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four p lﬂiﬂnner@a{mble instruments and sound making objects.
Each peggformer has a pack of these cards with which he 1s famil-
1ar. He'has decided before hand what to do with each card. (Each

card 1s given apgmximately three minutes of performance). The
on a wall or screen so that the images are very

Fack isTErﬂ_] ecte all ¢ :
arge. The performance 1s eighteen minutes. The cards are
shuffled by each performer at the beginning.
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ALISON KNOWLES

in Scenarios ed. by Richard Kostelanetz
Shuffling piece , 1960
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Listen to the people walking on the floor above you.
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Avant-garde Performance

BOX 1.3 SOME KEY FEATURES OF AVANT-GARDE ART

. Being against the autonomous status of art in bourgeois soci-
ety: art should not be a sanctuary separate from the everyday
business of politics and economics and should not offer any
illusion of wholesomeness, ideal beauty, redemption,
contemplation and edification.

. Favouring a merging of art and life: instead of being restricted
to operating within the established cultural institutions, art
should engage with a new life praxis and organize everyday
existence according to creative principles.

. Negotiating a position between the paradoxes of art and anti-
art, autonomy and intervention. There exists a double bind
between revolt against art and a creative engagement with it,
between establishing a critical distance from society and
overcoming the artist's detachment from society.

. Changing the established cultural and political order by
means of shock, provocation, disturbance, intervention etc.,
calling into question the habitual communication structures
and discourses, and rejecting aesthetic canons, conventions
and precepts.

. A crisis of language: questioning the referential and commu-
nicative functions of art and revealing verbal and visual
language to be a construction or artifice determined by social
context and artistic intention. Form reflects on itself, its codes,
referential status and signifying power.

. A crisis of representation: artists opposing the concept of art
as a mirror held up to nature and the organic and closed
concept of art. ‘An object has not one absolute form - it has
many; it has as many as there are planes in the region of
perception.”®® New techniques of fragmentation, collage and
montage; multi-focal perspective, simultaneity, discontinuity;
juxtaposition of material; disjointed discourses rather than
linear renderings.

. Self-reflexivity: the work of art is not a mimetic copy of an
objective reality but an expression of the artist's conscious-
ness of that reality. These mental filters are foregrounded in
the portrayal and enhance the audience’'s awareness of the
artificiality of the construction.

- A crisis of individuality: disintegration of the organic, coher-
ent, integrated subject (Rimbaud's ‘Je est un autre’®). Not
only reality has lost its coherent structure, but also the observ-

Genesis of Modernity and of the Avant-garde

21

, subject. Perception is a stream of experiences and sensa-
tions. There is an emphasis on subjectivity in the production
and reception process, placing the spectators at the centre of
work and forcing them to take an active role in the
aesthetic experience.

« The audience as co-producer: instead of existing in splendid

isolation from the work of art and taking an objective,
“distanced stance towards its presentation, the spectator has
to re-synthesize the fragmented reality exhibited in the
artwork through an active engagement with its form and
content.

+ New Utopianism. A futurist refashioning of the world on a

changed basis. Constructivist ideas of a human and industrial
- future. A positive attitude towards the liberating potential of
technology. The machine as a metaphor of creativity and
- progress.
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BOX 4.3: SOME KEY CHARACTERISTICS OF FLUXUS

.

rcial inten ;i_ﬂﬂ- behind them and they play no role on
Fluxus is opposed to the illusionistic character of copyg al art market and in the theatre industry.
tional art, the metaphysical underpinnings of abstract art

subjectivity of Expressionism. t is humorous and playful, uses gags, jokes, irony

ents of satire. It ridicules academic art and cultural
and allows the performer to have a pleasurable

Fluxus locates art in the concrete, lived world and fosters - .
Bl ) m:g. on stage.

active, creative engagement with everyday existence,

aspires to an utmost realism (anti-art or non-art), and becays

of its simplicity and minimalism stands in contrast to the time
consuming and material-intensive Happenings. ~48

can take a provocative stance designed to shock
Anarchical destructiveness (e.g. smashing a
J a piano to pieces) is a tactical strategy to
sctations, but also to suggest alternatives to

'. * E: i—hailuwed status quo of art.
'ﬂi&tmcﬁun between art and life, the conven-

ndaries between different arts are untenable.

It opens up the mind to an appreciation of reality through it
enactment, participates in the flux of life without fu||'j'"
predetermined goals, and explores the nature of existence by
treating all experiences as having essentially the same value.

Fluxus art is produced without emotional involvement ar
the intervention of the conscious mind, and demands fro
the performer an attitude of uninvolved detachment.

srmances compel spectators and performers to
ir attitude towards reality, redirect their attention
ceted aspects of quotidian life, and revise their
The Fluxus artist embraces reality with an open, 1{3 5 of | iﬂﬂ. This is to produce new patterns of
mind and experiences it as situationally determined sur and alternative social practices.

Improvisation is a key trait of creativity. . B .5 oorformances do: not rely on &
Fluxus seeks to destroy the élitism and exclusiveness of RIGE hnical apparatus. Props are minimal and can be
Art and aims at a democratization of the production anc ;

consumption of art. It opposes the concept of the artist as @
separate category from the rest of the population. Everybody

is an artist.

Fluxus dismantles the ego of the artist and the ideology T BE
artist as genius. The use of chance methods reduces
author’s influence on form and content and allows the WOTKE
art to make itself (automorphism). :

ne performance to the next, or can be acquired
al cost at the venue. The only exceptions are musical
tions that require specific instruments.

of organizing a Fluxus performance is minimal.

o

an be jvanm any hall that is available at no cost

vimal rent. Participants do not receive any remuner-
usually have to pay for their own incidental
uch as transport and accommodation.

Fluxus pieces are simple, natural, unpretentious -
produce. They do not require training, skills or L
rience. The scores are short and describe Stralgitets
tasks, which just about anyone, especially non-artists 5_';; s
nary people, can perform. They debunk the Dﬂﬂl_dﬂﬂta-“-
of perfection. Personal variations are idiosyncratic aceiCh

that do not interfere with the substantive intantianﬁ'af"_.'
Fluxus pieces are ephemeral and can only be l}
the here and now. They are not made for posterity; TS

at the WDR Studio for Electronic Music. and became
ved with Mary Baucrmeister’s Studio. Like many of the artists of this
| =l=|.= - Was deeply impressed by the first major Dada exhibition held
1€ War (5 September to 19 October 1958, Diisseldorf Kunsthalle) and
10 give performances in a similar vein.®” In 1961, he met George
185 and became a key member of the European Fluxus group. In the
ng ars his main interest shifted towards electronic media and he
iave _given up performing altogether had he not mel Charloue
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-H' f the body 1n the performances discussed below could be very
depending on whether the artist was male or female: *While male
ts ﬂom this period tended to project themselves outward, acring
articipants and audience members as if to prove their self-suffi-
Jel:ts their female colleagues tended to explore their imma-
.zmntmgﬂnw on others.”” In this chapter I have chosen artists
__.either camp. My focus is predominantly on the 1970s and on
; ing as live performers. However, as other media are also of rele-
ir discussion here, 1 should like to refer the reader to some of the
s discussed in Chapter 6, and to performances in cyberspace,
{Ihapter 7.
Wﬂl notice that in this chapter | have given preference to work
_- ather than male artists. This is not intended to deprecate the work
Shris Burden, Dennis Oppenheim, or Paul McCarthy, but rather to
e fact that in this period some of the most important contribu-
made by women artists. As it happened, Body Art was also prac-
many second- and third-rate artists, whose derivative, self-indulgent
] w creations could give the whole genre a bad name. Because Body
BOX5.1: SOME COMMON THEMES AND APPROACHES. | ".f:;.--.n ance Art in general, did not demand professional skills, as
BODY ART - "1 or example. for circus acts or stand-up comedy, people could get
ith a great deal of half-baked ideas and underdeveloped presenta-
A\S Marina Abramovi¢ once scathingly remarked: ‘All the bad
s became the bad painters of the early '80s. It was incredible how
'__-_7'-= ormances there were in the "70s."®
? 2afing through festival programmes and collective volumes of
i, one is struck by the profusion of naimes that have gracefully
to h\rmn. But also, and much in contrast to the Modernist period,
not fail to notice the large number of women artists. Performance
"'-_:* up a great chance to express concerns for which theatre and the
» had not previr.msiy offered many opportunities. Much of this work
it of the women's movement and served many useful functions in
ll‘fe: of the period. But like all political art that seeks to make an
t this work tended to lose its relevance very soon after its
e women | have chosen for discussion in this chapter clearly
i exception. The issues they explored had more than just short-

enacted male-defined notions of idealized beauty: she L{fllﬂl'lllll]m&ted

works (e.g. her “surgical performances’) by means of video. The yg
digital media in the 1990s caused Body Artists such as Stelare, whe n
ously had performed spectacular body suspensions in galleries ang ‘
venues, 1o execute their works in cyberspace. The dematerialized by ”'I"i'
all disembodied human being became (and still i1s) a major topic of ¢ cba
in books and journals dedicated to the new electronic culture, w hu.hl
discuss below in Chapter 6.

In view of the wide range of artistic trends summarized above, j
understandable that there never existed a uniform and homogeneous R
Art movement, but only a multifaceted conglomeration of artists
widely diverging aims and strategies. They never set up any oreanizational
ties, issued any group manifestos, or appeared in public as a group (unlesg
they were brought together by the curator of an exhibition or festival)
Nevertheless, one can discern certain themes and approaches that
shared by many of them, as listed in Box 5.1.

* Emphasis on the body's materiality, physicality,
sensuality.

* Use of the body not as a medium to represent stories
fictitious characters, but to reveal the artist in the first pe s
as a physical-mental being. '

Funus on visceral experiences that are relayed to the au =I

in @ manner that makes its mambers ‘accomplices rath 'r’*
distanced observers.

+ Essentialist concerns with the body as a vessel of authentic
truth, :dantmy and salfhnud

* Deconstruction of the body as a site of social inscription.
Feminist concerns with representations of the gendered

. Hapresantatmn of transforming experiences Df mificance. They engaged with profound problems in a complex,
emotional IﬂtEﬂSitV and physical resonance. ._." 5 anc Eltremely dedicated manner. They expanded the boundaries of

+ Focus on autobiographical, private, intimate, secret aspec 'r “SXpression and developed truly novel ways of addressing aspects
the self, leading to revelations of hidden desires an 2l e with universal significance. Audiences rarely failed to be
m[:ar[;ﬂrias, or to the recovery of moments of graat e B ronged mﬁ“ performances, and their impact still reverberates in the
pleasure .‘

8 later embroidered around them.
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BOX 7.1 CYBERNETICS, TELEMATICS, CYBERSPAC
AVATAR, AND VIRTUAL REALITY

g
'."'
Cybernetics |
The science of automated communication m,
systems (Gr. kyberne = steersman). In the 19505 .
name of a large mainframe computer and n1r t

connoted the computer and its operations.

'I' Z
Telematics =
New technologies resulting from the convergence of

and telecommunicative systems.

Cyberspace .
The storage space of data in a computer, into w
‘enters’ when ‘navigating’ through the mfarm&timj

Cyborg
Contraction of cyblernetic] orglanism], a hybrid| nf 2
a machine, which has been popularized in scie

creature who lives in cyberspace but is lndlstlngﬂ
human being.

Avatar

A digital alter ego in cyberspace,
online chat environments. Some people use
related to different aspects of their off-line -.HJ

Virtual Reality (VR)
A computer-generated, three-dimensional anﬁrﬂ m
operator as an interactive agent. The human p
is stimulated in a manner that creates the impr essior
immersed in virtual space. Cybernetic feedhﬂ k anc
systems allow the user to interact with the artificiall
world and to experience it as real.

''''''

I 11

Tech Square, emphasized that ‘to qualify as a hack, the feat muste '

with innovation, style and technical virtuosity . However, this was ¢
‘not solely to fulfil some constructive goal, but with some Wll{l
taken 1in mere involvement’. Successful ‘hacks’ led to the mnve
new interactive programmes, e.g. for playing chess or sulvm y J
Subverting the ‘serious’ image of computers and treating these ¥ ight , .

i |'|
mance machines as if lhn were lu"..*-. became a pupular pa.'-}lll'ﬂﬂ' lll i
clubs and hacker ¢ ommumuces.

p. v

e |

.ﬁm

Performances in Cyvberspace 245

game that grew oul of these experiments was

il
LHHHHLI’LH 4
5 k about ten years before chip prices had fallen

.M It too

]‘HLII_ILL' "-.I.th b4
onwards, Atari produced some twelve new

ly to int cames into the arcades. They were an imme-
(

jently

s and, from 1972

In 1975, they were modified for home use on

.onsoles and micro computers. A simplified technology and _an
3 parrative framework made the games extremely plupulur i“,',"h
By 1982, 30 million games had been sold in the USA,
hing of a saturation point in the 35 million households

5uLLLH

gﬂmc"' every yedl.

g qudiences.

gcing somel
m;hchtldn.,n aged 6 to 16.
o introduced a new

when Nintenc

18 million of these hac | | |
'In the 1980s, video games in their home or arcade versions formed the

Jargest sector of the entertainment industry (see Table 7. | '%), surpassing the
market for pop music (worth up to $4 billion) and for Hollywood films (53
pillion). By 1990, twenty-five of the thirty best-selling toys in the USA
were video games’ hard- or software (with Nintendo cornering 80 per cent
of the market), amounting to some 30 per cent in the overall volume ot toy
sales 1 It has been estimated that 95 per cent of all software produced for
Bome computers fell into the genre of video games.?’

Although home video games were viewed on a flat television screen,
they created in children’s minds the feeling of getting inside the box,

Another upsurge of sales figures came in 1986,
eencration of games. Within three years,

| been sold, grossing $3.4 billion for the Corporation.

dable 7./ Annual sales figures for video game industry in the USA, 1979-97
(in US$)

e r_ L i
1
1979 1980 198 ] 1982 1983 1984 1985
R
330 446 ! 3 2 800 100
H!im mullion balhpon llion billion muillion million
— = e —
.
-’:'BM 1987 | OXK 1989 | OO} 1 9% | 1992
ﬁhn 1.1 7 3 14 1 16 3.9
= billion billion billion ilhon bilhion billion
o II-HH s 1946 19497

:? 15 5.1 5.6

lion billion billion bilhion
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A_Iexundru Patatics

The installation simultane-
ously explores the paral-
lelism between the informa-
tional world (of the Inter-
net) and aleatory environ-
ment/events generated by
passing visitorsa who are
survellled by video
cameras-

The software's virtual sen-
sors continuously analyse
the capture windowa. which
displays the image of

immediate

situations-

and will construct words.
Those words (resulting
from the video images)
will access the Internet's
'search engines'3 images
from the Internet which
nave some kind of connec-
tion with the words from
these sentences will then
be returned and displayed
on a screen. A process

of communication beginss}
returning other images
which become. via video
projection- the "events of
the environment."

From

Weibel, Peter. Netcondition:
Art and Global Media : Stei-
rischer Herbst, Graz, ZKM
Center for Art and Media,
Karlsrithe ; gnf the Exhibitions
Art and Global Media and Net
Conditions 1998 - 99 ...]. Karl-
sruhe: ZKM, 2001.

tep

b b

e




word

pg. 105 From

Weibel, Peter. Netcondition:
Art and Global Media - Stei-
rischer Herbst, Graz, ZKM
Center for Art and Media,
Karlsruhe ; gﬂf the Exhibitions
Art and Global Media and Net
Conditions 1998 - 99 ...]. Karl-
sruhe: ZKM, 2001.

The installation works as
a type of converter

event-image
communication-index
by word and URL
dictionary
Internet searching
machines

returned 1mage
sound

image video mixer
video projection
event-image

¥ -so we can put everything in
a close circuit as a self
generator. looping instal-
lation.

installation also contains two levels of percep-
n: one represents the concrete hardware connecr
ns between the equipment and video projections of
;0es. the other consists of the software and 1its
rking parts - images. software sensors and referen-
s to communication of the Internet. The result

splays the mixture or interference between those
stances -



Too many e-mails in your mailbox O
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The purpose of re-mdil is to help
people with heavy e-mail loading-.
They forward messages to

Joachim Blank & Karl Heinz Jeron

Those messages will be answered
by the public at
http://sero.org/re-mail/

_—

The answers will be - without
asking you - sent back to the
original sender. Why don't you
configure your mail-account as
an autoforward to
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re-m@il

@ purpose of re-rmi@il isto help people with heavy e-rmail loading,
gy forw ard messages to re-mail@wr teme.com, Those messages
Ibe answered by the public, Below is a list of unanswered e-mails,
lo te: This service is almost completely anonymous !

'J *rcpcistron.ni

i]' i Qvernight Delivery on Flowers *cobusinesslink-b .net
‘ﬂ peningsuren *@belgium agfa.com
ﬂ jAK berelken vanut Bruszel *rebhelgacom.be
WRondleicing @A dmiral be

J UARREIOEH *artis-historia . be

i gpeningsuren *ivwvolfoll .corm .'
['EIDD}EIj'._TQiI;}I.IEEi NEL (N0 SUREct) ] *@=nafu.de

| *oplanetinternet be

\raag naar informatie *coplanetinternet be

[ search ‘ [ next Mmessazes ]

—

@rchive

2t0 answ er as many messages as you want, Just click a subject below,

o Ry T T ]|
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2-NET AS OBJECT

«INTERACTION

-STREAMING

- TRAVEL LOG

- TELEPRESENT COLLABORATION

-SEARCH ENGINE

- SEX

9.STORYTELLING

L0-.PRANKS AND FAKE IDENTITY CONSTRUCTION
1L-INTERFACE PRODUCTION AND/OR DECONSTRUCTION
L2.ASCII ART

OD-JdJ0O 0 £ W

= 13.BROWSER ART» ON-LINE SOFTWARE ART

I L4.FORM ART

S L5-MULTI-USER INTERACTIVE ENVIRONMENTS

O Lb.CUSEEME+ IRC» EMAIL -+ ICQ+ MAILING LIST ART
o8 4 D. PRODUCTION

£ 0

2 3. WHAT YOU SHOULD KNOW

£ A. CURRENT STATUS

| L-NET-ART IS UNDERTAKING MAJOR TRANSFORMATIONS AS A RES!
| ) OF ITS NEWFOUND STATUS AND INSTITUTIONAL RECOGNITION.
2.THUS NET.ART IS METAMORPHISIZING INTO AN AUTONOMOUS DI
PLINE WITH ALL ITS ACCOUTREMENTS: THEORISTS. CURATORS.
MUSEUM DEPARTMENTS+ SPECIALISTS. AND BOARDS OF DIRECT(
B. MATERIALIZATION AND DEMISE
1.-MOVEMENT FROM IMPERMANENCE . IMMATERIALITY AND IMMEDIAC
MATERIALIZATION
a. THE PRODUCTION OF OBJECTS+ DISPLAY IN A GALLERY
b. ARCHIVING AND PRESERVATION
2.INTERFACE WITH INSTITUTIONS:
THE CULTURAL LOOP
a. WORK OUTSIDE THE INSTITUTION
b. CLAIM THAT THE INSTITUTION IS EVIL
c. CHALLENGE THE INSTITUTION
d. SUBVERT THE INSTITUTION
e. MAKE YOURSELF INTO AN INSTITUTION
f. ATTRACT THE ATTENTION OF THE INSTITUTION
g. RETHINK THE INSTITUTION
h. WORK INSIDE THE INSTITUTION
3.INTERFACE WITH CORPORATIONS: UPGRADE
a. THE DEMAND TO FOLLOW IN THE TRAIL OF CORPORATE PRODL
TION IN ORDER TO REMAIN UP-TO-DATE AND VISIBLE
b. THE UTILIZATION OF RADICAL ARTISTIC STRATEGIES FOR
PRODUCT PROMOTION

.,, . ..
B B S 2R b e T e el i T p——

e Lt i S T

! 4.CRITICAL TIPS AND TRICKS FOR THE SUCCESSFUL MODERN

. NET.ARTIST
1 L A. PROMOTIONAL TECHNIQUES

18 L-ATTEND AND PARTICIPATE IN MAJOR MEDIA ART FESTIVALS.
iﬁ% CONFERENCES AND EXHIBITIONS.

e a. PHYSICAL

L. b. VIRTUAL

;gi | 2.D0 NOT UNDER ANY CIRCUMSTANCES ADMIT TO PAYING ENTR
5 FEES. TRAVEL EXPENSES OR HOTEL ACCOMMODATIONS.

i 3.AVOID TRADITIONAL FORMS OF PUBLICITY. E.G. BUSINESS
i CARDS.

'gé 4.DO NOT READILY ADMIT TO ANY INSTITUTIONAL AFFILIATIO
- 5.CREATE AND CONTROL YOUR OWN MYTHOLOGY.

| (S L.CONTRADICT YOURSELF PERIODICALLY IN EMAIL. ARTICLES:

A

INTERVIEWS AND IN INFORMAL OFF-THE-RECORD CONVERSATI!

B (LR ] L4
[ | —r—

. _. .
=15 el B

e
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Truth In Clouds is at one and the

same time a site-specific inter-
';..ac,!:‘we audio installation, and

- the.set and principle mechanism

*Fdha.husn:al performance. The
 piede takes its form. and its

) épi‘r*gtmnﬁfr'um the 19th Cen-
£ tury-culture @f seances. and the
=° gql.'ntﬁt of scientific and philo-
O | sophical thouwght that surrounded
) it: The set'&ntr‘al object is a
O 'saance tabl@®- a large round
0 woaden tab on whichgstands an
f 3 inverted w lass. Tthement
Z ofgthis win 3&\ by visitors or
| ﬂll s . per@Rrmers I ols locglized
3 and v 1 manifeStations

|| . |.1:
1. |:| LR

ughout the roonm. From the
a-rational perspec-
t:we of our digital age
it may be difficult to
understand the profound
connection that once
existed between the sci-
electricity and
seudo-science’ of
Spiritualism- As with atomic
physics a generation later-
early electrical discoveries -
man-made lightning. telephony-
telegraphy. radio - all seemed to
point beyond the known physical
world into one of essences. from
intuitive mechanical causality
into something demonstrable but
nunetheleas unknowable. Seances
drew the interest not only of
artists and theologians. but of
scientists and engineers: Fara-
day. Wheatstone. Morse. and
Tesla all attended them. They
sat- grouped around a tables
while spirits spoke to them-
uritlngs myste Juualy appeared
naml i d TR Eﬂa_ﬁ'ml'

"

Trut




n Clouds

strangely links Spiritualism to
Cyberspace (long before

Ethernet there was the

Aethernet...). Ideally. the

work is installed in the parlor
of an old house. Apart from the
seance table itself. the room is
filled with period furniture, jﬁ, o
musical instruments and house- - ..
hold miscellany. The table i B
serves as a '0uija-to-MIDI' con- “ |
verter:! as the glass is moved
across the table (by worldly or
ghostly visitors), it is tracked

by a computer, and its position "
controls all aspects of the
sound. visuals and structure of
the piece:

= Pre-recorded and sampled sound
are played back through speakers
hidden in the props- |
- A video beam projects 'spirit
s writing' on the table top~ which
advances from word to word as the
glass is moved-.
- 'Spirit rappings' and Morse
code transcriptions of the texts
are tapped out by small solenoids
hidden in the set. to create a
subdued rhythmic underpinning (|
for all other musical activi- |
ties.
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The first. hesitant contact with
the glass triggers simple sound
ef fectss as a participant sits
and plays longer. a narrative
begins to unfold in the fragments
- of spoken texts and in the

IE= 'spir'it ur1t1ngs that appear on

ﬁut the room. The longer a

1 4 ipatﬂsq the richer I
" es - ‘The instal-

i shuts downafter the glass
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