
only within the art world. Of course some people
don’t need to sell to keep doing what they like to
do most. Many others instead are struggling in
daily jobs to finance their lives. And this is how
things go whether you are a novelist, a songuriter

or a visual artist.

The market of digital works is very tiny in compa-
rison with more established ones (paintings and
sculpture). Even video, which has been out for al-
most 48 years now, isn’t well represented in impor-
tant auctions. net-

Digital art, and even worse,

worked art, is almost invisible. Since I’ve been
among the first ones attempting to wade this dange-
rous river, I always tried to search for easy ways
to approach the art market while respecting the

pretty unique nature of the projects.

I began thinking about selling models for net-
based artworks as soon as I realized that art dea-
lers didn’t have a clue on how to sell them. I
thought that if I was giving them a model and some
possible standards, they could use them to build a
market. I was wrong, hot in order +to develop my
theories and models but in thinking dealers needed
this.

tion to understand the artworks and bravery +to

They probably needed and still need educa-

support them in an international context within
the contemporary art world and market. Despite this
awareness, I always kept investigating the subject
both hosting a forum (P2P_$: Peer to Peer $elling
2882)1,
Peer to Peer Educational for art dea-

Processes for net_things,
(P2P_.EDU:
lers, 28083)2 and testing my ideas on the field on my

a mailing 1list

own projects.
Another <big reason why> is that the main part of
the current generation of influential dealers, cri-
tics, and collectors are not at ease with the lan-
guage developed specifically to the media used by
the artists/collaborations (artists today are ma-
king works with tools using programming languages
as <colors> <and brushes»>, formal structures to in-
corporate the functions of mass media). More gene-

rally, I think that schooling is a key issue +to

a4

1 P2P_$: Peer to Peer $elling
Processes for net_things was a chat
based dialogue that lasted three
days (May 22, 23, 24 2882).

I was invited by critic and curator
Valentina Tanni to give a lecture,
but instead of speaking myself I
chose to invite 48 speakers world-
wide, and asked them to give their
opinion and share their experience
about selling net things. There
were some interesting point

of views like from John Klima,

John Simon and Wolfgang Staele. But
there was no final ansuwer for what
I was looking for. The protocol
started (or re-started) a discus-
sion about this topic, then I found
the perfect balance and answers to
my needs with the Altarboy, theory
+ artwork. More info about «The
Protocol, discussed on Rhizome that
then became Altarboy», discussed
below: http://wuw.zanni.org/html/
altarboyallinfo.htm [83.2818].

See also: from An Interview with
Carlo Zanni, by Anne Marie Bois-
vert, for CIAC Magazine #16 fall
2802, http://www.ciac.ca/magazine/
archives/no_16/en/entrevue-zanni.
htm [83.2018]. Press Release from
2802: http://rhizome.org/discuss/
view/1995 [83.208168].

2 P2P_.EDU: Peer to Peer Educa-
tional for art dealers was done in
collaboration with Michele Thursz.
The P2P_.edu wanted to build an
educational bridge between net
works and those people who have a
really pragmatic position in the
art field, i.e. those discovering,
supporting and distributing con-
temporary expressions of our time:
galleries and dealers. In fact,

a crucial reason why the market
for net based art works has not
evolved, is the existence of an out
of date business model used in the
traditional art market. Depend-

ing on the nature of the work, the
piece has to be checked and de-
bugged constantly trying to migrate
it to updated platforms that can be
more easily maintained than an old
PC etc., otheruise you buy a piece,
you store it, and when you turn

it on after 18 years of storage, it
probably uwon’t work. Conservation
and maintenance are very impor-
tant when dealing with this type

of projects. And dealers as well

as some drtists and collectors are
not prepared for it yet. This theme
was approached by the first P2P chat

conference.
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Carlo Zanni, IcoPortraits (Desktop Icons), 2004,

CDs, portraits original size, screen, installation view und USB stick

build a better world. Of course I’m not talking specifically about
art teaching.3

FILE

In 280808-2882 I did some tiny portraits under the form of 32 x 32
pixel desktop icons. Famous people and simple friends, as Eliz-
abeth Payton was doing in her practice. When I’ve been asked to
show some of them in Prints and Chips - a show curated at Bitforms
Gallery in New York by new media pioneering curator Michele Thursz
- I decided to show them under a temporary visualization form. I
made four prints out of them. Each print was hosting a single icon
(the same size it has on the screen) and then mounted on aluminium
to be hanged onto a wall.

At the bottom of the wall I installed the proper artwork that was
a USB pen hosting the files that were also displayed as real icons

onh a monitor just next to the prints. Doing this I

45

3 From «I simply call it art», an

was stressing the fact that the file was more a «fle-

xible spatial concept» than a unique and immutable for Artificial.dk,

object like a sculpture or a painting. The buyer http://uwww.artificial.dk/articles/

. . . . .htm [83.2018
Was acquiring the rights to «temporary visualize» *h®n [ !

Press Release from 28083: http://

the file (for instance video projecting it, printing
it) while the «value» of the piece was kept in the [83. 20818].

June 29 20885,

rhizome.org/discuss/view/7724

interview done with Kristine Ploug
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file. He couldn’t go and resell the print but of course he had

rights to visualize the file in the way he liked it most.

This empowers the collector by allowing any possible form of tem-
porary visualization of the file, and the ability to re-use or re-
load the file in many ways to manifest a variation of objects. The
fragility of the file adheres to the notion of the precious object
but the malleability of the file is seductive for the ideologies of
consumerism. These ideas adre expressed in a conversation between
critic Claire Barliant, senior editor at Artbyte magazine, and my-
self for A Post Media Network, 2881.4

A few weeks before the exhibition, this theory and specific way to
approach the market were supported and explained to a public au-
dience as a case study by Michele Thursz in Collecting the Un-
collectible, a panel discussion held at the Guggenheim Museunm.
Panelists: Artists John Klima and John Simon, moderated by Jon Ip-
polito, Associate Curator of Media Arts, Guggenheim Museum, NYC.
Artist Mark Napier initiated this conversation around new busi-
ness models for digital artists together with educators Kim Kana-

tani and Rosanna Flouty of the Guggenheim Museum.5

NETWORK

I wanted to find a neutral and
very customizable model to sell
radical Internet based art, so-
mething characterized by a «pri-
mordial asset», more a theory
than an object of art. A more ra-
dical approach to the matter was
the making of Altarboy, in 2803
presented for the first time du-
ring Artissima Art Fair in Turin
at the Analix Forever booth. Al-
tarboy is a portable metal suit-
case that once opened, displays
in the top shell a screen showing
Carlo Zanni, Altarboy, 2084 . _ 4 piece (a close up of a
young woman with pupils filled by images retrieved by Google using
queries she gave me describing her personality). These images
once saved from the search engine were reduced to a size of 1 x 1
pixel to fill the pupil of the subject. People could click on the
eyes to check its content in transformation). Inside the bottom
shell there was a PC runnhing as a web server. The

4 http://wuw.zanni.org/html/

PC wasnh’t hosting only the code powering the art-

work but also a web server publishing. Once online, [63.28168].

txtinterv/clairebinterv.htm
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the public could have access to a website to inter- 5 From Vitalogy, published by ICA

act with the piece. This means that when the buyer
plugs the case into the web, the artwork is shown

London, 20885, text by Carlo
Giordano: http://wuw.zanni.org/
index.html [83.2818].
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CARLO ZANNI

online as a proper website while when it is offline, it is only
available for him, locally. During its online life, Altarboy stores
the traffic passing through it (images, text, IP ..) in a database,
so that you can also run it in an offline mode or in an after-Inter-
net era. This way is very useful when selling a networked piece

that requires to be online to be alive.

Altarboy is a theory platform and an artwork. It means that the
theory (server + domain name etc.) can be used for a myriad of
other projects with their own concepts and aesthetics. And it is
an artwork as well (actually two) because I used this process for

two sculptures called Altarboy.b®

ARCHIVE

Other forms I’ve experimented within my
practice so far is the sale of archives
containing recorded versions of a +time
based experience. The Possible Ties Between
Illness And Success? is my first attempt of
merging cinema and Internet giving birth
to a hybrid I call DATA Cinema.

The project is based on a sequence where
an actor lays on a bed sick with his skin
filled by stains and dots. The amount and
position of the stains on the body were
determined by the number of people visit-
ing the website on which the short movie
was available and their country of origin.
So statistics were transforming some ele-
ments of the narrative. The server behind
the project was a dedicated server rende-
ring movies on a daily basis (when web
stats were available). The system was pub-

lishing online some of them once a ueek.

Illness And Success, 20886/87,

sculpture with iPod The daily renderings were kept storing to

obtain twelve archives based on the life
span of one year of online life. These archives were then uploaded
into an iPod (one month per iPod). This iPod was part of a sculp-
ture consisting of a laser cut metal case covering the iPod (ex-
cept for the screen) with a nanoceramic sculpture made with a fast
prototyping machine from the last scene of the mo-

vie (when the actor and his partner lay both on the

and 30 unique movies rendered in the corresponding http://www.zanni.org/html/works/
altarboy-oriana/altarboyoriana.htm

month. This sculpture, together with the file and . :
93.2018
the server, is another very flexible model that can

? http://www.thepossibleties.com

[83 28168].

6 See also: http://wuw.zanni.

org/html/works/altarboy-cyrille/
bed). The collector buys the iPod based sculpture altarboycyrille.htm [83.2016].

av

http://wuw.zanni.org/html/altarboy-
be customized to sell various projects. allinfo.htm [083.2018].
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Carlo Zanni, Self Portrait with Dog, 2888

DOCUMENTATION

The documentation of a project instead of the project itself is
something explored in the past to sell performance-based works.
There are many books giving detailed information and examples. In
most cases it’s about making photos, or videos and adding a certi-
ficate. I think documentation is a good strategy to be added +to
other forms of conservation and exhibition. For instance an iPod
archive could break down or even iPods will not exist at all in a
few years. So it’s good to give the films on a DVD to the collectors
too. To minimalize dependency and because of all the instability
problems, we should start thinking about the use of many different

kind of media and sources for the same purpose.

WEBSITE DOMAIN NAME

The selling and buying of website domain names is probably the
first or one of the first things happening years ago when the net
bubble was yet to come. It is a simple and clean way but not too
interesting - in art terms - if it is only used to sell some cohn-
tent you could easily save on a CD or on any other storage device.
One project I recently came up with fits very well into this model
and it is the way I currently sell it. The project

is called Self Portrait With Dog® and is a web page
com [03.20818].

a8

8 http://wuw.Selfportraituithdog.
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with a two-frame layout. The bottom one works like a museum label,
with author’s name, title of the work and year; the top frame, much
bigger, has a link to Google Street View: this link shows me wal-
king my dog in Milan. Basically what happened is that the Google
car had shot us on a spring afternoon and then I found ourselves
online some months later when Google held a public launch for the
Italian version. This means, that when the Google street view car
will pass again to keep their database updated, we will not be
there anymore. So the website will look the same except that we’ll

be replaced by someone or something else.

CARLO ZANNI

born 1975 in La Spezia (Italy), uses live Internet data feedback to create time-based
social consciousness experiences using photos, films and installations that investi-
gate topical issues of our lives. Zanni exhibits internationally, and has had shous
and screenings at the Performa 89 in New York (2889), the Galleria Lorcan 0’Neill

in Rome (2889) and the Hammer Museum in Los Angeles (2889). The Institute of
Contemporary Arts (ICA) in London organized his first retrospective in October 2885

and published his book Vitalogy. http://www.zanni.org/index.html [83.20818].

This text is part of the publication Owning Online Art - On the Sale and
Ownership of Web-based Works of Art, edited by Markus Schwander and Reinhard Storz.
UAS Northuestern Switzerland, Academy of Art and Design. Basel, 2818
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TABEA LURK, BERN UNIVERSITY OF THE ARTS / AKTIVEARCHIVE
ON THE AGING OF NET ART WORKS

ALTHOUGH THE INTERNET MAKES US BELIEVE THAT AS USERS WE ARE
ALWAYS SERVED WITH UP-TO-DATE DATA, NOT A FEW NET-BASED ART WORKS
ARE ALREADY NO LONGER ACCESSIBLE DUE TO THEIR HISTORICAL
PROGRAMMING, OR THEIR ORIGINAL APPEARANCE IS CHANGED BECAUSE OF
TECHNICAL ADAPTATIONS. THIS ESSAY ADDRESSES THE QUESTION OF
WHICH INTERVENTIONS ARE LEGITIMATE IN ORDER TO SECURE A WORK AND
WHICH CONSERVATIONAL MEASURES ULTIMATELY DAMAGE THE WORK IN

ITS HISTORICAL CONDITIONEDNESS. LURK’S TECHNOLOGICALLY MOTIVATED
REFLECTIONS EXPLAINED WITH ILLUSTRATIVE EXAMPLES ARGUE FOR
MEASURES OF PRESERVATION THAT MUST BE NEWLY DEFINED FROM ONE WORK
TO THE NEXT. THIS PRESUPPOSES A FLEXIBLE APPROACH TO THE TERMS
OF ORIGINALITY OR AUTHENTICITY.
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1. INTRODUCTION
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The Internet, only just forty years old, has developed, especially

in the last decade, from the more or less closed, highly developed

research network Advanced Research Project Agency (ARPA) into a

colorful marketplace, in which art, as we know, has also found its

niche.1 As so-called net art, it invites us to become flaneurs2, to

interact (Studer /van den Berg)3 and participate (Gees)s4,

seeks to shake us up with artistic actions (Uber-
morgen.com5) and dispel some of the shininess of
all too smooth surfaces. Mark Napir, for instance,
breaks down HTML-based websites into their basic
components in the work Shredder (1998)6, creating
an impression as though the sites have been run
through a paper shredder.
Since the mid-1998s,

user interface of the Internet -

primarily the graphical
the so-called
World Wide Web (WWW) - has appeared as an artistic
medium, +the +technical boundaries of which have
been tested by artists like Vuk Cosic? and others,
for example with computer programs that (formerly)
made the brouwsers or computers of their users
crash.8 In addition, there is an exploration of le-
gal boundaries and the complex relationship bet-
ween copyright-protected contents and a neoliberal
attitude of distributing books, texts and images
on the Internet. This is evident in net works like
GWEI - Google Will Eat Itself? (26885) or Amazon
Noir - The Big Book of Crimel® (2886/87), both by
Ubermorgen.com. The local transgression of terri-
torial lines of demarcation in both real and vir-
tual space has been impressively staged, for ex-

ample, by Heath Bunting with BorderXing Guide
(28081).11 The artist not only documented apparently
illegal border crossings in the mode of perfor-
mance, but also regulated all net access through the
respective location zones of the visitor-clients.
A completely different reading of site specificity,
on the other hand,

with her audio project RadioSolarKompass (2885)12,

was offered by Anja Kaufmann

in which a computer program listened to roughly
258 online radio broadcasts and played their sound
material independently from the respective time of
The artist coupled the
moment when the RadioSolarKompass suitched from

day (space-time balance).

onhe radio broadcast to another to the sunrise in
the respective time zone.

As these few work examples already show, nhet art
uses the Internet not only as a medium, but also as
location and as materiagl.13 Unlike the event-type
actions of many telecommunications arts since the

or it

1 Verena Kuni, netz.kunst. Jahrbuch
des Instituts fir moderne Kunst
’08 /99, Nuremberg 1999. Tilman
Baumgértel, [net.art]. Materialien
zur Netzkunst, Nuremberg: Verlag
fur moderne Kunst, 1999.

Peter Weibel et al. (Ed.),
Net_condition: art and global
media, Cambridge (Mass): MIT Press,
28081. Nina Kahnuwald, Netzkunst als
Medienkritik. Neue Strategien der
Inszenierung von Informationsstruk-
turen, Munich: kopaed, 20886.

2 Verena Kuni, «Die Flaneurin im
Datennetz. Wege und Fragen zum
Cyberfeminismus», in: Sigrid Schade,
Georg Christoph Tholen (Ed.),
Konfigurationen. Zwischen Kunst und
Medien, Munich: Wilhelm Fink, 1999,
p. 467 - 485, here p. 467.

3 http://www.vuedesalpes.com
[63.2818].

4 http://www.communimage.ch
[63.2818].

5 http://wuw.ubermorgen.com/28087
sound.html [63.20818].

6 http://wuw.potatoland.org/
shredder [83.28168].

? http://wuw.ljudmila.org/~vuk
[83.28168].

8 A broader overview of the motif
of viral power of destruction is
presented by the touring exhibi-
tion I Love You (in the Museum for
Applied Art in Frankfurt am Main,
28083, developed by digitalcraft,
cf. http://uuw.digitalcraft.org/
iloveyou/index.htm [63.2018]).

9 http://www.guei.org [63.20168].
18 http://uww.amazon-noir.com
[83.28168].

11 http://uwu.irational.org/
borderxing [83.2818].

12 http://radiosolarkompass.org
[63.2818].

13 Inke Arns, «Unformatierter
ASCII-Text sieht ziemlich gut aus -
Die Geburt der Netzkunst aus

dem Geiste des Unfalls», in: Thomas
Wulffen (Ed.), Der gerissene

Faden. Nichtlineare Techniken in
der Kunst, Kunstforum Interna-
tional, Vol. 155, June/July 208681,
p. 236 -241.



OWNING ONLINE ART

TABEA LURK

19608s and 7?8s, however, net art is usually distinguished by being
uncompleted in time and space. Most works exist in progress, i.e.
without a specific point of conclusion. Many artists continually
or sporadically update the appearance form of their work and con-
tinuously appropriate more recent forms, formats and strategies
of communication, thus expanding their own scope. In this way, net
art continues several trends of the artistic avant-garde of +the
for ex-

208th century at the same time. The classic work concept,

ample, is dissolved not only figuratively, but also quite lite-
rally: the net art work always becomes visible in a location that

is not identical with the storage place.

2. FORMS IN WHICH NET ART AGES

On the whole,

net are thus comparably heterogeneous as in other artistic media,

artistic strategies of appropriation on the Inter-

but the media-immanent marginal issues are different in the aging
of the works. It is interesting that various functional errors
point directly to the continual progress of net technologies. Who
is not familiar with the error message 484, which memorializes the
hour of the birth of the Internet at CERN in referring to a nhon-
(ho longer) existent websitel4, or the placeholder for image mate-
rial that is not (nho longer) available? The perception that a web-
site looks distorted or behaves strangely is also familiar to many
people.

In short, the destructive impact of the Internet reveals itself
to the user everyuwhere, where websites unexpectedly exhibit gaps,
where the data transfer runs into obstacles, or where entire works
become inaccessible. In conhjunction with the preservation of art
and cultural goods, we usuadlly discuss these kinds of phenomena
under the keyword damage or degradation. Whereas some net art

works evince unmistakable errors, other works and websites vanish

from the Internet entirely. VYet these +traces and
aging have little in common with the classical de-

gradation phenomena of real-world art works: in
general, they are not due to wear and tear in the
classical sense or to false storage, climate chan-
ges and (physical) transport damage. Nevertheless,
seemingly omnipresent and timeless net art obvi-
ously does not remain immaculate either. Those who
work on the subject of net art are familiar with
the phantom pain of vanished works and the frus-
tration of having neglected to make screenshots in
time.

As early as 208081 Bank & Jeron formulated the
(self-) critical thesis in their Anmerkungen zur
the Con-
art is a
is still
solution

Konservierung von Netzkunst [Remarks on
servation of Net Art] that conserved net
bit less net art than conserved painting
painting. 16 The two artists see a possible

processes of

14 Why the number 484 is pertinent
is evident in the work 464.jodi.
org.blaster (1998) by the art-

ist group Jodi (http://484.jodi.org
[63.2818]) and the EU project

404 Object Not Found (2882/83). The
project was realized and discussed
by medien_kunst_netz dortmund,

an association consisting of the
Museum am Ostwall, the art
association hartware medien kunst
verein (Dortmund), the Office for
Culture of the City of

Dortmund and the University of
Dortmund (http://484project.hmkv.de
[63.2818].

15 (Joachim) Blank, (Karl-Heinz)
Jeron, Anmerkungen zum Konser-
vieren von Netzkunst (2881), cf.
http://wuw.joachimblank.com/texte/
conserve_netart.pdf [12.2888].
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in the model of patronage, in which a specific kind of maintenance
agreement is concluded between artist and museum.

The following observations on the preservation of net art deal

less with the supposedly deficient character of conservation than
with the changing understanding of (net) art work and work envi-
ronment (Internet). With net-based art works, the monolithic work
concept is replaced by a modular continuum of work, which opens up
new options for agency. Parts of the work and components of +the
work, system or net environment are differentiated here. For this
redson, we introduced the term of the «work logic» to analyze these
components and their coherency.16 The work logic identifies the
core components of the art work and describes the interlocking of
the digital modules involved. This is documented in terms of how
it is anchored in the system environment and in relation to the
overall artistic gesthetic concept. In relation to error zones in
net art works, this means that local and external disturbance
sources canh be distinguished from one another. Whereas local pro-
blems occur on singular computers, i.e. on the work server or the
client server, external error zones are context sensitive. This
context sensitivity is substantially due to the spread of global
search engines and metadata services like Google. Since about
1999 / 20808 more and more works include the contents of these ex-
ternal data providers in their own work logic. This results in
dynamic areas in the art work, within which the display contents
are neuly assembled daily. At the same time, however, disturbances
(in the art work) become more frequent, due to changes in the net
environment (the Internet), which no longer occur in the work its-
elf. Because of the lack of access, it is hardly possible to fix them
in the core. However, current technologies enable the development
of documentation and translation tools, which bridge the gap bet-
ween obsolete, but authentically preserved work components and
the current net environment.
In general, the moment of closure suggested here supplies an im-
portant factor for the development of conservation strategies.
This enables distinguishing between at least three types of net
art:

Net art works of the first type are distinguished by a certain
closure. The work is usually available in the form of static or
script-based HTML websites.

In the second type, artists use more open work structures, in
which external data sources can be integrated. The processes for
playing out the work are executed almost entirely on the server
that houses the work.

With the third type artists outsource the transfer of media
data to the client. The server then only supplies the rules for
downloading and playing or displaying text, image, audio and vi-

deo contents, which the client then executes. How-

54

16 «We» means here the team that

ever, then both server and client require free ac-

is concerned with the framework

cess to the Internet to provide the needed contents. conditions for the conservation and

The work exists more and more in a distributed com- restoration of new media in con-

munication process, resulting in a kind of +trian-

project AktiveArchive.

junction with the national research
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gle relationship between client,
work server and external data
providers, i.e. the Internet. Even
though the +typology outlined a-
bove largely correlates with the
further development (genealogy/
generation sequence) of net tech-
nologies and is thus historically
conditioned, it remains to be de-
termined how suitable these dif-
ferentiations are to trace the art
historical genesis of net art. In
any case, the categorization pro-
posed here is inspired by media
technology and does hot imply a
value judgment: neither histori-
cally nor aesthetically nor con-
ceptually.

3. MEDIA FLAWS AND THRESHOLD SITUATIONS

But back to the flaws and the question of the degradation of net
art. What appears simply irritating at first glance and annoys ar-
tists and art historians and critics equally, may hold an interes-
ting added value for the media theory view. It can be demonstrated
that especially the more or less spontaneously occurring flaws in-
dicate the culturally coded threshold situations that Georg Chris-
toph Tholen, for example, has characterized as «caesura».1l? Media
caesuras reveadl the break in the technical continuum, thus mar-
king the creeping progress taking place seemingly unhnhoticed be-
hind the smooth user interface of the screen. Intelligent, fully
automated mechanisms essentially ensure that the unpracticed user
is not even aware of the technological shift. Dysfunctions in art
works therefore usually only gradually become visible. For exam-
ple, hardly anyone consciously remembers the day when the Internet
service Google changed from the text-based descriptive language
HTML (Hypertext Markup Language) to the script-oriented macro-
language JavaScript.

To be able to connect these kinds of technologically induced chan-

ges with media-technical threshold situations, a more precise
analysis of error causes is needed. Of course, not every bug in a

net art work can be described as an indication of a «caesura» in
Tholen’s sense. Instead, the term caesura should be applied only to

the modifications in the overall technhological structure that oc-

cur when, for example, a new standard is introduced. Media thresholds

mark serious changes. If a media caesura becomes

1? Georg Christoph Tholen,

acute, a dislocation results in the digital envi- X B X
Die Zdsuren der Medien.

ronment of the art work. Smooth functioning is pre- Kultur-philosophische Konturen,
vented. Then we can speak of aging. Frankfurt: Suhrkamp Taschenbuch

Verlag, 2082, p.9.
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3.1. PRESERVATION ISSUES
The shaping force of the carrier or communication medium of the
Internet not only imposes framework conditions of design and ar-
rangement on art, as is also the case with other art forms. It even
has a subsequent effect on the created objects. Net art is exposed
per se to a dynamic environment. The functionality and sometimes
the visible presence of many Internet art works depends more di-
rectly and unpredictably on external factors than is +true for
computer-based offline installations, for example. In terms of
preservation (and also marketing, as is discussed inh the present
research project Owning Online Art), this poses new challenges.
In the following, first the frequently occurring error sources
will be explained, including the dependency on external data
sources, metadata providers, communication formats, commercial
applications and community portals. This will be followed by a
look at the prospects of individual, more recent practices of pre-
servation and reanimation. If technical developments are also ta-
ken into consideration, as they are currently beginning to emerge
in the field of virtualization and emulation and in the context of
legacy research in computer science, there is reason to feel more

confident about sustainable conservation approaches for net art.

3.1.1.Dependency on External Data Sources

Since the aesthetic rearrangement of contents from the Internet
is one of the most widespread net art strategies, changes to ac-
cess interfaces or conditions generally affect not only single art
works, but a whole series of works.

One striking example for the net-based fragility that arises
through the integration of external data sources is provided by
John Klima’s work The Great Gamel8 (2881). Among other presenta-
tions, it was included in the net art exhibition Shrink-to-Fit
(2884), which was curated by Reinhard Storz and realized in coope-
ration with the Museum for Communication in Bern.19 Conceived as a
computer game, the work uses constantly updated maps that recor-
ded military activities of the allied forces and the US during the
Afghanistan War in 2881. With a sarcastic undertone Klima inte-
grates replicas of the real battleground in the artistic online
game. Since the data source has vanished, the work no longer func-
tions either. Instead of updating the data source, as other ar-

tists frequently do, John Klima obviously decided

18 http:/Zuwu.cityarts.com/

to leave the torso of the work as a kind of memori-

greatgame [83.2818].
al online. In 20883, with the emergence of another 19 http://www.xcult.org/shrink

conflict zone, he shifted the work (concept) to the [83.2818]. Shrink to Fit takes up

then current Playground: Iraq. TGG - Iraq Expansi-
on Pack & Campaignh Maker v1.828 (2883) can thus be

to actively participate, which
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the intention of encouraging users

was widespread among net artists of
understood as a kind of update, which simultane- the first and second generation.

ously reflects on/ satirizes the Third Iraq War. The interface becomes the space of

action of the exhibition.

graphical exhibition portal can

3.1.2. Dependency on External Metadata Providers

In addition to the use of clearly defined, fixed data website.

The

also be integrated in one’s oun

sources, manhy drtists integrate the services of 28 Cf. http://www.cityarts.com/irag

[63.2818].
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external information providers in their works. The reason why
this is so popular is that the contents are always up to date and
available in large amounts and continuously. There are dlso addi-
tional aspects, such as the abundance of the available media for-
mats (text, image, moving image, sound, animation), the way the
information is semantically structured, which makes it easy to
find contents, and the capacity to adapt to different languages.
The supplied data can also be integrated automatically, for ex-
ample through RSS feeds. Another point may be the presumed postpo-
nement of legal issues, since the question of using copyright
protected material seems to have been undermined to some extent.

However, since grabbing and reassembling multimedia contents
from the Internet seems to generally play out in a gray area of
legality, it is hard to expect service providers to guarantee ac-
cess. As private service providers they define their conditions for
use, i.e. access to the data (communication format and protocol,
amounts of data, etc.). They can define the purposes of the (re-)
use of the contents.21 News services usually tolerate parasitic
appropriation by artistic data pirates - at least as long as they
are not criticized or attacked for their services.

An illustrative example of dexterity in accessing various in-
formation service providers is found in Marc Lee’s Breaking the
News. Be a News-Jockey2?2 (2886). The work, conceived as an expan-
sive room installation, accesses originally sixteen news services,
whose contents are composed so that they result in a seemingly
endless, interactive film.23 The user can enter a search term in a
pre-defined search field. Then about twenty different news modules
forward the queries to the relevant data providers. The display
software installed on the client receives information from the work
server about where the corresponding referenced contents can be
downloaded from the net.

Whereas with an art work like Breaking the News the loss of one
data provider would merely limit the aesthetic diversity and make
the work boring, the same defect can lead to a total outage for
other art works. For instance, it is not difficult to imagine what
it would mean for the work onewordmovie24 (2884) by Beat Brogle
and Philipp Zimmermann, if Google no longer supplied images (re-
ferences). At the request of a user, the work generates an inter-
active film, which arranges image material refe-

21 See e.g. Google’s Terms of

renced by Google into a virtually endless art film.

The inclusion or interpretation of meta-infor- accounts/TOS [83.2818].

Service: http://wuw.google.ch/

mation from external data providers makes the art 22 Since 2888 there is also a

works dependent not only on the situation, but also

simplified web version of OAMOS

(http://www.ocamos.com [83.28160]),

on location and computer. Many service providers

which does justice to the

optimize the results by tuning the responses to popularity of the work.
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search queries. For this they use not only their 23 The services addressed include

. s . A Mixt
internal web statistics, but also certain computer mazon, cefiaxter,

Flickr,

Google,

Google Images, selected RSS-Feeds,

settings, such as location, time zone, country and

language settings, and other parameters such as Webcams, Wikipedia, Yahoo,

Synonyms, Technorati, selected

Yahoo

client profiles, which are temporarily cached by  Music, YouTube, and SonicSquirrel.

the services. In addition, an ID number is fre-
[63.2018].

24 http://uww.onewordmovie.ch
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quently assigned to the request. This allows the server-side do-
cumentation of user behavior. The client automatically communi-
cates these parameters with every request. Remember, for instance,
the automatic book suggestions that Amazon provides for custo-

mers, even if they are not (permanently) logged in on the site.

3.1.3. Dependency on Communication Format and Commercial
Applications

It is additionally nhot unusual for brouwser-specific settings to be
communicated, such as the type, the version of the browser, lan-
guage and user preferences and the plug-ins used. This and further
information contributes to regulating the format of communication
between server and client. The relevance of the communication for-
mat is evident, for example, in Cornelia Sollfrank’s net.art Gene-
rator2s (2883). For the net.art generator (NAG) not only processes
image material from Google-Images and is thus dependent on an ex-
ternal data source as described above, it also only understands a
certain format: HTML. In order for the original NAG script to be
executed, the parameters provided by Google have to be written in
HTML protocol. Since the corresponding communication parameters
that could clearly identify this information are not explicitly
defined in the NAG script, however, the Google search engine assu-
mes it is serving an up-to-date browser. There is, in fact, a Mo-
zilla browser installed on the NAG web server, which is visible
for Google as a communication partner. Missing parameters or un-
defined gaps, which were unproblematic during the development pe-
riod because there uwere frequently nho alternatives at all, are
among the classic problem cases in old scripts. They first become a
problem when the format or communication conventions change.
Since Google switched from HTML to JavaScript, the img-agent in
Cornelia Sollfrank’s NAG script is no longer able to simply under-

stand the response; the image production falters.

3.1.4. Dependency on Community Portals and External Applications

The matter becomes even more complex, when whole applications of
a commercial service are directly integrated into the art work, or
when the works are situated as a whole on a community platform
like Facebook, YouTube or Flickr. The respective providers are re-
sponsible for the maintenance of their servers, which takes +the
burden off the artists. In general, however, access permissions
are limited. In the case of system errors or updates, in other
words when the art script and the updated server environment be-
come (partially) incompatible, access permissions

25 http://net.art-generator.com/

src/gen.html [83.2818]. The work
restore the work. In addition, many smaller appli- was renamed in 2888, because the

are often insufficient to lastingly conserve or

cations are limited to only a brief duration and  fifth net.art generator (NAG) is

are therefore only suitable specifically for cer-

tain actions. Some artists integrate commercial

or events, for example for sending, processing or  even a museum version/installa-

forwarding short messages, because it is simply

no longer entirely functional,
and the fourth NAG turned out to

be the main work. The work is nowu
applications into their websites for certain works . 11ed NAGS. Since 2887 there is
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tion (see: http://www.youtube.com/
watch?v=43y2k5j70IU [63.28181).
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more economical to take advantage of a service for a short time
than to program the correlating functionality themselves.

A prominent example of this kind of temporary setting is found
in the net art action HelloMrPresident (26881), which Johannes
Gees realized for the World Economic Forum in 20881.26 The work for
Internet, SMS and laser consisted of a web front-end and a local
laser installation in Davos. The public, excluded from the summit
meeting, was able to send short messages via mobile phone or +the
Internet to a certain news portal curated by the artist. The mes-
sages were transmitted from there to the laser in Davos, which
projected the texts onto a hill across from the conference loca-
tion. The transmitted messages were also archived online. Alt-
hough the news system integrated in the website initially re-
mained visibly accessible and the messages could be read there, the
work vanished from the net completely following a hacker attack.
Today the former domain redirects to the artist’s website, where
documentary photos and videos are stored. A similar situation ap-
plies to Gees’ HelloMWorld (2883), which further developed the
principle. Users around the world could participate in a tempora-
ry installation, which transmitted text messages to building walls
in Bombay, Geneva, Rio de Janeiro and New York at the same time. 27
In cases like this, the Internet functioned not only as transfer
medium and archive, but also offered a website displaying the art
action with four webcams. Today the domain is in different hands
and can only be recalled through documentary records. This is
also a typical problem case, for which the artist can hardly be
blamed. Johannes Gees and others develop temporary work forms and
often already take the documentation of the actions into conside-

ration in the conception phase.

3.1.5. Social Networks
A final aspect for external error sources to be mentioned here are
social factors, which hold a potential for danger that is not to
be underestimated. They occur within artist groups as well as
among the curators of the few public institutions that have ente-
red into the so far vague business of net art. Friendships break,
artist collectives drift apart or are disbanded; curators, IT
staff and technical support leave an institution, after which art
servers are left running more or less unattended until they are
hacked or break. Updates are run, frequently automatically, but
resources dre rarely available for continually testing whether
the works can still be played. In addition, to the extent that
there is a transfer of usuadlly personalized knowledge at all, it
is certainly not always transferred or made accessible in compre-
hensible documentation. This makes maintenance more difficult for
the following generations.

Relevant examples are widely khownh in the community and need
not be specifically mentioned here. However, another special case

should be mentioned, which fits especially well in

26 http://uwu.johannesgees.com

this category of socially determined problem zones [63.2616].
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in net art and is work-specific at the same +time: 27 http://johannesgees.com/?p=142

[12.28688].
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Birgit Kempker’s Sphinx28 (2884). Despite its programmed automa-
tisms, by definition the art work is bound to the authority and
presence (!) of the artist, since the questions that users ask the
Sphinx can be ansuered either by the artist herself or by the
Sphinx machine programmed by Peter Dittmer. The work thus stages a
vague tension between a media-supported interpersonal dialogue
and a purely human-machine dialogue. The artist already points
this out on her website, when she continually fades in the text at
the upper edge of the Sphinx: Who will answer - Sphinx or machine?
And the answers do not follow immediately at all. The moment of
asynchronicity between question and answer raises the tension.
The artist decides who ansuers which question. She also reserves
the right to intervene in the machine dialogue, even when the
questions have already been delegated to the machine Sphinx - for

example, by intervening in the artificial sestinas.

3.2. LOCAL ERROR SOURCES

Net art works are not only susceptible to external fluctuations in
the net environment, however. Changes frequently also occur in
the immediate environment of the art work, i.e. the storage and
display computers, for example when software or system components
are updated. What is primarily intended to protect the storage or
display computer endangers the existence of code-based art works
again and again in a wholly elementary way. Some well-intentioned
security updates hold undesirable side effects. Software produc-
ers generally offer updates to close unsecured interfaces or +to
prevent data corruption due to insufficiently programmed scripts.
For the art works, however, this can mean that certain functions
or subsections of the scripts can no longer be run without trans-
lation tools or are invalidated.

Several art scripts can be mentioned as examples, which were
created in the late 1998s in association with Andrew C. Bulhak’s
Dada Engine (1996).29 The Dada Engine is a randomly controlled text
generator that can be modified without great exper-tise in pro-
gramming, and which spread relatively quickly throughout the ar-
tist community. Derivatives of the artistic code as well as the
original Dada Engine are still available for douwnloading. They
can be installed on the server side and integrated in one’s oun
website. However, some of the scripts can no longer be directly
executed due to modified error tolerances on up-to-date uweb ser-
vers. There are various approdches to restoring these code frag-
ments. In some cases it is sufficient to correct single signs - e.g.

by replacing semicolons with commas or filling in

28 http://uww.xcult.

previously omitted parameters. [93.2616].

Another problem occurs when a provider no lon- 29 A bugfix release
ger supports the software used by an artist. In was published on 29

general, at first only the support for the relevant

Engine can be found
dev.null.org/dadaengine [83.26818].

application or software is stopped. Sooner or la-

the current version
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org/sphinx

(Version 1.81)
April 1996,
of the Dada
at: http://

ter, though, the product consequently disappears The scripts referred to here can

from the market. Software providers cannot be bla- be found at: http://dev.null.org/

med for this, to the extent that their licenses are
[683.2816].

dadaengine/manual-1.8/dada_toc.html
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usually endlessly valid, but guarantees are only granted for cur-
rent products, i.e. for a limited period of time. In cases like
this, Open Source software is more robust than proprietary soft-
ware products, because the code is open. This means it is more
easily adaptable than commercial products. In terms of the depen-
dency of certain computer art works on a certain system environ-
ment - meaning hardware components (computer type, graphic cards,
printer interfaces) and software components (operating system,
software and driver libraries) - current virtualization and emu-
lation technhologies and the development of collections with refe-
rence operating systems and software now offer a feasible solu-
tion strategy. They are to be supplemented as needed with further
security measures. However, this applies more to current systems
and parts of net art, whereas early software art works, in parti-
cular, starting from the mid-1988s, remain only very conditionally
executable. 38

The case is similar with ties to a certain computer platform.
This dependency can be noted on both the server side and the cli-
ent side. Although many applications are nominally available for
PCs and Macs, run errors occur agadin and again, when the script

was created for a different computer type.

3.2.1. Partial Disruptions in the Display

The reception of browser-based art works is additionally impaired
by pop-up and ad blockers and by various filters, which are inten-
ded to shield the user from annoying messages. It is nhot unusual
for them to also block the direct reception of net art works, where
the narration plays in different browser windows that open one

after another. For instance, Frédéric Moser and
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30 An important aspect is access

Philippe Schwinger presented in their digital walk

to the source code.
through a forest, Eine Aporie3i (2881), which WAS  frequently possible to make old

Although it is

also part of the net art exhibition Shrink-to-Fit, scripts run to some extent even in

i ; iled f
animated images that repeatedly opened new browser @ SOTPELEC Torm

- like converting or saving the

windows. If the windows in these kinds of works are

generated data in today’s for-

special functions

no longer directly opened, because permission must mats instead of in the data format

first be granted, the immediacy desired by the ar-  specific to the software - can only

tists is undermined.
available.
Even more difficult to deal with are applications

navigation (see The Ram Show below) or works that [63.2818].

use specific media players or interpreters. Whereas

be adapted if the source code is

31 http://wuw.xcult.org/shrink/
that use complex, interactive elements for dynamic art/schwi_mo/schwi_mo_d.html

32 The problem of playing speed

becomes complex especially in the

navigation is generally still possible at the time

desktop field with playing inter-
of creation, the rendering engine and other brow- active CD-Roms and DVDs, because

ser-immanent display elements change so much over many artists of the first generation

the course of time that navigation eventually be-

per second) or purposely set the

comes impossible.

forgot to specify the fps (frames

specifications exaggeratedly high:

The rapid display of dynamic contents also falls the contents could never be played

into the area of aesthetically modified playback. that quickly. In the field of net
art the regulation of playing speed

Essential triggers for this effect are better In-

is regarded as one of the simpler

ternet connections (bandwidth, bitrate) and more

problems, because it cannot be

pouwerful performance of the computers.32 As early invasively regulated by defining the

data rate.



OWNING ONLINE ART

TABEA LURK

62

as 208085, the net artist 0lia Lialina pointed out in a lecture that

her work My Boyfriend Came Back From the War33 (1996), originally

conceived as a cyber-novel, can be clicked through so quickly +to-

day that the moment of surprise in the tension of waiting for the

next action vanishes. For the former journalist,

the time factor

here becomes a stylistic element that is now successively chan-

ging. The extent to which 0lia Liaglina is aware of
the inexorable changing of the Internet and with it
one’s own adaptations, is evident in that she makes
different versions of this work available on the
Internet.34 In 2808 she also had her Agatha Appears
(1997) restored.3 The increase in speed becomes
almost measurable with the cult porno Deep Throat
(1972), which the ASCII-Art-Ensemble36 placed on
the Internet in 1996 as an ASCII film.

film that lasted ninety minutes when it was made,

The feature

now takes barely half an hour. 37

3.2.2. Moving to a New Domain

Not least of all, something that is often neglected
is the relocation of a net art work to a different
domain. Artist groups like Etoy38 and Jodi39 alrea-
dy impressively demonstrated in the late 1998s
that the (original) URL is often directly part of
the work.48 Artists are frequently not fully aware
of the value of a certain domain and then later have
to laboriously buy back their own domains. Whereas
the problem is relatively easy to solve in +the
collection context and for exhibitions,41 this as-
pect presents a serious problem especially for ar-
tistic works that are privately owned and visited
primarily via the Internet.

4. MAINTENANCE AND RE-CREATING PLAYABILITY
Despite all the problems, danger zones and aging
processes, however, positive developments must not
be overlooked. More recently, old net art works or
artistic websites that have been offline or at
least not directly accessible have been sporadi-
cally showing up again. One example is the launch
of the Austrian node of The Thing42 by the Luduig
Boltzmann Institute Media.Art.Research in 28087/ 88. 43
Another example could be the (re-) provision of the
World Artistic Property Organization website (WAPO)
by the Center for Art and Media (ZKM) Karlsruhe in
Summer 20808.44 These kinds of reanimation actions
benefit especially artistic websites that are an-
chored in an institutionally supported work combi-

nation. Some artists, who have developed nhet works

33 http://uww.teleportacia.org/war
[63.2818].

34 http://myboyfriendcameback-
fromth.ewar.ru [63.2018].

35 http://wuw.incca.org’/
preservation/398-uysocka-e-agatha-
re-appears-net-art-resoration-
project.html [83.20818].

35 During a festival in Amsterdam
in 1998, the artists and program-
mers Walter van der Cruijsen, Luka
Frelih and Vuk Cosic formed the
ASCII-Art-Ensemble. The group is
one of the most well known pioneers
of net art. Cf. http://www.ljudmila.
org/~vuk/ascii/aage.html [83.2818].
3?7 http://wuwl.zkm.de/~wvde/ascii/
java [03.2818].

38 The group etoy/ etoy.CORPORA-
TION has existed in various forma-
tions since 1994. The founding
members included Gino Esposto, Mi-
chel Zai, Daniel Udatny,

Martin Kubli, Marky Goldstein
(etoy.GOLDSTEIN), Fabio Gramazio
(etoy.GRAMAZIO) and Hans Bernhard
(ef. http://www.etoy.com [03.2818])
39 Joan Heemskerk, Dirk Paesmans,
http://wuw.jodi.org [83.20818].

40 eToys Inc. vs. etoy. First
hearing in the case eToys Inc. vs.
etoy, in: etoy.HISTORY-FILE:
88-18-99, URL: http://history.etoy.
com/stories/entries/38 [83.2018].
41 For this reason, AktiveArchive
has purposely integrated a separate
nameserver functionality in its
conservation, archiving and display
tool Netart Router

42 http://wuw.thing.at [12.20888].
43 http://media.lbg.ac.at/de/
content.php?iMenuID=94&iContentID=91
[63.2018].

44 http://salon-digital.zkm.
de/~wapo/intro.htm [83.2816].

It is to be hoped that the entire
«Salon Digital» (1996 /97,

Walter van der Cruijsen,

Christian Gosch, Jirgen Enge) will
be reestablished at some point.

It is considered one of the first
museum online catalogues, at least
in the German-speaking region,

and provided access to some of the
works in the ZKM media museum in an

interactive labyrinth.
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in conjunction with collective projects, no longer have access to
the original programming themselves. Sometimes the works were re-
alized directly on the computers of the institution. The probabi-
lity that old backups can be found in large media art facilities
is statistically higher than with self-administered web servers,
where the routine backup is left up to the artists (groups).

In addition to the institutionally launched re-establishment
of net art works, a growing awareness for issues of maintaining
the digital cultural heritage can also be noted. Today there are
archiving concepts for simple web contents as a matter of course,
as well as guidelines for how dealing with net art works can be
expanded. 46 This trend has a noticeable effect on artists, as out-
lined above with the example of 0lia Lialina. 46

At the intersection between institution and self-initiative,
Reinhard Storz’ action to save the collective project The Ram
Show4? (1999) should also be mentioned. The curator and net acti-
vist had already completely updated the programming of the elabo-
rate net art work on the theme of remembering and memory in 2804,
after interactive navigation had become impossible due to modified
browser functions. Here the formerly HTML-based programming was
replicated in Flash, so that the old look and feel and the origi-
nal appearance were made dccessible again.

From an art historical perspective, as the example of John Kli-
ma suggests, alternative artistic preservation strategies also
remain interesting, because they convey insights into the intenti-
on and the agesthetic basic principles. At least three strategies
can thus be distinguished: the first group of artists attempts to
keep their work alive through regular monitoring, specific updates
and sometimes elaborate re-creation scenarios. Here they also use
the opportunity of a system update to aesthetically update their
works. These measures, which satisfy artistic demands, partly find

only mitigated understanding among restorers and art historians,
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because they level the historical development of
the genesis of the work to some extent. It is not
unusual for the new work versions to be simply con-
tinued under the same, often already successful
title. Another group of artists regards the techni-
cally induced degradation of their works as the na-
tural course of things and stands by the partial
decay. They leave the work torsos online, thus pla-
cing their works in a tradition of the approximati-
ve self-dissolution of art works, as this is and has
been prominently practiced by Dieter Roth or Damien
Hirst, for example. Yet others fear a negative image
due to the superficial remains of worn out net art
works and prefer to remove the websites in question
from the net right away. In extreme cases, all that
remains then are screenshots or sporadic relics in
an Internet archive 1like the «Waybackmachine»,
which supports visual memory with automatically

crauled, often fragmentary and static data. 48

45 Whereas the Swiss National
Library developed strategies for
archiving electronic Helvetica
within the framework of eHelvet-
ica (http://www.nb.admin.ch/slb/
slb_professionnel/081693/index.
html?lang=de [03.2818]), the Suwiss
Federal Archive (BAR) deals with
digital archiving in the project
ARELDA (http://uww.bar.admin.ch/
themen/88772/index.html?lang=de
[83.2818]). Proposals for the
digital long-term archiving of web-
based data can be found in: nestor
Handbuch. Eine kleine Enzyklopadie
der digitalen Langzeitarchivierung,
Version 2.8, Boizenburg: vuh, 2889.
46 http://uww.c3.hu/collection/
agatha [83.2818].

47 http://wuw.xcult.org/ateliers/
ramshow/index.HTML [03.20818]. The
work was realized in cooperation
with Monica Studer and Christoph

van den Berg and other artists.
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4.1. CONCLUDING REMARKS
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The observations presented here are based primarily on an art-

technical motivation and show aspects of classical cases of damage

to net art works and their causes. These influence handling, exhibit-

ion and preservation to a certain extent. Yet the core question

that remains is to consider how much originality a technically

obsolete environment can take in current daily operations and how

the changed understanding of originality, authen-
ticity and work affects the sustainable conserva-
tion of net art. This question can hardly be answe-
red by one discipline alone. 0On the one hand,
detailed information sciences knowledge and exper-
tise in media technology are needed to understand
the phenomena of damage, correctly register them
and be able to develop possible measures for stabi-
lization or res-toration. On the other hand, forms
of observation from art studies support a funda-
the

aesthetic orientation and the historical contextual-

mental understanding of the artistic concept,
ization: the art work documents certain artistic
strategies, of which the intention and the form of
articulation should be preserved as intact as pos-
sible. Finally, there is the question of the work
at the material level from the perspective of cur-
The

former position of physically safeguarding fea-

rent theories of conservation and restoration.

turesb8 is taken over by the preservation of media
objects as authentically as possible, inhcluding
the way they are functionally networked in a sys-
tem environment. Respected international research
projects also suggest artist interviews as plan-
ning instruments for preventative conservation.51
In other areas of contemporary art, interviewing
artists has long since progressed to a strategic
methodological instrument;52 it mediates between
documentation and the planned conservation measu-
res.53

The diversity of methods ensured in this way al-
louws for a re-evaluation of defects at the level of
digital coding. Depending on informatic findings,
scaled transitions may be connected with epochal
threshold situations without necessarily linking
the digital code with cultural codes. The intention
is a culture-historical, media-archaeological sen-
sitization for technological fractures, in order
to assess mid-term and long-term consequences for
the conservation of net art and digital artifacts.
Research is also being conducted on the practical
implementation of sustainability in a field of in-
(digital) In addition +to the

question of the understanding of authenticity, it

exorable changes.

48 http://wuw.archive.org/ueb/ueb.
php [63.20818].

49 On this, cf. e.g. Pip Laurenson,
«Authenticity, Change and Loss in
the Conservation of Time-Based
Media Installations», in: http://
wuw.tate.org.uk/research/tatere-
search/tatepapers/86autumn/lauren-
son.htm [03.20818].

Howard Besser and Mona Jimenez even
propagate the term «complex media»
to cover the issues across genres.
50 Ulrich Schiessl, «Materielle
Befundsicherung an Skulptur und
Malerei», in: Hans Belting et al.
(Ed.), Kunstgeschichte. Eine Ein-
fahrung, Berlin: Dietrich Reimer,
1985, p.58f.

51 Richard Rinehart (2882),
Preserving the Rhizome ArtBase,
New York: http://rhizome.org/
artbase/report.htm [83.2018].
Relevant proposals are also found
in the Tate Modern, which are even
accessible online.

62 As far as the art studies
position of the artist interview
is concerned, cf. e.g. Christoph
Lichtin, Das Kinstlerintervieu:
Analyse eines Kunstprodukts, Bern:
Lang, 2884.

83 Cf. Erich Gantzert-Castrillo,
Archiv flr Techniken und Arbeits-
materialien zeitgendssischer
Kinstler, Wiesbaden, 1968/ 79, and
various EU and research projects,
such as the International Netuwork
for the Conservation of Contempo-
rary Art INCA (http://www.incca.nl
[63.20181)
(http://unn.inside-installations.
org [683.28181).

54 Inke Arns, «Unformatierter

ASCII-Text sieht ziemlich gut aus

or Inside Installation

- Die Geburt der Netzkunst aus dem
Geiste des Unfalls», in: Thomas
Wulffen (Ed.), Der gerissene Faden.
Nichtlineare Techniken der Kunst.
Kunstforum International, Vol. 155,
June /7 July 20881, p.236-241.

65 Reinhard Storz, «Cargo Cult

im Cyberspace, Jodi - Laborieren
am Quellcode», 20882, in: http://
uwu.xcult.ch/texte/rest/jodi.html
[83.28168].
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must also be clarified, for example, how historically informed per-
formance practices will look in the future, or how adaptable and
sometimes timeless net art works actually are. In taking recourse
to current data sources, many works seem to permanently renew
themselves. However, historical parameters also inscribe themsel-
ves here, which attribute the works to a certain time, a certain
mental attitude and, indeed, also certain technological standards.
In addition, as Inke Arns already explained earlier, various net
art works also play with «what is normally suppressed as a techni-
cal dysfunction». The author goes on to explain that media disrup-
tions in the communication between machines have always been made
visible by net art works that radically deconstruct and aestheti-
cally reshape them.54 Lookinhg at works like Oss (1999), Reinhard
Storz has similarly noted that the artist group Jodi tracks doun
productive defective functions in the seemingly rigid command
language of commercial software and achieves effects «that others
sometimes misunderstand as defects».55 Ambivalent tendencies such
as the moment of up-to-dateness becoming obsolete or fragile sta-
bility thus imbue net art at the demarcation line of media breaks
with a very special charm.

Translated from German by Aileen Derieg

TABEA LURK
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SIMON GRAND
ECONOMIES OF ART - CHALLENGES & STRATEGIES FOR A
GALLERY FOR NET-BASED ART

STARTING FROM BORIS GROYS’ THESIS THAT ART IS A COMMERCIAL
SECTOR, ART COULD BE DESCRIBED AS A FIELD FOR ECONOMIC
STRATEGIES. FOLLOWING KEY WORDS LIKE «RECOGNITION», «INNOVATION»,
«SELECTION» AND «COMPETITION», SIMON GRAND ARGUES THAT AN
ECONOMICALLY SUCCESSFUL BUSINESS IN THE CONTEXT OF ART HAS TO
MAKE «SOVEREIGN DECISIONS». THESE ARE PLAUSIBLE ASSERTIONS THAT
ATTRIBUTE THE STATUS OF BEING RELEVANT ART TO A WORK, WHEREBY
THIS ASSERTION CAN BE SUPPORTED BY THE SALE OF THIS WORK, AS WELL
AS BY EXPERT RECOGNITION FROM THOSE WHO FORMULATE IT. THE ESSAY,
WRITTEN DURING THE FIRST PHASE OF THE RESEARCH PROJECT, PROVOKES
QUESTIONS ABOUT THE POSITIONING OF AN ECONOMIC BUSINESS IN THE
FIELD OF NET-BASED ART. THE LINE OF ARGUMENT ALSO PROVIDES
ARTISTS WITH NUMEROUS REFERENCE POINTS FOR EXAMINING THEIR
RELATIONSHIP TO THE ART MARKET.
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1. STARTING POINT: ECONOMIES OF ART

«Art is primarily a commercial sector. The task of art consists in
the production, distribution and sale of artworks.»l This defini-
tion makes art an object of the economy and a field for entrepre-
neurial strategies. The central challenge for every actor in this
context is to see the various economic challenges and use them for
their own strategies. The aim is to integrate the diversity and
heterogeneity of the economies that are essential for the valua-
tion and revaluation of artworks.

First of all, this involves an economy of the market. It is impor-
tant to understand how supply and demand for an artwork coalesce.
At the same time, the question arises as to the boundaries of the
respectively relevant market, because art does not form one mar-
ket, but rather coalesces from a multitude of different, overlap-
ping and mutually interacting markets: for Pop Art and Minima-
lism, for painting and installations, for large and small artworks,
for originals and series. The strategy for competitiveness deals
with this economy: it is a matter of specifically deciding whether
to address a large or small market, a controversial or neglected
one, a saturated or a dynamic one, and how exactly to position
oneself in this market.

Secondly, it is a matter of an economy of the new, in other words
the question of whether established and categorized, archived and
documented artworks are involved, or of establishing, valorizing
and positioning new works (which are always initially an asserti-
oh) as artworks. At the same time, this always involves the ques-
tion of whether a new artwork is attempting to assert itself in an
existing market, or whether a new market could be created with the
artwork. The strategy for innovation deals with this economy, cal-
ling for concrete decisions about whether the aim is a focused or
a radical innovation, a modular or an architectural innovation, a
technological or a cultural change, and how exactly this strategy

for innovation is to be realized.

Thirdly, it is a matter of an economy of recognition. An artwork
must not remain merely an assertion, but must instead find recogni-
tion as an artwork in an art market by actually being shouwn, eva-
luated, auctioned or sold. Of course, it is very important to judge
whose recognition is actually being sought: recognition from in-
siders or from the general public, from private collectors or mu-
seums, from artist colleagues or critics. The legitimation strat-
egy deals with this economy, which translates and transforms
assertions associated with every artwork into believed and shared,
self-evident and unquestioned realities, keeping in mind that the
establishment of recognition aimed for can also result in its op-

posite.
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1 Boris Groys, Uber das Neue. Ver-

such einer Kulturékonomie,
Hanser, 1992, p. 9.

Vienna:
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There are a multitude of other economies. However, the three eco-
nomies outlined here and their corresponding strategies are im-
portant in any case and especially in the context of art. The
question is whether an actor wants to explicitly deal with these
economies and the corresponding strategies or not. What matters
in any case are the specifically realized patterns of production,
distribution and sales, and the results actually achieved in the
art market. What is relevant in association with these patterns is
the perception of one’s own respective artistic position, the com-
parison with other artists within and outside of one’s own market,
questions of the innovativeness and neuness of one’s own works, or
the specific presence and relevance in various fields of the art

system.

2. DEMARCATION: WHAT BELONGS TO ART

Every object and every commodity can be an artwork, but that is
not automatically the case. Accordingly, «[..] it is easy to assert
that the artwork is a commodity. It is much more difficult to de-
termine which commodities are artworks»2. In other words, the as-
sertion that a painting, an installation or a performance is art,
depends onh being able to convince others that this is the case.
When someone spends money on an artwork, this is the most tangible
confirmation that an object has a value, at least for this person,
as an artwork. In addition to the purchase act, of course there
are other adctions and transactions that are also important in
this process of affirming art as art: exhibitions, inclusion in a

gallery, references in art reviews and art history.

This mode of consideration has an essential consequence for our
perspective of art and its creation: «The creation consists of two
operations - production and selection. [..] The act of creation is
primarily an act of selection.»3 Through the selection of objects
as artworks, by the purchaser, the collector, the museum, the gal-
lery, art becomes art and dlso remains art. Of course, the artist’s
own selection is crucial here, the process of artistic creation
is, in this sense, itself a process of selection and valuation,
contextualization and revaluation, interpretation and transla-
tion. The economies of art and the strategies associated with them
are possible ways of looking at how the selection can and will
take place. The paradigm of market events is shifted here from a
production view to a consumption view.

Engaging with the concrete consumption conditions and consumption
habits of the involved actors in the concretely relevant art mar-
ket is also decisive. How is a certain artwork consumed, how is it
purchased? From this perspective, artworks and artistic strate-
gies are to be queried in terms of how they include the consumers
and collectors, the dealers and exhibitors in what

2 Boris Groys, Topologie der

happens with an artwork, in the development and Kunst, Vienna: Hanser, 2683, p.o.

3 Ibid., p.11.
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process, the creation and maintenance. In all of these activities
there are selections and valuations, decisions and emphases, which
affect the successful translation of objects into artworks. Ulti-
mately, here «[..] every socially established selection procedure
has a name»4, the name of an artist or an exhibition-maker, a

collector or a critic.

The various selection procedures, the valuation strategies and
the different consumption experiences compete with one another,
specifically within a certain market on the one hand and between
markets within the art system on the other. The central and funda-
mental question is which selections and strategies can prevail
and establish themselves in the competition for legitimacy, atten-
tion, appreciation and financial resources in a certain situation
and over the course of time. Marcel Duchamp’s ready-mades are
nothing other than the general description of these strategies of
revaluation from an object to an artwork. Accordingly, it is not
surprising that this procedure has achieved such central signifi-
cance.b However, this procedure is to be nhewly defined for every
single case and in every situation.

A central feature of markets for artworks is that a relevant por-
tion of them relate to unique works or limited series. From an
economic perspective, this means that the supply actually dic-
tates the price, but only if there is a corresponding demand. In
this sense, every artwork is a positioning in the search for a
market. However, the respective assertions and selections may
also serve to establish a new market. Art collectors and exhibiti-
on-makers, consumers and critics form clusters of respectively
compdrable artworks and selection procedures from these extremely
fragmented constellations. Comparability is not simply a given,
but must be produced by definihg corresponding categories and re-

lationships.

3. STRATEGIES: SOVEREIGN DECISIONS

The conclusion to be drawn from the foregoing is that every ar-
tistic assertion, every production of comparability, every con-
stellation of competition, every positing of markets, every dif-
ferentiation and demarcation is contingent and is produced and
established by the actors involved. This means that there could
just as well be other assertions, demarcations, comparisons and
positions. These are ultimately sovereigh decisions in the lite-
ral sense, which are alone able to reduce the uncertainties and
ambiguities associated with this contingency. Every artist and
«[..] author makes sovereign decisions, but precisely because they
are sovereign, they cannot be justified, explained

or defended. They can only be made or not made. The ¢ Ihid pds.
fate of the author consists of having to please, in (op. cit.).

5 Cf. Groys, Uber das Neue

0

order to survive»6. Those who generate attention or 6 Boris Groys, Topologie der Kunst

(op. cit.), p.17.
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a willingness to pay, have a concrete and tangible affirmation that

they are pleasing.

At the same time, each collector and gallerist, exhibition-maker
and critic also has to make his or her sovereign decisions. This
means that «[..] the sovereignty of the artist is directly confron-
ted, without any mediation or institutionalization, with the sove-
reignty of the viewer [..]».7 This is why art is so distinctly self-
referential. Its system stabilizes selection mechanisms, prefers
single strategies of valuation, and rejects certain assertions as
being irrelevant or unattractive. Stagings play a highly central
role in this. They create contexts, in which competition and dyna-
mics of comparison, assertions and valuations, selection and de-
marcation can take place. Fairs, exhibitions, biennales or simi-
lar occasions are suitable for this: «In order for the sovereign
author to not only carry out his authorial decisions, but also ma-
nifest them, he needs a place.»8 His or her decisions are inher-
ently uncertain and controversial. Various agents establish them-
selves accordinhgly, who proactively seek to reduce uncertainties,
influence controversies and stabilize contingencies. Gallerists do
exactly this job, thus contributing to value creation for their
collectors, exhibition-makers, audience, critics and their rea-
ders, artists and colleagues. This results in a complex system of
cross-references, attributions of significance and investment de-
cisions, which condense into stable collective ideas and expecta-
tions, thus fixing individual markets and relative positions, but
which can, at the same time, also always be called into question
by innovations and revaluations, new ready-mades, in other words,
and deconstructed over time. What ultimately prevails in competi-
tion is open; the only certainty is that something will prevail.

A fascinating paradox is established in this process: because new
value judgments and positions inevitably prevail again and again
in the dynamics of competition in art described above, the suspi-
cion arises that certain actors are responsible or that certain
abilities are required.? Those who are successful seem to have a
specific ability that makes them successful. Accordingly, a dri-
ving force is suspected behind and below the surface of the art
system, consisting of influential actors who regulate these pro-
cesses and make use of them for their own strategies. At the same
time, who has prevailed is always clear <ex post>, in retrospect ue
know who has been successful; success is not guaranteed <ex ante>,
however, not to be secured through certain strategies and inter-
ventions, manipulations and positions. The formation of expecta-

tions is correspondingly central to all dynamics of competition.

? Ibid., p.21.
8 Ibid., p.22.

9 For a detailed media theory

analysis of this suspicion, cf.
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Boris Groys, Unter Verdacht. Eine

Phdnomenologie der Medien, Vienna:

Hanser, 2888.



OWNING ONLINE ART  SIMON GRAND 72

4. ENTREPRENEURIAL CONSEQUENCES FOR A GALLERY FOR
NET-BASED ART18

What does this mean for setting up a gallery in the context of the
Internet? Here are a few possible consequences for further pro-

ceeding to set up the gallery:

First of all, as an actor in the art system, this gallery must de-
termine for itself certain fundamental positions and definitions
that are sovereign, in other words, which cannot be conclusively
founded and explained: What is the focus in reference to market
and value creation? The gallery is confronted with the fact that
something like a gallery for net-based art is needed, but does not
exist. This is an opportunity and a challenge at the same time,
but first there must be a precise definition of what the concept of
a gallery like this can include. The gallery’s selection strategy

must first be established and make a name for itself.

Secondly, this gallery enters into an exchange with artists and
collectors, with exhibition-makers and critics, who in turn deter-
mine fundamental positionings and definitions as well, which can
also not be conclusively founded and explained. These other ac-
tors are also interested in the commercialization of net-based
art. However, they have controversial ideas and heterogeneous ex-
pectations about this. The gallery has to make its focus attracti-
ve both with and counter to these expectations.

Thirdly, the question arises for the gallery of how it sees the
economies of the market, of the new, of attention, etc. on the ba-
sis of the defined focus, and which consequences this has for the
strategies of competitiveness, innovation and 1legitimization:
What does the gallery want to achieve and how is this manifested?
To what extent is the gallery oriented to existing markets and
economies, or does it seek to create a market of its own with its
own economy? This sovereignh decision will determine the gallery’s
selection strategy and thus its attractiveness and relevance in
the art system. Potential and currently identifiable willingness
to pay is central in this context.

Fourthly, the gallery must intensively explore the consumption
and selection conditions in its own context and determine the se-
lection patterns that are to be important for its own activity.
These selection patterns are not to be determined generally, but
are instead manifested in concrete and specific actions and posi-
tionings: Which artists are represented by the gallery, which
artuworks selected, which consumers and investors addressed, which
prices defined? When establishing a new type of gallery in a new
market, there are no alternatives to sovereigh decisions and auto-
nomous assertions. They form the context for eve-
18 The founding of a commercially

rything else.

operating gallery for net-based art
was the starting point for the re-

search project Owning Online Art.
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Fifthly, it cannot be clearly stated <ex ante> whether the defined
focus and the associated selection strategies are attractive
enough to gain attention. Assertions and positionings must be
proactively made and tested all the more concretely. Can they in-
duce purchase decisions and thus establish a name? The gallery’s
oun references and valuations are to be honed in the interplay
with artists and purchasers. On the one hand, earlier positionings
are essential here, because they form the context for further de-
velopment, but on the other hand, initial experiences and reac-
tions are needed to learn something <ex ante> under uncertainty
about the dynamics of competition.

Translated from the German by Aileen Derieg
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PROPERTY, POSSESSION AND FREE GOODS

SOCIAL RELATIONSHIPS AS THE CORE OF A NEW ECONOMY OF
IMMATERIAL CULTURE?

FELIX STALDER DEALS WITH FUNDAMENTAL THESES OF AN ECONOMY OF
FREE IMMATERIAL GOODS AS IT IS EMERGING IN THE FIELD OF «FREE AND
OPEN SOURCE SOFTWARE», BUT ALSO IN OTHER AREAS OF DIGITAL
KNOWLEDGE, CULTURE AND ART PRODUCTION. THE AUTHOR EXPLORES THE
QUESTION OF WHAT «PROPERTY» AND «POSSESSION» MEAN IN A CONTEXT
IN WHICH THE CENTRAL CHARACTERISTIC OF THEIR DEFINITION, THE
EXCLUSIVE POWER OF DISPOSITION, IS NOT GIVEN. THE OUTLINED
OVERVIEW OF ALREADY EXISTING ECONOMIC MODELS BASED ON FREELY
ACCESSIBLE GOODS PRESUMES THAT THE CONDITIONS FOR THE PRODUCTION
AND USE OF DIGITAL GOODS CLEARLY DIFFER FROM THOSE FOR MATERIAL
GOODS. PROPERTY AND ECONOMY ARE BY NO MEANS RESCINDED FOR THIS
REASON. RATHER, THE CONCEPTS AND PRACTICES ASSOCIATED WITH THESE
TERMS ARE CHANGING.
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1. INTRODUCTION

This essay deals with phenomena and practices outside the realm of
visual arts. While the field of art is first gradually beginning +to
address the economy of free goods, and net art, following a brief
blossoming in the late 1998si, exists today in a niche, other are-
as of digital culture and economy have developed further. This
does not mean that the experiences and case studies there repre-
sent a kind of «avant-garde», whose example must be followed by
other fields. On the contrary: A brief overview suffices to show
that the developed models are context-dependent and clearly dif-
fer even in presumably unified areas, such as «Free and Open Source
Software» (F0SS). Large-scale, industry-relevant software pro-
jects - such as the web server Apache - are structured quite dif-
ferently from artist-centered projects - such as the music soft-
ware PureData (PD). Thus it cannot be a matter here of drawing
direct conclusions for artistic projects from projects remote
from art. Instead, the point is to introduce the existent trove of
experiences into the discussions intrinsic to art. How much of
this is relevant can only be determined by the individual actors
of the art business in terms of their own current practice. It is
more a matter of generating friction than of offering finished re-
cipes.

2. FREE GOODS AS PROPERTY

With the precondition of free adaccess to and the free use of imma-
terial goods, the concept of property loses its central defining
characteristic, the exclusive power of disposition, and thus be-
comes problematic. As it is conventionally understood, «property
is any physical or intangible entity that is owned by a person or
jointly by a group of persons. Depending on the nature of the pro-
perty, an owner of property has the right to consume, sell, rent,
mortgage, transfer, exchange or destroy their property, and/Zor to
exclude others from doing these things.»2 Property is thus based
on a legal title, which defines the specific conditions of the ex-
clusive pouwer of disposition over a thing. In this sense, there
are essentially three types of the property of immaterial things,

regardless of the legal title upon which it is based.3
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1 A contemporaneous survey of the

«heroic» phase of net art is pro-

2.1 COPYRIGHT PROTECTED WORKS vided by Tilman Baumgértel, [net.
According to Swiss copyright law, works are «in-  artl. Materialien zur Netzkunst

tellectual creations of literature and art that
Kunst, 1999.
have an individual character». The copyright law o=

created the work», the «exclusive right to deter- 3 Strictly speaking there are
others, such as legally protected

mine whether, when and how the work is used.» This

Nuremberg: Verlag fUr moderne

2 http://en.wikipedia.org/wiki/
grants the author, the «natural person, who has Property [81.2818].

indications of geographical origin

right is transferable, and the transferability of

and definitions of origination,

the rights of use forms the precondition for +the but these are not relevant in this

context.
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commodity character of immaterial goods. Copyright guarantees the
property character of the work for 75 years following the death of
the author. After this period, the ownhership of the work is dis-
solved and it enters the public domain (this does not apply, of
course, to single, material copies). As long as it can be unambi-
guously determined, who the author of a work is and the exact 1li-
mitations of the work (i.e. how it differs from other works), copy-
right provides a relatively coherent foundation for determining
property claims to a work (having them applied in a case of con-
flict is naturally a different story). Today, however, copyright
appedrs to have reached its limits in the digital context. On the
one hand, its area of application is increasingly expanded, on the
other the new possibilities of the treatment and distribution of a
work make it more and more difficult to insist on exclusive rights.
Current, widespread practices (appropriation, remixing, transfor-
mation) cannot easily be covered by copyright. Consequently, with
many works it becomes increasingly difficult to precisely deter-
mine the authorship and/ or the limits of a work. To be able to make
better use of the new possibilities of cooperation and distribu-
tion, so-called free licenses are frequently used, which invert
the exclusive control of the the use of the work into its opposite:
by guaranteeing more or less free use. This at least partially de
facto suspends the commodity form of the works (but not the econo-

mic value creation that can build on these kinds of works).

2.2. PATENT PROTECTED INVENTIONS

Patent law guarantees exclusive use rights for inventions, which
meet the requirements of «nhovelty, non obvioushess and suscepti-
bility of industrial application».4 Since the criterion of commer-
cial use is of central importance to the granting of a patent,
patents play virtually no role in the cultural economy. The exten-
sion of patentability, especially in the direction of software
patents (currently only in the USA), creates a new grey area with
negative dynamics for free software,5 but so far, this has hardly
been relevant in the field of culture.®

4 http://wuw.patentlaw.
2.3. TRADEMARK PROTECTED PRODUCT NAMES / SIGNS ch/?id=2&leng=1 [81.2818].

«Legally, a trademark is a protected sign uwhich is 5 Andreas Wiebe,

e

«Patentschutz und

Softwareentwicklung - ein unlber-

used to distinguish the products or services of

brlickbarer Gegensatz?», in:

Bernd

onhe business from another. [..] Registering a trade- Lutterbeck, Rolf A. Gehring (Ed.),

mark gives you the exclusive right to use a certain  0Open Source Jahrbuch 28084: Zuischen

signh for specific goods and services or to grant some-

schaftsmodell, Berlin:

ohe else the right to use it (e.g., licensing). As a Media, 2084.

Softwareentwicklung und Gesell-

trademark owner you can prevent others from using 6 Patentability is relevant in the

an identical or similar sign for the same or simi-  culturdl fleld to the extent that
free software projects reach their

lar goods and services.»? A trademark is valid for

limits in the audio and video field

ten years, but can be renewed indefinitely. It ex-

due to existing patents, and many

pires when the trademark is no longer used or «de- artists work with proprietary pro-

cays» into a generic term (e.g. «Bostitch»). ducts for this reason.

Few of them

are conscious of this connection.

In the area of Open Source Software, trademark

? https://wuw.ige.ch/en/trade-

protection plays an increasingly important role.

[61.2818].

marks/trademarks-first-steps.html
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It allows the holders of a legal title to exercise a certain con-
trol over the freely available code, as a distinction is made bet-
ween official versions released under a trademarked name and unof-
ficial versions released under a different name. The term «0Open
Source» is itself trademark protected and only applies to code re-
leased under a license recognized by the Open Source Initiative.8
The limitation of the use of the code associated with the control
of the trademarked name can lead to problems. The Mozilla Corpora-
tion, for instance, allows software distributions +to distribute
the official binary packet (object code) only under the trademarked
name «Firefox». Those who want to compile the source code themsel-
ves and distribute it, are permitted to do so (it is free software,
after all), but not under the name «Firefox». For this reason, the
software distribution Debian found itself forced to rename their
version of the browser «Iceweasel». In this way, the Mozilla Corpo-
ration seeks to prevent «possibly defective versions of their pro-
grams from impinging on the good name of Mozilla products».9

For a long time, trademark law, which essentially aims to clear-
ly distinguish products from similar products, has only played a
negative role in the cultural field, to the extent that artists
working with +trademark protected symbols were +threatened with
lawsuits by the trademark holders. An early example is the legen-
dary Swiss punk band Liliput, for instance: the band was called
«Kleenhex» until the American corporation Kimberly-Clark, as pro-
prietor of the rights to the name of the brand of paper hand-
kerchiefs, forced a name change in 1988.18 This experience has
been repeated countless times since then. Onhly in recent years has
the cultural economy become so differentiated that trademarks are

also claimed by cultural actors. Currently it is mainly applied by
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large museums, not only in the context of logos and
names, but also to protect the depiction of +the
building. 11

Trademark protection is also interesting in the
way it is applied in the area of Open Source soft-
ware: a specific identity like Firefox can be valua-
ble, even if the functional code it is based on is
freely available. The Firefox Corporation has po-
sitioned itself in the market by simplifying its
identity, in order to find users who trust their of-
fers without really having to understand anything
about the code behind it. These users, or rather
the web traffic they produce, can be capitalized.
Mozilla offers Google as the default search engine
and receives a percentage of the advertising reve-
nue thus generated from Google.12 The value of an
enterprise like the Mozilla Corporation is deter-
mined, however, not only through the exclusive con-
trol of intellectual property, but also, and perhaps
even primarily, by the specific capabilities that
are generated in the socio-technical configuration
of the company.

8 http://www.opensource.org
[63.2818].

9 Oliver Diedrich, «Debian vs.
Mozilla oder: Namen sind Schall und
Rauch», in: Heise Open (19.18.2086)
http://wun.heise.de/open/artikel/
Debian-vs-Mozilla-oder-Namen-
sind-Schall-und-Rauch-221989.html
[63.2818].

18 http://en.wikipedia.org/uiki/
LiLiPUT [81.2818].

11 The Guggenheim Foundation, for
instance, states: «The names,
titles, building images, trademarks,
service marks, and logos that ap-
pear on the Site are registered and
unregistered marks of the Founda-
tion [...]. You may not use the
Guggenheim Trademarks without the
Foundation’s prior, uritten permis-
sion.» http://www.guggenheim.org’/
terms-conditions [81.2818].

12 In 208086 the Mozilla Foundation
received $66.8 million in revenues
About 85% of this was derived from
the agreement with Google. http://
en.wikipedia.org/wiki/Mozilla—
Foundation#Financing [01.2818].
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3. POSSESSION OF IMMATERIAL GOODS

Quite unlike property, which is based on a formal legal foundation,
the situation is very different when we turn to the possession
of immaterial goods. The circumstances here are substantially
more flexible and nuanced. Possession is explained as «the control
a person intentionally exercises toward a thing»13, independent
of the formal legal situation. The classical example of the diffe-
rence between property and possession - the thief in possession
of things that are not his property - is less relevant in our con-
text, however. What is more interesting are the forms of posses-
sing immaterial goods, which are either constructed via the de-
tour of material goods or are based on social conventions with or
without recourse to the aforementioned legal constructions. At
least four different types can be identified with embodied khow-
ledge, possession through association, privileged access, and

symbolic shareholding.

3.1. EMBODIED KNOWLEDGE
Knowledge can be embodied either in people or in objects. Espe-
cially with technological knowledge, however, the two levels of
the technical and the social - or as Bruno Latour phrases it, of
the «humans» and the «non-humans» - are hardly to be separated in
practice. 14 Rather, this involves heterogeneous networks of peo-
ple, who produce specific effects (such as a browser, a search engi-
ne or an art work, for instance) with specialized artefacts.
Materialized knowledge, which can be far greater than the sum
of the single components, is the central foundation, along with
exclusive knowledge (whether in the form of intellectual property
or company secrets), of the immaterial value creation of compa-
nies or other organization. It is often the specific configuration
that makes it possible to generate added value, even if the single
elements are standardized (Google’s infrastructure, for instance,
consists of tens of thousands of cheap servers), or if the khow-
ledge circulating through the network is basically accessible +to
everyone (as in the case of IBM’s use of Open Source software).
However, constructing these kinds of networks is very complex and
time-consuming. Networks (like all social organizations) are
path-dependent, which means that they are not only a «status quo»,
but hold their entire history, from which specific further deve-
lopment paths may be more or less successfully taken. For this
reasohn, it can be worthuhile to sell these kinds of nhetworks as a
whole, in order to subordinate the potentials produced in them +to
specific strategic goals. This is one reason why Microsoft was in-
terested in buying Yahoo!. The dcquisition applied not only to a
bundle of IP titles and hardware, but to an organi-

13 http://en.wikipedia.org/wiki/
Possession_(law) [61.2818].
potentialities for the future. 14 Cf. for instance,

cally evolved network with a history and specific

the case

Yet the risk in these kinds of takeovers is great: study by Bruno Latour, Aramis,

although the network is temporarily (immediately

Catherine Porter), Cambridge: MA,

after the takeover) in the possession of the buyer,

Harvard University Press, 1996.
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or, The Love of Technology (trans:
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this possession is not based on a stable property title, but ra-
ther on a social convention (which is naturally also based onh con-
tract agreements that aim to continue to reproduce the network).
If parts of the network then break this convention (for instance,
if employees quit or work less productively, because the new «cul-
ture» is no longer amenable to them), the network, or at least the
capagbilities embodied in it, dissolves, and the new owher can do
little to prevent it.

3.2. POSSESSION THROUGH ASSOCIATION

It is possible to have more or less exclusive power of disposition
over certain styles, elements of style or semiotic objects, with-
out this power of disposition being based on a formal property
title. Possession is then based on the named feature being associ-
ated with a certain person. One example is found in the associati-
on of certain, quasi anonymous line figures with Keith Haring. The
strong association can make it impossible for others to appropri-
ate these kinds of elements without appropriation itself becoming
a topic of discussion (heither in a positive nor in a negative sen-
se). This de facto exclusivity is the foundation for making the
figures available to others for payment. On this basis, Keith Ha-
ring designhed various products and product posters, such as for
Absolut Vodka in 1986.15 Possessionh through association is based
on a social consensus, which prescribes to some extent bindingly
which forms of appropriation are to be understood as positive and
which as negative. The art system as a relatively homogeneous and
small field has suitable means at its disposal for stabilizing pos-
session through association, because the reputation of the indi-
vidual participants is based on not violating the system-wide
consensus (which is often only implicitly articulated), although
this, of course, does not exclude certain strategic taboo viola-
tions and confrontations. The effectiveness of these social norms

also makes possession through association one of the central re-

88

gulating mechanisms. Artists protect their works
by becoming well khown for them and thus strengthen
the association quite directly. Formal legal regu-
lations have a crucial significance primarily for
the users. In other cultural subcultures as well,
works are turned into property primarily through
association and group norms and less through legal
claims. Among professional magicians, for in-
stance, using the tricks of other, active magicians
in one’s ouwn show is considered reprehensible. Non-
compliance is punished with ostracism within the
professional community, which can certainly have
social and economic consequences.16 The way hew
creations are dealt with among stand-up comediansi?
and star chefs18 is similarly structured.

Outside these kinds of relatively closed sys-
tems, the normative binding function of associa-
tion is often much weaker. This is very actively

15 http://absolutad.com/absolut_
gallery/Zartists/pictures/?id=960&_
s=artists [01.20818].

16 Jacob Loshin, Secrets Revealed:
How Magicians Protect Intellec-
tual Property Without Law (July

25, 2887), Available at SSRN URL:
http://ssrn.com/abstract=1085564
[63.2818].

1? Dotan 0Oliar, Christopher Jon
Sprigman, «There’s No Free Laugh
(Anymore): The Emergence of Intel-
lectual Property Norms and the
Transformation of Stand-Up Comedy»
in: Virginia Law Review (December).
Vol. 94 No. 9, 20088.

18 Emmanuelle Fauchart; Eric von
Hippel, Norms-based Intellectual
Property Systems: The Case of
French Chefs. MIT Sloan Working
Paper 4576-86 (January 26886) URL:
http://ssrn.com/abstract=881781
[63.2818].
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demonstrated by Migros, which has again and again taken over
established semiotic elements so that the reference remains, but
the corresponding legal title or social consenhsus is hot vio-
lated. This is nhot always the case, however. In the late 1998s, Migros
offered the «Freitag [<Friday>] bags» that had just become famous
at the time as «Thursday bags». Not only did the Freitag brothers
threaten a lawsuit for plagiarism, but a social consensus quickly
formed with the opinion that the designh of the bags is so closely
associated with the original producers that Migros’ actions were
not only possibly illegal, but adlso certainly immoral. The resul-
tant bad publicity proved to be highly effective, and the bags
were very quickly withdrawn from sale again.19 The way that the
Migros appropriation developed into a PR disaster has to do not
only with the Goliath vs. David aspect. It is also important that
the entrepreneurs of the creative industries are located exactly
at the intersection between culture and commerce, where objects,
even though they are commercial products, are strongly associated
with individual creativity and therefore also take recourse to a
cultural value system, which specifically supports possession
through association. This is not the case when a purely commer-
cial company appropriates style elements from another purely com-
mercial company. Here, everything is permitted that is not forbid-
den. The case of the «Thursday bags» shouws that the possibility
also exists outside the art system of stabilizing these kinds of
normative forms of possession. It does seem, however, that a cer-
tain proximity to the creative professions is necessary for this.

3.3. PRIVILEGED ACCESS

There are many ways to modulate the principally free access +to
works. One of the axes, along uwhich this kind of modulation can
take place, is time. Being the first one to see something can be
(socially and/ or economically) valuable, even — or perhaps espe-
cially - if the work is accessible to everyone after that. Another
axis results from physical distance. In the theater, seats in the
front are more expensive than those in the back. Another axis can
be the degree of mediatization. The recording of a performance,
even if it can be seen in real time and even if the camera is
closer to the performers than any visitor, is nevertheless a sub-
stantially different, usually less valuable experience than that
of being directly on site. Another axis is that of personaliza-
tion, which individualizes and strengthens the relationship betueen
the producer and the recipient. Readers, for instance, may spend
hours waiting in line to have a copy of their book signed by the
author, possibly even with a personal dedication. This undoubted-
ly raises the value of the book, even if that is not necessarily
reflected in its monetary value.

3.4. SYMBOLIC SHAREHOLDING

The classic example of an economic transaction 19 Christoph Doswald,
stag, Freitag und Robinson»,in:

leading to quasi possession +through symbolic

«Donner-

Ironisch/ Ironic, exhibition

shareholding is the sponsoring of events or ob-

wartskunst, Zurich, 1998.
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jects with a high social value of their own, which can be trans-
ferred through symbolic shareholding. The football stadium built
in Munich by Herzog & De Meuron, the focus of intense attention
and positive emotionality, is called «Allianz Arena». This allows
the insurance company Allianz to have a symbolic share in events
essentially alien to its nature and thus to absorb a portion of
this social energy. There are many andlogous examples in sports
as well as in the cultural sector. The sponsor becomes «part of
the experience», as it is propagated in the context of the EUROGS.

Another form of symbolic shareholding was developed, for in-
stance, by the project Blender28, which produces the Open Source 3D
animation suite of the same name and Open Source animation films.
Their most recent work, the animation Big Bug Bunhny premiered in
Amsterdam in early April 2888. To pre-finance the project, there was
an offer to order the DVD during the production phase. In return,
the purchasers received the film before it became freely public, and
in addition, their names were mentioned in the credits as members
of the production team. About a thousand people pre-ordered the
DVD and thus contributed a relevant portion of +the production
costs. For this reason, their share in the production was more than
just symbolic, but also represents one of the diverse possibilities
for becoming active in the community. This type of a community’s
share in projects forms the foundation for economic models of free

goods, which are to be discussed in the following.

4. ON THE ECONOMY OF FREE GOODS, EXAMPLE OF FREE SOFTWARE

As mentioned above, the free availability of digital goods is not
to be equated with the absence of an economy of such goods, not
evenh then if we understand economy — as in the following - in the
narrower sense as (monetary) economic relations. For this reason,
I will concentrate on the aspects that let the users of these ser-
vices pay, even though the actual software is freely available and
usable. In other words, I will address primarily the demand side
and not the analysis of why and how Free and Open Source Software
(FOSS) is produced. 21

20 http://uwu.blender.org

[63.28168].
4.1. WHAT IS FREE AND OPEN SOURCE SOFTWARE (F0SS)?
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In terms of ideology, there are clear differences
between Free Software and Open Source Software.
Whereas the former indicates the political aspects
of free cooperation, the latter emphasizes its ef-
ficiency. The term Free Software stems from the mid-
1988s, the term Open Source was introduced in the
late 1998s to take the ideas closer to the business
world.22 In practice, the differences are nhot so
far apart, because the basic principles formulated
by the founder of the Free Software movement, Ri-
chard Stallman, the so-called «four freedoms», ap-
ply equally to Open Source Software. 23

21 This question has already been
dealt with very early and quite
extensively, whereby a pluralism
of motivation (intrinsic interest,
reputation, cooperation, learning,
problem-solving, merit, etc.) has
been repeatedly noted at the level
of individual developers. For a
summary, cf. Steven Weber, The
Success of Open Source, Cambridge:
MA, Harvard UP, 28684.

22 Volker Grassmuck, Freie Soft-
ware. Zwischen Privat- und Gemein-
eigentum, Berlin: Bundeszentrale
flr Politische Bildung, 20882.

URL: http://freie-software.bpb.de/
[61.2818].
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— Freedom 1: The program may be run for any purpose.
— Freedom 2: The program may be studied and
changed.

— Freedom 3: The program may be distributed.

— Freedom 4: The program may be improved and
distributed to provide a benefit for the
community. 24

These freedoms can be legally enforced2b with free

licenses, especially the GNU General Public License

(GPL).26 Every user of the software is assured of

these four freedoms, as long as they uphold the

In the case of the

these freedoms must be redistributed along

other conditions of the license.
GPL,
with the program. Once a code has been published
under the GPL, it can never be published againh un-
der a different license (unless all the rights hol-
ders agree).2? Persons and companies that have no
formal relationship with one another are thus able
to cooperate or build on the works of others with-
out exposing themselves to the risk of suddenly
being confronted with copyright demands. This is
an essential precondition for long-term coopera-

tion in open netuworks.

4.2,
WARE
Whereas Free Software was initially created as a

COMMERCIAL DEMAND IN THE AREA OF FREE SOFT-

counter-reaction to the emergence of a commercial,
proprietary software industry28, in recent years
an industry of its own has developed as more and
more compdnhies use and produce F0SS.29 In this in-
dustry, which is part of the much broader, in part
wholly noncommercial or even anti-commercial FOSS
movement, essentially four areas have developed,

which structure the economy from the demand side. 38

4.2.1. Services for the Community as a Whole

Free Software is usually coordinated in formally
open nhetworks31l with the help of e-magil lists, CVS
servers (which administer the actual code), blogs
and other communication means. Whereas those net-
works that are primarily socially structured func-
tion very well in many respects, they are not sui-
table for certain, essential tasks of more complex
be-
cause opeh hetworks cannot be legal entities. Con-

projects. This is not least of all the case,

sequently, in recent years separate foundations
have been created for almost all larger software
projects, which can take over the relevant tasks.
One of the most important examples of this is the
Apache Foundation, founded in 1999.32 This founda-
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23 Cf. Free Software definition:
http://wun.fsf.org/licensing/es-
says/free-sw.html [61.20818], and
the Open Source Definition: http://
opensource.org/docs/osd [81.20818].
24 A special feature of software,
for which there is no direct anal-
ogy in most other cultural goods,
is the distinction between source
code and binary code. Source code
is the code written in a program-
ming language. In order for a ma-
chine to be able to read it, it has
to be transformed into binary code
consisting only of 8 and 1. This
means, however, that it can then no
longer be read and changed by most
people. That is why it is impor-
tant that not only the program that
canh run on the computer is freely
available, but also the source code
that can be changed and read. With
so-called proprietary software the
source code is a strictly kept com-
pany secret, and the users receive
only the binary code.

25 http://gpl-violations.org
[63.2018].

26 http://wuw.gnu.org/copyleft/
gpl.html [12.2888].

2? The GPL has recently been
revised and is now available as
Version 3. Several further obliga-
tory rules have been introduced
here, which react to dangers for
the aforementioned four freedoms
that are specific to software. For a
brief explanation of the changes,
see Richard Stallman, Why Upgrade
to GPLv3 (20 July 2887), http://uwu.
ghu.org/licenses/rms-wuhy-gplv3.html
[81.2818].

28 Williams, Sam (2882). Free as
in Freedom. Richard Stallman’s
Crusade for Free Software. Sebas-
topol, CA, 0’Reilly URL: http://
wuw.oreilly.com/openbook/freedom
[61.2818].

29 Bruce Perens, «0Open Source -
ein aufstrebendes 6konomisches
Modell», in: B. Lutterbeck,
Matthias Barwolff, R. A. Gehring
(Ed.), Open Source Jahrbuch 2887

— Zwischen freier Software und
Gesellschaftsmodell, Berlin:
Lehmanns Media, 28087. http:/Zuww.
opensourcejahrbuch.de/portal/
scripts/download?article=o0sjb28087-
82-83-perens.pdf [81.20818].

30 This is not the only way in
which business models can be
cate-gorized in the FOSS sector. A
closer look at commercial software
producers identifies six differ-

ent clusters that only partially
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tion provides organizational, legal and financial support for more

than fifty free software projects.
(roughly USS$ 1568°8688) by donations,

nies,

The foundation is fihanced
primarily from large compa-
which have a strong interest of their own in the positive

further development of one or several of these projects. The lar-

gest single sponsor of the Apache Foundation is Google.

There are many comparable examples,
nances a community,
Outside the field
the Wikimedia Foundation is certainly the most si-

certain organizational services.

ghificant.33 Its task is to promote Wikipedia and
its affiliated projects, especially by taking over
responsibility for +the meanwhile very extensive
but also by
The

individual

and thus expensive infrastructure34,
co-organizing conferences and other events.
Wikimedia Foundation is financed by
(small) donations and donations of equipment amount-
ing to about USS 6°888°888 in 28087 - 08.35

As a broad generalization, it may be noted that
the larger and more established a community is,
which is structured as a formally open network, the
greater the demand for specialized services, which
are provided for the community as a whole. Probably
because of their size, successful projects also
appear to be able to overcome the problem of «free
riding».386 Which services these are and who within
the community is willing to contribute how much for
them differs widely from case to case. In the case
of the artist-centered music software PureData,
these services are also offered free of charge by
institutions that intensively rely on this sof+t-
ware in their work. In this case, the server infra-
structure is provided by the Institute of Electro-

nic Music and Acoustics in Graz.

4.2.2. Dual Licensing

A consequence of the GPL is that all software based
on GPL code must be redistributed under the GPL.
Not all users want to be restricted to these condi-
tions. This results in the demand for the acquisi-
tion of a program under a non-free license as uell.
This is possible if the program is licensed twice:
once free for everyone under GPL, once for a fee
under a classical license, so that the license hol-
der is not obligated to distribute their product
under the GPL. Onhe of the most prominent examples
is that of QT, a so-called «cross-platform applica-
tion development framework, widely used for +the
development of GUI programs».3? This toolkit ena-
bles the programming of relatively simple graphical

user interfaces (GUI), such as those used today for

in which a foundation fi-

which supports this as a whole by providing

of software,

overlap with the four models I have
the

difference is the result of compa-

presented. Among other reasons,

nies focussing on the offer side.
Cf. Carlo Daffara, Business models
in FO0SS-based companies (28686).
http://opensource.mit.edu/papers/
0SSEMP87-daffara.pdf [81.2818].

Cf. also: Raphael Leiteritz, «Open
Source-Geschdaftsmodelle», in: B.
Lutterbeck, R. A. Gehring (Ed.),
Open Source Jahrbuch 2604 -
Zwischen Softuwareentwicklung und
Gesellschaftsmodell, Berlin:
2804. http://www.

opensourcejahrbuch.de/portal/

Lehmanns Media,

scripts/download?article=II-5-
Leiteritz.pdf [81.26818].

31 By formal I mean that for-
mal membership in an organization
(as an employee, for instance, or
otherwise tied by contract) or a
formal title are not necessary to
participate in the project. These
kinds of projects naturally have
mechanisms at their disposal to
close certain processes.

32 http://uww.apache.org/founda-
tion [81.2818].

33 http://uwu.wikimedia.org
[61.2018].

34 By the end of 28086, Wikipe-
dia was the sixth most frequently
visited destination online with
approx. 285’880 hits per minute.
http://wikimediafoundation.org/
wiki/Frequently_Asked_Questions

- How_is_the_revenue_spent.3F
[63.2818].

35 Roughly a third of this amount
was dacquired through individual
donations. The rest came from
foundations and other institu-
tional funding. Annual Report,
2887 -08, http://wikimediafounda-
tion.org/uiki/Donate/Transparency’/
de [83.2018].

36 Free riding is the term used in
economics to designate the use of a
general resource without individu-
ally covering its costs.

3?7 http://en.wikipedia.org/uiki/
Qt_(toolkit) [61.20818].
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the vast majority of all the programs on the market. QT is prod-
uced by the Norwegian company Trolltech and used, among others, in
the project KDE38, which is currently the most extensive Open
Source project.39 Following vehement controversies, Trolltech de-
cided in 2085 to license the program, which was originally not
under GPL, under GPL for all platforms as well, but at the same
time to also offer other license conditions for a fee. In this way,
the toolkit became quite widespread and established as a standard
tool for interface developers, but on the other hand, it is also
available to companies that do not want to distribute Free Soft-
ware themselves. For these companies, it is worth paying for a
product that they could also use without payment. Yet even for the
paying companies it is an advantage that the program is also free-
ly available, because this way it remains guaranteed that many
developers work with this program. The disadvantage of dual 1i-
censing is that all developers must agree to this model. In prac-
tice, this leads to the situation that the circle of those actively
working on the project remains limited to the employees of +the
company managing the rights. However, this is nhot nhecessarily a
major disadvantage. 48

Most works of visual art are not produced in open, cooperative
networks, but rather by individual artists or small, mostly rela-
tively clearly structured groups. These generally hold all copy-
rights, so it would not be a problem to re-license a work, previ-
ously under a free license, for the market again, for instance in

a limited, altered edition.

4.2.3. Customizing

Free and Open Source Software, especially when it is developed in
formally open networks (which is usually the case), is generic for
structural reasons. For it is the generic core of a problem that
is shared by many and around which cooperation is organized in
larger groups. The application of software, however, is almost al-
Wways unique, especially if it passes a certain stage of complexi-
ty. No two implementations of a web server or a Content Management
System (CMS) are identical, because the tasks solved using the
software are different from case to case. A great demand for ser-
vices arises to bridge this space between the generic, coopera-
tively produced and freely available solution and the unique ap-
plication that is relevant in a specific individual case. This
demand is met by an already highly differentiated, rapidly gro-
wing offer of services, ranging from tiny enter-

38 http://unw.kde.org [83.26818].
39 Cf. Eva Brucherseifer,

prises to multinational corporations like IBM or HP.
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It can generally be observed that despite all «Die KDE-Entwicklergemeinde - wer

copyability, technologically complex software works  ist das?», in: Open-Source-Jahrbuch

are highly dependent on context, and the transfer 2884, (op. cit.)

http://wuw.opensourcejahrbuch.de/

from one context to another, for instance from one

sense, customizing means not only adapting existing [81.2818].
generic software to specific requirements, but also

portal/scripts/dounload?
server to another, can be very difficult. In this grticle=I-6-Brucherseifer.pdf

480 In January 20888 the company

Trolltech was taken over by Nokia

the transfer of an existing software configuration for 5156 million.
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to a different use context, whereby then only a minimal change is
needed in relation to the appearance. In the field of online art,

issues of archiving or server migration belong to this area.

4.2.4. Support

Next to customization, the area of support certainly creates the
greatest demand for commercial services based on free goods. A
central criticism of products produced in open hetworks is that
responsibility and accountability are often unclear. Although
most problems can also be solved within the open netuwork (by con-
sulting forums and mailing lists), this can take a great deal of
time and effort and may also presuppose a high degree of knhowledge
on the part of the person trying to solve the problem. If a feasi-
ble and efficient way to solve problems that may occur is lacking,
the question arises as to the mid-term and long-term usability of
free goods. This problem leads to a greater demand for support
services, which is all the greater the more dynamic the environ-
ment is, in which the software is used. The most well khownh examp-
le of a business model based on the demand for support services
(and customization) is probably the company Red Hat, which has
made support and training for their ouwn, free platform the central
element of their business model for almost ten years.4l The compa-
ny Canonicalé42, which operates the extremely successful GNU/ Linux
distribution Ubuntu43, pursues a similar strategy.

Questions of long-term investment security also play a role in
many aspects of the art and cultural market and thus also +the
question of support. In the field of very fragile, unstable media,
especially in the highly dynamic online area, these questions are
especially urgent. What exactly the support needs to consist of
and which services can be provided depends very much on the indi-
vidual artistic work, the value of which is to be maintained over

a long period of time.

5. PERSPECTIVES

We are now only at the beginning of a development that will lead
to a differentiation of the forms of owning and possessing immate-
rial goods, processes and other concentrations. Some of them will
be based, as in the past, on exclusive legal titles. Other forms

have already long been important in the field of
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culture, as the references to magicians, comedians
and cooks have shown. These and similar practices,
with or without free licenses, will probably even
grow in significance. Some of these new forms will
directly generate new business models, others cen-
ter around social valorization that can only be
indirectly translated into monetary dimensions.
What appears essential to me is that the dimen-
sions, dccording to which this differentiation takes
place - legal versus normative regulations, exclu-

41 MWerner Knoblich, «Erfolgreich
mit Open Source - Das Red-Hat-Open-
Source-Geschdftsmodel», in: B. Lut-
terbeck, Matthias Bdruwolff, R. A.
Gehring (Ed.), Open Source Jahrbuch
2006 - Zuwischen Softwareentwick-
lung und Gesellschaftsmodell, Ber-
lin: Lehmanns Media, 2886. http://
wuw.opensourcejahrbuch.de/portal/
scripts/download?article=osjb28086-
84-82-knoblich.pdf [81.2818].

42 http://wuw.canonical.com
[83.2818].

43 http://www.ubuntu.com [83.2818].
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sivity versus free access, financial versus social added value -
are not to be understood as opposites and fixed categories, but
instead represent the ends of a continuum. Most concrete cases,
however, will not play out at these ends, but rather someuwhere in
the middle, where all these elements relate to one another in the
most diverse mixed forms and are first able to become stabilized in
their specific relation to one another.

Free goods and commercial value creation are not fundamental
opposites. On the contrary. It is the specific features of these
goods that create entirely new needs. It could be briefly formula-
ted that what is specific about services based on free goods is not
the focus on exclusive possession, but rather the stabilization of
social relationships.

Naturally the field of Free Software is structured quite diffe-
rently from that of (online) art, not least of all because online
art also does not necessarily fall into the realm of free goods.
Nevertheless, I find it plausible to presume that the (monetary)
economic potential in this field could also be found primarily in
the establishment and stabilization of social relationships, and
less in conventional practices of exclusive possession. In terms
of these kinds of expectations, classical objects, as they are
distributed by established institutions in the art market, will
remain central, not least of all because the market, with its con-
ventions and practices, has been created exactly for these kinds
of objects. If onhline art wants to play by the rules of the estab-
lished art market, then it seems to me that Peter Schneemann’s
conservative analysis in this publication - that online art will
have to adapt to the logic of objects - is thoroughly correct. I
am optimistic, however, that the market can change, similarly +to
the way this is already more or less clearly evident in other

filelds of software, khowledge and cultural production.

Translated from the German by Aileen Derieg
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ISABEL ZURCHER
SHARED RESPONSIBILITY FOR A COMMON HERITAGE?
NET-BASED ART IN PUBLIC COLLECTIONS

VIDEO ART HAD TO BRANCH OUT INTO INSTALLATION BEFORE IT COULD
ESTABLISH ITSELF ON THE ART MARKET. TODAY’S NET-BASED ARTISTS
ALSO CREATE SPACE-SPECIFIC PRESENTATIONS TO DISPLAY THEIR
WORKS IN GALLERIES AND MUSEUMS. THIS IS NOT ENOUGH, HOWEVER, TO
COUNTER THE SCEPTICISM ABOUT ACQUIRING WORKS WHOSE LONG-TERM
PRESERVATION DEPENDS ON THE DYNAMICS OF THE INTERNET. IN
RECOMMENDING THE CREATION OF A «SWISS PLATFORM FOR NEW MEDIA
ART,» OWNING ONLINE ART CONCRETISES CONCERNS THAT WERE ALREADY
VOICED TEN YEARS AGO.
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«Pure webwork /uwebsite is still hard to sell.. in-
stallation could possibly sell better.»1 - Even if
all the criteria for acquisition are met - contem-
porary relevance,

agesthetic quality, place within

an artist’s oeuvre - net-based art is still mini-
mally represented in public collections. This, in
spite of many initiatives and models for its medi-
ation. Building blocks for a «centre of attention on
the net» already exist, including projets internet
at the Centre pour 1l’image contemporaine in Geneva
or the Basel cultural server Xcult.2 American muse-
ums are playing an exemplary role in terms of +ta-
king institutional responsibility for the techni-
cal updating of the works, thus freeing the artists
from unpaid maintenance. The Whithey Museum of Mo-
dern Art, the Dia Centre New York and MoMa have
committed themselves to the documentation and pre-
servation of web projects.3 The Variable Media
Network (VMN) brings curators and restorers from
different institutions together to work on the per-
manent integration, restoration and conservation
of works in media characterized by mutability.4 The
VMN has artists fill out a detailed questionnaire
in which they are asked about their intentions and
for information that can then be used for purposes
«Museums have
but

the VMI is radically explicit about the mutability

of documentation and conservation.

interviewed artists about their work before,

of much contemporary art and attempts to provide a
standard framework for both artists and museum
personnel to understand what really matters to the
artist for any particular work of art.»5 The Natio-
nal Information Standards Organization has issued
recommendations for the creation of high-quality
digital collections,® while specialists on both sides
of the Atlantic are working on the preservation of
and access to digital archives.? Reinhard S+torz,
co-editor of the present publication, provides an
annotated list of museums, private collections and
galleries that have distinguished themselves in the
mediation of net-based art.s8

As Peter Schneemann wrote in his article,9 if
works accessible online are to find their place in
the world of the institutional promotion and media-
tion of visual art, collections will need to redi-
rect the concept of «authorship» away from unique
and datable work and toward processes and program-
ming languages. They will also have to abandon the
preconceptions against the so-called ephemeral and
elaborate suitable procedures for inventory and do-
cumentation. The long-established practice of coll-

g8

1 See Shu Lea Cheang in «Artist’s
Statements» in the present publica-
tion, p. 128.

2 See http://xcult.ch,
http://wuw.centreimage.ch/
projetsInternet.php [82.2818].
Barbara Basting, «Bundeskultur-
server ja bitte. Knotenpunkt

fir die Kultur: Wie Internet-

kunst gefdérdert werden soll,»

in: Wochenzeitung, 28.9.20868,

p. 19, at: http://woz.ch/archiv/
01d/88/39/7629.html [82.20818].

3 See http:/Zartport.uhitney.org,
http://wuw.diacenter.org/webproj/
index.html, http://moma.org/
onlineprojects/index.html. Barbara
Basting outlines the collection
strategies of various American
institutions in «Netzkunst und die
Museen - Aspekte der Institution-
alisierung einer neuen Kunstform,»
Ms dated 11. 3. 2802, p.2ff. At:
http://wuw.xcult.org/texte/
basting/82/basting.pdf [82.2818].

4 http://wuw.variablemedia.net:
the VNM’s latest publication is
available for download there.
Solomon R. Guggenheim Museum/
Daniel Langlois Foundation for Art,
Science, and Technology (Ed.),
Permanence through Change;

The Variable Media Approach,

New York /Montreal, 20803.

5 Steve Dietz, «Collecting
New-Media Art: Just Like Anything
Else, Only Different,» in:

Bruce Altshuler (ed.), Collecting
the New, Princeton University
Press, Princeton/0Oxford 2885,

p. 85 =181; here p. 98.

6 See «A framework of Guidance for
Building Good Digital Collections»
at: http://wuu.niso.org/publica-
tions/rp/framework3.pdf [083.2818].
? Research projects and networks
for the protection of digital

data address not just net-based
art and literature but also

the long-term preservation of
important cultural data (see e.g.
http://uuw.langzeitarchivierung.de).
The question as to museums as
«senders» raised at the Museums and
the Internet conference in Hanover
(28688) is also applicable to the
distribution of net-based works by
museums (see http://www.mai-tagung.
de/maitagung+2888/abstracts.htm).
Exhibition projects and conferences
of the Karlsruhe Center for Art and
Media Technologies (ZKM) approach
the Internet as a place for the
distribution and dissemination of

digital works (see e.g. «From Archive
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ecting conceptual art should dissipate scepticism toward the im-
material: «There are plenty of ephemeral, instruction-based works
in museum collections, from Jana Sterbak’s Vanitas: Flesh Dress for
an Albino Anorectic (1987) to LeWitt’s Four Geometric Figures in a
Room. There are plenty of <anti-institutional> artists collected by
museums, from Hans Haacke to Andrea Fraser. There are certainly
examples of unbounded and open works, from Ray Johnson’s corres-
pondence art to Yoko Ono’s Scream score. Why is there so little
new-media art in museum collections?»18 Steve Dietz, curator of
new media at the Walker Art Center, Minneapolis (1996 -2883),
speaks of a «collector’s crisis» relative to electronic and net-
based works. The considerable production of works of digital and
interactive art since the 1998s is far from being represented in
museum collections. Dietz attributes this only partly to the ar-
tistic tendency to turn away from the cultural control of museums
and toward a broader audience. More to the point, according +to
him, is the difference between the open culture of the Internet
and the traditional role of museums as «gatekeepers» for the ad-
mission of new works into the art-historical and critical canon:
«For museums to acquire open-licensed art would require them +to
transform from collecting institutions +to circulating institu-
tions.»1l American collection policy is attempting to deal with
the tension between net-based art and the unique, immutable work
by opening up a dialogue with the producing artists. What came out
of this is that the artists are more interested in the distribu-
tion of their works than in earning the distinction of uniqueness:
«Artists are more interested in making them adccessible +than
rare.»12 An e-mail poll conducted by 00A confirmed this provisional
conclusion. For artists, the claim for ownership was secondary to
a concept of authorship - often hard to make out from the outside
- that considered the work and its distribution as interactive:
«This interactive communication with the public was the form of my
art but at the same time it was the means of distribution» (Marti-
ne Neddam, alias Aka Mouchette). Birgit Kempker

to living Database» of April 24,

replied to the question of her place of presenta-

published online: «The net builds its own informa- conjunction with the Mediaart-
base, http://wuw.mediaartbase.de),

tion tunnel through which I can contact and am some- . :
93.2018
times contacted. I notice it when I am recontacted

8 See Reinhard Storz,

2889 or «access_un_limited»
tion by pointing out the uncontrollability of data of Oct.9, 2889, symposia in
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through the net.» The repeated passive linking of basierte Kunst in Museen, privaten

her website also guarantees Jodi a wide base of re- Kunstsammlungen und Galerien,» in

ception. As for Young-Hae Chang Heavy Inhdustries,

9 See Peter Schneemann,

they stated in so many words that they owed her in-

«Kompatibilitatsprobleme:

the present publication, p. 97 - 113.

ternational reputation as an artist to the Inter- Verhdltnis zwischen netzbasierter

net: «Many blogs and forums link to our work, and Kunst und Markt in einer medien-

we’re pleased and fascinated with how the Web has

present publication, p. 19 - 28.
180 Dietz (op.cit.), p.93.

made us who we are.» The global communication sys-
tem of the Internet relativizes the role of museums 11 Ibid. p.94.
as venues for display and mediation. 13 «Net-artist 12 Ibid.

who have become well-khownh no longer need to have

in the present publication,

their works shown in museums; on the contrary, the b. 125 - 164

13 See «Artist’s Statements»

historischen Fragestellung» in the
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museum heed these artists if they want to show what is happening
in today’s art world.» In 28088, the net-artist Nathalie Bookchin
said: «I see a power shift in that curators and critics should be
concerned with net-art, and not the other way around.»14

The Internet,15 called an «imaginary museum» from early on and
seriously considered as a platform for artistic activity with
rules of its own, does not seem to be readily compatible with the
concrete business of museums. For artists today, the admission of
net-based works into collections often remains an unfulfilled wish
(while the first generation of net-artists considered museums as
being opponents to their own anarchistic stance). Curators trai-
ned to work with traditional media cite computer problems and their
own uncertainty as to criteria of quality as obstacles to acquisi-
tion. There are further problems involving presentation in actual
space. Serious critics complain sometimes about the many monitors
to be found at exhibitions of new media art, the lack of sensuous
qualities, and being overuhelmed when interactive works require
too much time and effort to be viewed. Beatrix Ruf, Director of the
Zurich Kunsthalle, is sceptical about the attractiveness of +the
Internet as a medium for art: «0f course there are people who
spend all their time on the net. But for me, going on the net re-
quires above all a different qualitative effort.. It is a temporal
and experiential space. Until now, I have never been ready to in-
vest three hours of my time for that.»16 The adherence to net-
based art among contemporary art professionals swings between the
extremes of a perceived didactic control of the spectator and of a
fascination with the game of choosing one’s own way through a
work. «I am one of those people who prefer seeing a projection
than <tooling around> on a computer. Often I find it lacks sen-
suoushess. Unless the nhet-art is beamed and enlarged, which is
nice.»1? Christoph Végele, Director of the Solothurn Kunstmuseum,

appreciates presentations that have a sensuous as-

92

pect inside the museum, not those that reconstruct
the agesthetics of an office: «We acquired Monica
Studer and Christoph van den Berg’s Wiese («Lawn,»
208085) for our collection. Because the monitor looks
good, you don’t get the feeling of having a box
into which you have to go, but see a picture made
of light that reaches out to you.»18 Many artists
work on spatial presentations of their net-based
art that make computer screens unnecessary for In-
ternet connections. In this respect, net-based art
has learned the lesson of video art: the option of
spatial extension with beamer projections made a
new experience of video possible, and so it estab-
lished itself in public and private collections. 19
Stephan Kunz, a curator at the Aargau Kunsthaus,
believes that institutions have a duty to engage in
the mediation of net-based art. Unlike personal
computers, which are usually used for work and re-
search purposes, the museum offers space for more

14 Nathalie Bookchin, quoted by
Barbara Basting in: «Netzkunst und
die Museen - Aspekte der Institu-
tionalisierung einer neuen Kunst-
form» Ms. dated 3.11.20082, p. 4. at:
http://wuw.xcult.org/texte/bast-
ing/82/basting.pdf [82.20818].

15 See Tilman Baumgdartel, «Das
Internet als imagindres Museum»
Oct. 1998, at: http://duplox.wzb.eu’/
texte/tb [82.20818].

16 Beatrix Ruf, Director of the
Zurich Kunsthalle, in a conversa-
tion on July 23, 2668.

1? Christoph Végele, Director of
the Solothurn Kunstmuseum, in

a conversation on June 17, 2889.
18 1Ibid. Végele and other cura-
tors’ support for the presence

of online-art in their galleries
also involves the consideration

of attracting the public to their
respective institutions.

19 Diego and Gilli Stampa in con-

versation on Aug. 5, 2888.
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concentrated viewing. Exhibitions are a good means to weigh a
long-term commitment to a work: «In exhibitions you can shou inter-
esting things, as well as try things out, in a positive sense.
Then, in the course of the exhibition, maybe I realize that it in-
terests me more than just for two or three months. I could even
imagine having it in our collection.»28 The former curator of the
Walker Art Center dlso had a two-step acquisition strategy. The
acquisition for the permanent collection was preceded by a test
phase in the so-called Study Collection: «This allowed me to col-
lect work that I felt strongly about but that the institution was
not necessarily fully equipped to dedl with at that point. More
important, however, the Study Collection allowed me to preserve
work that provided a context for the artwork I was collecting,
such as the Art Dirt webcasts, which included interviews with many
of the artists in the digital art collection.»21 It is the mission
of up-to-date museums to take both art works and their context un-
der their protective wings: «Museums are moving toward such inte-
gration of their collections, archives, and libraries, at least
intra-institutionally. It remains a goal to expand accessibility
inter-institutionally.»22

A SWISS PLATFORM FOR NEW MEDIA ART

Felix Stalder first formulated the idea of a «Swiss Platform for
New Media Art» in the context of the 00A project, but also against
the background of the question whether institutional «collecting»
necessarily had to be communicated by means of exhibitions, or
whether institutions could not also highlight their collections
in a virtual space.23 The public visibility of the individual works,
their centralized upkeep entrusted to several public and private
collections, as well as the net-specific model of a community based
on common interests and efforts probably still goes against the
grain of ongoing collection practices. Museums also see their
collecting activity as a way to clarify their profile by having
their own special areas of interest. At the same time, the idea of
a central «pool» holds the promise of being able to deal together
with the unpredictable and unknhown factors of conservation and
restoration.

«Internet-based art has become an established genre of contem-

porary art and should therefore be admitted into
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20 The first presentation works of

collections devoted to this area. However, net art

net-based art in Aarau occurred

often overuwhelms individual art institutions and on the occasion of the Annual exhi-

collectors because the technical effort for ins- bition for the local-based artists.

tallation and upkeep is considered to be too great.

The catalogue cited only the urls,

nothing was shoun in the galleries

Moreover, there is the fact that the potential
themselves.

collecting institutions do not dispose of enough 21 Dietz (op.cit.), p.96.

expertise to determine which works are suitable 22 TIbid.

for a collection and how to deal with the specific

23 Felix Stalder, Schueizer Platt-

form flUr Medienkunst. Unpublished

curatorial challenge of the individual works.»24

Owning Online Art, Jan. 20688.
24 Ibid. (More quotes follow).

project outline in the context of
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The aim of a «Swiss Platform for New Media Art» would be to con-
stitute, in the medium- and long-term, a collection of net-based
works and guarantee their accessibility through a common portal.

«Internet-based projects are characterized by the fact that
they can be viewed simultaneously at any number of different
places. This creates the possibility of bringing them together on
a shared infrastructure and so make them accessible to collectors
and the public, whether online or under +traditional exhibition
conditions. The technical work can be coordinated better in this
way and the individual institutions do not have to acquire the ne-
cessary khow-how, which will be provided by the operators of the
«Swiss Platform for New Media Art.»

This platform is organised on a membership basis, with members
contributing to the service costs by paying an annual fee (to be
determined). The operator of the platform have no budget for new
acquisitions themselves, but can submit suggestions based on their
khowledge of current production. They are the contact persons for
curatorial, technhological and conservational questions.25 As in-
termediaries between the artists and collections, they can draft
sales contracts, develop standards for long-term documentation
and make estimates for the installation and maintenance of indi-
vidual works. The owners of the centrally serviced and online
viewable works are the individual members, who can develop space-

specific installations as needed in conjunction with the platform
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and the artists. The public benefits by having access to quality

work with commentaries and links by means of a single, coopera-

tively serviced portal.

«The network can be joined by anyone interested
in the collection of net art. This includes public
and private institutions with a mandate to collect
contemporary art, private collectors of contem-
porary art, private institutions with an interest
in making net art accessible in the long term (art
schools, art foundations) and individual spon-
sors.»

Membership is an acknowledgement of the commit-
ment to an artistic production that lies outside
of museums, and not just because of its «anti-ins-
titutional» roots. For acquisition committees, the
anhual fees are a regular reminder of net-based
art, and the platform provides its members with a
showcase of their collecting activity +that is
accessible on an international scale. Collections
that acquire works invest not only in materialisa-
tion but also focus on strategies for mediation and
distribution. The introduction of a «Swiss Plat-
form for New Media Art» balances out the usual
self-profiling and distanced postures of instituti-
onal collections with a model of cooperation and
mutual communication; in so doing it comes close,

structurally speaking, to the successfully estab-

25 Among other things, it was the
limitation to the role of service
that hampered the realization by
the business partners of the Owning
Online Art project. A high degree
of identification with artistic
issues and their dissemination was
a major factor for Reinhard Storz
and Annette Schindler in their
original initiative to create a
gallery of bet-based art and in the
present model of a Digital Art
Collection with integrated Store.
This identification plays only a
secondary role for the operators of
the platform outlined here.

26 Stephan Kunz in a talk with

the author and Markus Schwander on
June 13, 2068.

2? Joseph Beuys quoted by
Jacqueline Burckhardt, President of
the Swiss Society of Graphic Arts
(Schweizerische Graphischen
Gesellschaft) in the foreword

to the exhibition catalogue Im
Auftrag. Druckgraphik 1918 bis
1998, Graphic Arts Collection of
the ETH Zurich, 1998-99, p. 1.

28 See Erik Dettwiler in «Artist’s
Statements» in the present publica-
tion, p. 138.
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lished platforms Rhizome and The Thing (which also attracted the
attention of institutional collections as essential «nhodes» for
net-based art). Through the collective ownership of data and pro-
grams, the association would also be involved in a broader discus-
sion about the rights of authors and copyrights for images. It
would have to be taken for granted that the works accessible on-
line would initially be treated as «special cases» (technically)
and be integrated into critical discussions onhly on the occasion
of exhibitions and publications.

Stephan Kunhz made this clear in his talks with us: the idea of
a «Swiss Platform for New Media Art» is not entirely new. «Maybe
net-based art should be treated like graphic art, along the lines
of the Swiss Society for Graphic Arts, which publishes a special
newsletter for 125 subscribers. The work is done for all Swiss mu-
seums, and so it would also be in the <pool.> The art is +then
available to all subscribers who make it available in turn.»26
While the reproducibility of graphic art editions keeps their
price relatively low on the market, it can lead to modes of coope-
rative promotion and distribution. «I am interested in the distri-
bution of physical supports in the form of editions because I am
interested in the dissemination of ideas.»2? Modes of propagation
should matter to us, especially in the case of a medium in which
the work is considered as a mutable process, an individual inter-
action or a «communicative document». 28

Translated from the German by Jean-Marie Clarke
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REINHARD STORZ
INTERNET-BASED ART IN MUSEUMS, PRIVATE ART
COLLECTIONS AND GALLERIES

April 26818

THIS STUDY GIVES INFORMATION ON LONG-STANDING AND CURRENT
COLLECTIONS OF NET-BASED ART AND PRESENTS GALLERIES AND ART FAIRS
THAT ALSO OFFER OR SHOW NET-BASED MEDIA ART. THE ONLINE VERSION
OF THIS STUDY PROVIDES A DOCUMENTATION (SCREEN SHOTS) OF THE WEB
INTERFACES OF ALL THE INSTITUTIONS DISCUSSED.
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1. INTRODUCTION

This research collates information on the past and current status
of net-based art in art collections, the art market and the exhi-
bition practice of art institutions. Using selected examples, it
describes new and old approaches to market offers and the collec-
tion of net-based art. Just like archaeologists search under the
surface of the Earth for traces of past life in zones classified by
erd, in our web investigations, we consult the archive buttons of
museums to find out about any net-based art they may have collected
in the past. Sometimes only fragments of earlier online exhibition
projects and collections can still be accessed, but it is often
the case that old collections are still accessible even if it has
been some time since they were set up or updated. As the research
shows, it would be wise with the current examples to widen the fo-
cus and talk about the concept of digital media art rather than
net art alone. The increasing bandwidth available for transmis-
sion of data via the Internet now enables us to publish audio and
video art forms on the net as well. For instance, remix and samp-
lings of existing material - which are concerned more with small
picture formats, the formal meaning of loops and potential disse-
mination to a large and disparate net audience - create different
types of content and aesthetic qualities in this genre to those
seen in older video art. We will therefore include such movies and
3D animations in our investigation into net-based art.

We define a net art collection as a curated collection of works
hosted on the server of that collection, or a collection whose
website states that the art works are ouwned by that collection.
With this type of collection, work is usually produced and financed
as part of a contractual obligation (as a commission) or the fin-
ished work is acquired by the collection. Variations on such «col-
lections» include curated themed projects or online exhibitions of
net art works that are available via the project’s own interface,
with the exhibited works being hosted on the project’s server. Net
art collections have also been created on web platforms which
serve to promote net art either independently or institutionally.
In terms of their structure and aesthetics, these platforms are
more reminiscent of archives than art collections and the works
hosted on the platform server remain the property of the artist.
However, these platforms still fulfill our requirement that the
collection must be a curated collection of works with its own ser-
ver. Another type of collection that can be distinguished from the
types discussed above is «links list». These are compilations of
titles created with or without the knowledge of the artists that
link to selected works on other servers. Such lists are not col-
lections of works in the strictest sense, and they also often have
a problem with broken links within a short space of time. This
type of collection is similar to the original principle of a hy-
pertext and has produced some important examples. We will use the
term «links list» for these examples, particularly when discus-

sing early developments.
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2 HISTORICAL EXAMPLES OF NET ART COLLECTIONS

Various art institutions in the USA have promoted net art for a
limited period of time or have organized exhibitions containing
net-based works, with the exhibition interface still available via
the museum’s homepage.1 From 1997 to 28083, the Walker Art Collec-
tion Minneapolis operated Gallery 9, an information platform and
<link list> of the work of over one hundred net artists.2 Within
this framework, the Walker Art Center established the Digital Arts
Study Collection, one of whose most prominent collection pieces
was the net art platform ada’web containing online works by well-
khown artists.3 The Whitnhey Museum of American Art NYC has a link
to a so-called Artport on its website under «Special Exhibitions»,
which is defined as a «Portal to net art - online gallery space for
commissioned net art projects». Alongside commissioned works, the
Artport also contains a maintained links list to net art. Estab-
lished sinhce 20881, the inventory does not appear to have been
further updated after 208086.4 The Museum of Contemporary Art Los
Angeles operates a digital gallery under the Collections section,
where net-based works dating from 2881 to 28084 are available.b And
the San Francisco Museum of Modern Arté has had a link on its
homepage to an e.space till 2888, which links primarily to commis-
sioned works from the Art in Technological Times exhibition in
20801.7 Finally, there are links to two net-based works on the web-
site of the Guggenheim Museum Newm York under «Collection > Art-
work Type > Internet Art».8 In 20888, the links to the works them-
selves were removed from the site and the works are now only
documented with a picture. One of the works (netflag) is, howuever,
still visible on the Guggenheim server.9

European net art collections were established at the end of the
1998s by the Foundation Cartieri® in Paris and the Stedelijk Muse-
um in Amsterdam, but they were only in existence for a short peri-
od of time. The Capricorn exhibition from 1996 is documented in
the Stedelijk Museum’s archive with links to some still intact net
art works.11 The Centre Pompidou in Paris also bought net art. Be-
sides traces dating back to 288312 gquisitions of het art are
linked on the information site of Espace des Collections Nouveaux
Médias.13 An offer from 2886 is summarizing the conditions: «We
are willing to buy an unlimited multiple of the Internet work in a
CD ROM format. The external links, if any, should be taken off. The
Internet works are going to be presented at the Espace Nouveaux
Médias and at the Internet site of the museum. The Centre Pompidou
buys Internet works for approximatelly 588 euros.»14 In Switzer-
land, the Centre pour 1’Image Contemporaine in Geneva established
a small collection of net-based works between 1997 and 2888, which
were still accessible via the Centre website under «Projets In-
ternet» in April 2818.15 Only some fragments of the Net Art Sec-
tion of documenta X in Kassel from 1997 can still be accessed.
Together with the document interface, some of the works are now hos-
ted on the culture server ljudmila.org in Ljubljana.16 In Budapest,
the C3: Center for Culture & Communication Foundation created the
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C3 Collection with media art and net art by local as well as in-
ternational artists between 1996 and 2883.17 Financed by various
private foundations, C3’s aim is still to link the worlds of art,
science and technology. In France, the Espace Multimédia Gantner
based in the Bourgogne region near Belfort organized a Collection
d’oeuvres d’art numérique which incorporated an offline version
containing works by European and American net artists.18 A small
collection of net art works from 2881 can be found on the server
of the magazine publisher Heise, which for some years had financed
Telepolis, an influential online magazine for media culture. Works
from six artists and artist groups were commissioned and exhibi-
ted here under the title «Shopping Windows».19 For a long time,
the Zentrum flir Kunst und Medientechnologie ZKM in Karlsruhe pio-
neered the way in which net art was defined and procured in Europe.
Since the 1998s, ZKM has been developing a media art collection,
but no net art works are included in the collection 1list.28 How-
ever, the web interface for the historically important net art ex-
hibition net_condition (1999 /2888) at the ZKM has been retained.
Its concept is that of a links list, and the works displayed are
located on the artists’ servers. 21 Future exhibitions and dissemi-
nation of net art collections by internationally influential media
art institutions such as the ZKM or at important festivals such as
the Ars Electronica in Linz should nhot be ruled out, as it is pos-
sible that neither the artists nhor the supporting institutions
were aware of how these works would increase in value at the time
when they were created.22 A collection of historical net art items
is currently being worked on at the Ludwig Boltzmann Institute fur
Media.Art.Research in Linz. The research project netpioneers 1.0
is investigating materials from the art platform thing.net (NVYC
1993 -26882), thing.at (Vienna 1993 -2884) and public netbase (Vien-
na 1994 - 2806), as well as a work by the Swiss artist group etoy. 23
Whether net-based works from the thing projects will be re-pub-
lished in the form of an «art collection» or scientific archive

remains to be seen.

3. CURRENT NET-BASED ART COLLECTIONS

RHIZOME AT THE NEW MUSEUM

In New York in 2883, the Internet platform rhizome.org24, a plat-
form known worlduwide for promoting and displaying digital and net-
based art works since 1996, entered into cooperation with the New
Museum, which was founded in 1977 as the Museum of Contemporary Art
on Bowery Street in New York.25 As a so-called «affiliate» of the
museum, Rhizome remained an independent project but was able to
take advantage of material and logistic advantages and - thanks
to the museum context - was also able to present its collection of
media art to a wider audience of art enthusiasts. In return for a
comparatively low financial contribution, the New Museum acquired
a high level of specialist competence from its new partner con-
cerning issues related to digital media art, as well as a rich
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information archive and the opportunity to network with the world-
wide media art community. With the ArtBase and annual commissions,
Rhizome has accomplished important work in terms of promoting and
procuring net-based art, but it remains unclear which projects
Rhizome hosts on its own server and which it merely links to from
the website. In an e-mail dated 2/3/89, the project’s self-con-
ception as an «online art collection» was at least clear: «Rhizome
is pleased to announce that the 20818 Commissions cycle is how
open. Founded in 2881, the Rhizome Commissions Program is desig-
ned to support emerging artists with financial and institutional
resources. In the seventh year of funding for the Program, Rhizome
will award grants, with amounts ranging from $ 1’8808 to $ 5’0880,
for the creation of significant works of new media art. Artists who
receive a commission will adlso be invited to speak at Rhizome’s
affiliate, the New Museum of Contemporary Art, and to archive their
work in the ArtBase, a comprehensive online art collection.»

DIA ART FOUNDATION

The Dia Art Foundation NYC has been regularly commissioning arti-
stic web projects since 199526, As of May 208089, the collection com-
prised 34 works, some by famous artists from the international art
world. This collection is indexed on the Dia Art Foundation’s
homepage under the heading Artist’s Web Projects and is given
equal status alongside the other five collections and the foun-
dation’s funding program. Since the Dia Art Foundation was estab-
lished in 1974, the promotion of contemporary <risk-taking» art
projects has been part of its remit. It is thus equally committed
today to collecting net-based art projects as it was to supporting
prominent land art projects (Spiral Jetty, Lightning Field and
Roden Crater) in the 1978s.

TURBULENCE.ORG

The NYC-based funding program Turbulence is not a net art collec-
tion per say but does fulfill the criteria of being a curated coll-
ection of works with its own server, in a way that hardly any other
platform does. Turbulence.org’s aim and current self-conception is
stated on its website in the top left-hand corner: «turbulence -
commissioning and supporting net art for 13 years: 1996 — 20809». 27
As a subsidiary project of New Radio and Performing Arts Inc. 28,
Turbulence supports up to twenty projects a year with resources of
between $ 2’8808 and $ 4’8808 - as of spring 2818, a total of approxi-
mately 168 works have been awarded financial support. The works
are exclusively hosted on the Turbulence server for the first three
years. This hosting policy is advantageous for the public because
it means that turbulence.org has no broken links. Along with Rhi-
zome, Turbulence’s funding program is vitally important for the
support of net-based art. And as a net art collection based on its
owh server, Turbulence remains unrivaled, at least in as far as
the extent of the collection and spectrum of ideas it covers. In
contrast to Rhizome, which has an association with the New Museum
of Contemporary Art, Turbulence remains a program with no link to
the classic art business.
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COMPUTERFINEARTS.COM

The Computer Fine Arts Collection is a collection explicitly desi-
ghed as a «net art collection and archive».29 In 28081, the media
artist Doron Golan began to build an onhline collection of art works
published on the web. The collection was taken over in 2883 by the
Cornell University Library and is part of their Rose Goldsen Archi-
ve of New Media Art, a Division of Rare and Manuscript Collections.
Today, the Computer Fine Arts Collection is one of the most compre-
hensive collections of net-based art. With almost 188 artists re-
presented, the collection seemed to follow an encyclopedia +type
listing up until 2887. As befits its intention of being both collec-
tion and archive, the list-like character of the collection’s web-
site is reminiscent of an alphabetically organized archive. Thanks
to the NETworking - Net Art From the Computer Fine Arts Collection
exhibition38, which took place in the Haifa Museum of Art from No-
vember 28087 until March 20888, the Computer Fine Arts Collection has
a catalog of selected works available to download as a PDF file. 31

TATE GALLERY GB

Out of all the large European museum collections, only the British
Tate Gallery is involved in net-based art. In Spring 2009, it of-
fered a collection of thirteen net art works on its website under
the heading «Intermedia Art». These works were commissioned by the
museum from 2880 onwards.32 The Tate Gallery stated that its aim
in collecting these works was, «to support artists in applying new
techniques and methods as well as providing more opportunities
to distribute art work outside the exhibition room. The program
will also address art that comments on the social and political
implications of new technology and practices that challenge tra-
ditional ideas of the art object; including work that is process-
driven, participatory or interactive.» The Tate Gallery’s Inter-
media Art website, which is sponsored by BT (originally British
Telecom) also regularly uses the broadcasting possibilities of
the web to publish so-called broadcasts, interviews, media art
events and symposia from the various domains of Intermedia Art.
The list for 20888 contains 14 online offers.

MUSEO EXTREMENO E IBEROAMERICANO DE ARTE CONTEMPORANEO (MEIAC)

The Spanish Museo MEIAC in Badajoz has been collecting net art for
several years under the title NETescopio - Visor de Arte en Red
(English: Net Art Viewer)33. The collection today comprises 48 works
by 36 artists, and between 188 and 7’088 euros was paid for each
individual work. 34 The interface of the online collection contains
two links to each work: a link to a copy of the work on the museum
server and a link to the work on the artist’s server. As part of
the project Museo Inmaterial, the collection’s catalog was de-
scribed as follows: «NETescopio es un archivo en linea en continuo
desarrollo destinado a preservar obras artisticas generadas para
la red. Este nuevo proyecto del MEIAC, enmarcado dentro del con-
cepto de Museo Inmaterial, tiene por objetivo el resguardo, 1la
difusidén y la catalogacidn de dichas obras utilizando para ello el
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mismo medio de Internet, posibilitando de esa forma su crecimiento
y actualizacidn constantes.» An exhibition entitled Netescopio -
Desmontages containing 31 net art works took place in the Museo
MEIAC from November 2888 to February 2889, for which an online ca-

talog was also set up.35

LX 2.0

LX 2.8 is a curated online project by Galerie Lisboa 28 arte con-
temporanea. Although the gallery’s sales program is focused on
works created using older forms of art media, from paintings to
videos, the LX 2.0 project has commissioned nhet-based art since
20887 and archived these uworks on its platform36. According to gal-
lery owner Miguel Nabinho’s program notes, «new media art» is cur-
rently not a mainstream part of the commercial art world but it
would be naive to think that this non-commercial status will last
indefinitely. At the moment, the LX 2.8 project concept does not
have commercial goals for the works that have been commissioned.
Galerie Lisboa 28 arte contemporanea’s LX 2.8 project looks like
one possible option for the commercial future of nhet-based art.
This means a combination of commercial work and curatorial prac-

tice like that practiced by [DAM] in Berlin, for example (see below).

WWW.NEEN.ORG # SUPERNEEN.COM

The Neen Project was exhibited in the Gagosian Gallery in NY in
20888, and was also credited as «the first Internet Art Movement».
Founded by the internationally successful artist Miltos Manetas,
who produces het-based art alongside paintings and videos, the
website wuw.neen.org3? quickly became a platform for young artists
from various countries who all provide links to their net-based
works here. In 20881, Manetas wrote in the Neen manifesto that the
newly launched term <neen> would come to be associated with an as
yet undefined generation of artists and designhers. In the mean-
time, a long links list of over 160 works has been compiled on
wWw.neen.org. The list’s quality is evidence of curatorial care
and attention and group identity.

MANETAS COLLECTION

While neen.org is merely a links list for a «virtual» collection,
the Manetas Collection, which was established on the Internet in
20085 by Miltos Manetas, contained ten «web-based artworks» as of
January 20809.38 Manetas’ way of listing artist, title of work and
collection in the header of the html page (e.g. Elastic Enthusias-
tic, Angelo Plessas, Courtesy Miltos Manetas Collection, 20804) was
a model for later collections. Other ideas, such as linking the
work with a «title domain» (using the same example: www.elasticen-
thusiastic.com) were already being used as early as 1997 for Frie-
se /Kossatz’s work www.anworten.de39 and by the sales forum of the
net gallery Art.Teleportacia in 1998.48 The website www.manetas-
collection.com is nhot always accessible, and occasionally comes
up with the message «Manetas Collection is closed for installati-
on» with a request for a password. 41
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4. ONLINE GALLERIES FOR NET ART AND EARLY INITIATIVES TO SELL NET-
BASED ART

ART.TELEPORTACIA.ORG (JULY 1998 - 1999)

The first online gallery for net art was founded in 1998 by the
Russian media artist 0Olia Lialina under the name Art.Teleportacia,
but was wound up following little success in online sales.42 The
idea of establishing this gallery was motivated more by the inten-
tion to inspire discourse about the marketability and thus also
the value of new media art for museums rather than by financial ex-
pectations. Reactions to art.teleportacia appeared in the New York
Times and in the then authoritative German online magazine Tele-
polis. 43 Lialina named the gallery’s offer of five works by well-
known net artists «Miniatures of the heroic Period» which, with
its ironic undertone, was understood as an art historical term for
the birth of a new art form. The originals were made available for
purchase as a web address (URL), the price per work was a maximum
of $2’°888.44 Today, a good ten years later, the gallery project
and the five artists whose works were displayed, Heath Bunting,
Jodi, Alexei Shulgin, Vuk Cosic and Olia Lialina, have already se-
cured their place in the still early history of net art. The main
aspects of the gallery project are documented on 0lia Lialina’s
work platform.46 Some further elements (texts) from the original
project can be found in an «appropriation» by the Italian net ar-
tist group 61080818111081081181.0org, which turned the acquisition of
others’ projects into a form of art in 199946, but still includes
caricature-like contortions and anomalies in the copies. In the
same year, Heath Bunting, one of the artists from Art.Teleportacia,
fostered artistic commentary on the financial failure of the gal-
lery project. Under the project name Donate net.art to a collec-
tor4?, he invited artists to donate their online works to art col-
lections via the Internet. However, art collectors have to pay fees

of $1°880 a month or $5°8088 a year to receive net.art for free.

GIZMOLAND.COM (26868 -2681)

From May 2888 to June 2881, the French media art curators Isabelle
Arvers and Jean-Christophe Mahé operated the Internet platform
gizmoland.com48 as an «outil de vente, de promotion et d’infor-
mation».49 The site was promoted as a «Boutique» for publishing and
selling small digital works from the fields of «electronic music,
graphic designh, animation, games and interactive films». The pri-
ces were very low, ranging from 5 to 38 francs, and work was paid
for by credit card (carte bleue). According to a statement by Isa-
bell Arvers, who later became «Commissaire Nouveaux Médias» at
the Centre Pompidou in Paris and oversaw its net art program, the
art market aspect of gizmoland.com, with its low prices and free
parallel offering of daily cultural information and media-theoret-

ical texts, remained more in the background.
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ARTCART.DE (2668 -2882)

The online gallery for net art Artecart was founded in 2888 by
Mainz artist Mario Hergueta.® The program comprised some 20 ti-
tles of works offered as multiples and listed prices of between $ 58
and $ 2°088. These were paid for online by credit card. The list of
works was no longer updated or maintained from the end of 28081,
and every third link to a work now produces an error message. As
of 2889, the gallery’s ueb files are nho longer linked to the index
site www.artcart.de and the follouwing farewell sentence now comes
up on the site: «If there is no system to guarantee reliable dis-
tribution, the work disappears.» After Art.Teleportacia, Artcart
was the second gallery to be founded that specialized in net art,
and like Art.Teleportacia, it was an artist-inspired initiative. A
page documenting the Artecart project can be found on the founder’s
website. 51

EARLY SALES OF NET ART WORKS

Net art was already being supported financially by foundations and
institutions as early as 1996. In 1998, the first net-based art
works were bought by art institutions and collectors.52 The Walker
Art Center in Minneapolis bought the net art platform é&da’web,
which was founded in 1995, together with all its individual works
and made it available to the Internet public via the Buttons
«Collection» / «NET.ART» on its website.®53 According to the artist,
the Fondation Cartier Paris bought the works self (1998) and Lon-
gitude (1999) by Valéry Grancher - a «Contrat de Vente» was re-
ceived for the works.54 German art historian and net art theoretician
Hans Dieter Huber bought the work www.antworten.de by the media
artists Holger Friese and Max Kossatz for DM 3’088, complete with
hard drive, software applications and codes, nhot least to find out
how such a sales transaction functioned and what a suitable con-
tract would look like.b% In a long article for the New York Times
the art critic Matthew Mirapaul discussed the question of whether
the monetary value of net art could be determined.5 In 1999, the
Russian online gallery Art.Teleportacia sold Olia Lialina’s work
If You Want to Clean Your Screen to the Belgian Design Studio en-
tropy8zuper, uwhich had designed its own collection website5?. In
the same year, Wolfgang Staehle, the media artist and founder of
the well-knhoun New York art platform thing.net, put the oldest
Thing interface (from 1996) and Thing domain up for sale on ebay.
Staehle considered a bid of $ 1’888 submitted by a curator of the
Guggenheim Museum to be unsatisfactory.%8 A number of other promi-
nent investigations and tests concerning the market launch of net
art should be mentioned here: in 20888, the New York artist John F.
Simon Jr. offered personalized versions of his java applet work
Every Icon online. These could be bought via Amazon for $ 28 and
put on the Internet via the buyer’s own server.8 A detailed 1li-
cense agreement regulates owners’ rights68. In 28082, the Italian
artist Carlo Zanni initiated a three-day online workshop entitled
2P_$: Peer to Peer $elling Processes for net_things dealing with
the issue of selling nhet-based art. International media artists
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and curators expressed their opinhions on Zanni’s question «Is it
possible to sell netuworked based artuworks?» In addition, in 20804
Zanni developed a series of portable server sculptures entitled
Altarboy, which was aimed at facilitating the collection of net
art.6l In Germany in 2883, the Volksflrsorge collection bought a
version of Cornelia Sollfranks net.art generator for its large
contemporary art collection. The corporate director of Volksfulr-
sorge took part in an interview with the artist.62 In 2804, +the
Irish net theoretician Garett Lynch wrote a summary of issues
surrounding the sale of net art for the Net Art Review. 63

5. NET ART AND DIGITAL MEDIA ART OFFERINGS IN ESTABLISHED GALLE-
RIES AND AT ART FAIRS

In the USA and Europe, there are some galleries since the 1988s
which have specialized in early forms of media art. Video art
(tapes and installations) and electronic / computer-based interac-
tive installations form part of their collections. The proportion
of these galleries is very small when compared to the total number
of galleries in existence. As many artists today use video as well
as other mediums, video art works are offered even by many ordina-
ry galleries for a number of years. It appears that the same thing
may happen to net-based works: Since 20888, the Chinese gallery
Osage®4 has been exhibiting the net-based work Milk by the artist
Shu Lea Cheang alongside photographic and installation works, and
in Spring 20889, the Zurich-based gallery Nicola Von Senger exhibi-
ted the work of Viennese artist Thomas Feuerstein, including his
net-based installation Manifest65. The Italian gallery Project
Gentili shous the net-based installation GeoGoo by the artist
couple jodi.®8® And as part of its gallery program at the art trade
fair Art Basel in 28089, the Vitamin Creative Spdce from Guangzhou
marketed animations by the Chinese artist Cao Fei for 26’888 Euro.
The animations were created as part of her Second Life RBRMB City
project.®? It is also interesting that digital media art focused
offers were launched at various art trade fairs in 28088 and 28089.
These initiatives still take the form of special exhibitions and

of f-program events rather than full-blown art fair offers.

235 MEDIA ART GALLERY, COLOGNE (SINCE 1982)

The Cologhe-based company 235 Media GmbH®68 led by Ulrich Leistner
and Axel Wirths is one of the most important media art galleries
in the world today and its catalog comprises video works and in-
teractive installations by more than 128 media artists from 17
countries. 235 Media also offers technical media and curatorial
services for museums. Owner Axel Wirths discussed the decision
not to deal in net art, saying, «Up to now, we have made a con-
scious decision to not become involved in this genre because we
wanted to concentrate on our core aims. However, I consider the
Internet to be the greatest and most creative medium for art and I
see a lot of opportunities here.»69 When it was founded in 1982,
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235 Media was a pioneer in the field of media art. Although video
art plays an important role in contemporary art development, and
although interactive sculptures are now accepted as part of art
history, the owners of 235 Media have recognized that advisory and
curatorial services must also be part of the remit of a specia-
lized media art gallery. In 2886, 235 Media launched the imai -
inter media art institute foundation together with the City of
Disseldorf. This foundation is a media art agency that now over-
sees the comprehensive video art collection built up by 235 Media
since the 1988s, as well as the distribution channels associated
with this collection.?®

POSTMASTERS GALLERY, NEW YORK (SINCE 1984 / 1996)
The Postmasters Gallery?i, managed by Magdalena Sawon and Tamas
Banovich, displays digital installations and screen-based works
alongside paintings, sculptures and photography. Artists whose
work includes uweb-based elements, such as Wolfgang Staehle, John
Klima, etoy and Kristin Lucas are among those displayed in the
gallery. However, with the exception of the installative webcam
projections by Staehle, no net art works are listed in the gal-
lery’s exhibition catalog.

The Postmasters Gallery’s early commitment to new media art and
the quality of the exhibited works and artists should be regarded
as an international model. The online functionality of the gal-

lery’s website is limited to illustrations and information texts.

BITFORMS GALLERY, NEW YORK (SINCE 2602)

The New York art dealer Steve Sacks founded the Bitforms Gallery?2
in 20802, which specializes in the sale of digital and digitally
created art. Alongside prints of digitally generated pictures,
you can also find interactive <Software Art> which is offered on
CD-Rom in various editions, ranging from 18 - 258 pieces. Bitforms
represents two artists, Golan Levin and Mark Napier, who have
made an international name for themselves in the world of net art.
Alongside fixed works by these artists, the Bitforms online catalog
also contains links to three online works by Napier which are the
only works in the catalog not to be marked with «inquire» or
«purchase» buttons?3. In an interview from 2883, Steve Sacks ex-
plained how he wanted to sell Mark Napier’s online work Waiting
Room: «Since there is only one piece that exists on a server, ue
sold this work in shares. 58 shares at $ 1°0088 per share.»74 Al-
though the Bitforms Gallery pays little attention to net art dea-
ling, its focus on digital media art and the multimedia functiona-
lity of its web interface means that it should be considered a

pioneering business for the purposes of our investigation.

BRYCE WOLKOWITZ GALLERY, NEW YORK (SINCE 2682)

Since its foundation in 2882, the Bryce Wolkowitz Gallery? has
dedicated itself to the various forms of and connections between
moving image, new media, sculpture and photography. With its pro-
gram, the gallery intends to highlight «the growing influence of
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technology on our lives and on contemporary art». The gallery of-
fers both historic and current media art items, as well as conser-
vational advice for institutions and private collectors - examp-
les include questions concerning technical updates or archiving
and upkeep. At the art trade fair SCOPE Basel in 208088, Wolkowitz
displayed works by Lialina/ Espenscheid and Young-Hae Chang Heavy
Industries on an offline wall-mounted screen. Online versions of
these works are also available free of charge online.? The price
for one of the ten copies of the offline version of the work Trave-
ling to Utopia by Young-Hae Chang Heavy Industries was set at
$ 18°888. The customer receives the work as a Quicktime movie on a
Mac Mini and then only has to connect it to a wall-mounted screen.
The same work is free to access in its online form. A similar si-
tuation can be found with John F. Simon’s Java applet Every Icon,
which Wolkowitz offers in regular gallery programs dlong with spe-
cial hardware. Just a few years ago, you could buy personalized
versions of Every Icon for $ 28 from the artist (without hardware)

and put it on the net via your own server.??

[DAM] GALERIE, BERLIN (SINCE 2063)

The gallery owner Wolf Lieser founded the Digital Art Museum
[DAM] 7?8 as early as 1998. As a platform for digital art, it has the
aim of bringing contemporary digital art to a wide audience
through exhibitions and other means. In 28083, Lieser also opened
the [DAM] Gallery in Berlin with young contemporary positions as
well as pioneers of digitale art. The gallery presents digital
prints, interactive series, generative works, transformation pic-
tures and film-style collages inh numerous group and individual ex-
hibitions. The double concept of museum and gallery enables Wolf
Lieser to present visitors with difficult-to-market digital media
art works in the museum space while exhibiting a market-oriented
range of works in the gallery. Thematic exhibitions can be rea-
lized within the museum context as well. The museum can react to
the lack of knowledge of digital media art issues exhibited by
most art collectors and curators with a long-standing range of in-
formation, which in turn promotes sales of works in the gallery.
The [DAM] company promotes itself on its website with the fol-
lowing sentence: «We are your competent partner regarding exhibi-
tions, building a collection, public art and virtual art projects
on the Internet, in the field of Digital Art.» For the most part, it
is difficult to see what the [DAM] gallery’s commercial intentions

and offers are from the website.

DIGITAL & VIDEO ART FAIR DIVA

The DiVA Art Fair is the oldest trade fair for digital art, which,
according to its guidelines, requires participating galleries to
offer mainly video and/ or digital art works.?9 Works in traditio-
nal media such as drawing, photos or installations are only accep-
ted if they are linked in some way to video or new media. «The
exhibitor agrees to present primarily video and/or digital art-
works. Exhibitors may present works of different media than video
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or digital art as long as the work is related to video or new me-
dia. This includes traditional media such as drawing, photo or
installation. However, there may be NO display of works that are
not related to video or new media.» DiVA took place eleven times
between 2083 and 208088 at the same time as traditional art fairs,
and took on a new self-contained form each time, renting space in
hotels or making ship containers available on the street for its
galleries. DiVA’s high point came in 20885 and 2886 when it was pre-
sent in six cities. In 208088 DiVA reduced its presence at the art
fairs in New York and Paris, and was present with a media lounge
in the harbor basin for Art Basel in 20889.

HOLY FIRE. ART OF THE DIGITAL AGE. «OFF PROGRAM» EVENT AT ART
BRUSSELS 2688

The curated exhibition Holy Fire took place as an «off program»
event at the Belgian art fair Art Brussels in 2088.88 It presented
27 items by international artists who have all made a name for
themselves in the world of digital media art since the middle of
the 1998s. All the displayed works came from collections or were
made available by galleries. As is evident from the exhibition
concept designhed by curators Yves Bernard & Domenicao Quaranta,
the aim of the exhibition is to explicitly demonstrate to visitors
at the art fair that the displayed works can be collected. Self-
definition on the website: «Holy Fire is probably the first exhibi-
tion to show only collectible new media artworks already on the
art market, in the form of traditional media (prints, videos,
sculptures) or customized new media objects. Holy Fire presents
contemporary artworks made with comtemporary technologies and de-

signed to be collectible.»

KIOSK. ARTIFACTS OF A POST-DIGITAL AGE. EXHIBITION IN THE FRAME
OF STRP, ART & TECH FESTIVAL EINDHOVEN/NL (2069)

The following year, Bernard & Quaranta curated the Kiosk. Arti-
facts of a Post-Digital Age exhibition as a follow up exhibition to
Holy Fire®8i. Incorporated into the art & technology festival STRP
Eindhoven, this exhibition also presented 17 media art objects
which were selected on the basis of their suitability for art
collections. Self-definition: «Many people collect art while others
collect technology. Then there are the pioneering types who look
for a combination of art and technology. They collect art objects
that are continually changing, or as Yves Bernard and Domenico
Quaranta put it: <They love screens. They love bits with atoms.
They love things that move and change, because they live in a
world that moves and changes.»>» There is a good summary of the ex-
hibition on the art blog www.we-make-money-not-art.com, including

pictures and videos. 82

ARTO’_INTERNATIONAL ART FAIR IN OPEN CITY, ROME (2669)

For its 2889 outing, Italian art trade fair ARTE contemporaneamo-
derna ROMA announced its intention of inviting Marcor Mancuso,
the editor of Digicult, an internationally renouned online publi-
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cation dedicated to digital art, to expand the range of galleries
exhibiting at the art fair by selecting 6 galleries to display
works by well-knhown artists from the new media segment. 83 Quotati-
on from Digicult report: «Marco Macuso and the curators’ team from
Digicult, the web platform dedicated to art and new digital expe-
riences, will complete the selection of galleries with a sector
dedicated to research carried out by new media, which have gained
a momentous access to the international art scene. A commission of
3 Italian and 3 international galleries complete the fair’s selec-
tion board.» No information has been made available on how this

idea panned out.

CONTEMPORARY ART RUHR, C.A.R. 2889

The media art fair that launched in the fall of 20889 as part of the
art trade fair Contemporary Art Ruhr at the Zeche Zollverein will
again take place in 2018.84 In a letter to interested exhibitors,
the theme appears to be art that goes beyond the boundaries of
traditional presentation frameworks. The following is stated In
the concept text for the Forum and Media Art Fair section: «amongst
the excellent industrial architecture of the coke mixing plant,
which houses huge coal bunkers and pits, innovative protagonists
present art that goes beyond the usual frameworks. Themes are:
media art, film/video, installations, sculptures, multimedia pro-
jects, light art, interactive & Internet-based works, electronic
music, performances. A particular focus is the field of photogra-
phy.»

E-ARTS BEYOND. SHANGHAI INTERNATIONAL GALLERY EXHIBITION OF
MEDIA ART 2609

In China, the art fair project e-Arts Beyond took place fort he
first time in September 208089 during the Shanghai Contemporary Art
Fair.85 It is an initiative of the Shanghai Cultural Development
Foundation and e-ARTS Shanghai, which has organized the successful
e-ARTS festival dedicated to electronic and digital art since 2887.
At its first outing in September 208089, the art fair project e-Arts
Beyond launched an exhibition organized by Zhang Ga under the tit-
le base target=new which will contain media art works from selec-
ted galleries. According to the program, only galleries that are
considered leaders in offering new media art were invited to base
target=new. Quotation from the concept: «base target=new is a
highly select, invitation only exhibition presenting pioneering
galleries in placing (new) media art at the forefront of the con-
temporary art landscape. Onh view will be seminadl and recent works
representative of a wide gamut of artistic positions and voices
with media-specific formal approaches by an array of established
artists and emerging talents.» Some documentary photographs taken
at e-Arts Beyond are published on the website of DAStore.86
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NOTES

2. HISTORICAL EXAMPLES OF NET ART COLLECTIONS

1 For developments in the USA before 208082, see Barbara Basting’s article «Net art
and museums - aspects of the institutionalization of a new form of art», 28082, at

(http://www.xcult.org/texte/basting/82/basting.pdf).

2 http://gallery9.walkerart.org

3 Digital Arts Study Collection of Gallery 9/ MWalker Art Center: see (http://www.

walkerart.org/gallery9/dasc).

4 See (http://artport.whitney.org) and (http://wuw.whitney.org/bitstreams).
5 http://uww.moca.org

6 http://wuw.sfmoma.org

? http://818181.sfmoma.org

http://www.guggenheim.org/new-york/collections/collection-online/show-list/art-
work-type/?search=Internet$208Art
9 http://netflag.guggenheim.org/netflag
10 At the end of the 98s, there used to be a direct link from the homepage of Fonda-
tion Cartier to their net-based art collection which included the interactive work
«Verbarium» (1998) by Christa Sommerer and Laurent Migonneau and the works Self
(1998) and Longitude 38 (1999) by Valérie Grancher. All traces of this on the Fonda-
tion Cartier website seem to have been deleted.
11 In 1998799, there was a button with the title «net art» on the Stedelijk Museum
website. Details on the exhibition Under Capricorn — The World Over (1996), which
included contributions of net-based works by various artists, are still available
in the exhibition archive. Examples of work included here are here by Laurie An-
derson and Spring Thoughts by Merel Mirage. See (http://www.stedelijk.nl/oc2/page.
asp?pageid=592&url=/detectflash.asp) (http://wwu.stedelijk.nl/capricorn/anderson/in-
dex.html).
12 http://wuw.centrepompidou.fr/Pompidou/Musee.nsf/8/B8352D14660899CB3C1256DB3088678F
96?0penDocument&Key=&L=1
13 http://uwu.centrepompidou.fr/Pompidou/Musee.nsf/8/086B7B2F49213841BC125783780538F
D8?0penDocument&Key=&L=1
14 E-mail (on 87.83.2886) to Shu Lea Cheang.
15 http://uwu.centreimage.ch/projetsInternet.php
16 http:/Zuww.ljudmila.org/~vuk/dx
1? http:/Zunw.c3.hu/collection/index_en.php
18 http://wuw.cg98.fr/partageonsnospassionsdansleTerritoire/Espace-Multimedia-
Gantner/La-collection-belfort.html
19 http://wuw.heise.de/tp/rd/magazin/nk/shopping
28 http://onl.zkm.de/zkm/stories/storyReader$2812
21 http://onl.zkm.de/netcondition
22 If you persevere, you occasionally come dcross websites that have been forgot-
ten on otherwise well-maintained servers of prominent institutions, but these do
not contain links to their content. One example is the uwebsite -wvdec on a ZKM server
(http://wwwl.zkm.de/-uvde). The letters wvde stand for net artist and curator Walter
van der Cruijsen who realized various net-based projects for the ZKM in 1996/ 97.
This page contains a link to the net movie Deep Ascii by the Ascii Art Ensemble.
23 http://media.lbg.ac.at/de/content.php?iMenulID=97&iContentID=104

3. CURRENT NET-BASED ART COLLECTIONS

24 http://rhizome.org

25 http://uww.newmuseum.org

26 http://uww.diacenter.org/webproj/index.html

27 http://turbulence.org

28 http://neu-radio.org

29 http://uww.computerfinearts.com

380 http://uww.hma.org.il/Museum/Templates/shoupage.asp?DBID=1&L.NGID=1&TMID=841&F
ID=5608

31 http://uwn.computerfinearts.com/Haifa_show/NETworking_Catalogue.pdf
32 http:/Zunw.tate.org.uk/intermediaart/archive/net_art_date.shtm

33 http://netescopio.meiac.es

34 http:/Zuwn.desvirtual.com/category/exhibitions/

35 http://netescopio.meiac.es

36 uwww.lisboa28.pt/1x268
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37 http://unw.superneen.org

38 http://manetascollection.com

39 Informationen unter http://h-friese.netart-datenbank.org

48 Information on the sales conditions for art.teleportacia gallery can be found at
(http://www.010010111010811081.0org’home/copies/art.teleportacia.org/office/faq.html) and
at (http://www.8180818111081011081.0rg/home/copies/art.teleportacia.org/office/customer.

html)

41 Screenshot from 28.83.2809

4. ONLINE GALLERIES FOR NET ART AND EARLY INITIATIVES TO SELL NET-BASED ART

42 http://art.teleportacia.org/exhibition/miniatures

43 Articles on establishing galleries and the question of the marketability of net
art was published in 1998 in the New York Times (http://www.nytimes.com/library/
tech/98/11/cyber/artsatlarge/19artsatlarge.html) and in the German online magazine
Telepolis (http://uuw.heise.de/tp/rd4/artikel/
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ROMAN KURZMEYER
SWISS NET-BASED ART - A NEW CHAPTER IN THE HISTORY OF
THE RICOLA COLLECTION

WITH THE ACQUISITION IN 2888 OF ESTHER HUNZIKER’S UN-FOCUS
(2888), THE RICOLA COLLECTION OPENED A NEW CHAPTER IN ITS LONG
HISTORY: IT WAS THE FIRST TIME THAT A NET-BASED WORK OF ART
FOUND ITS WAY INTO THE COMPANY’S COLLECTION. ROMAN KURZMEVYER
OUTLINES THE COLLECTION’S HISTORY AND THE EFFORTS TO INTRODUCE
THE PERSONNEL TO NEW MEDIA ART AND CURRENT TENDENCIES IN
CONTEMPORARY ART.
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Ricola Collection: navigation of the intranet webpage

In his article «Esther Hunzikers Projekt-Galerie un_focus: Ein
tilgungsloses Palimpsest und andere medienkritische Stlicke»
(2882), the media theorist Roberto Simanowski called this work «a
fine collection of experiments in which the various possibilities
of digital rhetoric are demonstrated in the best textbook manner.»1
In other words, this was a very wise first step in the exploration
of a new area of collecting art. In addition to owning an offline
version, the Ricola Collection is mentioned on the title page of
this work and was issued a certificate in which the artist descri-
bes the work and its conditions of use. With the acquisition of this
important net-based artwork, the ouwner agrees to let the artist
keep the work online (www.refl?.net/unfocus) and freely accessible
as long as technical conditions and feasibility permit. Along with
this work, Ricola also acquired a series of flash movies by Hunzi-
ker with the title Untitled No 1824 - No 1829 (26083 - 85)2. These six
works are divided into as many subjects and feature photographs,
drawings, graphics, sounds and music that can be animated by
mouse clicks. Unlike un_focus (26888), which was sold to the Ricola
Collection as an original, the other works by Esther Hunziker were
marketed as editions.

This move into the field of online art is not intended to super-
sede the traditional media in the collection, but to complete
them. The paintings, drawings, photographs and installations of
the Ricola Collection are exhibited in the company’s buildings and
facilities, and the personnel can dccess the online art via the
firm’s internal intranet site. The few older video
and animation works in the firm’s collection can

[683.2818].
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HISTORY OF THE COLLECTIONS3

The Ricola AG company in Laufen (CH) manufactures herbal candy and
employs 350 persons worldwide, exporting its products to 58 Euro-
pean, Asian and North-American countries. The company was founded in
the 19308s by Emil Richterich-Beck, a man of modest background who
took the step from running a bakery to manufacturing candy at a
time of growing economic and social uncertainty. As a successful
entrepreneur it was a matter of course for him that he also had a
cultural and social responsibility. He began to collect contem-
porary art in the 1948s, starting with paintings, prints and sculp-
ture by artists in his home region, the Laufental. Thanks to this
activity he enjoyed lifelong friendships with artists like Jacques
Diblin, Albert Schilling and especially August Cueni, whose work
Richterich-Beck supported throughout his career. In the 19508s and
68s, he expanded his collection of local and regional art to inclu-
de works by important 28th-century Swiss painters like Cuno Amiet,
Hans Berger, Wilhelm Gimmi, Max Gubler, Giovanni Giacometti and
René Auberjonois. The works were exhibited in Emil and Rosa Richte-
rich-Beck’s apartment on Baselstrasse 31 in Laufen and in the adja-
cent company offices.

Their sons Hans Peter and Alfred Richterich created the Ricola
Collection proper in 1975 and it has been growing ever since. The
collection includes Swiss art from the 1958s onward and is dis-
played in the buildings of the Ricola Group; hot just in the areas
accessible to the public but also in the hallways, offices, lounges,
meeting rooms and, whenever possible, in the factory spaces them-
selves. The works in the collection can be seen at the company
headquarters in Laufen, as well as in their domestic and foreign
subsidiaries. At the American plant, for example, there are works
by Swiss artists who worked in the U.S.A. The collection begins
with the early works of the Zurich concretists, with a special em-
phasis by Alfred Richterich on the artists Richard Paul Lohse and
Camille Graeser. It includes important paintings of art-theoreti-
cal inspiration from the last decades and up to the present and
the youngest generation of Swiss artists. In addition to individu-
al works, mostly from the artists’ early periods, the Ricola Col-
lection presents series of works of special relevance by artists
such as Helmut Federle, Guido Nussbaum, John Armleder, Jacques
Herzog, Adrian Schiess, or, among the younger artists, Christine

Streuli, Shirana Shahbazi and Mai-Thu Perret.

COLLECTING

One of the purposes of collecting art is to shape tradition. This

is true of art collections in general, but even

3 For a more exhaustive treat-

more so of collections of contemporary art, since
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of a collection of recent art is to elaborate a

Laufen: Ricola Holding,
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Ricola Collection: intranet collection catalogue

picture and idea of uwhat this new art is through a selection of
representative works. This not only permits a learning process for
the collector himself but also offers an approach to those who
look at the collection. This task can be accomplished only within
the context of all the objects in the collection. Collecting
therefore demands time, as well as fihancial resources, inhterest
in art and a certain flair. It is a cultural activity in the basic
sense of the word, a selection process in which the incipient cri-
teria of the beginnings crystallize in the course of time.

The Ricola collectors initially focused almost exclusively on
the then-contemporary painting production. The decision to col-
lect works of electronic and net-based art has been balanced by a
surprising hew strategy: the acquisition of 28th-century works
that are particularly relevant to the art of today. This new stra-
tegy has led to the acquisition of a box by the Winterthur artist
Clara Friedrich-Jezler (1894 — 1969) and two works by the Aargau
painter Rudolf Urech-Seon (1876 — 1959), whose late period was cha-
racterized by a very personal and lyrical abstraction. Clara
Friedrich participated in the pioneer exhibition «Zeitprobleme in
der Schweizer Malerei and Plastik»4 at the Kunsthaus in Zurich in
1936, experienced a certain success, but then stopped working as
an artist. Her work is correspondingly sparse and
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4 Zeitprobleme in der Schueizer

represented mostly in museums, with very little of

tions, Clara Friedrich remains one of the great Sculpture»), Exhibition of the
Zurcher Kunstgesellschaft at the

unknown figures in the recent art history of Swit-

Malerei und Plastik («Problems in
it appearing on the art market. For all her innova- Contemporary Swiss Painting and

Kunsthaus Zurich, June 13 -July 22

zerland. Accordingly, her work has had little ef- 1936
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Ricola Collection: work presentation of electronic art on the intranet (Heinz Brand)

fect beyond a small circle of initiates. This new acquisition is
stroke of luck for the Ricola Collection: Friedrich’s box piece is
a dynamic assemblage consisting of a painted glass on top of a
painted cardboard box. Her piece completes the works of the Zurich
concretists in the Ricola Collection and anticipates later deve-
lopments in 28th-century art. In this work we can see that the
relativity and alterability of visuadl images had already become a
central concern back then - and not just recently in net-based

art.

DISSEMINATION

The collecting of 28th-century Swiss art and the presentation of
these works in the offices and plants of the Ricola group plays a
major part in the firm’s cultural policy, as well as being an ex-
pression of its integrative cultural concept. The basic aim of the
collectors and company ownhers is to create a meaningful work en-
vironment. The decoration of this environment with artworks whose
value and meaning in many cases has not yet been established or
has changed since their acquisition, gives employees the opportu-
nity to occupy themselves with the intellectual trends and ideas
in their culture and see how they work. The acquisition of net-
based art does not appreciably change this basic concept. Net-
based art uses a new medium that has become an integral part of
our daily lives and radically changed the work environment. Its

dissemination calls for new forms. While paintings, drawings,
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photographs, objects and installations can be displayed in +the
offices and other workspaces and are directly accessible, the works
of net-based art can only be viewed individually and in their own
«space» oh ad computer.

The Ricola Collection website designed by Esther Hunziker ma-
kes these different spaces visible. The website presents informa-
tion about the collection’s history, the collectors’ philosophuy,
the firm’s cultural and architectural policy, as well as the ar-
tists represented in the collection. It also provides a virtual
tour of the works on display in the company buildings. There is a
separate site called «Intra-Art» that opens into the virtual space
of the electronic artworks. The paintings, drawings, photographs,
objects and installations in the collection are all shouwn in situ,
which enables viewers to contextualize the art within the work
spaces and see documents of the physical presence of the artworks
in their environment. The number of works shown on the site is
continually increasing, apace with their presentation. Artworks
that have never been put on public display are nhot shown on the
website. This website documents our efforts at dissemination. It
gives the employees a glimpse of the artworks, as well as of the
archival work in progress. For example, individual artists are in-
vited each year to talk about their work to the personnel; in the
future these events will be filmed and viewable on the website.

The Ricola Collection is still in an indefinite initial phase as
far as the collection of net-based art is concerned. In addition
to the selective expansion of this collection and the correspon-
ding reflection about the definition of space and place through
these artuorks, there is also the pressing question as to the pos-
sibilities and limits in rooting contemporary art in the everyday
work environment. Unlike the artworks on public display, which
cannot be ighored in the work environment - and so stimulate the
personnel to make remarks and ask questions - the website and the
net-based art presented on it are visible only to those who are
curious and interested enough to visit the site online.

Translated from the German by Jean-Marie Clarke

ROMAN KURZMEYER

teaches Art Theory at the UAS Northuestern Switzerland, Academy of Art and Design

in Basel and is curator of the Ricola Collection. He has also curated exhibitions
and projects in the Swiss mountain municipality of Amden (www.xcult.org/amden) since
1999. He is co-editor of the catalogue documenting all the exhibitions organized

by Harald Szeemann (1933 -=268685) and author of the monograph Kunst Uberfordern:

Aldo Walker (1938 -2888). In 2889, he presented Boden und Wand/Wand und Fenster /Zeit
(with Polly Apfelbaum, Katharina Grosse, Bruno Jakob, Adrian Schiess, Christine
Streuli, Niele Toroni and Duane Zaloudek) at the Helmhaus in Zurich. Roman Kurzmeyer

was awarded the Prix Meret Oppenheim in 2084.

This text is part of the publication Owning Online Art - On the Sale and
Ownership of Web-based Works of Art, edited by Markus Schwander and Reinhard Storz.
UAS Northuestern Switzerland, Academy of Art and Design. Basel, 2818
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ANNETTE SCHINDLER AND REINHARD STORZ
DIGITAL ART COLLECTION/ STORE

February 2818

A COLLECTION OF DIGITAL MEDIA ART WITH AN INTEGRATED ART STORE

IS COMING INTO BEING IN BASEL UNDER THE NAME OF DA COLLECTION AND
DA STORE. AS LOCAL SPACE FOR THE COLLECTION IS NOT YET AVAILABLE,
THE DA INITIATIVE USES ITS WEBSITE AS AN ELECTRONIC DISPLAY ROOM
AND CATALOGUE. IN THE FORESEEABLE FUTURE IT WILL HAVE FACILITIES
AT THE «HOUSE OF ELECTRONIC ART» TO BE BUILT IN BASEL. THE

IDEA FOR THE DA COLLECTION/ STORE WAS DEVELOPED IN CONJUNCTION
WITH THE OOA APPLIED RESEARCH PROJECT.
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DA Collection collects international, national and local works
that are illustrative of the development of digital media art. It
also sees itself as a national archive that documents the history
of Swiss media art and the net art scene. It is available for use
by diverse study projects. Lines of enquiry and texts that have
emerged within the framework of a research project, parallel to
the development of the collection, will also be used for this pur-

pose.

There are few collections of digital media art in the world today.
DA Collection is therefore seen as a model that in practice pre-
sents a range of possibilities regarding owning, archiving and
conserving digital art. The stock collection inhcludes work owned
privately by the two founders (the authors of this article),
purchases made with the help of third parties, work loaned by ar-
tists and work from the archive of the Swiss cultural server
Xcult. For the time being, DA Collection will have its own display
room where, in addition to its own permanent collection, it will
also regularly display larger pieces on loan from artists and mu-
seums. Works or parts of the DA Collection can be lent to institu-
tions in Switzerland or abroad for installation and presentation.
Along with setting up the collection, the focus will be on develo-
ping restoration techniques and strategies with the aim of pre-
serving media art. We are therefore looking to collaborate with
experts from Switzerland or from parts of Germany and France that
border Basel.

The DA Store is the second pillar of the DA project. Here we offer
a growing selection of digital art works for sale, including ob-
jects and installations, Internet-based productions and computer-
generated animation. In the interests of collectors of digital art,
we have combined with the artists to identify work packages for
the DA Store, which deal uwith the issues of ownership, reproduc-
tion and restoration. The revenue from the DA Store is used to run
DA Collection and to acquire new work.

DA Collection /DA Store sees itself as a pioneer project that ext-
ends beyond the borders of Switzerland. There have for instance
been few practical answers to the question of how to collect In-
ternet art. Such artwork is contrary to the traditional under-
standing of ownership in art and fundamental categories are chal-
lenged, such as work concept and reception, as well as the
permanence of art works. The DA Store endeavours to motivate coll-
ectors to include art projects that are universally accessible
via the World Wide Web and, in their interactive form, can also be
influenced by the observer. As we often do not know how long these
works will last, we offer conservation and restoration know-how
and services or provide suggestions on how work can continue +to
exist in documented form.
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In contemporary art, similar questions are already being asked of
other formats such as photographic imaging techniques, art videos,
land art and performance. Much like digital media art, works in
all these media are also part of our cultural heritage. Public
collections in particular are entrusted with the task of preserv-
ing this heritage and are therefore under increasing pressure to
turn their attention to the aspect of conservation as well. In the
process DA Collection/ DA Store seeks to support the rationale and

to provide practical assistance.

One of the motives for launching the DA Store /DA Collection pro-
ject is the observation that although there is always an interest
in buying media art - for example on the part of municipal
purchasing commissions - it is considered risky because of +the
many uncertainties involved. Museum curators also appear reluc-
tant to display media art because of apparently insurmountable
technical hurdles. Yet digitalisation has radically changed most
of the techniques of production, culture and imaging in our socie-
ty to an extent that is perhaps comparable in the history of im-
ages only with the impact of the invention of photography. Internet
usage continues to soar. Digital media is shaping the cultural
practices of a nhew generation just as television and cinema shaped
earlier generations. Art - often digital art - explores the means

and strategies of imaging in society and reflects on their limits.

The prospects of the DA are good. As part of a «House of Electronic
Arts» in the Dreispitz area of Basel, the DA Collection/ Store
- together with Plug.in and the Shift Festival - will soon be able
to move into rooms of its own. Also in connhection with Plug.in in
Basel and the Conservation and Restoration Department of the Bern
University of the Arts, the DA Collection is part of the Swiss-
European research project Digital Media Art on the Upper Rhine.
Conservation-Restoration-Securing the Future, which is supported
by the fund for Territorial European Cooperation. Thanks to the
assistance of Tabea Lurk, specialized in the archiving and conser-
vation of digital media art, the DA Collection/ Store project will

be able to continue expanding in the coming years.

In the meantime, the DA Collection/ Store is making its first pub-
lic appearances inh a beta version. In September 28089, the DA Store
was invited to show works by six artists and group projects at
eARTS beyond — International Gallery Exhibition of Media Art Shang-
hai. Within the framework of the international art fair Shanghai
Contemporary and the eArts Festival, the DA Store was able to pre-
sent works in an exhibition space at the Oriental Pearl television
tower in Shanghai (together with 13 renowned Asian, American and
European galleries). From January to March 2818, net-based art-
works are being presented on six computer consoles developed in
connection with the 00A Research Project at the exhibition Beam me
up at Plug.in Basel. With the Beam me up project, these will be
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part of the DA Collection and, in some cases, offered for sale
the DA Store.

WuWwW.digital-art-collection.net

WuWw.digital-art-store.com

Translated from the German by Tolingo, Hamburg
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SEVENTEEN ARTISTS KNOWN FOR THEIR NET-BASED ART WORK FILLED OUT
OUR QUESTIONNAIRE, GIVING INFORMATION ABOUT THEIR CONDITIONS OF
PRODUCTION AND THE RELATIONSHIP BETWEEN THEIR OWN WORK AND ITS
COMMERCIALIZATION. AN IMPORTANT POINT WAS THE PRESERVATION OF
EXISTING WORKS: THIS REPRESENTS EXTRA WORK THAT THEIR AUTHORS
USUALLY DO WITHOUT REMUNERATION. GERMAN INTERVIEWS HAVE NOT BEEN
TRANSLATED.

ARTIST’S STATEMENTS

126 BEAT BROGLE, BERLIN

128 SHU LEA CHEANG, PARIS

138 ERIK DETTWILER, BERLIN UND ZURICH

132 EXONEMO, TOKYO

134 THOMAS FEUERSTEIN, WIEN

136 HOLGER FRIESE, BERLIN

138 HERVE GRAUMANN, GENF

148 ESTHER HUNZIKER, BASEL

142 JODI, DORDRECHT

146 BIRGIT KEMPKER, BASEL

148 MARC LEE, zURICH

168 MARTINE NEDDAM (AKA MOUCHETTE), AMSTERDAM
153 ERWIN REDL, NEW YORK

155 ALAN SONDHEIM, NEW YORK

157 DOMINIK STAUCH, THUN

159 MONICA STUDER UND CHRISTOPH VAN DEN BERG, BASEL
163 YOUNG - HAE CHANG HEAVY INDUSTRIES, SEOUL
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BEAT BROGLE

geboren 1964, lebt und arbeitet als freier Kinstler in Berlin.
http://www.onewordmovie.ch/brogle/index.html [83.2818]

1. Wie sah deine erste netzbasierte Arbeit aus?

Onewordmovie (owm) is an online platform which organizes, based
on user-supplied terms, the flood of images on the Internet into an
animated film. A word turns into images, images turn into a movie.
This project plays with the tension between online and cinematic
approdches to images. What images are associated with what words?
oum revedls a glimpse into the collective psychology of online
cultures by showing patterns of word-image associations, as crea-
ted by millions of people around the world.

Welchen Stellenwert haben netzbasierte Projekte in deinem ge-
samten kiinstlerischen Schaffen?

Sie sind gleich wichtig wie andere Arbeiten, wobei ich mit owm

international Beachtung fand.

2. Wo présentierst du deine Arbeit (Institutionen, Festivals, In-
ternetseiten, etc.)? Welche Plattformen nutzt du zum Informations-
austausch?

Im Netz, als installative Arbeiten im Kunstraum und an Festi-
vals. Wir haben ein Feedback-Tool auf unserer Seite, Uber dieses
sind anfdnglich viele Kommentare und Anfragen an uns gekommen.

Welche Rollen spielen Blogs oder Internetforen fir die Distri-
bution deiner Arbeit?

Blogs beobachte ich zu wenig, wir haben aber die Erfahrung ge-
macht, dass in Japan z.B. die Gamer-Szene Uber Blogs unsere Arbeit
verbreitet hat. Durch Google-Suche stosse ich immer wieder darauf,
dass meine Arbeit in Blogs besprochen wird.

3. Bei MusikerInhnen oder SchriftstellerInnen setzt sich der Ver-
dienst aus verschiedenen Quellen zusammen. Neben Verkd&ufen von
CDs oder Bichern ergeben sich auch Méglichkeiten fur Auftrage,
Auftritte, Lesungen oder Lehrtatigkeiten. Welchen Anteil haben
Verkdufe deiner Werke an deinem Einkommen? Welche anderen Még-
lichkeiten zum Geldverdienen haben sich aus deiner kinstlerischen
Tatigkeit bisher ergeben?

Meine Netzprojekte finanziere ich Uber Projekteingaben. Verkdu-
fe gibt es mit den netzgenerierten Bildern (Digital Prints auf
Glasplatten kaschiert), dabei verhd&lt es sich wie mit dem Verkauf
vonh Malerei oder Fotografie. Ich konnte ein Kunhst am Bau-Projekt
fur die Swisscom realisieren. Und ich bekomme Einladungen fur

Vortrdge und Workshops.

4. Inwieweit siehst du deine digitalen Werke als Ware?
Es handelt sich um Kunst. Im Moment, da jemand bereit ist, dafur
zu bezahlen, wird es zur Ware. Ich habe kein Problem damit, wenn

das jemand tut. Wer digitale Kunst kauft, weiss, dass der Wert
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virtuell ist. Die Wertfrage liegt bei der Akzeptanz, bei den
Kinstlern, Kuratoren und Galeristen, welche «guten» netzbasierten
Arbeiten den Raum in der zeitgenéssischen Kunhst einrdumen, so wie
sie es mit jedem andern «guten» Kunstwerk auch tun.

5. Ist es dir wichtig, deine netzbasierten Werke méglichst auf
Dauer zu erhalten? Kannst du die Pflege selber gewdhrleisten oder
muss/kann die Wartung von einer anderen Fachperson geleistet wer-
den?

Indem sie sich ja aus dem «zeitgeistigen» Pool bedienen, verdn-
dern sich die Arbeiten stdndig. Die Pflege ist das grdésste Problenm.
Ich arbeite mit Programmierern, die ich bezahlen muss. Die Pflege
der Arbeit ist die Hdalfte der Arbeit, ein grosser Unterschied zu
den andern Medien. Der Code muss dauernd angepasst werden kénnen.
Am besten ist es, wenn der Programmierer, der den Code geschrieben
hat, das Projekt auch weiter betreut, alle Ubergabe- und Abgabe-
szenarios haben bis anhin extrem viel Zeit und Aufwand gekostet.
Netzarbeiten kénnen nach drei Monaten schon restaurationsbedirf-
tig sein, das misste in die Finanzplanung mit einbezogen werden.
Im Falle des Swisscom-Projekts haben wir einen Wartungsvertrag

ausgearbeitet.

6. Mochtest du, dass deine netzbasierten Werke in eine 6ffentliche
Sammlung gelangen? MWelche Bedingungen milissten dazu aus deiner
Sicht erflllt sein?

Es scheint mir wichtig, dass es nicht eine explizite Sammlung
fur Netzkunst ist, sondern dass Netzkunst mit andern visuellen
Kunstformen zusammen gezeigt wird. Daflr misste aber eine Platt-
form geschaffen werden, welche netzspezifische Probleme in den Mu-

seen und Sammlungen berlcksichtigt.
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SHU LEA CHEANG

born 1954 in Taiwan, currently living in Paris.
http://en.wikipedia.org/uiki/Shu_Lea_Cheang
http://dbpedia.org/page/Shu_Lea_Cheang [63.2818]

1. How significant are online-based projects in your overall arti-
stic production?

My online-based work includes webwork, netbased installation
and networked performance. Most of my work can fall into these

three categories at this time.

2. Where do you present your work (institutions, festivals, websi-
tes, etc.)? Which platforms do you use for exchange of informati-
on? What role do blogs or Internet forums play in the distribution
of your work?

Museums, galleries, festivals and solely on the web. In Europe,
we habitually post on SPECTRE for releasing a new work. But it’s
more like a drop of water in the ocean. I never know who gets the
information. Yes, I think with all social network platform, blog,
facebook, youtube, daily motion, we do get more exposure.

3. A musician’s or writer’s income is made up of different sources.
Besides CD or book sales there are opportunities for commissions,
performances, readings or teaching. What portion of your income
are from sales of your works? What other possibilities for earning
money have resulted from your artistic activity so far?

Yes, I work on commissions. Mostly venues provide production
budget for my work. Workshop, artist in residency, term-based
teaching also provide income. Recently I did sell some work which
helps a lot.

4. To what extent do you consider your digital work as a marketab-
le commodity?

Certain of my works are more sellable than others, I guess.
Pure webwork/website is still hard to sell.. Installation could
possibly sell better. My work ranges from marketable commodity +to
purely collective exercise/experience work (like networked per-
formance). I feel the need to switch myself between thinking about
market and to connect and collaborate.

5. Is it important to you to preserve your online-based works per-
manently? Can you ensure maintenance yourself or can/must mainte-
nance be carried out by other qualified personnel?

This is a big question. Yes, I can only restate again how impor-
tant it is for preserving online work.

In my case, my major commission BRANDON at the Guggenheim Muse-
um was once lost (removed from sponsored server) and kept offline
for a few years. It was finally resurrected by the museum with a
digital art preservation grant.. Until now, I don’t see the site

getting fully recovered from its full length presentation in
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1998-99. As the browser, platform and programming language change,
it takes efforts to update the platform. All my work is facing this
danger.. and is not fully functional at times. But yeah, it does
take some efforts. For the past nine years, I have been uworking
with a wonderful German programmer who has actually been keeping
an archive for me. Still, all sites need to be updated as browser/
platform forward with time.

6. MWould you like your online-based works to be introduced to a
public collection? In your opinion, what conditions need to be met
for this purpose?

I had some encounter with Pompidou museum a few years ago about
collecting my webwork. It didn’t work out. They set out wanting me
to give my webwork in a CD-rom, which happens to be an art form I
totally skipped. Recently in Novi Sad, we talked about net art
collection with the contemporary museum. Yes, it is very important
for museums, public agency to start collecting web work. The main
problem is upkeeping. By collecting, a copy should be made in this
collection. As artists may be relying on hosting server wuwhich
could get unstable. But at this point, I see few museums having
the capacity or understanding to really systematically collecting
web work.
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ERIK DETTWILER

geboren 1978, lebt und arbeitet in Berlin und Zirich.

http://www.dewil.ch (Homepage), http://vid.dewil.ch (Videos), http://blog.dewil.ch
(Blog), http://wwu.citysharing.ch (seit 2886, seit 2887 gemeinsam mit

Rayelle Niemann) [alle 83.2818]

1. Wie sah deine erste netzbasierte Arbeit aus? Welchen Stellen-
wert haben netzbasierte Projekte in deinem gesamten kilinstleri-
schen Schaffen?

Die erste netzbasierte Arbeit war eine Text-Bild-Animations-
Komposition (HTML/Flash) eines dreimonatigen Aufenthalts in New
York 1999/20888. Meine hnhetzbasierten Arbeiten/Projekte haben am
ehesten einen dokumentarischen, reflektierenden oder kommunikati-
ven Charakter: Zusammenfihrungen von Text und Bild (bewegtes Bild,
Fotografie).

2. Wo présentierst du deine Arbeit (Institutionen, Festivals, In-
ternetseiten, ete.)? Welche Plattformen nutzt du zum Informations-
austausch? Welche Rollen spielen Blogs oder Internetforen fir die
Distribution deiner Arbeit?

Mit meiner netzbasierten Arbeit suche ich nhicht eine konkrete
Offentlichkeit (Festivals, etc.). Ich sehe diese Projekte als Er-
gdhzung zu meinem sonstigen klinstlerischen Arbeiten: Video, Foto-
grafie. Ich hutze eigene Websites wie http:/Zuuw.dewil.ch und seit
kurzem versuche ich - mehr oder weniger - regelmdssig einen Blog
http://blog.dewil.ch zu pflegen. Hin und wieder habe ich einzelne
Projekte auf http://uwww.xcult.org platziert. Vor etwa zwei Jahren
habe ich begonnen, eine Website, die aus einem Symposium in Buka-
rest (Mai 2886) hervorgegangen ist - weiterzuentwickeln. http://
wuw.citysharing.ch versucht eine kultur- und spartenlbergreifende
(Internet-)Plattform mit klnstlerischen Beitrédgen aufzubauen, um
die Stadt als soziales, wirtschaftliches und politisches Konglo-
merat zu erfassen, zu hinterfragen und durch individuelle Pers-
pektiven aufzufdchern. Seit einem Jahr wird www.citysharing.ch in
Zusammenarbeit mit Rayelle Niemann (ZUrich/Kairo) weitergedacht,
-gebaut und -gepflegt.

3. Bei MusikerInnen oder SchriftstellerInnen setzt sich der Ver-
dienst aus verschiedenen Quellen zusammen. Neben Verkd&ufen von
CDs oder Blchern ergeben sich auch Méglichkeiten flir Auftrage,
Auftritte, Lesungen oder Lehrtatigkeiten. Welchen Anteil haben
Verkdufe deiner Werke an deinem Einkommen? Welche anderen Még-
lichkeiten zum Geldverdienen haben sich aus deiner kinstlerischen
Tatigkeit bisher ergeben?

Ich unterrichte seit 28088 an der F+F, Zirich im Kontext von Com-
puter / Internet, mit wechselhden Pensen in den Lehrgdngen Freie
Kunst, Kommunhikationsdesignh oder Gestalterausbildung. Ich pro-
grammiere auch Websites in einem kommerziellen Kontext (XHTML,
CSS, PHP/MySQL, Flash). Ich habe bisher noch nie ein netzbasier-

tes Projekt verkauft, wisste auch nicht, wie ich das anstellen
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sollte. Der Verkauf von netzbasierter Arbeit interessiert mich
eigentlich weniger.. lenn ich Kunst verkaufe, dann betrifft es die
Medien Video, Fotografie (Installationen, Einzelwerke oder Editio-
nen).

4. Inuieweit siehst du deine digitalen Werke als Ware?
Ich sehe meine netzbasierten Werke eher als kommunikative Do-
kumente denn als Ware.

5. Ist es dir wichtig, deine netzbasierten Werke méglichst auf
Dauer zu erhalten? Kannst du die Pflege selber gewdhrleisten oder
muss/kann die Wartung von einer anderen Fachperson geleistet wer-
den?

Ja, wieso nicht, Dauer ist aber so eine relative Angelegenheit,
besonders auch im Kontext von Internet. Die technische Wartung
h&élt sich momentan in Grenzen (plattformabhéngig/Zukunft?).

6. Méchtest du, dass deine netzbasierten Werke in eine 6ffentliche
Sammlung gelangen? MWelche Bedingungen missten dazu aus deiner
Sicht erflillt sein?

Ich wirde es vielmehr begrissen, wenn Institute vermehrt netz-
basierte Arbeiten/Projekte direkt unterstitzen oder/und bei
KuhstlerInhnen direkt in Auftrag geben wirden. Ahnlich wie dies
schon seit langem in den USA oder in England geschieht. In der
Schweiz ist in dieser Hinsicht (leider) noch wenig Bewusstsein
vorhanden.
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EXONEMO

Yae Akaiwa and Kensuke Sembo live and work in Tokyo.
http://www.exonemo.com [83.2818]

1. How significant are online-based projects in your overall arti-
stic production?

Recently our works are not only online-based but most of them
are connected to the web in some way so it’s still a very important
field for us.

2. Where do you present your work (institutions, festivals, web-
sites, etc.)? Which platforms do you use for exchange of informa-
tion? What role do blogs or Internet forums play in the distribu-
tion of your work?

We present our works mainly on the website, gallery, festival
and event. We don’t exchange information by words on blogs or forums
so far, but we post information about our activities on our web-
site and sometimes on SNS community.

3. A musician’s or writer’s income is made up of different sources.
Besides CD or book sales there are opportunities for commissions,
performances, readings or teaching. What portion of your income
are from sales of your works? What other possibilities for earning
money have resulted from your artistic activity so far?

We’ve just started selling artwork so income from the sales are
still poor. We also get artist fee for presenting work but mostly
it’s not enough.

4. To what extent do you consider your digital work as a marketab-
le commodity?

On the game or music scene, buying contents in digital form on-
line has been getting usual but it won’t become the same situation
onh the art scene yet. On the game or music scene, there are plat-
forms like the iTunes Store or the Steaml which can control inten-
sively the process of purchasing data so daily users buy digital
data casually but there is no such a platform like iTS or Steam on

the art scene.

5. Is it important to you to preserve your online-based works per-
manently? Can you ensure maintenance yourself or can/must mainte-
nance be carried out by other qualified personnel?

We want to preserve online-based work but it’s very difficult
individually to keep updating the program in response +to +the
changing platforms. For instance, the Internet Archive2 is a way
for archiving digital work online, but the program-based work can-
not be preserved on such a form. We hope that there is a museum
that keeps all platforms (or emulators) so that old and new online

works can run on them.
1 http://store.steampowered.conm
[63.2818].
2 http://www.archive.org [83.2818].
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6. MWould you like your online-based works to be introduced to a
public collection? In your opinion, what conditions need to be met
for this purpose?

As I mentioned above, to experience online-based work (and also
software work) in the future, museums need to preserve the work
including platform or emulator. Running the software on the same
environment that it was developed on is important. If the old work
is run on a new environment, the expression of the work will be
different.
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THOMAS FEUERSTEIN

geboren 1968, lebt und arbeitet in Wien.
http://de.wikipedia.org/wiki/Thomas_Feuerstein, http://feuerstein.myzel.net
[beide 83.2818]

1. Welchen Stellenwert haben netzbasierte Projekte in deinem ge-
samten kinstlerischen Schaffen?
Dies variiert von Projekt zu Projekt; quantitativ etwa 5%, qua-

litativ im Sinne von Zeitaufwand etc. weit mehr, etwa 30%.

2. Wo présentierst du deine Arbeit (Institutionen, Festivals, In-
ternetseiten, ete.)? Welche Plattformen nutzt du zum Informations-
austausch? Welche Rollen spielen Blogs oder Internetforen fir die
Distribution deiner Arbeit?

Auf Festivals in den 1998er Jahren; da meine Projekte meist in
verschiedenen Medien realisiert werden, in letzter Zeit meist in
«herkémmlichen Ausstellungen» (Galerien, Museen, Kunstvereine..);
zum Teil auf Internetseiten (wobei ich hier zwischen Dokumentati-
ohen und spezifischen Web-Projekten unterscheide).

3. Bei MusikerInnen oder SchriftstellerInnen setzt sich der Ver-
dienst aus verschiedenen Quellen zusammen. Neben Verkd&ufen von
CDs oder Bichern ergeben sich auch Méglichkeiten fur Auftrage,
Auftritte, Lesungen oder Lehrtatigkeiten. Welchen Anteil haben
Verkdufe deiner Werke an deinem Einkommen? Welche anderen Még-
lichkeiten zum Geldverdienen haben sich aus deiner kiinstlerischen
Tatigkeit bisher ergeben?

Bis vor einigen Jahren bildeten EinkiUnfte aus Lehrtdtigkeiten
und Texthonorare die Haupteinnahmequelle. Seit etwa drei Jahren
lebe ich ausschliesslich vom Verkauf meiner kinstlerischen Ar-
beit, wobei digitale Produktionen wenig ins Gewicht fallen.

4. Inwieuweit siehst du deine digitalen Werke als Ware auf dem
Kunstmarkt?

Derzeit sind meine digitalen Arbeiten kaum Teil des Kunst-
markts. In den 1998er Jahren vertrat ich die Ansicht, dass eine
konsequente Marktabstinenz meine kinstlerische Autonomie si-
chert. Da diese Haltung Abhdngigkeiten und fremdbestimmte Ver-
pflichtungen mit sich brachte, bin ich heute fir meine Situation

vom Gegenteil Uberzeugt.

5. Ist es dir wichtig, deine netzbasierten Werke méglichst auf
Dauer zu erhalten? Kannst du die Pflege selber gewdhrleisten oder
muss/kann die Wartung von einer anderen Fachperson geleistet wer-
den?

Die Erhaltung ist mir zum Teil wichtig, insgesamt aber vom je-
weiligen Projekt abhdngig. Die MWartung unterliegt nicht meinem
Diktat, kann von jedem Ubernommen werden.
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6. Méchtest du, dass deine netzbasierten Werke in eine &6ffentliche
Sammlung gelangen? MWelche Bedingungen missten dazu aus deiner
Sicht erfillt sein?

FUr einige Arbeiten wdre dies sinnvoll. Wichtig wdre, dass be-
stimmte Kontexte +transparent gemacht werden - vor allem, wenn

virtuelle Teile eines Projektes mit realen korrespondieren.
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HOLGER FRIESE

geboren 1968, lebt und arbeitet als Kinstler in Berlin.
http://www.antworten.de, http://uwwn.fuenfnullzuei.de [beide 83.26818]

1. Welchen Stellenwert haben netzbasierte Projekte in deinem ge-
samten kinstlerischen Schaffen?

Ein guter Teil meiner Reputation als Kiinstler basiert auf mei-
nen beiden Werken unendlich, fast..3 (1995) und wWW.anhtworten.de4
(1997). Durch die frihe Arbeit im Medium Internet wurde ich zur
documenta X eingeladen und konnte somit meine Ausstellungsvita
mit der Teilnahme an der vielleicht wichtigsten Ausstellung zeit-
gendssischer Kunst beginnen. Die in den Jahren danach folgenden
Ausstellungsteilnahmen und der Status als «net artist» 2083 er-
méglichte es mir, ein Projekt fur den Kunst am Bau-Wettbewerb der
Universitdt Konstanz einzureichen (und nach dem Gewinn des Wett-
bewerbs meine Arbeit the 16bit library (2885) zu realisieren).
Somit haben netzbasierte Werke einen hohen Stellenwert in meinem
kUnstlerischen Schaffen, weil sie flUr mich als «Turoéffner» funkti-
oniert haben. Ich habe mich aber nie als «net artist» gesehen,
sondern immer als zeitgendssischer Kinstler, der unter anderem
mit digitalen Mitteln arbeitet. Exemplarisch hier the 16bit libra-
ry: eine Rauminstallation, die das Internet als integralen Teil
nutzt, aber in der reduzieren Form des HTTP Protokolls.

2. Wo présentierst du deine Arbeit (Institutionen, Festivals, In-
ternetseiten, etc.)? Welche Plattformen nutzt du zum Informations-
austausch? Welche Rollen spielen Blogs oder Internetforen fir die
Distribution deiner Arbeit?

Meine alten Arbeiten wurden einfach ins Netz gestellt und sich
selbst Uberlassen. Ich habe nhicht wirklich Werbung flur die Arbei-
ten betrieben. www.antworten.de war bis 28082 ein Selbstldufer auf-
grund des Domainnamens und unhendlich, fast.. wurde primdr Uber
die documenta X und Uber ein paar Linklisten bekannt. Mit www.in-
meinernaehe.de5 (1999) war das nicht mehr mdéglich. Die reine Live-
Schaltung des Projekts generierte hur noch minimagle Hitzahlen.
Erst durch die Ausstellung der Installation wurde die Arbeit so-
wohl online wie offline wahrgenommen. Aber nun spezifisch zu den
Fragen:

Distribution: Meine Arbeiten werden auf meiner eigenen Home-
page dokumentiert und wenn sich die Gelegenheit ergibt im Rahmen
vonh Ausstellungen, Vortrdgen oder Artikeln prdsentiert.

Plattformen: Ich nutze keine digitalen Plattformen, gibt es die
Uberhaupt? Die Plattform ist, denke ich, immer noch das personli-
che Gesprdch und mit Abstrichen die E-mail Kommunikation.

Blogs und Foren: Aktiv spielen sie inh der Dis-
3 http://www.ljudmila.org/~vuk/
dx/english/surfaces/infinite.htm
da Anregungen und informiere mich Uber technische [83.20818].

tribution keine Rolle. Als Surfer finde ich hier und

Sachverhalte. 4 http://www.antworten.de
[63.2018].

5 http://wuw.inmeinernaehe.de
[83.28168].
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3. Bei MusikerInnen oder SchriftstellerInnen setzt sich der Ver-
dienst aus verschiedenen Quellen zusammen. Neben Verkd&ufen von
CDs oder Bichern ergeben sich auch Méglichkeiten fur Auftrage,
Auftritte, Lesungen oder Lehrtatigkeiten. Welchen Anteil haben
Verkdufe deiner Werke an deinem Einkommen? Welche anderen Még-
lichkeiten zum Geldverdienen haben sich aus deiner kinstlerischen
Tatigkeit bisher ergeben?

Verkdufe: Der Verkauf von Werken macht ca. 18% meines Einkom-
mens aus. Entwurfshonorare, Vortrdge und Lehrtdtigkeiten ca. 30%.
Der Rest wird durch angewandtes Grafik- und Mediendesign bestrit-
ten.

Geldverdienen: In den Jahren 2888-087 war ich als Geschdaftsfih-
rer der FROZEN_BULL artproduction und 2886-88 als Inhaber von
Parts for the Arts als Kunstproduzent tatig. Das System der PI-
XEL_BOX von Angela Bulloch wurde durch mich entwickelt, ich be-
treute etliche andere KinstlerInnen.

4. Inuwieuweit siehst du deine digitalen Werke als Ware auf dem
Kunstmarkt?
Wie jedes andere Kunstuwerk auch. Wenn es einen potenziellen

Kaufer gibt, kann jedes Werk gehandelt werden.

5. Ist es dir wichtig, deine netzbasierten Werke méglichst auf
Dauer zu erhalten?

Dauer: Na, aber sicher doch!

Kannst du die Pflege selber gewdhrleisten oder muss/kann die
Wartung von einer anderen Fachperson geleistet werden?

Meine Arbeiten sind prinzipiell so konzipiert, dass ich sie
selbst pflegen kann (Aushahmen besté&tigen die Regel). Prinzipiell
sollte man als Kinstler nur Werke schaffen, die man auch technisch
durchdringt und somit in der Lage ist sie selbst zu erhalten. Eine
gute Dokumentation hilft hier auch. Nur so am Rande: Hast du das
WWK.antworten.de-Buch?

6. Méchtest du, dass deine netzbasierten Werke in eine 6ffentliche
Sammlung gelangen? MWelche Bedingungen milissten dazu aus deiner
Sicht erflllt sein?

Sammlung: Sicherlich, denn nur eine o6ffentliche Sammlung wird
auf lange Sicht den Erhalt der digitalen Werke gewdhrleisten koén-
nen, und ich habe prinzipiell etwas gegen den secondary market.

Bedingungen: Wirde meine erhdltlichen Arbeiten auf der Grundla-
ge eines modifizierten Siegelaub-Vertrags®é als Schenkung einbrin-
gen.

6 vgl. Kinstler- Verkaufs- und
Rechtsabtretungs-Vertrag,

Seth
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Siegelaub, 1971, abrufbar unter:

http://wuw.nagabundart.eu/resourc-

es/siegelaub-d-a.pdf [83.28168].
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HERVE GRAUMANN

born 1963, lives and works as an artist in Geneva.
http://www.graumann.net [83.20818]

1. What did your first online-based work look like?

I don’t remember exactly, some text work maybe. I also first put
some Director works online, with shockwave.
How significant are online-based projects in your overall artistic
production?
Currently less than before.

2. Where do you present your work (institutions, festivals, websi-
tes, ete.)?

Not really.

Which platforms do you use for exchange of information?

None.

What role do blogs or Internet forums play in the distribution
of your work?

I show my works on my website, some people see them, some of

them contact me.

3. A musician’s or writer’s income is made up of different sources.
Besides CD or book sales there are opportunities for commissions,
performances, readings or teaching. What portion of your income
are from sales of your works?

It depends on the year.. Incomes are nhot in a regular basis in
this field. Sometimes a good portion, sometimes not..

What other possibilities for earning money have resulted from
your artistic activity so far?

I am teaching.

4. To what extent do you consider your digital work as a marketab-
le commodity?

Normally everything can be sold.. So maybe when it is sold I can
consider it as a marketable commodity, otherwise it’s simply a vi-

sible work that can be shared online.

5. Is it important to you to preserve your online-based works per-
manently? Can you ensure maintenance yourself or can/must mainte-
nance be carried out by other qualified personnel?

Yes I do some upgrades sometimes but I can’t afford a specia-
list do to it for me. And for example with Flash, I can’t script in
ActionScript 3, hum..

Shockwave plugin cannot play older works with Intel Macs (maybe
with Rosetta but who restarts the browser under Rosetta?), in my
opinion, they should have built a player so we could still see the
Wworks..
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6. MWould you like your online-based works to be introduced to a
public collection?
Yes, but how?

In your opinion, what conditions need to be met for this pur-
pose?

Interested collectors of such works.



OWNING ONLINE ART ARTIST’S STATEMENTS 148

ESTHER HUNZIKER

geboren 1969, arbeitet als freie Kinstlerin im Bereich neue Medien in Basel.
http://uww.eh-81.ch [63.2818]

1. Wie sah deine erste netzbasierte Arbeit aus?

Mein erstes Online-Projekt war un_focus aus dem Jahr 2881.
«Ein tilgungsloses Palimpsest und andere medienkritische Stu-
cke». un_focus ist eine Art Online-Galerie, eine «intermediale
Galerie der digitalen Installationen» (nach Simanowski), die
zehn Arbeiten beinhaltet.?

Welchen Stellenwert haben netzbasierte Projekte in deinem ge-
samten kiinstlerischen Schaffen?

Ich habe in den letzten Jahren einige Online-Projekte reali-
siert, grosse und kleine Arbeiten. Sie haben einen hohen Stellen-
wert in meinem kinstlerischen schaffen. Das Internet als Platt-

form war eine zeitlang mein Hauptmedium.

2. Wo présentierst du deine Arbeit (Institutionen, Festivals, In-
ternetseiten, ete.)? Welche Plattformen nutzt du zum Informations-
austausch? Welche Rollen spielen Blogs oder Internetforen fir die
Distribution deiner Arbeit?

Vor allem auf Festivals und Internetseiten, auch an Ausstellun-
gen, dies aber eher selten, und wenn, dann sind es meist neue Me-
dien-spezifische Ausstellungen. Der Weg in die <nhormale> Kunstsze-
ne ist mit dem Stempel «Medienkiinstlerin» oder (noch schlimmer)
«Netzklnstlerin» eher schwierig, leider. Ich nutze zur Distribu-
tion praktisch keine Online-Foren oder -Blogs. youtube, myspace,
facebook, twitter, second-life oder was auch immer sind fuUr mich
eher Zeitfressmaschinen der Belanglosigkeiten. Die Suche im Heu-
haufen. Eine Seite mit spezifisch ausgesuchten Links zu einem Thema
oder Online-Ausstellungen sind etwas anderes - hier bin ich froh,

wenn meine Arbeiten verlinkt oder kommentiert werden.

3. Bei MusikerInnen oder SchriftstellerInnen setzt sich der Ver-
dienst aus verschiedenen Quellen zusammen. Neben Verkdufen von
CDs oder Blchern ergeben sich auch Méglichkeiten fur Auftrage,
Auftritte, Lesungen oder Lehrtatigkeiten. Welchen Anteil haben
Verkdufe deiner Werke an deinem Einkommen? Welche anderen Még-
lichkeiten zum Geldverdienen haben sich aus deiner klinstlerischen
Tatigkeit bisher ergeben?

Bis vor kurzem spielten Verkdufe eine sehr geringe Rolle. In
den letzten Monaten habe ich aber gerade drei digitale Werke an
Sammlungen verkauft. Zweimal untitled® als Edition (6-er Auflage)
und einmal un_focus als Unikat. Das Einkommen aus meiner kilnstle-
rischen Tatigkeit ergibt sich vor allem aus Preisen, Projekt- oder

Werkbeitrdgen, oder wie im aktuellen Fall von be-
? http://wuw.refl?.net/unfocus

[683.2016].
sseren 0Online-Projekte der 1letzten Jahre konnte 8 http://wuw.refl?.net’untitled

am-me-up? auch aus einem Auftrag. Alle meine gro-

ich durch 6ffentliche Beitrdge finanzieren. [83.2016].
9 http://wuw.beam-me.net [83.2018].
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4. Tnuieweit siehst du deine digitalen Werke als Ware?

Meine digitalen Werke sehe ich erst dann als Ware, wenn ich
Uberlegungen zum Verkauf anstelle. Ich Uberlege mir hie im vorn-
herein, wie ich die Arbeit verkaufen kénnte und habe bis anhin
auch nie eine digitale Arbeit als Ware hergestellt, ausser be-
ckett0l.5uit18, eine Schrift, die als freier Download zur Verfu-
gung stand und als CD-Edition glnstig zu kaufen war. Ich Uberlege
mir erst seit kurzem, wie ich die digitalen Werke als Ware sehen
und verkaufen kann, zum einen, weil eine Nachfrage da ist, zum an-
deren in Diskussionen mit einer Galerie, die meine Arbeiten ver-
kaufen will.

5. Ist es dir wichtig, deine netzbasierten Werke méglichst auf
Dauer zu erhalten? Kannst du die Pflege selber gewdhrleisten oder
muss /kann die Wartung von einer anderen Fachperson geleistet wer-
den?

Ja, es wdre schon ein Verlust fiUr mich, wenn die Arbeiten ver-
schwinden wirden, weil sie technisch nicht mehr funktionieren. Ich
habe auch alle meine analogen Videos digitalisiert in der Hoff-
nung, dass sie so ldnger Uberleben. Meine Online-Arbeiten habe ich
auch immer wieder neuen Code-Ansprilchen angepasst, so dass sie
auf dem aktuellen Stand sind. Die digitalen Werke sind jedoch kei-
ne Bronzestatuen, und das ist auch gut so.

6. Méchtest du, dass deine netzbasierten Werke in eine &6ffentliche
Sammlung gelangen? MWelche Bedingungen missten dazu aus deiner
Sicht erfillt sein?

Die Grundbedingung, die dazu erflllt werden muss, ist das Ver-
stdéndnis fiUr digitale Werke in den Ankaufsgremien. Angste, Unsi-
cherheiten, Unwissen, Desinteresse etc. missen abgebaut werden.
Die Mediathek Baselland zum Beispiel, die sich neu «Sammlung neue
Medien Baselland» nennt, hat bis anhin keine netzbasierte Arbeit
angekauft. Hier muss zuerst ein Umdenken stattfinden, dass nicht
nur Videos angekauft werden kénnen. Gleichzeitig mlssen aber auch
digitale Werke angeboten werden, Werke mit klaren Offerten. MWas
genau kaufe ich, zu welchen Konditionen, wieso sollte ich es kau-
fen (wenn es auch online 6ffentlich ist), etc. etc.

Es hat mich sehr erstaunt und extrem gefreut, dass Roman Kurz-
meyer die Arbeit un_focus als Original fur die Sammlung Ricola
gekauft hat. Eine Arbeit als Original, zu einem hohen Preis zu
verkaufen ist natirlich spannender adls nhur «glnstige» Editionen

zu verkaufen.

18 http:/Zuuw.refl?.net/
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JODI

Joan Heemskerk (born 1968) and Dirk Paesmans (born 1965) live and work in Dordrecht
(NL).

http://wnwummmwmwm.jodi.org/, http://en.wikipedia.org/uiki/Jdodi_(art_collective) [beide
03.2818]

Von: jodi [jodi@jodi.org]

Gesendet: Sonntag, 8. Marz 20089 13:57
An: Storz Ritschard, Reinhard
Betreff: Re: a question (from Paris)

How long are u still there?

its a nice city--

specially to work on ordinateurs
en plus je parle Frabruxellois;j..
1444

jai fait mon mieux tres vite en bas
bon salut

des PayS BLAh
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1. Hou significant are online-based projects in your overall artistic
production?

i verySsignificant;) ////+ projects=)8 508

2. Where do you present your work (institutions, festivals,

websites, etec.)? Which platforms do you use for exchange of information?
What role do blogs or Internet forums play in the distribution

of your work?

our websites only get 1linked tru other websites (//
onlineisonlineisonline)
(((33.3 its a selflinking growing wwweb)----- linkinglinkinglinking))))
KingLinK8KinLinK®ingLinK®ingLinK&ingLinK&inglLinK8inglLinK8inglLinK®
ingLinK®ingLinK®ingLinK8ingLinK8ingLinKINKyY8LinknhgLinK8ingLinK®inglLinK
8ingLinK®ingLinKINKy8LinkngLinK8ingLinK&ingLinK&ingLinKBingLinKINKy%
LinkngLinK8ingLinK®ingLinK8ingLinKB8ingLinKINKyY&LinkngLinK®ingLinK®
ingLinK®inglLinK®ingLinKINKy8LinkngLinK&ingLinK®ingLinK®ingLinK®
ingLinKINKyY®8LinknhgLinK8ingLinK8ingLinK&ingLinK®ingLinKINKy&LinknglLinK®
ingLinK&inglLinK®ingLinKB8ingLinKINKY&LinkngLinK®ingLinK8ingLinK®inglLinK
8ingLinKINKY&BLinkngLinK®ingLinK@ingLinK&ingLinK&ingLinKINKy8LinknglLinK
8ingLinK8inglLinK®inglLinKBingLinKINKyY&LinkngLinK&ingLinK®inglLinK®
ingLinK®ingLinKINKy8LinkngLinK&ingLinK&ingLinKBingLinK8ingLinKINKy%
LinkngLinK8ingLinK&ingLinK&ingLinKB8ingLinKINKyY&LinkngLinK&inglLinK®
ingLinK8inglLinK®ingLinKINKyY&LinkngLinK@ingLinK&ingLinK&inglLinK®
ingLinKINKyY®8LinknhgLinK8ingLinK8ingLinK&ingLinK®ingLinKINKy&LinknglLinK®
ingLinK®inglLinK®ingLinKB8ingLinKINKyY&LinkngLinK®ingLinK®8ingLinK8inglLinK
8ingLinKINKyYBLinkngLinK8ingLinK8ingLinK&ingLinK&ingLinKINKy&LinkngLinK
8ingLinKBingLinK®ingLinK®ingLinKINKy8LinkngLinK&ingLinK®inglLinK®
ingLinK®ingLinKINKy8LinkngLinK&inglLinK®ingLinKB8ingLinK8ingLinKINKyY%
LinkngLinK8ingLinK&ingLinK&ingLinKB8ingLinKINKyY&LinkngLinK®inglLinK®
ingLinK8inglLinK®ingLinKINKyY&LinkngLinK@ingLinK&ingLinK&inglLinK®
ingLinKINKyY8LinkhgLinK8ingLinK8inglLinK®ingLinK®ingLinKINKy&LinknglLinK®
ingLinK&ingLinK®ingLinK8ingLinKINKyY&LinkngLinK®ingLinK8ingLinK®inglLinK
8ingLinKINKyYBLinkngLinK8ingLinK8ingLinK&ingLinK®ingLinKINKy&LinkngLinK
8ingLinKBingLinK®ingLinK®ingLinKINKySLinkngLinK&ingLinK®inglLinK®
ingLinK®ingLinKINKyY8LinkhgLinK8ingLinK8ingLinK®ingLinK®ingLinKINKy%
LinknhgLinK8ingLinK&inglLinK®ingLinKB8ingLinKINKyY&LinkngLinK®inglLinK®
ingLinK&inglLinK&ingLinKINKy&LinkngLinK&ingLinK&ingLinKBingLinK®
ingLinKINKy8LinkngLinK8ingLinK8ingLinKBingLinK®ingLinKINKy&LinkngLinkK®
ingLinK®inglLinK®ingLinK8ingLinKINKyY&LinkngLinK®ingLinK8inglLinK8inglLinK
8ingLinKINKyYBLinkngLinK8ingLinK8ingLinK&ingLinK®ingLinKINKy&LinknglLinK
8ingLinK&inglLinK&ingLinKBingLinKINKY&LinkngLinK&ingLinKBinglLinK®
ingLinK8inglLinKINKyY&BLinkngLinK8inglLinK®ingLinK®ingLinK®ingLinKINKy%
LinknhgLinK8ingLinK&inglLinK®ingLinKB8ingLinKINKyY&LinkngLinK®inglLinK®
ingLinK&inglLinK®ingLinKINKy&LinkngLinK&ingLinK®ingLinKBingLinK®
ingLinKINKy8LinkngLinK8ingLinK8ingLinKBingLinK®ingLinKINKy&LinkngLinkK®
ingLinK®ingLinK®ingLinK8ingLinKINKyY&LinkngLinK®ingLinK8ingLinK%inglLinK
8ingLinKINKyYBLinkngLinK8ingLinK8ingLinK&ingLinK®ingLinKINKy&LinknglLinK
8ingLinK®inglLinK&ingLinKBingLinKINKY&LinkngLinK&ingLinKBingLinK®
ingLinK8ingLinKINKyY&LinkngLinK®ingLinK®ingLinK&ingLinK®ingLinKINKy%
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LinkngLinK&ingLinK&ingLinKBingLinK8ingLinKINKY&LinkngLinK®ingLinK®
ingLinK8inglLinK8ingLinKINKY&BLinkngLinK®8ingLinK@ingLinK&ingLinK®
ingLinKINKy8LinknhgLinK8ingLinK&inglLinK®ingLinK®8ingLinKINKy&LinknglLinK®
ingLinK8ingLinK&ingLinKBingLinKINKyY&LinkngLinK&ingLinKBingLinK8ingLinK
B8ingLinKINKyY&LinkngLinK@ingLinK8ingLinK&ingLinK&ingLinKINKy8LinkngLinK
BingLinKBingLinK®ingLinK&ingLinKINKy8LinkngLinK&inglLinK®inglLinK®
ingLinK®ingLinKINKy8LinknhgLinK8ingLinK&ingLinK®ingLinKB8ingLinKINKy®%
LinkngLinK&ingLinK&ingLinKBingLinK8ingLinKINKY&LinkngLinK®ingLinK®
ingLinK8ingLinK8ingLinKINKY&LinkngLinKBingLinK@ingLinK&ingLinK®
ingLinKINKy8LinkngLinK8ingLinK&inglLinK®ingLinK®8ingLinKINKy&LinknglLinK®
ingLinK8ingLinK&ingLinK@ingLinKINKyY&LinkngLinK®ingLinK®ingLinK8ingLinK
8ingLinKINKyY&LinkngLinK@ingLinK8ingLinK8ingLinK&ingLinKINKy%LinkngLinK
BingLinKBingLinK®ingLinK&ingLinKINKy8LinkngLinK&inglLinK8inglLinK®
ingLinK®ingLinKINKy8LinkngLinK8ingLinK&inglLinK®ingLinK®8ingLinKINKy®%
LinkngLinK8ingLinK8inglLinK®ingLinK8ingLinKINKy&LinkAHREF="Http://

3. A musician’s or uwriter’s income is made up of different sources.
Besides CD or book sales there are opportunities for
commissions,performances, readings or teaching. What portion of
your income dre from sales of your works? What other possibilities
for earning money have resulted from your artistic activity so far?

810 sales %40 fees commissions etc. 48% grants 108 private;

4. To what extent do you consider your digital work as a marketable
commodity?

180%

5. Is it important to you to preserve your online-based works
permanently? Can you ensure maintenance yourself or can/must
maintenance be carried out by other qualified personnel?

yes we try to preserve (all)
yes we maintain our own sites
(sites which are bought are transferred to buyer account)

no Qualified personnel (website cost 188euly)

6. Would you like your online-based works to be introduced to a
public collection? In your opinion, what conditions need to be met
for this purpose?

what type of pub collection? ///
wuw.lesarchivesdusansculottenouveaubla.bl/8porcrnt/arch/tra/*.
asp?=eng
or tinyurl;=*

the web is the biggest "public collection ever -- it’s digital

street --
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with this type of research you exagerate problemzz, there are ov
course difficulties

for network"artprojects -- but the solution to "support and re:
present
(inside Other sites" "is not agood one.../...

"N?

-- URL "http:/Zuww.xxx.net" is the 8Place %Site%Specific 8Situation
for a webwork

- it is maybe the most powerfull element in "new media" ever

and certainly themost innovating ,

it gives "a digital file" a "unique" Place in the networks %
forever;)=/
to replace play around with these URLs/is not a gBod id -
to maintain them at the samef%Location; VYes!
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BIRGIT KEMPKER

geboren 1956, lebt und arbeitet als Schriftstellerin in Basel.
http://de.wikipedia.org/uiki/Birgit_Kempker, http://uww.xcult.org/kempker
[beide 83.2818]

1. Wie sah deine erste netzbasierte Arbeit aus? Welchen Stellen-
wert haben netzbasierte Projekte in deinem gesamten kiinstleri-
schen Schaffen?

Es war ein animierter Satz, Reinhard Storz hat ihn animiert flr
Xcult. 1l «Wer Satze kennt kennt Tiere.» Das Vernetzen ist souwieso
in der Textarbeit, besonders in meiner, selbstverstdndlich, es
dann explizit zu tun und daran z.B. mit Reinhard zusammen etwas zu
tifteln und in elektronische Zusammenhdnge, die glitzern und flit-

zenh, zu stellen, ist mir arteigen.

2. Wo présentierst du deine Arbeit (Institutionen, Festivals, In-
ternetseiten, etc.)? Welche Plattformen nutzt du zum Informations-
austausch? Welche Rollen spielen Blogs oder Internetforen fir die
Distribution deiner Arbeit?

Das Netz baut seine eigenen Informationstunnel, durch die wer-
de ich manchmal erreicht und erreiche ich, das merke ich daran,
dass ich wieder durchs Netz zurlckerreicht werde. Ich habe dazu
immer noch ein nahezu magisches elektrisches Verhdltnhis und liebe
das. Selbst habe ich diese Tunnel (aus Tré&gheit und besonders aus
technischem Unvermdgen) noch zu wenig benutzt, bin aber dran, und
mir scheint, es ist sehr wichtig, auch im Bereich «Normalbuch» so-
gar, aber auch Hérspielen und Unikatblchern, wie ich sie gerade
mache mit integrierter DVD (Film, Repére), sozusagen autonome Ver-
teil- und Austauschstrategien zu entwickelnh und den Buchhandel,
die Vertreter und das ganze schleppende Kulturvermittlungsbe-
triebsverfahrenungetim zu umgehen, denn dort werden Entscheidun-
gen getroffen (und Geld verdient), die mit den Interessen dieses
Kulturvermittlungsbetriebsverfahrenungetiims zu tun haben. Auto-
ren als Schriftstellerinnen und Schriftsteller sind meiner Erfah-
rung nach oft konservativ (nicht negativ) und die, die nicht vor
die Wand laufen, sondern schén geschmiert mit rutschen im Kunste-
xistenzrummel, haben weniger existeziellen Bedarf, was zu dndern,
jlngere eher und auch andere Méglichkeiten, es gibt viele Aushah-

men.

3. Bei MusikerInnen oder SchriftstellerInnen setzt sich der Ver-
dienst aus verschiedenen Quellen zusammen. Neben Verkd&ufen von
CDs oder Bichern ergeben sich auch Méglichkeiten fur Auftrage,
Auftritte, Lesungen oder Lehrtatigkeiten. Welchen Anteil haben
Verkd&ufe deiner Werke an deinem Einkommen? Welche anderen Még-
lichkeiten zum Geldverdienen haben sich aus deiner kinstlerischen
Tatigkeit bisher ergeben?

Der Verkauf der Werke bringt weniger Geld als sie kosten. Es

sind die Begleitumstdnde, die Geld bringen, Lesungen, Auftrdge,

11 http://uww.xcult.org [83.2018].
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Stipendien, Werkunterstltzungen und in meinem Fall das Unterrich-

ten in Kunstschulen, Workshops, etc.

4. Inuieweit siehst du deine digitalen Werke als MWare?
Austauschware vielleicht, wenn Ware, konkret sehe ich meine

Arbeit als Liebesarbeit, was soll die kosten? Es sollte Liebesga-

ben flUr LiebesarbeiterInnen geben. Sie tun ihr Bestes. Wir tun ihr

Bestes. Aber was ist Ware?

5. Ist es dir wichtig, deine netzbasierten Werke méglichst auf
Dauer zu erhalten? Kannst du die Pflege selber gewdhrleisten oder
muss/kann die Wartung von einer anderen Fachperson geleistet wer-
den?

Ja, diese Fragen um das Erhalten hindern auch, Arbeiten Uber-
haupt erst anzugehen. Die Wartung sollte zu Lebzeiten (in meinem
Fall) unbedingt personenunabhéngig zu bewerkstelligen sein. Wenn
ich tot bin, ist es mir a egal und b haben meine Arbeiten im Netz
etwas mit Austausch unter Lebenden zu tun (bist jetzt, bin gerade
dran, die Erweiterungen davon zu erforschen).

Es gibt aber viel einfachere Fragen, z.B. wie lange bleibt ein
Werk auf dem Server und lohnt es sich Uberhaupt fur kurze Zeit. Da
meine Arbeiten etwas mit Austausch zu tun habe, sollten sie ldnger
dauern kénnen, es gibt auch Grenzen, wie die sphinx auf Xcult,
wenn sie nur noch im Netz existiert und von der ersten Welt keinen
Rickenwind, keine Auftritte, also keine Aufmerksamkeit mehr be-
kommt, fehlt halt Strom in der Sache, trotz Steckdosen.

6. Méchtest du, dass deine netzbasierten Werke in eine &6ffentliche
Sammlunhg gelangen?
Ja.
Welche Bedingungen missten dazu aus deiner Sicht erfillt sein?
Kontakt. Geld und vor allem Interesse an der Arbeit und techni-

sche Pflege.
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MARC LEE

geboren 1969, lebt als freier Kinstler in Zurich.
http://de.wikipedia.org/wiki/Marc_Lee, http://uww.lgol.net [Beide 83.2818]

1. Wie sah deine erste netzbasierte Arbeit aus?

Die erste Arbeit von 1999 hiess nuni2 und ist noch online abruf-
bar.

Welchen Stellenwert haben netzbasierte Projekte in deinem ge-
samten kilinstlerischen Schaffen?

Fast alle meine Arbeiten sind netzbasiert.

2. Wo présentierst du deine Arbeit (Institutionen, Festivals, In-
ternetseiten, ete.)?

Medienkunstausstellungen, z.B. Plug.in Basel, ZKM Karlsruhe,
Media Art Biennale Seoul, Contemporary Art Biennale Sevilla, New
Museum New VYork, Transmediale Berlin, Viper Luzern/Basel, Ars
Electronica Linz, CeC Dehli, Read_Me Festival Moskau und ICC To-
kyo.

Welche Plattformen nutzt du zum Informationsaustausch?

E-mails, Skype, Websites.

Welche Rollen spielen Blogs oder Internetforen fir die Distri-
bution deiner Arbeit?

Ist je nach Arbeit sehr unterschiedlich, z.B. flr die Verbrei-
tung bei Dogmeat.orgil3 und 0-N-N14 spielten Blogs und Foren eine
zentrale Rolle. Bei Loogie.neti5 und Breaking The News16 mehr oder
weniger keine.

3. Bei MusikerInhnen oder SchriftstellerInnen setzt sich der Ver-
dienst aus verschiedenen Quellen zusammen. Neben Verkd&ufen von
CDs oder Bichern ergeben sich auch Méglichkeiten fur Auftrage,
Auftritte, Lesungen oder Lehrtatigkeiten. Welchen Anteil haben
Verkdufe deiner Werke an deinem Einkommen?

Ich habe nhur ein Mal was verkauft.

Welche anderen Moéglichkeiten zum Geldverdienen haben sich aus
deiner kinstlerischen Tatigkeit bisher ergeben?

Vortrdge, LeihgeblUhren, Kinstlerhonorare, Stipendien, Auf-

tragsarbeiten, auch Websites fir Kulturinstitutionen.

4. Inuieweit siehst du deine digitalen Werke als Ware?
Je nach Art der Arbeit. Einige sind vergleichbar mit einer Per-
formance, da sehe ich keine Ware. Andere funktionieren eher wuwie
ein Bild, da wiirde ich den Datentrdger als Ware be-
12 http:/Zuwu.nun.ch/netz.
htm1[83.2818].
beschrieben uwird. 13 http://uwu.lgol.net/index.php/
Main/Dogmeat [83.20818].
14 http://uwu.lgol.net/index.php/
Main/0-N-N [83.2018].
15 http:/Zuwu.lgol.net/index.php/
Ja. Loogie/NetTV [83.2818].
16 http://uww.lgol.net/index.php/
Main/News-Jockey [83.2818].

zeichhen, welcher sich ja auch verdndert, wenn er

5. Ist es dir wichtig, deine netzbasierten Werke
mdéglichst auf Dauer zu erhalten?
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Kannst du die Pflege selber gewdhrleisten oder muss/kann die War-
tung von einer anderen Fachperson geleistet werden?
Die Pflege kann ich selber gewdhrleisten, sie kann aber auch von

einer anderen Person geleistet werden.

6. Méchtest du, dass deine netzbasierten Werke in eine 6ffentliche
Sammlung gelangen?
Ja.
Welche Bedingungen missten dazu aus deiner Sicht erflllt sein?
1. Finanzieller Beitrag
2. Bei Ausstellungen Originaltitel und Autor nennen
3. Wenn die 6ffentliche Sammlung die Arbeit verdndert oder weiter-

entwickelt, ist das okay.
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MARTINE NEDDAM (AKA MOUCHETTE)

lives and works as an artist in Amsterdam
http://www.neddam.info, http://neddam.org, http://mouchette.net [all 83.28108]

1. What did your first online-based work look like? How significant
are online-based projects in your overall artistic production?

My first online-based work looked like the website of a young
girl of 13 years old. In the beginning of the existence of the web,
such a young girl’s website was quite believable. For some viewers
it was seen as art, for others as an Inhternet-phenomenon, with
every different opinion in-between. I was happy with this ambigu-
ity and always maintained my anonymity as the author of the websi-
te.

When I started creating art on the net in 1996, I was already
developed as an artist. I was exhibiting in galleries and museums.
I was using language as raw material for my art, but it took all
kind of forms, objects on wall or in the space, three-dimensional
installations using light and text. I had been creating many large
size public commissions for the public space in different coun-
tries of Europe.

For me, art on the Internet was just in a straight line with
what I had been doing before, I was still using text as my artis-
tic material, I was still creating situations in the public space.
But for the artistic institution, my work disappeared. Internet
art had no existence and no value for the art institutions that
were previously buying, curating or commissioning my work. Besi-
des, I was not using my name anymore, I was hiding behind a virtu-
al character, so even uhen some curators liked the Internet work I
was doing with Mouchette, they usually couldn’t accept to play the
game of the virtual character and conceal the name of the author,
as I wanted and didn’t want to become the accomplice of the iden-

tity creation.

2. Where do you present your work (institutions, festivals, websi-
tes, ete.)? Which platforms do you use for exchange of informati-
on? What role do blogs or Internet forums play in the distribution
of your work?

I present my work mostly on the websites of the virtual charac-
ters.1? I maintain a big database of registered users, they are the
public of my art and I connect with them directly through the web-
pages and the e-mails. Since 1997 and 1998, long before blogs
existed, I started creating interactive pages where the public
could communicate with the virtual characters. This interactive
communication with the public was the form of my art but at the
same time it was the means of distribution. Therefore I played the
role of the museums and art institutions but I was designhing it as
my art. In technical terms I was also desighing customized inter-
faces (with PHP, MySql and Javascript) to structure the exchange

with the public, it was the kind of software that
1?7 http://mouchette.net and

http://davidstill.org [63.2818].
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blogs and forums are made of, but homemade and suited to my artis-
tic needs. To this day I’m still using these interfaces as a part
of the art, maintaining the software and the contact with the pu-
blic as a part of the art.

Festivals and institutions dealing with art on Internet also
existed since the beginning. They contacted me through my websi-
tes and I participated to many festivals and won many prizes, with-
out having to disclose my real life identity. Only the actual work
on Internet mattered, all the communication with the institutions
happened online. These institutions for Internet art were very
significant because they were experimental, they were trying +to
create specific forms of distribution, specific forms of archiving
etc... They were our partners in artistic creation because they
participated in the reflection around a new form of art. They were
short-lived for most of them, they disappeared very quickly, some-
times without leaving any traces, but they were meaningful never-
theless.

Universities, art school and art colleges were (and still are)
very important for the distribution of the work. Professors and
art teachers are very keen on preserving experimental forms of
art, and students are very open to new forms of art that are part
of their actual environment like Internet is, especially when
they can have such a direct and personal contact with the work.
Art education plays a big role in the preservation and distributi-
on of art on Internet.

3. A musician’s or writer’s income is made up of different sources.
Besides CD or book sales there are opportunities for commissions,
performances, readings or teaching. What portion of your income
are from sales of your works? What other possibilities for earning
money have resulted from your artistic activity so far?

I hardly ever sold Internet work, or only once or twice, very
exceptionally. The rest of the income that I derived from my In-
ternet work came from prizes, research grants, lectures and websi-
te presentations (small money), residency honorarium, and excep-
tionally a commission for an Internet work. A strong reputation as
an Internet pioneer added to my credentials and I was invited as a
guest lecturer or professor in universities.

4. To what extent do you consider your digital work as a marketab-
le commodity?

Any work of art, no matter how immaterial it is becomes a mar-
ketable commodity when it enters the art market. I wish my art
would enter the art market one day so as to benefit from that kind
of circulation. I’m glad it was never made as a marketable commo-
dity and I don’t think entering the art market would alter its na-
ture.
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5. Is it important to you to preserve your online-based works per-
manently?

Yes, definitely. I often wonder what would become of my art the
day I die. I wish people would still care for it and wish to keep
it alive.

Can you ensure maintenance yourself or can/must maintenance be
carried out by other qualified personnel?

For the time being, I ensure all the maintenance myself and I’m
the only one who khows how to do it. I wish I will be given the op-
portunity to instruct people how to maintain it so that its 1life
doesn’t totally depend on me.

6. MWould you like your online-based works to be introduced to a
public collection?

Yes, definitely.
In your opinion, what conditions need to be met for this purpose?
That the interactive functions and the dialogue with the online
public would be kept alive and active, that the database of parti-
cipation would be maintained in the same way I do it.

In the context of Archive 20828, virtueel_platformi18 asked Martine
Neddam to write down some of the technical experiences that she
encountered in the years that she has been making Internet art.
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18 http://virtueelplatform.nl/en

[63.2818]
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ERWIN REDL

born 1963 in Austria. He lives and works in New York.
http://www.paramedia.net/, http://wuwn.rhizome.org/profile.php?6858 [both 83.2018]

1. What did your first online-based work look like? How significant
are online-based projects in your overall artistic production?

My first online-based work was a simple text piece using basic
poetic statements which got cut up, mixed and rearranged using
chance operations. It was done in 1997. I did two Internet pieces
that year. The same year I started to work on large-scale light
installations which currently is my main medium.

2. Where do you present your work (institutions, festivals, websi-
tes, etc.)? Which platforms do you use for exchange of informati-
on? What role do blogs or Internet forums play in the distribution
of your work?

The two online-based pieces of mine were completed in 1997. I
haven’t done any additional Internet work since. At this point I
don’t subscribe to blogs or social networking sites.

3. A musician’s or writer’s income is made up of different sources.
Besides CD or book sales there are opportunities for commissions,
performances, readings or teaching. What portion of your income
are from sales of your works? What other possibilities for earning
money have resulted from your artistic activity so far?

The two Internet-based pieces of mine are not a significant
source of income for me. My current media are large-scale light
installations and drawings. The sale of those works is the sole

source of my earnings.

4. To what extent do you consider your digital work as a marketab-
le commodity?

Digital work is definitely marketable but due to the lack of an
«original» or due to the fact that it can be reproduced indefinite-
ly without loss of quality traditional acquisition and collection

strategies might not be adequate.

5. Is it important to you to preserve your online-based works per-
manently? Can you ensure maintenance yourself or can/must mainte-
nance be carried out by other qualified personnel?

I think it is crucial to preserve online-based works permanent-
ly. It is necessary that artists are knhowledgeable about the tech-
nology they use in order to maintain their work. At the same time
museums or ahyone who collects digital work has to have qualified
personnel on staff to maintain digital work. Digital work simply
has to get the same attention from museum conservators as traditi-
onal media like painting, drawing or sculpture.



OWNING ONLINE ART

ARTIST’S STATEMENTS

6. MWould you like your online-based works to be introduced to a
public collection? In your opinion, what conditions need to be met
for this purpose?

My online-based work is already in a public collection. The
condition of course is that it is perfectly maintained in order +to

be presented correctly.

154



OWNING ONLINE ART ARTIST’S STATEMENTS 155

ALAN SONDHEIM

is an artist/thinker and lives in Brooklyn, New York.
http:/Zuww.alansondheim.org, http://en.wikipedia.org/wiki/Alan_Sondheim
[both 83.2018]

1. How significant are online-based projects in your overall arti-
stic production?

Critical - almost all of my work is online-based; my texts ap-
pear online, my images as well. Video is always poor online and I

prefer DVD distribution, or showing in film/video venues.

2. Where do you present your work (institutions, festivals, websi-
tes, ete.)? Which platforms do you use for exchange of informati-
on? What role do blogs or Internet forums play in the distribution
of your work?

I present my work online in Second Life or through my webpage;
I also show at conferences, workshops, and seminars. For platforms
I use largely PC, although if a place has a Mac or Linux, I’m com-
fortable with those. I use e-mail a tremendous amount, as well as
e-mail lists, and work through Linhux for e-mail and scripting. Be-
cause I’m not university or gallery affiliated, I have to fend for
myself in terms of software and hardware, and have used cracked
programs, dalthough I don’t like to. Most of the programs I use are

free such as Second Life, Blender, Gimp, and Linux/Unix scripts.

3. A musician’s or writer’s income is made up of different sources.
Besides CD or book sales there are opportunities for commissions,
performances, readings or teaching. What portion of your income
are from sales of your works? What other possibilities for earning
money have resulted from your artistic activity so far?

I only wish I could sell works! I get paid for teaching or de-
monstrating what I do, but I have nothing for people to collect -
at least now I am too poor to print graphics, for example. Some-
times I get paid for conferences - if I’m asked to pay for a
conference, I can’t go. But I’d say really ho money - maybe five

percent - comes in from my work.

4. To what extent do you consider your digital work as a marketab-
le commodity?

I don’t - I don’t know how to market it. I wish I did - I’d sell
everything. This is difficult given that I’m doing a lot, say, in
Second Life, and who khows how long that will last? I do make vi-
deos and graphics of what I’ve done in Second Life, but they seem

worthless to me.

5. Is it important to you to preserve your online-based works per-
manently? Can you ensure maintenance yourself or can/must mainte-
nhance be carried out by other qualified personnel?
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Yes it’s important but given the need for Second Life, for example
- it’s impossible. A lot of my work is useless - for example my
VRML pieces — I cah do nothing with them.

6. MWould you like your online-based works to be introduced to a
public collection? In your opinion, what conditions need to be met
for this purpose?

At this point, anything at all. Hopefully on more than one
harddrive.

7. Remarks

I wish I did have a way to make money from the work - Azure and
I have pretty much nothing. I did have a consultancy and a grant
last year - the first through the National Science Foundation
(NSF), which is a federal agency, and the second, a grant from the
New York State Council of the Arts (NYSCA) that kept us going -
we’re still living off these. But when these dry up we’re in real
trouble!
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DOMINIK STAUCH

geboren 1968, lebt und arbeitet in Thun.
http://www.stau.ch, http://www.galeriebk.ch/gal/index.php?id=79 [beide 83.2818]

1. Wie sah deine erste netzbasierte Arbeit aus? Welchen Stellen-
wert haben netzbasierte Projekte in deinem gesamten kinstleri-
schen Schaffen?

Meine erste grodssere Arbeit war <!--van doesburg, al held and
rené daniels learn to fly-->19 (2881). Eine interaktive Flash-Ani-
mation. Vorher hatte ich viel mit animierten Gifs experimentiert.
Seither habe ich kleinere und grdéssere Arbeiten realisiert und
auch versucht, Netzarbeiten mit dem 6ffentlichen Raum zu «verlin-
ken».280 Tch fihle mich aber nicht unbedingt als Netzkiinstler. Eher
als Allrounder.

2. Wo présentierst du deine Arbeit (Institutionen, Festivals, In-
ternetseiten, ete.)? Welche Plattformen nutzt du zum Informations-
austausch? Welche Rollen spielen Blogs oder Internetforen fir die
Distribution deiner Arbeit?

{!--van doesburg ...--> konnte ich an der VIPER zeigen. Spdater
auch am Filmfestival in Rotterdam. Das war ganz klar dank der VI-
PER. Mir fdallt diesbezliglich auf, dass viele Kuratoren sich oft im
WWW gar nicht auskennen, Festivals dienen da als Plattform. Meis-
tens platziere ich meine Arbeiten auf meiner Homepage. Internet-
foren und Blogs nutze ich hauptsdchlich, um Informationen zu sam-
meln. FUr meine erste grdssere Museumsausstellung (2885 im Museum
Liner, Appenzell) entwickelte ich ein Netzprojekt, welches vom Mu-
seum Liner und Sitemapping?l finanziert wurde (WwW.colouritbeauti-
ful.net). Es war ein Versuch, die virtuelle Welt mit dem Museum zu
«verlinken».

3. Bei MusikerInhnen oder SchriftstellerInnen setzt sich der Ver-
dienst aus verschiedenen Quellen zusammen. Neben Verkd&ufen von
CDs oder Bichern ergeben sich auch Méglichkeiten fur Auftrage,
Auftritte, Lesungen oder Lehrtatigkeiten. Welchen Anteil haben
Verkdufe deiner Werke an deinem Einkommen? Welche anderen Még-
lichkeiten zum Geldverdienen haben sich aus deiner kinstlerischen
Tatigkeit bisher ergeben?

Mein Galerist verkauft ab und zu Arbeiten, das schwankt sehr.
Im letzten Jahr hatte ich ein Berlin-Stipendium, eine Ausstellung
im Kunsthaus Grenchen und Ulberraschend gut verkauft. Mit Wettbe-
werben, Grafikeditionen, Kunst am Bau konnte ich mich bisher Uber
Wasser halten. Wenn nétig mach ich auch mal einen Grafikauftrag. Es

ist ein Seiltanz.

4. Inwieweit siehst du deine digitalen Werke als
19 http://www.xcult.org/airport/

index.html [83.2818].
Netzarbeiten habe ich noch nie verkauft. Aber 208 z.B. http://mysouvenir.ch/

Ware?

aus Netzarbeiten haben sich schon verkdufliche Ar- [63.2818].
21 http://uww.bak.admin.ch/themen/

kulturfoerderung/88476/ [83.20818].
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beiten entwickelt. Eigentlich sind Netzarbeiten ja Werke im Of-
fentlichen Raum. So gesehen gehéren sie bereits der Offentlich-
keit.

5. Ist es dir wichtig, deine netzbasierten Werke méglichst auf
Dauer zu erhalten? Kannst du die Pflege selber gewdhrleisten oder
muss/kann die Wartung von einer anderen Fachperson geleistet wer-
den?

Ich arbeite eigentlich lieber an neuen Projekten, anstatt mich
mit schon Realisiertem herum zu schlagen. Momentan Uberlege ich
mir, ob ich - dhnlich wie Softwarefirmen - ein Projekt lUberarbeiten
soll. Aus Rock’n’Roll is Dead wilirde dann Rock’n’Roll is Dead 2.8.
Rock’n’Roll is Dead hab ich vor Uber einem Jahr vom Netz genommen.
Es schien mir technisch veraltet. Ein Problem ist, dass im WWKW
Neues sehr schnell alt aussieht. Die technischen Entwicklungen
gehen schnell voran. Das setzt voraus, dass du die Programmier-
sprachen studierst. In der freien Wirtschaft werden Unsummen fur
perfekt funktionierende Webauftritte ausgegeben, da kann meine
Kunst nicht mithalten. Manchmal missen Projektideen zur Seite ge-
legt werden, weil ich es mir hicht leisten kann, diese von Dritt-

personen ausfihren zu lassen.

6. Méchtest du, dass deine netzbasierten Werke in eine 6ffentliche
Sammlung gelangen? MWelche Bedingungen milissten dazu aus deiner
Sicht erflllt sein?

Das wdre doch ganz schon.. Netzbasierte Arbeiten werden aber
auf dem Kunstmarkt nicht gleichwertig behandelt wie Bilder, Skulp-
turen oder Videos. Als Beispiel wieder das Museum Liner: Nach ei-
nem Direktionswechsel wurde ich vom Sekretariat telefonisch ange-
fragt, ob es einen Grund gdbe mein Projekt weiterhin online zu
behalten. Als ich antwortete, das Projekt sei doch nhoch nicht ab-
geschlossen, gab man mir noch ein Jahr. In der Zuwischenzeit ist
WWW.colouritbeautiful.net nicht mehr online. Das Museum hatte zwar
das Projekt finanziert, sich aber nie fUlr Resultate interessiert.
Der Server wurde vor Abschluss des Projekts geklindigt, der Inhalt
wurde vermutlich geldscht. Ich wurde nie darUber informiert. Das

sagt eigentlich schon alles.
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MONICA STUDER UND CHRISTOPH VAN DEN BERG

Monica Studer (geb. 1968) und Christoph van den Berg (geb. 1962) leben in Basel.
http://www.vuedesalpes.com, http://www.xcult.org/stuvdb [Beide 83.28168]

1. Wie sah eure erste netzbasierte Arbeit aus? Welchen Stellen-
wert haben netzbasierte Projekte in eurem gesamten kinstlerischen
Schaffen?

Unsere erste netzbasierte Arbeit bestand darin, eine HTML-Datei
vonh Server zu Server zu schicken. Die Datei zeigte immer jeuweils
ein Bild des Servers, auf dem sie gerade untergebracht war. Das
suchen der ndchsten Etappe oblag dem Betreiber des aktuellen Ser-
vers. Ein Link wies auf die vorherige Station, sodass sich eine
Kette ergeben sollte (leider unternahm das Projekt keine allzu
weiten Schritte, und der angestrebte Vernetzungs-Effekt unter-
blieb bis auf weiteres).

Netzbasierte Arbeiten sind flr uns teilweise wichtig, teilwei-
se funktionieren die Arbeiten nicht ohne das Netz. Ein Kern unse-
rer Arbeit, die Website des Hotel Vue des Alpes22, ist flr diese
Werkgruppe unverzichtbar, denn sie stellt das Buchungssystem und
mithin das physische Funktionieren des Projektes. Zurzeit sind
wir allerdings weniger an den Eigenschaften des Netzes als Kunst-
ort interessiert als in den letzten Jahren: Die phdnomenischen
Eckpunkte des Netzes sind im grossen Ganzen abgesteckt, die Ndgel
sind eingeschlagen und die Claims verteilt. Der Ruf «Go west»,
nein, «Go nhet» als Schlachtruf der Aufbruchsstimmung ist ver-
hallt, das unbekannte Terrain vague, inh das wir als Pioniere vor-
stossen wollten, hat zum Wohnzimmer des +twitter-Universums mu-
tiert. Allerdings sind grosse Teile unserer Arbeit vollkommen
unabhdngig vom Netz und prdsentieren sich teilweise als physische
Installationen oder Projektionen mit digitalen Elementen, teil-
weise als grossformatige Drucke als reines Resultat der Beschdaf-

tigung mit dem Digitalen.

2. Wo préasentiert ihr eure Arbeit (Institutionen, Festivals, In-
ternetseiten, etec.)? Welche Plattformen nutzt ihr zum Informati-
onsaustausch? Welche Rollen spielen Blogs oder Internetforen flr
die Distribution eurer Arbeit?

Da seit 19908 unser hauptsdchliches Arbeitsinstrument der Com-
puter ist, hat uns Reinhard Storz 1995/96 angefragt, ob wir Inte-
resse hatten, eine netzbasierte Arbeit fur Xcult zu machen. Er bot
Plattform, Speicherplatz und Support an. Da uns zu dieser Zeit

eine inhaltliche Auseinandersetzung mit dem Inter-

22 http://uwu.vuedesalpes.com

- [63.2018].

Arbeit im Netz. Uber diese ersten Arbeiten auf Xcult 23 http://uww.xcult.org/ateliers/

net zu interessieren begann, entstand so die erste

ist der intensive Austausch mit Reinhard Storz ramshow/issue28/show/index_neu.
html [03.2018].
24 http://www.xcult.org/kollekt/
index_shrink.html [83.20818].
fit24, 56kTV Bastard Channel25 und beam me up26 ge- 25 http://www.56k-bastard.tv
mindet hat. [e3.2016].
26 http://uww.beam-me.net
[63.2018].

entstanden, der in die Konzeptarbeit zu den kolla-
borativen Internet-Projekten RAM-Show23, shrink to
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Abgesehen von Xecult und der eigenen Site des Vue des Alpes-Projek-
tes prdsentieren wir unsere Arbeit heute Uberuwiegend im Kontext
von Museums-Inhstitutionen und Ausstellungsorten, die nicht in
erster Linie dem Digitalen oder Neuen Medien verpflichtet sind
(<analoge> Institutionen). Festivals und das Internet machen einen
sehr kleinen Teil der Prdsentationen aus. Plattformen zum Aus-
tausch von Informationen nutzen wir eigentlich nur in technisch/
informatischen Belangen, ansonsten fliesst die Information aus den
Plattformen nur in eine Richtung.

Wie sich gezeigt hat, sind Blogs und Internetforen fur das Ver-
breiten der eigenen Arbeit im Kontext der analogen Institutionen
nur sehr bedingt von Nutzen. Der Lowenanteil der Kontakte fur die
Distribution entsteht durch unsere Ausstellungen und Print-Publi-
kationen, durch Mund-zu-Mund-Propaganda im Vermittlernetz. Das
Internet ist hier eigentlich nur Trdger flr zusatzliche Informa-
tion und fur Bild- und Textmaterial.

Dort, wo es gilt, Spezialisten flUr digitale Kunst zu erreichen,
ist freilich die Prdsenz im Netz das erste Mittel der Wahl. Aller-
dings gilt auch hier, was im Analogen gilt: Ebenso wenig, wie es
Sinn macht, mit der Mappe unter dem Arm hausieren zu gehen, kann
man die Personen, die man erreichen will, mit Links und Spam zur
eigenen Arbeit drdngen.

3. Bei MusikerInnen oder SchriftstellerInnen setzt sich der Ver-
dienst aus verschiedenen Quellen zusammen. Neben Verkd&ufen von
CDs oder Bichern ergeben sich auch Méglichkeiten fur Auftrage,
Auftritte, Lesungen oder Lehrtatigkeiten. Welchen Anteil haben
Verkdufe eurer Werke an eurem Einkommen? Welche anderen Méglich-
keiten zum Geldverdienen haben sich aus eurer kilnstlerischen Ta-
tigkeit bisher ergeben?

Wir leben seit ca. sechs Jahren Uberuwiegend vom Verkauf unserer
Arbeiten durch eine kommerzielle Kunstgalerie. Das sind zum gros-
sen Teil digitale Drucke, aber auch installative Arbeiten werden
angekauft. Einen Anteil von etwa 18% verdienen wir mit Vortrdgen,
Workshops und Lehrtdtigkeit. Sollte sich im Schlepptau der <Fi-
nanzkrise> der Verkauf zurilckentwickelh, mlssen wir unter Umstdn-
den wieder im kommerziellen Sektor digital handuerken, uwie es
vorher der Fall war, oder uns um staatliche oder private Férder-
gelder bewerben.

4. Tnuieweit sehr ihr eure digitalen Werke als Ware?

Wir haben kein Problem damit, die Resultate kinstlerischer Ar-
beit grundsdtzlich als Ware oder Dienstleistung zu sehen, seien
sie digital oder nicht; Ware in dem Sinn, dass es sich durchaus um
verkdufliche Werke handelt. Wie bei jedem Verkauf lohnt es sich al-
lerdings, sich jeweils Gedanken zu machen Uber Implikationen und
Folgen des Handels, und dort, wo sich wegen der Neuheit des Medi-
ums anerkannte Bedingungen des Verkaufes noch nicht allgemein
durchgesetzt haben, Regelnh oder Richtlinien zu bestimmen.

Es ist auch so, dass die Kunden der Galerie, die mit diesen Wer-
ken handelt, eine gewisse Stabilitdt durch das Aufstellen von ein-
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deutigen Regeln schdatzen: Sie gibt ihnen einen Vergleichsrahmen
und einen Massstab, denn meist fehlt bei den neuen Arbeiten eine
kunstmarktbezogene Einordnung durch Experten. Ist die Frage nach
den konservatorischen Belangen und dem Unterhalt einer Arbeit of-
fen oder unklar, sind nicht alle potenziellen Sammler bereit,

selbst aktiv an diesen Punkten mitzudenken.

5. Ist es euch uwichtig, eure netzbasierten Werke méglichst auf
Dauer zu erhalten? Kénnt ihr die Pflege selber geuwdhrleisten oder
muss/kann die Wartung von einer anderen Fachperson geleistet wer-
den?

Wir finden es wichtig, dass auch im Netz eine Geschichte und
Chronologie der klUnstlerischen Netzarbeiten ablesbar ist. Heute
- 2889 - sind durch die Entuwicklungen der Technologie und der
schnelleren Ubertragungsgeschwindigkeit andere Arbeiten méglich
als vor zehn Jahren, und das wird nur ersichtlich, wenn die Dino-
saurier der Netzkunst funktionsfdhig online bleiben kénnen. Dies
gilt auch fur Arbeiten wie 365 Vasen, die auf ein Jahr beschrdnkt
war, jedoch als Konzept, das auf der Site nachlesbar ist, immer
noch GuUltigkeit hat. Still Life Take Away2? ist in der Dauer nicht
limitiert, jedoch seit einiger Zeit nicht mehr im Fokus unserer
Auseinandersetzung, sodass wir keine still life-Bestellungen mehr
entgegen nhehmen. Der Shop kénnte jedoch sofort wieder aktiviert
werden. Auch hier werden auf der Site Konzept und Gestaltung er-
sichtlich, auch wenn sich das Projekt zurzeit rein dokumentarisch
darstellt.

Bei weiteren Arbeiten, die ohne Interaktion zwischen Publikum
und uns funktionieren, sollte der Code immer wieder an den aktuell
gultigen technischen Standard angepasst werden, es fehlt uns je-
doch die Zeit flUr die Pflege. Die Anpassunhgen kénnten von einer
Fachperson vorgenommen werden, aber wir tendieren dazu, eher Zeit
und Geld in neue Arbeiten zu investieren als in die Restauration,
und nehmen so in Kauf, dass dltere Arbeiten leider nhicht mehr
vollumfdnglich funktionieren.
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Die konservatorische Pflege fur ein Projekt zu
externalisieren wirde generell bedeuten, eine voll-
umfdngliche, maschinenunabhdngige Beschreibunhg zu
erstellen, die auch noch in Jahren von einer Fach-
person technisch umgesetzt und auf einem entspre-
chenden Anzeigegerdt zur Prdsentation gebracht
werden kann. Nur: es ist gerade die kontextuelle
Abh&ngigkeit von technischen Gegebenheiten (oder
auch das thematische Zusammenspiel mit ihnen), die
den Kern gewisser Arbeiten ausmacht. Spdtere Verof-
fentlichungen eines digitalen Werkes werden daher
fast zwingend den Charakter von Emulationen frihe-
rer Maschinen haben missen, und es macht Spass sich
vorzustellen, wie sich im kUnftigen Verlauf der
Prdsentationspraxis das Ringen um Authentizitdat zu
einer Art «historically informed performance»28 fir

Netzkunst entwickeln wird.

2?7 http://uwu.digital-art-collec-
tion.net/collection/_arbeiten/svb.
html [03.2818].

28 http://de.wikipedia.org/wiki/
Historische_Aufflihrungspraxis:
«Historische Aufflihrungspraxis,
auch <historisch informierte
Auffihrungspraxis>, nennt man die
Bemlhung, die Musik vergangener
Epochen mit authentischem Instru-
mentarium, historischer
Spieltechnik und im Wissen um die
kinstlerischen Gestaltungsmittel
der jeweiligen Zeit wiederzu-
geben. Urspringlich bezog sich der
Begriff auf die Alte Musik, auf
die Interpretation der vor etwa
1838 entstandenen Werke. In den
letzten Jahrzehnten beschaftigt
sich die Historische Auffihrungs-
praxis zunehmend mit Werken der
Romantik und Spdatromantik und des
frihen 28. Jahrhunderts.» [83.2818].
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6. Méchtet ihr, dass eure netzbasierten Werke in eine &6ffentliche
Sammlung gelangen? Welche Bedingungen missten dazu aus eurer
Sicht erfillt sein?

Offentliche wie private Sammlungen sind uns willkommenh. In ers-
ter Linie muUsste unserer Ansicht nach die Zugdnglichkeit und Ver-
linkbarkeit gewdhrleistet sein. Denkbar wdre beispielsweise eine
Verlinkung Uber eine Institutions- oder Sammlungsseite, um da-
durch Besitz oder Engagement der jeweiligen Sammlung sichtbar zu

machen.

Unsere Erfahrung mit dem Verkauf von Online-Arbeiten ist gering:
Aus Vue des Alpes wurde 2808 das Hotel als digitale Immobilie vom
Kunstkredit Basel-Stadt gekauft. Als symbolisches Pfand sind sie
im Besitz eines Architekturmodelles des Hotels. Wir sind, streng
genommen, hur nhoch die Pdchter. 29

Das Kunsthaus Aarau hat frih schon einen grésseren Komplex von
Prints aus Vue des Alpes eruworben, damit der Zusammenhang mit dem
zentralen Internetprojekt verstanden werden kann, haben wir dem
Museum eine Leihgabe der Offline-Version zur Verfligung gestellt.

Eine weitere Strategie bedient sich des Printmediums: Fur FRAC
Alsace haben wir ein Faltblatt (dépliant touristique3d) gestaltet,
das die Website von Vue des Alpes beuirbt, und das die von der
Sammlung erworbenen Prints eindeutig mit dem Internet-Projekt in
Zusammenhhang bringt.

Anfragen zum direkten Eruwerb einer Internetarbeit sind bis jetzt
ausgeblieben. Hauptsdchlich werden von unserem Galeristen Prints
verkauft. Von den installativen/digitalen Arbeiten wurde vom
Kunstmuseum Solothurn Wiese und von einem Sammlerpaar die Gleis-
senhorn Livecam erworben.

Dass hoch sehr zurilckhaltend angekauft wird, hat bestimmt auch
damit zu +tun, dass es nhoch wenige spezialisierte Hdndler und
Richtlinien flr digitale Arbeiten gibt (s.o.). Seit kurzem ist je-
doch zu beobachten, dass viele Galerien neu KinstlerInnen in ihr
Programm aufnehmen, die mit digitalen Medien arbeiten.
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29 Aufmerksame Besucher des digi-

talen Hotels werden auf der rechten

Seite des Hoteleinganges eine

Plakette finden, auf der der Ankauf

festgehalten ist.

30 Collection FRAC Alsace, 2085:

http://frac-alsace.videomuseum.fr/

Navigart/index.php?db=fracalu&qgs=1

[63.2818].
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YOUNG-HAE CHANG HEAVY INDUSTRIES

Marc Voge and Young-hae Chang live and work in Seoul.
http://wwuw.yhchang.com,
http://en.uikipedia.org/wiki/Young-Hae_Chang_Heavy_Industries [both 83.2818]

1. How significant are online-based projects in your overall arti-
stic production?

Extremely significant. That’s what we’re all about.

2. Where do you present your work (institutions, festivals, websi-
tes, etc.)? Which platforms do you use for exchange of informati-
on? What role do blogs or Internet forums play in the distribution
of your work?

We present our work both online and offlinhe, and exploit both
networks for exchanging information. Many blogs and forums link
to our work, and we’re pleased and fascinated with how the Web has

made us who we are.

3. A musician’s or writer’s income is made up of different sources.
Besides CD or book sales there are opportunities for commissions,
performances, readings or teaching. What portion of your income
are from sales of your works? What other possibilities for earning
money have resulted from your artistic activity so far?

We make almost all our income from sales and commissions - such
as the one for 56K Bastard Channel which you were so kind to offer
us - of our work. We also receive some speakinhg honorariums and
screening fees.

4. To what extent do you consider your digital work as a marketab-
le commodity?

To an overwhelming extent. We tell institutional collectors
that they can present our work like a painting or a sculpture. We
tell potential private collectors that they can hang our work over

their sofas at home and in their office.

5. Is it important to you to preserve your online-based works per-
manently? Can you ensure maintenance yourself or can/must mainte-
nance be carried out by other qualified personnel?

Yes, we like to think our work can be eternal, or at least here
and there, on- and offline, until we’re no longer around to care
for it or about it. We maintain it ourselves but wouldn’t mind if

someohe else did it for us.

6. Would you like your online-based works to be introduced to a
public collection? In your opinion, what conditions need to be met
for this purpose?

Some of our works are in public collections already. We nho lon-
ger have much control over these works, but even if we did, we

wouldn’t know a sure-fire way to conserve them any better than what
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the collectors are already doing. More than other art genres, new
media is constantly evolving. This means that there is much impro-
visation when it comes to artists and collectors figuring out how
to conserve artworks. There are very few if any enduring stan-
dards. We willingly admit this to collectors and invite them +to

collaborate with us in this ongoing and evolving process.

7. Remarks

Your survey and questions are important for us and, we think,
for other new media artists, as well as for art professionals.
Thank you for undertaking your research and inviting us to contri-
bute our opinion. If we can be of any further help to you, please

don’t hesitate to contact us. Best of luck with your project.

This text is part of the publication Owning Online Art - On the Sale and
Ownership of Web-based Works of Art, edited by Markus Schwander and Reinhard Storz.
UAS Northuestern Switzerland, Academy of Art and Design. Basel, 2818

164









ACKNOWLEDGMENTS

We would like to thank the following persons for their
assistance: Annina Zimmermann for her dedication during the
project submission process, Jan Torpus, Rod Galantay,

Martin Wiedmer (IDK), Daniel Zehntner and Janine Graf (KTI) for
their kind advice, Florence Zumbihl for administration,

Isabel Zircher and Nicole Boillat for their special effort,
Alois Martin Miller for his support of the publication,

Beat von Wartburg (CMS), Claus Donau (CMV), Urs Staub (BAK) and
Raphael Rogenmoser (Migros Kulturprozent) for discussions and
support, Barbara Basting for explanatory notes, Peter Blduer,
Beat Brogle, Verena Formanek, Johannes Gfeller, Birgit Kempker,
Stephan Kunz, Nicolas Krupp, Marc Lee, Christoph Lichtin,
Pierre-André Lienhard, Chantal Molleur, Irene Miller,

André Rogger, Beatrix Ruf, Cornelia Sollfrank, Gilli and

Diego Stampa, Monica Studer and Christoph van den Berg,
Christoph Végele for talks and information, all artists that
have filled out our questionnaire and the entire research

team for their good work.

IMPRINT

OWNING ONLINE ART - SELLING AND COLLECTING NETBASED ARTWORKS
Editors: Markus Schuwander, Reinhard Storz

Translations: Aileen Derieg, Jean-Marie Clarke, Tolinhgo Hamburg
Editing: Isabel Zircher

Design: Nicole Boillat (Edit-gestaltet)

FHNW, Basel, 2818

The research project Owning Online Art - Study for a Netart Gallery of the UAS
Northwestern Switzerland, Academy of Art and Design was funded by the Kommission fur
Technologie und Innovation (KTI).

This publication was supported by the UAS Northwestern Switzerland, Academy of

Art and Design, the Christoph Merian Foundation und the Migros Kulturprozent.

CONTACT

Reinhard Storz

Oetlingerstrasse 18

CH-4857 Basel

Reinhard Storz: reinhard.storz@digital-art-collection.net
Markus Schwander: ms@markusschuander.com

Web: http://uww.ocoart.ch






