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Philippe Codognet

In the Digital Era
In this book, Dominique Moulon presents a wide panorama of
contemporary digital artworks, including some works at the border
or even outside the field of digital art per se but related to it by their
questioning, operating mode, or cultural background. A key point
is to address the conceptual porosity between artworks which are
explicitly digital and others that look less obviously digital but are as
much so in their conception or contextualization. Some paintings or
installations, which do not use any digital medium, could not have
been produced before the digital era, as our way of thinking has
been revolutionized as much as our way of production. A dialogue
has to be created to overcome the “digital divide”, that is, the
isolation of digital art from the field of contemporary art in general.
This dialogue is exemplified in this book by considering artists such
as Gerhard Richter, Xavier Veilhan, Thomas Ruff, and Ryan Trecartin
side by side with Masaki Fujihata, JODI, Julius von Bismarck and Du
Zhenjun.
We do not need however another Hall of Fame or an historical
retrospective of digital art – this has already been done many
times – but rather a contemporary state of the art, and most of
the artworks that are detailed here have been produced in the last
decade. Dominique Moulon nevertheless takes care of (re)linking
each work to its theoretical roots (acknowledged or not by the
artist) and to its background in the history of art, the history of
aesthetics or the history of ideas in general. Therefore Leon Battista
Alberti, Paul Valery and Nicolas Bourriaud are called upon for defining
the intellectual context of the artworks in addition to more usual
“digital thinkers” such as Marshall McLuhan, Peter Weibel, Edmond
Couchot and Eric Sadin.

And beyond the field of visual art, one has to consider digital
practices in general, not only in the domain of sound-based
performances (electronic music, DJ-ing, VJ-ing) or video games
(flirting with contemporary art for nearly two decades), but also
in the domain of web culture, social networks, and the overall
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which are pertinent in understanding the intentions and aims of
the artists. This is a legitimate choice, as the author is a curator,
and is also a complicated path because each artwork is singular
and often multidimensional. From cultural détournements to
conceptual remixing, the rhizomatic figure that appears is hard to
catch as a whole in the linear format of a book. Let us therefore
muse over these pages and artworks in a vast playground where
the instrumented map (GPS, Googlemap, etc – bugs included)
becomes the territory of a new digital game flooded by torrents of
data from the Internet. Between delocalized presence and ubiquity,
the notion of identity becomes fuzzy and that of identification
floating, as each and every one of us can become an ephemeral
star on YouTube. Apotheosis or apocalypse I cannot say, but
never has the apex and the nadir been so close than on the nonEuclidian geometry of the online. The relational forms that became
so pervasive in contemporary art at the end of the 20th century
(participation, exchange, interactions) have been amplified in
societal issues, sometimes straightforwardly (economy, finance
and sharing) but often in a darker mood (surveillance, drones and
climate change). Beyond any specific medium, this questioning
about our post-digital future also contaminates photography, video
and sculpture as much as dematerialized artworks.

Philippe Codognet

The reader is invited on a voyage starting not from theory but
from the artworks themselves and from the artists’ own words in
order to explore an ontology of contemporary cultural inquiries,
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information metastasis of the digital natives. Diffusion, Dilution and
Disappearance are the true three dimensions of our virtual worlds.
What could be called the digital viewpoint of the world is now the
cultural melting pot of a generation to which an Internet connection
is as essential as electricity or water supply. A world where memory
is replaced by Google search, experience by YouTube videos and
emotions by a “like”…
With this paradigm shift in mind, Dominique Moulon paints with small
brush strokes, in a nearly impressionistic manner, a new domain
which overcomes the simple digital medium and includes not only
the context of the creation of the artworks, but also that of their
reception, casting a new light on the issues that are actually at
stake in the digital era.
_ philippe codognet
Paris, June 2017

It started with Seurat, the most scientific of the impressionists. He said:
I want to give a picture of my time with the means of my time. When our
world is created by electronic media, artists are best suited and adapted
to give a picture of the contemporary world using the means by which
the contemporary world is constructed. So, in 100 years, when people
want to know how it was in the 20th century or the 21st century, the best
testimonials will be media art – be it video installations, be it computer
installations, whatever.

Introduction

Digital in Art

Dominique Moulon

The first personal computers of the late 70s and early 80s are to
digital art what the first camcorders of the 60s were to video art.
They are among the innovations that announced new practices and
new uses for the greatest number of people. But it takes time, in
the world of art, to assimilate emerging practices. Considering that
video art emerged in the late 1960s, it was not until about thirty
years later that video became a medium of contemporary art.
“Video has become a naturally accepted part of the art world, as
the last major exhibitions in Venice, Kassel, and other art centres
have shown”, [2] says Sylvia Martin when speaking of the 1990s in
her book dedicated to Video Art.
Experimental electronic works dating from the 1950s or 1960s, that
is to say contemporaries of the first generations of computers
are rare. We might cite the performance events of the 9 Evenings:
Theater and Engineering (1966, New York), bringing together about
ten artists, including Robert Rauschenberg and John Cage, along
with some thirty Bell Telephone Laboratories engineers. The graphic
experiments of programmers, whose plotter drawings on paper of
the 60s and 70s are well known, must not be ignored either. To these
we can also add the algorithmic research of Vera Molnar, whose

11

_ Peter Weibel 2012 [1]
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work has begun to appear on the art market in recent years. But it
must be acknowledged that the expansion of micro computing in
the 1980s was at the source of the democratization of the digital
world. Creations multiplied and diversified to finally bring digital
art forward into the collective vernacular. And if it is to take as
much time as it took for video art to ‘establish’ digital art within
contemporary art, then it will be for now, for the 2010s. We can note
that several authors such as Michael Rush [3] in the United States
and Florence de Mèredieu [4] in France, have dealt with video art
and digital art in books dating back to 1999 and 2003 respectively.
The slow progression of the penetration of digital in art is measured
by the evolution of the questions it regularly raises. One of them,
“Does art need digital?” [5] was the subject of a symposium
organized in July 2004 by Jean-Pierre Balpe and Manuela de
Barros in Cerisy-la-Salle. Another, “Can digital art become part
of contemporary art?” was the title of a panel coordinated by
Maxence Alcade in November 2012 as part of the exhibition
Uploloload presented at the Paris gallery 22.48 m2. Within the
space of a decade we thus went from a possible need, to a possible
dissolution. But the acceptance of digital art in contemporary art
would first of all lead us to dismiss the term “digital art”, which
is nevertheless very practical and has ultimately been accepted
by the states, regions and cities that finance associations and
events. Several books are dedicated to Digital Art, beginning with
that of Christiane Paul, [6] in the United States in 2003, and Edmond
Couchot and Norbert Hillaire, [7] in France, also in 2003. The first
identified the contours of practices of a trend in art and the second
contextualized these same practices with regard to societal issues.
During the 2000s, books with similar themes multiplied to the point
of somewhat risking the “ghettoization” of this digital trend in art.

and still or animated images, with or without sound clips. Media
artists, in this regard, now know that they must document their
pieces accurately as they produce them. If only in considering those
who later will have to restore them, upgrading from technology to
technology. The Worldskin installation, A Photo Safari in the Land of
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inherent in discovery, had to be somewhat pedagogical however in
addressing audiences with unequal digital cultures. Remember that
it was unusual to have a webpage in one’s own name in the early
2000s, whereas today, on the other hand, it would be those without
a Facebook profile who would be considered odd, and this from a
very young age. The Web became participatory during the second
half of the 2000s, while in the early 2010s sales of tablets and
smartphones took off. Digital, therefore, now constitutes a culture
shared by each and every one of us, or almost. Consequently,
authors who had to be pedagogues only a dozen years ago may now
deal with digital works without referring to the cultures necessary
for their understanding. Because the public, integrating the first
generation of digital natives, is resolutely ready to welcome
creations whose manufacturing processes, as well as the materials
that compose them, are an integral part of their daily lives and
imaginations.
Of course, the question of the preservation of works whose
technologies are being constantly renewed is not without
controversy. Even if it is worth recalling that the most ephemeral
creations, such as those linked to performance or to land art, are
always able to make their way to their public via institutions and /
or galleries, notably through their documentation consisting of texts

Dominique Moulon

And the works dealt with in many of these works are often seen in
the light of their formal proximities, whether they are generative,
interactive or online. Their authors, having overcome the fascination
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War by Jean-Baptiste Barrière and Maurice Benayoun is an excellent
example of the need to restore works that are now historical. The
first version of this interactive piece dates from 1997, whereas
the second version, made in 2008 is the result of joint restoration
efforts by the Public Institution of Cultural Cooperation ARCADI and
the CITU university research laboratory. As technologies follow one
upon the other, a decade is sometimes all that is needed to deprive
the public of the experience of a digital device. Only transferring
from storage to storage, and from format to format, guarantees
the durability of yesterday’s video footage. Why would it not be
the same with artworks whose technologies, formats or languages
evolve just as much, if not more?
But what about the art market, whose attachment to the notion of
scarcity is well known? According to Lev Manovich, it
“can take anything and make it into an object that can be sold. For
example, we can take video, video can be duplicated, but you can buy 1
of 3 editions, or 1 of 5 editions. This is not so new, this idea was actually introduced by Rembrandt, who would take a plate, make a limited
number of prints, and the same with photography”. [8]

Dominique Moulon

It seems that the market is evolving through galleries such as
Bitforms, founded in New York in 2001 by Steven Sacks. It promises,
as the name suggests, many forms for digital data symbolized by
BIT or “BInary digiT”. The DAM (Digital Art Museum) by Wolf Lieser,
founded in 2003, is part of a large-scale project, initially bringing
together a virtual museum online, an art gallery in Berlin and an
artistic award in partnership with the Kunsthalle Of Bremen. And
then there are the fairs like Show Off, which has since become
Variation, in Paris, which has focussed on the media arts since
2012. Just like the Unpainted Media Art Fair in Munich, created in

the art market, like institutions, is opening up to digital creation
in all its forms. Is it not time to consider digital as a medium of
contemporary art? As is already the case with photography and
videography! In a world where almost everything is digital, should art
then exclude digital? In examining the production of contemporary
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online. The first acquired Fascinum (2001) by the French artist
Christophe Bruno and the second Blimp on Deep Sky Blue (2013) by
the American artist Evan Roth. These two collectors have accepted
without hesitation that these creations continue to be accessible
to each and every one on the Internet.
The relatively recent opening of institutions like La Gaîté Lyrique
in Paris, which has been defined since 2011 as a place for digital
cultures, also participates in the production, restoration and
presentation of new and existing media works. But this has not
always been the case. And though artists with emerging practices
found their audiences, during the 90s and especially the 2000s, it
was generally on the periphery of the world of art, in festivals – the
most representative of which remains the Ars Electronica Festival in
Linz – or through dedicated associations that organize international
events in the form of conferences, panels, workshops, residencies,
performances and exhibitions.
We might say then that digital artistic practices, after fifty years
of existence, have arrived at a relative maturity and that the public
has the essential digital culture necessary for the apprehension of
such practices; that the durability of works of variable media can
be taken into account right from their production phase to facilitate
their transfer from one technology to another, and finally, that

Dominique Moulon

2014, whose title is unequivocal. Not to mention collectors such as
Alain Servais in Brussels and Hampus Lindwall in Paris who take a
close interest in current practices and even enrich their collections
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artworks of any kind, they often pass through digital phases, during
the period of research, during exchanges, during their production
and right up to their presentation. Norbert Hilaire supports us in this
idea by telling us that “For this reason we need to speak in terms of
a “coefficient of digitality” (echoing the “art coefficient” evoked by
Duchamp).” [9]
It is through a corpus of digital artworks that are relatively recent
(produced between 2005 and 2015 for the most part) that we
will demonstrate that the digital can be considered a medium of
contemporary art by focusing on works without focusing on their
“digital coefficient”. Bearing in mind that all documentation relating
to works of variable media helps to ensure their survival. Without
forbidding the descriptions or even the anecdotes which today
greatly contribute to the interest we have for the writings of one of
the pioneers in the history of art: Giorgio Vasari.
First, we will analyse the digital practices of contemporary art
that are “in the continuity” of a history of art. As we might do in
referring to pictorialism in photography that otherwise reactivates
subjects and the framing, or the effects of paintings that preceded
it. The practice of sampling, in video, reactivating sequences of
a cinema which, too, is anterior to video. We will also address the
creations that are the consequences of the “change of scale” that
Marshall McLuhan announced to us in the late 1960s. The famous
photograph of the earth entitled The Blue Marble taken by the crew
of Apollo 17 on 7 December 1972 changed the vision we had of our
planet. Why would it not be the same when Google Earth allows us to
visit every little corner of it? And we know today that innovations,
even innocuous ones, can have real influences on the history of
art. The invention of colour in tubes took artists of the century of
the industrial revolution out of their studios so that they recorded

with the living as others invest the infinitely small, collaborating with
scientific research laboratories. We will slip from the reconciliation
of the arts to technologies, to that of the arts to the sciences.
Knowing that the confrontation of the arts with the sciences is not
a new thing if we consider, for example, the capacity of 18th century
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non-professional uses?
We will analyse the works of a sub-corpus in the light of the
“societal issues” from which they are inspired to better reveal
or criticize them. Are not artists using digital technologies and
networks that shape our societies particularly well placed for giving
us the best readings of these same societies? The Internet became
the tool of all activists, from the Yes Men to Anonymous, to the
frontiers of art and politics. We will confront digital practices with
Nicolas Bourriaud’s “relational aesthetics”, [10] which makes little
mention of it in an era when artists deploy social networks like their
predecessors seized upon means of communication ranging from
the telephone to the television, through to radio. But the practices
linked to the notion of exchange, in art, will also be confronted with
that of an “interactivity in art” [11] dear to Jean-Louis Boissier. It
will then be a matter of a “relational form” associating inter-media
relations with those of humans to machines and humans among
themselves, always via digital technology.
We will also mention the creations of a “post digital” trend, in the
case of artworks whose manufacturing processes are digital, but
which are no longer at the moment of their presentation. Like those
that come from bio or nano technologies, which are consecutive to
the emergence of digital, because there are artists who experiment

Dominique Moulon

their impressions on canvas. What then of the multitude of digital
innovations that follow one after the other when they are diverted
by artists to practices which, moreover, are often very close to
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engineers to create automata that are the ancestors of industrial
robots that artists today appropriate. It should be noted that the
relative ease of digital artists in the diversion of professional tools
or amateur uses is not likely to reassure the world of art that prefers
the diversion of messages initiated by the situationists, or that of
objects that are due in particular to the new realists. But this would
not take into account the ability of digital to ‘melt’ into the areas
from which it emerges.

7_ Edmond COUCHOT & Norbert HILLAIRE, L’Art
numérique, Flammarion, Paris, 2003.

2_ Sylvia MARTIN, Video Art, Taschen, Koln, 2006,
p. 24.

8_ Lev MANOVICH, “Entretien”, 2013, in Dominique MOULON (ed), Art et Numérique en Résonance, op.cit., p. 99.

3_ Michael RUSH, New Media Art, Thames &
Hudson, London, 1999.

9_ Norbert HILLAIRE, “L’art à l’âge du numérique”, in Artpress2, N°29, Paris, 2013, p. 10.

4_ Florence DE MEREDIEU, Arts et nouvelles
technologies - Art vidéo, Art numérique, Larousse, Paris, 2003.

10_ Nicolas BOURRIAUD, Esthétique relationnelle,
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1998), 2001.
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Yuri SUZUKI, The Sound of the Earth, sound installation, 2013. Courtesy the artist.

Artists tend to make references to the history of art and those using media or digital technologies are no exception to the
rule. References are made to the past in order to put one’s self
Dominique Moulon

forward, and beyond learning through copying as the ancients
did, at times also stems from the desire, if not from the strategy, to become part of the history of art. And though digital has
revolutionized the image and sound practices, the know-how is
in continuity. There are even uses or practices that digital has
brought again to the fore by making them more accessible eco-

artists for movement, which machines control so well. But we
will show that the themes, practices or notions that re-emerge
with the use of the digital medium in an artistic context, reveal
something else to us.

1. Continuing On

nomically. Without omitting the interest of a growing number of

1.1. The History of Art
The invention of photography prompted its precursors to adopt
themes favoured by painters such as portraiture, still life, the
nude or landscapes. We find in artists using digital this same will
their works shows us the unlimited artistic potential of the digital medium. The creativity of artists is limitless when it comes

23

to adopt the main themes of the history of art. An analysis of

to distorting industrial precision technologies, such as online
services for the general public. Digital technologies, however
numerous they may be, have an artistic potential that only artists can liberate. The temptation is great to search for traces
of such liberations made by artists in the references to the hi-

Flayed
The biennales of contemporary art have not ceased to multiply
over the last twenty years, offering us all the specific points
of view of their curators and / or geographical locations. But if
there is one that allows us to follow the evolution of contemporary art internationally, it is indeed that of Venice. Not because

Dominique Moulon

story of art, and we will make use of them.

1. Continuing On

of its longevity – it is the first historically – but for the breadth
of its proposals ranging from national pavilions to the exhibition
of the Arsenal, and on through to collateral events. This makes
it a particularly suitable context for identifying trends in art,
and thus for their emergence or disappearance. In the works
presented there, digital is generally not very present although it
is possible to follow, edition after edition, the signs of its slow
progression. Let’s consider, in 2013, the exhibition entitled The
Metamorphosis of the Virtual – 100 Years of Art and Liberty [1]
organized by Roberta Semeraro at the Officina delle Zattere. It
is here that ORLAN presented herself flayed, in line with a type
of representation of the body initiated by Leonardo da Vinci,

24

who practiced observational drawing of dissected corpses and
whose work was at the crossroads of science and the arts. This
“flayed” mode of representation has never ceased to oscillate
between science and art, ranging from the pedagogical aspect
of anatomical plates in medical publishing, to the spectacular
character of Gunther Von Hagens’ controversial plastinations.
It may well be that ORLAN followed the advice of the artist and
theorist Leon Battista Alberti:
“[…] it is first necessary in spirit to get underneath the bones because,

Dominique Moulon

not bending at all, they always occupy a fixed location. The nerves and
muscles must then be attached to their place; then it is necessary to
show the bones and the muscles clothed with flesh...” [2]

But this is not really the case with ORLAN, since it was a machine
that “computed” her body in three dimensions right down to the
smallest detail, after it had been fully scanned. The artist explai-

uses in an interview she gave during the exhibition Mens Sana
in Corpore... in 2013, where she presents herself, again flayed,
at the Museum of Art and History of the Hôpital Notre-Dame à
la Rose in Lessines, Belgium: “What interests me is to have an

1. Continuing On

ned her detachment concerning the media or technology she

idea and then to find the material or the technology that best
reveals this idea [...] So in my work, there is biotechnology, photography, video, resin sculpture, Carrara marble, and 3D...” [3]
In this same interview, the artist describes the representation
over time of her skinless body as “3D sculpture” in which she
replays her previous performances. The slowness of her movements evokes that of her very first performance, the action
when she walked around the city of Saint-Etienne with the most
extreme slowness. In Venice, her self-portrait, animated in flay,
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Or-lent: les marches au ralenti dites au sens interdit from 1968,

repeats the actions of the streets, squares, monuments or institutions with her body as the sole unit. In Lessines, still in slow
motion, her three-dimensional sculpture assumes the position
of Liberty, which is a recurring position in several of her performances. ORLAN, in her flayed simulations, thus reactivates
a mode of representation belonging to the history of art in the
same way that it reactivates the performances of her artistic

Contemporary Vanities
In the exhibition that the Hôpital Notre-Dame à la Rose devoted to ORLAN in 2013, there is also a skull that is immediately
identified as her own, thanks to the presence of its implants.

Dominique Moulon

career.

1. Continuing On

These were set subcutaneously by the Doctor of Cosmetic Surgery, Marjorie Cramer, during the Omnipresence performance
of 1993 in New York. This skull is the result of a collaboration
with Antoine Fenoglio and Frédéric Lecourt who together form
the Sismo duo. They initiated the project entitled High Tech Vanities, immortalize your skull during the Chic Art Fair in Paris in
2010. Sismo proposed 3D impressions by rapid prototyping of
the skulls of those who could provide an MRI (Magnetic Resonance Imaging). ORLAN’s Skull thus obtained in 2013, in an artistic context, refers to the theme of vanity in painting, with a
difference, as it is precisely the measure of the anatomy of the
artist. The skull, in painting, represents the vanity of our exi-
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stence. But that, for example, which the young man painted by
Frans Hals between 1626 and 1628 holds in his left hand, is in no
way intimately connected to him, contrary to the skull of ORLAN
which is in proportion to her own. The technologies that make
it possible to obtain ORLAN’s Skull make it oscillate between
two statuses, that of vanity and that of a “relic of the living”,
which is to say, a self-portrait. The use of the digital medium
combining scanning, modelling, animation and 3D printing allows ORLAN to make “flayed” or “vanity” self-portraits.
Vanities are legion in contemporary art, to the point that enDominique Moulon

tire exhibitions are devoted to them, such as the one called
Memento Mori, Contemporary Vanities, which was organized in
2009 by Marc Réveillaud and Pierre Cornette de Saint-Cyr at
the Espace des Cultures Nast in Paris. It brought together the
vanities of a dozen artists including that of Christophe Luxereau, who remembers the time when he practiced observational

in Paris. His Vanities (2008-2009) are pure fictions since they
were modelled in three dimensions before being covered with
textures evoking our consumer societies. The red is a reference to the body of a Ferrari, the white to Carrara marble, the

1. Continuing On

drawing of bones in the anatomy room at the fine arts school

gold to Boucheron... But what troubles us, with regard to these
images, is the apparent materiality of the skulls. Art theorist
Françoise Gaillard writes:
“Of course, they differ by their texture and colour from the anatomical object they represent, but when we look with our eyes accustomed to the real world, it seems clear that they occupy a certain
volume in space, weigh a certain weight, and they are made from a
ture”. [4]
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familiar matter, even if there is some hesitation as to its exact na-

Confronted with image representations of these skulls, there
are even spectators who inquire about the object they think
has been photographed. And the artist disappoints them by
imparting to them that there is no object. Let these skulls refer only to themselves. That the image precedes the object as
is often the case in industrial design. But here the object does
not exist, unless Christophe Luxereau one day would produce
What questions us, in ORLAN’s Skull, as in the Vanities by Christophe Luxereau, is their closeness to reality. The one being the
exact measure of the original – it is not a skull, it is her skull –
while the other represents what does not exist or does not yet
exist with the greatest of realism. It turns out that these pecu-

Dominique Moulon

3D impressions in rapid prototyping.

1. Continuing On

liarities are inherent in the possibilities offered by the multiple
technologies of the digital medium.

Network Nudes
Conferences and panels to determine what digital art is or is
not, have multiplied over the last twenty years, without any
really satisfactory answer. But it must be recognized that
a community, essentially associative and often sharing, has
been organized around creative digital practices or uses. The
F.A.T. Lab, or Free Art and Technology Laboratory, is one of
the multiple platforms of this community that is structured
into networks. And it was in April 2013 at the New York Eyebe-
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am, which defines itself as a centre for art and technology,
that members of the F.A.T. Lab celebrated their five years of
existence by exhibiting, in particular, oil paintings on canvas
depicting nudes.
Oil painting in a centre dedicated to art and technology! The
two members of the F.A.T. Lab who initiated this project entitled
Webcam Venus, Addie Wagenknecht and Pablo Garcia, worked
online, as she was living in Austria at that time, and he in Chicago. They appropriated servers where users strip for a few dollars
(“Webcam”) and they asked them to pose for a few seconds
Dominique Moulon

in the positions of the models painted by Botticelli, Da Vinci,
Raphael, Titian, Rembrandt, Delacroix, Whistler, Degas, Bouguereau and others such as Modigliani (“Venus”). The titles of these oil paintings, produced in “paint workshops” in China, always
associate the pseudonym of the sex-cammer with the title of
the work, the name of the painter and the date of the original.

guereau (1896). “Establishing a relationship between works of
art and these sex-cam models is not a copying exercise, but a
work on mediating the same object (nudity) through the ages
and the media”, [5] say the artists who observe the fact that
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For example: Fantasiexxx as The Wave, by William-Adolphe Bou-

nudity is totally accepted in a museum while it is considered
vulgar on the Internet.
The oil paintings by Addie Wagenknecht and Pablo Garcia have
every reason to be presented at Eyebeam as they result from
the use of digital technologies and networks. This is likely to
reinforce the idea that there is already porosity between the
world of contemporary art and the digital arts community.
galleries of the Chelsea district, precisely where the Eyebeam
was still located in 2013. Both artists are therefore part of the
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Knowing that oil painting is still very much appreciated in the

continuation of the history of art in the same way that they
reconsider the relation of the artist to his / her model through
an online connection. But above all, they problematize nudity in
a society where it goes, depending on the contexts, from the
status of artistic to that of pornographic.
According to ORLAN, pornography is therefore more in the gaze
of the viewer. As she replies the question posed by Nathie Na-

“Is there a distinction between the artistic nude and the pornographic
nude in your opinion?” “No distinction for me. It is the spectators who
have made this distinction: what we do not want to see. A flayed person would perhaps be the most pornographic, since it shows the interior directly. It is how we look that constitutes pornography.”

Dominique Moulon

karat for Artchipel:
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The Influence of Malevich
Artists and collectives adopt different types of relationships
regarding the technologies they put in place. There are those
who commission them from specialized companies or collaborate with experts, while others, like Antoine Schmitt, are
more autonomous. This latter has the talent that allows him
to code the applications that are at the heart of his works by
himself, which does not prevent him from collaborating with
artists in order to explore other territories. But code, as far as
it is concerned, is only a means of experiencing movement for
artistic purposes while drawing inspiration from the history
of art, as was the case in 2010 with Pixel Noir. This is a ge-
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nerative installation where a swarm of luminous pixels reveal
the square of black canvas which is in the centre, outlined.
The artist has developed algorithmic rules which are at the
origin of the movements of particles whose elasticity evokes
the relations between individual elements in groups of fish or
flocks of birds. The white pixels are apparently free in their
movements, which are however constrained in an area previously determined by the artist on the wall of the gallery. But
they are also attracted by the square of black canvas evoking
the famous Black Square on White Background (1915) by KaDominique Moulon

zimir Malevich. There is radicalism in the artistic research of
Antoine Schmitt – his use of black and white, his preference
for geometric forms – which is in keeping with the suprematist style of Kazimir Malevich. As for its systematic exploration of movement, it is more related to the kinetic art of the
1960s than to the present day.

Noir:
“Through the contact of the pixels of light against the physical matter and by the direct reference to Kazimir Malevich’s Black Square on
White Background, this artwork articulates my formal research around
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On his website, the artist offers us a second reading of Pixel

the programming of movement with a reflection on the relationships
between programmed art and Art History.” [7]

Because the pixels of white light symbolizing Software Art never
really succeed in investing the territory determined by the black
square representing the history of art, that attracts and repels
them at the same time. The relationship of attraction / repulcontemporary art described by Antoine Schmitt, is obviously somewhat excessive. Especially since Pixel Noir became part of the
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sion between the digital art community and the institutions of

collection of the Municipal Fund of Contemporary Art (FMAC) of
the City of Paris in 2012 through the Gallery Charlot, which represents the artist in France. This allowed him to exhibit Pixel Noir on
the booth of the FMAC during the International Contemporary Art
Fair (FIAC) that same year. The digital situation in art is changing.
Antoine Schmitt, who once considered himself a “programmer
artist”, [8] today claims to be simply an artist. But he reminds
to go for the digital medium in contemporary art to be accepted.

Klein and Manzoni
Though there are works such as the oil paintings by Addie Wagenknecht and Pablo Garcia that we can consider to be the
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us, in his second reading of Pixel Noir, that there is still a long way
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consequences of appropriation by artists of services that companies offer to users, there are others that are only on the Internet. The domain name, then gives us the title at the same
time that it informs us about its location. This is the case of the
website bluemonochrome.com which was designed by Dutch
artist Jan Robert Leegte in 2008 and whose URL gives us the
keys to reading what is displayed in our browser. A blue monochrome whose relief, like its depth, immediately reminds us of
Yves Klein’s International Klein Blue. But it is a tiny link, bottom
left, which informs us about the technology that has been used:
the Google logo, which takes us to the Google Maps application. It is there that we finally discover that the depth of the
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rectangle of blue matter is none other than that of the Pacific
Ocean. So that which, with the help of technology, evokes the
blue monochromes of Yves Klein, is actually only a fragment of a
satellite image decontextualized by the frame of the artwork –
the edges of the navigator – thus a ready-made. It is therefore
through a Duchampian practice using the digital medium that
Jan Robert Leegte pays tribute to Klein. By registering in 2008
the domain name bluemonochrome.com with the Internet Corporation for Assigned Names and Numbers (ICANN), Leegte is
also a continuation of Klein who, in 1960, protected his IKB blue
Dominique Moulon

with the National Institute of Industrial Property (INPI).
Piero Manzoni, known for his Achromes of the early 60’s, and
other works such as Merda d’Artista (1961) and Le Socle du Monde (1961), a metallic parallelepiped placed upside down on the
ground, inspired Leegte with this latter artwork. His tribute to
this radically conceptual act that converts our world as a who-

Sculpture. The title also informs us of the intention to do work
by using an Internet service, as is again the case with YouTube
as a Sculpture (2009) by Constant Dullaart, another Dutch artist. But it is indeed to Piero Manzoni’s Socle du Monde that Jan
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le into a sculpture is an online work entitled Google Maps as a

Robert Leegte pays tribute with the virtual parallelepiped that
rests at floor level that is identified as a “White Cube” because
of the background image. This is another reference to the world
of contemporary art and its mode of privileged display. But Jan
Robert Leegte’s pedestal turns on itself, so it should be remembered that the one by Manzoni bears the mention “homage to
Galileo”, a fervent defender of the theory of the rotation of the
is therefore a tribute to the tribute, the faces of which are covered with fragments of the world. These same fragments are

33

Earth on itself. This virtual parallelepiped in constant rotation

chosen randomly in real time from within the map of all maps,
that of Google Maps. Jan Robert Leegte’s parallelepiped with
the appearance of a pedestal thus represents the world as a
whole. It is pedestal and world while that of Piero Manzoni is the

1.2. Expanded Cinema
Cinema, from production to screening, has not escaped its
digital “revolution” either. It is therefore a little more immersive today than it was before, in sound, and in 3D images in particular. But it is mainly in its non-commercial,
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pedestal of the world.
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more experimental dimension that it literally “exploded”,
through practices between art and cinema. In this regard,
the Rotterdam International Film Festival (IFF), during the
2000s, brought together such practices, at the frontiers of
cinematography, under the term Exploding Cinema. Later,
in 2013, when the Augmented Cinema Film Festival (ACFF)
was launched at the University of Toronto, there would be
more talk about augmented cinema to qualify works that are
no longer really, or not yet entirely, cinematic. And Jamie
McMillan gave us a definition: “The term augmented refers
to the emergence of digital technology in cinema and how
they have changed our relationship to the screen.” [9] Gene
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Youngblood, however, was one of the first theorists in 1970
to combine cinematographic forms that shun the screen and
linearity under the term Expanded Cinema. [10]

Sampling
Cinema regularly appears in museums and art centres with
artists like Douglas Gordon or Christian Marclay who have appropriated movies. The first conceived the 24-hour Psycho
video installation (1993), slowing down Alfred Hitchcock’s
film Psycho (1960), initially one hour and 49 minutes long,
Dominique Moulon

so that it lasted 24 hours, while suppressing the soundtrack.
The second received a Golden Lion during the 54th Venice
Biennale for his work The Clock (2010), which also spans 24
hours. But this work is synchronous with the time that passes and delivers the hour to us through the watches, pendulums and clocks of thousands of successive filmic or televi-

footage and for The Clock more particularly, video sampling.
In his book Postpruduction, Nicolas Bourriaud writes about
sampling, the term we will employ herein, along with appropriation in these terms:
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sion sequences. In both cases, there is a question of found

“During the 1990s, the democratization of computers and the emergence of sampling led to the emergence of a cultural landscape whose
emblematic figures are DJs and programmers. [...] The preponderance
of cultures of appropriation and the reprocessing of forms induces a
morality: these works belong to everyone, to paraphrase Philippe Thomas.” [11]

2010 that also comes from the cultures of sampling and appropriation. But it is interactive, and evolved more from within
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There is another work, which like The Clock, also dates from

the digital art. It was at Le Cube in Issy-les-Moulineaux (Paris) that Julian Palacz was awarded a prize in 2013 with a piece
entitled Algorithmic Search for Love. The Austrian artist began
by collecting a large number of films from around the world,
as many moviegoers do today via the Internet, to build a database. He retained the multilingual subtitles that are used to
index thousands of filmic sequences in the form of a word or
allowing viewers to solicit the machine so that it automatically
edits according to the words or phrases they enter. The film,
without any beginning or end, and totally unpredictable because
of this collaboration between the viewer and the artist through
the machine, perfectly illustrates the fact that “works belong
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phrases. He then coded the algorithm, the “rules of the game”,
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to everyone”, especially as we participate, in this case, in its
creation using the textual interface at our disposal.
But the most interesting thing in Algorithmic Search for Love,
is perhaps the viewer, as is often the case with regard to interactive installations. The words or phrases he or she chooses,
and the frequency of these queries, knowing, as film editors
well know, that rhythm is an essential component of cinematographic editing. And what happens when a group enters the
room where the work is installed and it is necessary to cooperate? The practice of video sampling, dear to artists like Christian
Marclay, is emancipated from the linearity from which it cannot escape when it is not augmented by a form of interactivity.
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As for appropriation,in the case of Algorithmic Search for Love
it is twofold because the spectator, too, appropriates the sequences of films that the artist has previously collected while
refusing the responsibility inherent in the final editing. But the
result, in both cases, whether it comes from a dynamic edition
or not, is in perfect coherence with the global vision that the
Internet offers us today.

Tactile Cinema
In the article “Propositions for an experimental interactive cineDominique Moulon

ma”, Jean-Louis Boissier writes:
“It is interesting to observe the installations which, through the crossing of video with new media, appear as new ‘species’ of cinema. We
note that they often take on historically abandoned traits: stereoscopy, panorama, mobility of the projector, variability of the viewer’s
position, etc., or they develop modalities that have been impossible up

view, play upon accessories, characters and situations, generativity,
shared reception and contained in networks, etc.” [12]

In this list of possible fields that digital media allows, there is a
notion that re-emerges through the will of innovations, which is
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until then: interactive immersion, non-linearity, variability of point of

that of non-linearity. But this doesn’t really make a difference,
because we are still very attached to the linearity of narratives
from Video Discs to DVDs, via the Internet or mobile phones in
the realm of art. The possible laziness of the spectators is not
enough to justify the repetition of these missed appointments. And
it is only in the video game industry that “cinema” is truly interacvity can only be kept. Not the tactile service terminals of our train
stations or airports, but the kind that is central to the uses of the
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tive. Unless it is through the tactile that the promise of interacti-

tablet computers that have invaded our homes. This is in fact the
challenge of the French artist Thierry Fournier who collaborated, for
the occasion, with the director Pierre Carniaux.
To begin, there was footage shot in Japan by Pierre Carniaux who
assembled it in 2012 to make the film Last Room. Then, in 2013,
Thierry Fournier integrated it into an application available for the
iPad entitled Dépli. The film is a documentary fiction whose actors
hotel rooms. But it quickly turns out that the main character is none
other than an island: that of Gunkanjima, whose history is gradually
revealed, which is inseparable from that of Japan. Thierry Fournier
likes to present this film in its original version in cinemas before offering it a second time to spectators through its interactive film in-
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are ordinary people who take shots of themselves with cameras in
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stallation. The spectators are then invited to seize the application
in the form of a timeline, an interface well known to film editors.
Each one then goes back to his own film, managing, with their fingertips, the opacities and durations of the transitions. Jean-Louis
Boissier writes: “To remain in the cinematographic tradition, the
most natural solution for interactive cinema is to exploit the play
between images. These inter-images are the very substance of
cinema.” [13] The contortion of bodies, from the most engaged
spectators, betrays their physical commitment.
Strangely, it is often slowness that prevails, in contrast to the experience of video games. Is it because of a gesture through touch,
sliding rather than clicking? Unless perhaps it is intimately linked
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to the pleasure of stretching to the extreme the interstitial space
of the inter-image of which Jean-Louis Boissier speaks, when sequences merge and meaning springs from disorder. But there are
sequences that come back under the touches of the operators. To
these we need remind ourselves of the retinal seduction power of
images that bring us back to possible scenarios of a cinema that is
operable through the tactile.

Generativity
The question of the re-appropriation of the media is central to
Dominique Moulon

many filmic practices in the fields of art. This may be the case for
Jacques Perconte, who is also the author of the rushes that he
usually captures in nature and in the form of sequence shots, by
walking, by car, train or boat, camera in hand. This is how he seizes
light outdoors to rework it in his studio. As he said to Violaine Boutet
de Monvel:

dscapes, as well as the story that unfolds during their perception. In a
way, they are walks. The narration settles in the transformations the
image suffers. First and a priori naturalist, it emphasizes the landscape, its plasticity, and then it becomes less objective, maybe more impressionist. Light draws, colour magnifies, matter prevails, and finally
the landscape slowly becomes abstract. Familiar at first, it becomes
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“The scenarios of my films are dictated by the geography of the lan-

an expressive and mental space.” [14]

These “transformations in which the image suffers” are intimately linked to the operations that the artist performs in his studio by voluntarily altering the encoding of the previously captured video sequences. His method is experimental, for a cinema
that is just as much. He proceeds by small corrections of code
that “matter prevails” in the space of the exhibition, when the
artist has to accept a form of letting go. The duration of the
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that echo the accumulation of layers in painting. And it is then

work is infinite and there is not an approximation, in the image,
that will be repeated at any time. This is the generative part of
his work, in this endless accomplishment programmed without
any kind of repetition.
There is, when these landscapes become “little by little abstract”, something that is of the order of viscosity in painting.
his works to obtain prints as he did in 2014 during the creation
of the series Alpi. All the particles of his images come from the
“geography of the landscapes”, but it seems that they have intermingled with one another during the process of their transformation. The code, which describes them perfectly, has
been altered without them nevertheless being accidents, the
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Especially when the artist interrupts the process of recreating
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term approximation being more adapted here. It is a form of
approximation that is inherent in the random processing of large
amounts of data. The main interest of generative works often
lies in their non-predictability. This is the case of the work of
Jacques Perconte who only establishes rules by altering algorithms so as to be surprised by the half filmic, half pictorial material that emerges from them. And it is by injecting error into
the computer code of his works that he succeeds in doing so,
responding to the question posed by Norbert Hillaire: “Is there
still a place for the incalculable part in a work of art?” [15] In a
period of time, which is that of the spectator, Jacques Perconte
problematizes the passage from the landscape to the abstract
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as many painters have done in the past, certain Impressionist
works being in the exact middle between these two types of
representation. And it is with the “incalculable part”, preserved
by systems of image processing that are being ever more perfected, that it succeeds.

Colour Alone
Assembling works within categories so that they make sense together, strong in their proximities and / or differences,
amounts to taking the risk that some of them resist any clasDominique Moulon

sification, while creating transversality. This is the case of the
video installation R+G+B (2009) by Matthew Biederman when he
reactivates the historical question of monochrome in the use of
generativity in art. It is a work that has no beginning, other than
the start of the application that generates it in real time, nor
ending, barring a power failure. The three values whose variabi-

that are part of the composition of the colour video streaks following one another during infinite transitions in the background.
The bit (a contraction of Binary digit) being the unit of measurement of the foreground values of this work, whose colours are
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lity is constant are those of the red, green and blue quantities

computed by the machine according to rules previously established by the artist. And it is in the endless variability of its condition that it perfectly illustrates the subjectivity of aesthetic
judgment, some continuing to describe a yellow colour, while
others already evoke an orange.
But the generative work of this artist living in Canada is also a
continuation of the research of another precursor whose films,
components of the media into units of significance.” [16] The
art theorist is referring here to Paul Sharits’ flicker films of the
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according to Lev Manovich, “often transform certain ‘material’

1960s and 70s. Experimental films whose images consist of flat
areas of colour that can change up to twenty-four times per
second. “The unit of significance”, in the case of Paul Sharits, is
analogue while it becomes digital with Matthew Biederman. As
for “the material component of the media”, it is comprised in
both cases by constantly renewed monochromes.
The evolution of motion picture supports renews the approach
daal. One of his URL works located at hexattack.com (2013) pursues this quest for the sublime initiated by Russian avant-garde
artists like Kazimir Malevich and Alexander Rodchenko. But it
still blinks with the evolution of its coded “units of meaning”, in
HTML language of course, through hexadecimal characters. And
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to monochrome, even in the artistic practices of Rafael Rozen-
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the speed of appearances and disappearances of pure colour,
in the browser, participates in the title Hex Attack of this online
generative blinking film. The change of media in favour of the
Internet material, as a support comprised here of a connected
screen, has multiple repercussions on the durability as well as
the hanging or the acquisition of the work. This is the reason
why Rafael Rozendaal has drafted a contract binding the artist
to the collector that is adapted to this new situation. The contract, entitled Art Website Sales (2011), is Open Source, therefore modifiable. It stipulates, inter alia, that “the owner will keep
the website online and completely accessible to the public.” [17]
This clause particularly undermines the idea of a necessary ra-
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rity in art, because we can all enjoy this generative piece online,
even if it has become part of a private or public collection. Monochrome works thus succeed one another, remaining faithful
to the use of pure colour, but they raise other questions when
they are in motion, generative or online, although all participating and in different ways, in an extended form of cinema.

Augmented Reality
The history of the video image is interspersed with innovations,
from its emergence with the Sony Portapak portable recording
Dominique Moulon

system, until it was freed from the screen through the use of
the first Barco video projectors. Artists seized upon this second innovation, initially designed to display growth curves in
boardrooms, in order to increase the reality of monuments and
objects. The French artist Samuel Rousseau is among these. It
was he who, in 2003, installed Le Géant inside the old theatre of

Paris. By multiplying the projections inside the building so that
a single image covered all its openings, he thus revealed a naked performer whose excessiveness made us perceive it like a
giant. “His relationship with architecture goes so far as to be
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what became the Gaîté Lyrique, the place of digital cultures in

composed entirely for the space he invests [...], one sometimes
comes to wonder whether the place was not conceived for the
works rather than the reverse”, [18] Henri-François Debailleux
wrote later on about this artist who, at the same time, “invented” Video Wall Paper (2000-2003) by covering all the interiors
of galleries or halls of art centres with evolutionary patterns.
But Samuel Rousseau, as if to escape the excesses of the mapves of our urban centres who wish to embellish them, even if
only temporarily, subsequently created installations whose re-
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ping creations especially appreciated by elected representati-

lationship with the viewer is more intimate. It was thus he conceived and made Untitled (Tree and its Shadow), in 2008. The
tree is symbolized by a dead branch, divided into other branches, of a chestnut tree. It is in the background that everything
happens, where the shadow cast of the tree is increased by an
animation emulating the seasons, from its slow branching until
of means put in place by the artist to evoke the use of the magic lanterns that preceded the invention of cinema. In 2011, the
artist confided to Selina Ting:
“My job is simple, but not simplistic. Simplicity, for me, tends to universality. If you take a piece like Untitled (Tree and Its Shadow), it took
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the fall of its leaves. The illusion is perfect, as are the economy
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me two years to imagine this piece. Between the idea of using the
shadow, via video, and then to finding a fair idea with respect to life
and death that I wanted to transcribe, then six months to make it. But
this is work that one does not see”. [19]

This notion of eternity appears even in the title of the work A
Little Eternity (2009). The reality of the candle whose wick is
extinguished in the space of the exhibition is increased by
a projected video flame that coincides with its shadow. Here
again everything takes place in the interstice separating the
object from the image, which extends it elsewhere or otherwise.
Samuel Rousseau was nominated in 2011 for the Prix Marcel Duchamp, which is one of the most anticipated awards by contemporary art audiences. His use of the video medium is today inseparable from that of the digital medium, both of which merge
into his practice. This is also the case for Julian Palacz, Thierry
Fournier, Jacques Perconte and Matthew Biederman. And it is
perhaps because of its transversality, its capacity to blend into
the media that it develops, that the digital medium can acquire
the recognition it still lacks in the sphere of contemporary art.
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1.3. Video Practices
The portability of Sony’s first Portapak recording system was
instrumental in the emergence of video art in the mid-1960s.
Through digitalisation, the video medium has become more and
more malleable, from capture to broadcast, through processing
and effects. This is how practices such as self-filming, or uses,

that artists knowingly appropriate. The growing reliability of digital technologies for real-time processing of the video medium
now makes it possible to set up in galleries, museums, theatres
and urban centres with increasingly sophisticated and increa-
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such as closed circuit, reappear in other ways as innovations

singly powerful devices, thus expanding the fields of the possible. Controlled by artists of their time, the video image now allows almost all illusions. Peter Weibel tells us: “Human beings are
driven by illusions. You can call it desire, motivation, whatever,
the fact is that illusion is the term for a space of possibility. You
know something doesn’t exist, but you can make it possible.”

Cinema of Objects
At the frontier of cinema and video creation, there is the sta-
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[20]

ge where audio-visual performances are given. The size of the
image is that of the cinema whereas the digital component of
the video medium greatly facilitates processing and effects in
real time, that is to say in the presence of the spectators. Festivals focusing on digital artistic practices generally offer such
performances to their audiences. It is through artist residencies that structure the digital arts community that they are
tists and performers like Luke Bennett, Baris Hasselbach and Simon Krahl from the Berlin collective Transforma have partnered
with French artist YRO, aka Elie Blanchard. Several residences,
among other supports, were necessary to create the Asyntome
performance that they gave together for the first time at the
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produced before being given to this same network. Video ar-
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Centquatre in Paris during the 2010 Némo Digital Art Festival.
The practice of the Berlin group reconnects somewhat with
original video art since it is in the studio that they develop
small experiments that are resolutely analogue and that even
appear in the field of the camera. Their approach to the materials they manipulate is experimental, almost scientific.
Tirelessly, they repeat gestures with sand, glass, liquids and
objects in the light which, as in cinema, plays an essential role.
And it is only on stage that they magnify the previously acquired sequences by projecting them. The digital edition of these
same media in correlation with the processing and generation of sounds that participate in electronic music is therefore
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done in the time that is that of the viewer. YRO, for his part,
knows well the time of the spectator since he is also used to
manipulating, in real time, relatively simple objects using an
application dedicated to such a practice.
Everything in the image is larger than life when together they
give their performance Asyntome. For forty minutes, the artists pass from post to post to make the images that are edited and projected at the same time. Games of scale are essential to the mystery as well as to the suspense that is being
written over time. It is no longer very clear, as in the case of an
Dominique Moulon

orchestra, who is playing which instrument, for it is a question
here of instruments. The simplicity of the objects coming for
the most part from our daily lives, depending on points of view,
seems contrary to the complexity of the images which always
synchronise with the sounds, to the music, an important part
of which has been previously composed.

of the continuity of experimental cinema, if only because of its
proximity to abstraction. But it is the fact that everything is
shot and edited in real time video that makes it resolutely contemporary. It is easy to understand why it is difficult for such a
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The cinema of objects practiced by Transforma and YRO is part

performance to access the contemporary art institutions whose close relations with the market are known, especially since
these artists do not wish to generate art objects. This does not
mean that such practices are deprived of economic models.
These exist. They are inspired by those of live performance. This
confirms the propensity of digital technologies to break down
the fields of creation. Some consider this capacity as a force,
so elusive.

47

others as a weakness, these same technologies being at times

Closed Circuits
As early as the 1970s, the use of closed-circuit video was highly
appreciated by contemporary artists such as Peter Campus,
who could then integrate the viewer into the work through devices located within the museum space or that of the gallery. According to Michael Rush, “The visitors to an exhibition became
the artwork.” [21] As video systems were digitalised during the
hitherto been essentially reserved for the film industry, became more widely available. But most importantly, it was possible
to exploit them in real time with open source applications. And
today, video cameras are part of the most compact electronic
equipment ranging from the laptop to the smartphone, through
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1990s, many visual effects, such as masking or inlay, which had
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tablets and other connected devices. Thus, closed circuit video, after having become an integral part of all our surveillance
systems and the simple fact of its digitization extending the
field of artistic possibilities, it has returned in strength to art
centres.
Reynir Hutber is one of the artists who, in the continuity of the
historical research of video art pioneers, creates illusion by exploiting the digital part of the video medium. He designed two
installations based on the same type of real-time apparatus:
Room 237 in 2009 and then Stay Behind the Line in 2010. The
title of the first evokes the most mysterious of the rooms of
the Overlook Hotel from the film The Shining (1980) by Stanley
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Kubrick; the second refers to the prohibitions of approaching
a little too closely to a crime scene, or an artwork. The scenography of the two installations of this London based artist
is also carefully prepared. For example, the viewer penetrating
the interior space of Room 237 is invited to disinfect his hands
with a product made available at the entrance. Then, as in Stay
Behind the Line, he discovers a screen broadcasting the image
of the surrounding space, the scene of a possible crime. There
is a naked body which, however, is not really there. And it is precisely there that the spectators try to understand, contorting
Dominique Moulon

themselves not to cross the forbidden limit made material by a
chain, for Room 237, trying to touch it with their feet, with varying degrees of delicacy, this body which is “only” in the image
of Stay Behind the Line. To better understand, it would perhaps
be necessary to be freed from the prohibition and so pass
behind the line. Accepting the idea that this is only the repre-

system whose truthfulness we cannot evaluate, the spectators
let themselves go. There are some who cover this defenceless
body by placing their coat on the ground, others mimic scenes
that evoke possible abuses... Because works inducing partici-

1. Continuing On

sentation of a body, although in the image of a surveillance type

pation, without actually immediately being comprehensible, tell
us a lot about human nature.
It is also interesting to note that Reynir Hutber, with Stay Behind
the Line, was nominated for the Cube Award in 2012, the same
year as Julian Palacz with Algorithmic Search for Love. For these
two artists are of the same generation and their research is in
keeping with that of their elders. But the contribution of the
both cases other interactions, other questions.
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digital medium, considering the filmic or video images, elicits in

Video Mapping
In the art world as well as in the world of innovation, which are
domains that often inter-connect, it takes a long time to finally identify practices or uses. Thus, the filmic practice of Jacques
Perconte ended up being named datamoshing, and Tony Oursler
used the technique of video mapping in the 1990s, long before
it spread under that name. With respect to Tony Oursler, Michael
ve his videos.” [22] But it is once again the democratization of a
device, here that of the video projector, which allowed what is also
very rightly called “illusionist” projection to become a trend in the
2000s. The multiplication of layering of video textures in the city
of Lyon at the time of the Festival of Lights thus extends, more or
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Rush noted “the variety of projection surfaces he invents to recei-
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less successfully, the research of the American artist Tony Oursler
consisting, according to Raymond Bellour, of “inhabiting the space, architecturalizing it, sculpting it, incorporating it with projections oscillating from the spectacular to the intimate...” [23]
Few artists try to dissimulate the projectors that allow them to
generate illusions, but even fewer are the ones who, like the Dutch
Carolien Teunisse and Bram Snijders, reveal them as they did in
2010 through the light installation RE:. Carolien Teunisse explained
to us the origin of her shared creation:
“One day, Bram came to me with a problem. He had a small space to
exhibit in and we always have to work with projections and merging
these virtual video and images with the real world. And it was really
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difficult to do that. So I was already thinking a lot about media and augmented reality. We started thinking: why not just make the projector
the art work?” [24]

The idea was so remarkable, for its simplicity as much as for its
radical aspect, that this NEC projector, which had become an
artwork, then started touring the world of festivals of the digital
art community.
The RE: projector visually reconnects with the idea of loops or closed circuits specific to video art because it is its
Dominique Moulon

own light that it receives through the reflections of mirrors
cleverly positioned within the space. Unlike those who hide
their TV sets in period furniture, these two artists prominently displayed the device, which usually only has the value
of being useful, by covering it with its own light. Even more,
they enhanced it with a virtual grid perfectly adopting the

designers like to draw. As though the representation of an
object in the process of becoming were to blend with this
same manufactured object. This manifestly conceptual piece combining an everyday object with its representation in

1. Continuing On

shapes of its shell and evoking the polygonal meshes that

a museum context, reminds us of Joseph Kosuth’s One and
Three Chairs (1969). Let us recall here that the work exhibited
at the Centre Pompidou assembled a chair, its photographic
representation and its textual definition. One might consider that RE: to some extent, glorifies technology, precisely
that for which artists using the digital medium are sometimes reproached. But it is clear that this glorification, by its
at work in the field of contemporary art. If it is not, perhaps,
the meticulousness with which its reflective components
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somewhat Duchampian character, holds the criteria that are

must be positioned and maintained in time, since they are
incompatible with the marked taste of institutions for inert
collections.

Low Resolution
Video, in its analogue version, has hardly evolved, but its resolution, with the emergence of new standards in constant
qualifiers of the type high, full or ultra, translating this incessant quest for precision in the moving image are not lacking.
It is not just artists like Jim Campbell who stay away from such
technological obsessions, even though the medium of video is
a favourite part of his photographic, filmic and kinetic research.
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evolution, has steadily increased since its digitalisation. And
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During the 2000s, he augmented his photographic images with
ghostly presences through light-emitting diodes organized in a
matrix. The level of detail of these background animations is of
little importance when it comes to investing photographs of urban landscapes with furtive presences coming from behind the
images. The nature of such works is therefore variable. At first
glance of the photographic type, they turn out to be more filmic than they seem, without falling into the category of moving
images. The creations of this American artist surprise us when
shadows sneak in, but he tells us about the processes used by
generally leaving the LED grids on the sides of his installations.
Though the artworks of the Photo Based Works series induce
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the collision of multiple temporalities, in the media associated
with them and in the experience of the spectators, those of
the series Explored Views make distance an essential matter.
Close-up, they present themselves as luminous installations
where myriads of LEDs organized in parallelepipeds randomly
light up and go out. To distance oneself from the work, as one
can do at the San Francisco Museum of Modern Art, where one
of his Explored Views is presented permanently, is to have another reading entirely. His luminokinetic sculptures then become
screens. When the thickness of the installation disappears in
Dominique Moulon

favour of animated representations of birds, for Birds (2010),
or pedestrians, for Commuters (2011). What, at first glance, is
abstract, becomes resolutely figurative, and therefore narrative. And one is surprised by the extremely limited number of
LEDs needed for the figuration of a bird flying. However, it can
be considered that the subject initially captured in video does

artwork which, nevertheless, cannot be reduced to the quality
of the screen, even in three dimensions. The medium here would
be the message, as Marshall McLuhan would say. [25]
The low resolution of images in the distance, like that of the
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not go so far as to think that its extreme banality can serve the

images in the background, is at the centre of the artistic practice of Jim Campbell. In a world where we want more and more
details, in sound as in the still or moving image, this artist works
by practicing the elimination of all forms of redundancy, in order
to preserve only the essence of what makes motion perceptible. In his ‘fragmented’ use of digital video, he reminds us that
even the most furtive appearances of silhouettes can suffice
of cinema, and that continues to be exploited by contemporary

53

to tell stories, as in the shadow theatre that precedes all forms
artists like Hans-Peter Feldmann. Matt Stromberg establishes a
relationship between the works of the series of Explored Views
by Jim Campbell and the origins of cinema by writing:
“When viewing his works, one is reminded of the wonder that early
viewers of cinema must have felt when stunning reproductions of the
everyday world grew out of the simple combination of metal, glass,

The Mirror as Medium
The mirror as an object has a recurring presence in the history
of art, both in terms of use, representation and symbolism. It
is even, if we consider Leon Battista Alberti, at the origin of
painting:
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and light”. [26]
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“That’s why I tell my friends that the inventor of painting, according to
the formula of poets, must have been Narcissus who was changed into
a flower, for if it is true that painting is the flower of all the Arts, then
the fable of Narcissus is perfectly suited to painting. It is something
other than art to kiss the surface of the water.” [27]

The mirror, with the 20th century, becomes the medium of artists like Michelangelo Pistoletto, while others advantageously
emulate its function in the use of closed circuit video, ‘reflection’ becoming so easily controlled. Knowing the appetite of digital artists for the media, it is hardly surprising that one of
them, Daniel Rozin, articulates his work around the use of mirrors in the digital age. He lives and works in New York and made
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a series of mechanical mirrors.
His first Mechanical Mirror dates from 1999. It is composed of
a matrix of 830 small wooden tiles, controlled by as many motors informed by a camera that captures the scene from the
front. The tiles then receive the light differently according to
their position, they all together reconstitute the low-resolution reflection of the person facing them. This is therefore the
perfect hybridisation of two media, namely the mirror and the
video, in a closed circuit. The synchronization of all the compo-
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nents of this same mirror is somewhat hypnotizing. We think of
Narcissus observing his reflection with the greatest interest.
But what seems to be at work here is the title: Wooden Mirror.
For there is nothing less reflective than a wooden surface. In
the years that followed, Daniel Rozin experimented his interactive apparatus with different materials, the nature of which,
with Trash Mirror (2001) comprised of household waste, offer

the consumption patterns that contribute greatly to defining
our personalities?
The most interesting piece, considering the symbolic part of
the titles of the series Mechanical Mirrors, is probably Rust Mir-
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further interpretations. Is not our waste also the reflection of

ror dating from 2009. Because rust, beyond its non-reflective
aspect, is the most perfect enemy of reflection. Mirrors that
oxidize gradually lose the value of their usefulness. The astonishingly low resolution of Daniel Rozin’s mirrors, echoing Jim
Campbell’s research, means that we keep our distance to better decipher our reflections, even reading the legends to understand their meaning, their symbolism. In considering such
the questions they raise through the use of the digital medium.
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works, beyond their decidedly digital form, we also reflect upon

1.4. Neo-kinetic Art
“You have to deliberately go back and think, what did we forget,
what did we leave behind in this rush into the new digital age”,
[28] says Gerfried Stocker. However, it seems to us that this
necessary step backwards, in order to go forward, was carriexhibitions such as Dynamo: A century of light and motion in art,
[29] at the Grand Palais, Julio Le Parc: Soleil Froid, at the Palais
de Tokyo, without forgetting the active participation of galleries
such as Denise René organizing in that same year the exhibition
Kinetic Digital Art. The title of this last event reveals the extent
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ed out simultaneously by a few Parisian museums in 2013. With
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to which the kinetic and digital tendencies of art sometimes
coincide. Kinetic art emerged in the early 1960s, while the use
of computers for artistic purposes was still relatively marginal.
Historical artists of this kinetic tendency, focusing mainly on
mobility, naturally interest their contemporaries who use digital
technologies to control these motions. The essential difference
between their practices, the many formal similarities of which
may be observed, may lie in the evolution of the controls that
are authorized by programming languages, which are being ceaselessly revised.

In Praise of Slowness
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“I remember being in front of a virtual cube of Jesús-Rafael
Soto, a well-known artist from Venezuela from the 1960s and
70s and, while looking at that, I thought: if this could move it
would be a great thing”, [30] the artist Elias Crespin, who studied programming in Caracas, tells us. The sculpture to which
he refers is part of a series of virtual cubes and spheres, because they are composed of rods suspended in space. The wired primitives of the artist Jesús-Rafael Soto, who belongs to
the first generation of kinetic artists, appear, however, as soon
as the spectator moves into the space. Jesús-Rafael Soto also
Dominique Moulon

conceived Penetrables inciting the public to cross them. It is
then by penetrating or crossing them that the spectator animates them, if this is not done already by the wind in the case of
outdoor installations. “At no time did I try to use an electric or
mechanical motor. I wanted to use the viewer as the mechanism,” [31] he told Carlos Diaz Sosa in 1966, while his contempo-

Elias Crespin did in 2002, when he began his first sculpture. His
programming skills allow him to control the motors of his pieces,
which are not unlike the wire structures of his grandmother, the
artist Gertrud Goldschmidt, also called Gego, who initiated him
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raries, like Julio Le Parc, regularly use motors. And this is what

into the creation of geometric wire structures in space.
The specificity of a work like Plano Flexionante Circular (2012), by
Elias Crespin, compared with that of the artists who preceded
it, lies essentially in his ability to digitally control the fine metal
rods that he has suspended in space using nylon threads, which
are invisible. Just like the motors he hides in boxes from which
his artworks are suspended. Hence the impression of lightness
tion. Passing alternately from order to chaos during transitions
of extreme slowness, they stretch the time which is that of the
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that emerges from his wire structures in perpetual reconfigura-

spectator. The complexity of the algorithms of the computer
language that makes them move, completely disappears when
these sculptures perform, as they are apparently autonomous.
For some of them, and at specific moments, they evoke the
perspective drawings of Italian artists of the Renaissance, of
these representations which are at the origin of the polygonal
meshes that 3D artists observe from all angles in their appliElias Crespin when they move, trying to better understand the
contours, the limits.
Finally, there is the scenography which, once again, plays a very
important role. It is essentially the lighting that allows the perfectly white surfaces of the environment of his works to make it
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cations. Just like the spectators of the elusive structures of
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through their shadows. This brings us back to the shadow theatre where the control of the silhouettes, from the invisible, is
just as complex. Elias Crespin’s research associating art with
geometry is a continuation of that of the Florentine artists of
the Quattrocento at the time when they discovered perspective, as well as those of Latin American artists who in the 1960s
and 70s, pursued the adventure of the abstract by taking an
interest in motion in space. The Parisian gallery Denise René,
which focuses today on what it calls neo-kinetics, is not mistaken in having included Elias Crespin in its selection in the years
following his arrival in Paris in 2008.
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Light in Motion
Marcel Duchamp, who was also interested in motion, is one of the
precursors of kinetic art. In 1926, he made the experimental short
film Anemic Cinema where the shots of discs with concentric drawings in rotation are interspersed with short poems like “esquivons les ecchymoses des esquimaux aux mots exquis.” Later, in
1935, he sold his Rotoreliefs in cardboard for use on turntables.
The idea, in both cases, is to produce optical illusions by exploiting the phenomenon of retinal persistence. This is precisely what
Laurent Bolognini does with lumino-kinetic installations such as
Dominique Moulon

Electra, whose three motors can reach 250 revolutions per minute. This work, which integrated the permanent collection of the
MAC VAL of Vitry-sur-Seine in 2008, sets in motion eight luminous
points which, according to their axis or speed of rotation, draw
more interlacings than our retinas can capture.
Speed is an essential component of the lumino-kinetic installa-

about the “digital coefficient” allowing him to control this same
speed, as it hypnotizes us so much. The speed of the infinitely
large or the speed of the infinitely small is the speed of the trajectory in question. Symbolizing the convolutions of the planets
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tions that Laurent Bolognini generates and we do not much care

as well as those of the electrons, the points of light of his works
disappear in favour of the traces that the imperfection of our
retinas allows us to grasp. Electra’s extreme velocity – a necessary condition for our observation – is also the one that CERN
researchers are experimenting with by launching tiny particles on
high-speed trajectories. It is interesting to note that this same
research laboratory welcomes artists like the German Julius von
the CERN particle accelerator, von Bismarck designed a luminokinetic system to illustrate the perfection of the trajectories of
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Bismarck in residence. After spending time with researchers at

high-speed particles in the 27-kilometre circumference ring.
The lumino-kinetic installation Versuch unter Kreisen (2010) by
Julius von Bismarck consists of four incandescent lamps which,
suspended from the ceiling, have similar rotational directions
but slightly different velocities. This allows the lamps to compose a ballet expressing at times, order and at other times, chaos, without it being possible to identify any passage whatsoever
poses. There is something universal that emerges from Electra’s
velocity, as there is from the slowness of Versuch unter Kreisen,
through the rotations without beginning or end of their luminous
components. A beauty that would perhaps be transversal to art
and science; a form of elegance comparable to that of mathema-
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between these two states, which nevertheless everything op-
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tical equations from which all redundancies have been removed.
The lumino-kinetic installations of Laurent Bolognini and Julius
von Bismarck, the digital part of which is as minute as necessary,
could thus be considered as minimalist artworks.

Art and the Computer
“I’m always comparing art with the computer”, [32] explained
Jeppe Hein in an interview in 2009 about his Please, Please, Please exhibition at the Vancouver Art Gallery before continuing:
“The first time you are sitting in front of a computer […] you have no
idea the way you start it, so you learn to start it […] and the more you
learn the more you get into it […]. It is a little bit, I think, the same
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with art, even if it is going a little bit slower. As the more you learn,
the more you see, the easier it is to understand things […] Somehow,
it may be easier to look at your computer in a way, but I kind of like to
combine these two things.”

His immoderate use of sensors of all kinds that enable viewers
to activate as well as to deactivate his artworks, without really knowing how or why, participates in this desire to combine
art and computers. A will which must be remembered is not so
new if one considers the title of the book Art and the Computer,
Dominique Moulon

which Abraham Moles already published in 1971, [33] although it
is essentially a matter of computer-generated imagery (CGI).
But let’s go back to 2004 when there was a sensor at the entrance to the kinetic installation Distance. Detecting the arrival of a spectator at the entrance of the space of the artwork,
it triggers the release of a white ball, which is guided by rails

ople identify with “their” sphere, the very one that they have
released without any contact or intermediary, without any action except the intrusion and the presence of a spectator to
guarantee that of his or her virtual double. The use of a pre-
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throughout a circuit extending 800 metres in length. Many pe-

sence sensor at the entry to Distance could be considered an
unimportant detail since it could just as easily be replaced by a
mediator, without taking economic issues into account. But the
fact that the mere presence of the one who integrates the work
suffices to trigger one of its components strengthens the relationship that is established between humans and objects. And
they follow, in parallel, a similar journey. Distance is a monumento Saint-Nazaire, via London or Minneapolis. It inevitably draws
the spectators’ attention to the interior architectures of the
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tal sculpture that fits the exhibition space, from Aix-la-Chapelle

places where it is set up, since the latter have agreed to break
the relationship that links them to the mobile components of
the work.
Mirror Wall (2009) is another, more recent installation that induces the use of a presence sensor. A large mirror is installed in
the exhibition space and it is the presence of the spectator that
makes it vibrate. But this trembling caused by the spectators
tors, by their simple presence, are at the origin of the triggering
of the system which, through the symbolic, questions this same
presence. The use of sensors for Distance or Mirror Wall, whose
extreme discretion we can appreciate, could be anecdotal. But
both of these pieces reinforce the spectator’s relation to the
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destabilizes the image that is sent back to them. The specta-
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work via the invisible, sometimes by increasing their presence
and sometimes by weakening it. The formal vocabulary of Jeppe
Hein is borrowed from the minimalist sculpture that emerged
in the 1960s, while his attachment to the motion brought him
closer to the kinetic practices that appeared at the same time.
But the contemporaneity of his works often involves interactions that are being implemented. Interactions of the invisible
which, without interfaces, allow all forms of relationships, real
or fantasized. Jeppe Hein combines art and digital in a way that,
ultimately, the two are mixed.

Language
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Signal to Noise (2012) is a kinetic and sound installation designed and produced by the members of LAb[au]. It presents itself
to the spectators at eye height in the form of a raised horizontal ring from which one immediately perceives a ceaseless flow
of clicks within. Curiosity leads us to penetrate into the centre
of the work, which, at 360 degrees, presents only characters
in four rows. There are 512 of them to be precise, a value that
will not leave connoisseurs of programming languages indifferent. Mechanisms that cannot be identified from the outside
seem to be split-flap type displays like those we may recall
Dominique Moulon

from waiting rooms at stations or airports. These analogue
mechanisms have disappeared from our environment, being
digitized a little more each day. The billboard that the artists
have reconstructed is circular, unlike the transit schedules
to the destinations of yesterday. Therefore, it concerns only
the small number of those that it isolates in an analogical

sound of the mechanisms which, passing from one character to another, all together but at different speeds, is
much louder from the inside.
It seems that this machine, the obsolescence of whose
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circle that is preserved from our digital environment. The

components of yesteryear greatly participates in its very
real sculptural aspect of today, is addressing us. For the
words to which we give meaning are displayed in red, and
remain motionless. Assembling them in the order in which
the machine offers them, however, hardly allows us to make
sentences. Also, it is unlikely that it will succeed in addressing the world by assembling the words hello and world as
code. Is there, as its title indicates, a loss? Knowing that
the Signal to Noise Ratio (SNR) allows engineers to quantify
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programmers [34] usually do through the applications they

the quality of the transmission of information with respect
to loss, the noise emitted by the kinetic sculpture of LAb[au]
is also that of the number of characters not being able to
make sense. There is a double loss. Because the algorithm
allowing the machine to spell a few words could just as well
allow it all phrases. Just as the mechanisms, in other circumstances, would be able to display all the rail or air destiWhat is fascinating to us in this decidedly kinetic installation whose state is so unstable, beyond its obsolescence, is
the relation between the meaning that is produced with great noise and that which might emerge in silence. Let us remember that words with meaning are frozen in red. This ma-
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nations of the world.
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chine, which seeks out its words like a child spells them, to
a certain extent, reassures us in contrast to those which we
are told have an intelligence that is ‘artificial’ and limitless.
Dating from 2012, it nevertheless evokes the first analogical
computers whose size, today, seem to us disproportionate
to the service performed. It is only in the world of art that
machines are useless, in appearance at least. For the statements, incomprehensible to the common mortal of Signal
to Noise, like those of the Pythia, [35] could just as well have
meaning. If indeed we were able to find an interpreter at all,
since we are in the world of machines. Unless one considers
its production as a sonorous and visual poem of the ephe-
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meral, as it evolves in cycles without any backup, emphasizing its effectiveness in the field of information loss.

Excess
“[…] the modernist monochrome makes a sudden reappearance
in works consisting of multiple digital monochromes piled on top
of one another to create fleshless luminous ‘post-digital mirrors’.
But in this new ‘gaze craze’ it is distance which allows you to attain a kind of indeterminateness without limits…”, [36]
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Christine Buci-Glucksmann writes about the Post-Digital
Mirror (2011-2012) by Pascal Dombis. The white and black
monochromes that “reappear” in the exhibition space have
been assembled, more than a hundred in total, in the depths
of the image permitted by the digital lenticular printing processes. For Pascal Dombis is an artist of excess as Henri-

all, is to see how from a rule pushed to its excess one can
switch to an unexpected world, to obtain other, entirely new
universes, which he no longer controls and which create the
unexpected...” [37] From moiré effects between the blacks
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François Debailleux points out: “What interests him above

and the whites, particularly appreciated by the precursors
of the optical art of the 1960s, in the depth of the layers as
between the lines, on the surface, comes the emergence of
haloed forms. They result from minute, infinitely repeated
errors, which the artist refuses to control. Wise decision because, he can?
The distance that “conditions access” to the work is that of
stic relationship to this hybridization of interlaced monochromes. And there are as many possible hybrids as there are points

65

the spectator who, in his or her movements, maintains an ela-

of view, as in the environment of a work by Carlos Cruz-Diez,
though that of Pascal Dombis is flat, at least in appearance.
Because everything happens in the thickness of infrathin, dear
to Marcel Duchamp. The “unexpected worlds” reflected in the
Post Digital Mirror come from behind the surface of the image
and it is the front movement that ensures infinite variability.
The part of digital essential to the manufacture, in the studio, of
its presentation. In order to put forth some essential modernist
problems such as the monochrome or the point of view, confirming once again the thought of Peter Weibel: “A lot of modern
art, like pop art and kinetic art, was rediscovered through the
media experience.” [38]
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this inverted mirror disappears when it integrates the space of
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Artists who, like Pascal Dombis or Elias Crespin, use digital
technologies in the production and presentation phases of
their pieces are a continuation of a history of art whose writing they pursue. Considering the historical practices linked
to motion and to points of view, they enjoy the technological
contributions of their time to reactivate them otherwise.
And their works mingle with those of their precursors, Gego
or Carlos Cruz-Diez, so that in the exhibition, intergenerational and inter-media dialogues, are initiated. This is precisely what happened at exhibitions like Dynamo: A century
of light and movement in art, in 2013 at the Grand Palais.
Without forgetting that these same works are also intertwi-
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ned in the art market, whose dominant position in the institutions will be recalled, for example, by mentioning that it
is generally galleries that run the national pavilions of the
Venice Biennale.

1.5. Sound Art
The 20th century is a century of listening where even noise,
if one considers the 1913 book of the Italian futurist Luigi
Dominique Moulon

Russolo entitled The Art of Noises, [39] can be turned into
art, while at the same time musical expression has expanded by becoming electrified. New musical instruments have
seen the light of day such as the Theremin, invented in 1918
by the Russian engineer Lev Sergeyevich Termen, with which
one can produce sounds without even touching its anten-

ased and the notion of a sound landscape emerged with, in
particular, the Sirens Symphony given in 1922 in the port of
Baku by Arseny Avraamov. Without forgetting the practice of
field recording initiated by Dziga Vertov by capturing urban
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nas. Sonic practices, with the Russian avant-garde, incre-

and industrial sounds with mobile equipment during the production of his film Enthusiasm in 1930. Sound, thus considered as an artistic medium in its own right, is also intimately
linked to technologies, right down to the virtual shelves of
our online supermarkets. This may be the reason why digital practices in sound art are particularly appreciated within
the digital arts community. There is even an event in Berlin
CTM Festival. The term “adventurous” evoking, in particular,
the use as well as the appropriation of, emerging technolo-
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dedicated to adventurous artistic and sound practices, the

gies.

The Sound of Motion
Zimoun is a Swiss artist who lives and works in Bern. In 2010,
he received an honorary mention in sound art and digital music at the Ars Electronica festival in Linz for his installation 216
prepared dc-motors / filler wire 1.0mm before he joined the Deis well known. This sound artist creates kinetic artworks while
revealing the architecture of the places within which he sets up
his installations. The term “poetic” is often used in the words
of those who analyse his work, while the titles of his artworks
inform us more about the materials used and his influences. The
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nise René Gallery, whose attachment to neo-kinetic practices
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adjective “prepared” describing the DC motors that he brings
together in these pieces recall the pianos that John Cage began to prepare in 1938 by inserting various objects between the
strings of his instruments. In preparing his pianos, the American
composer anticipated the unexpected sounds whose sonorities
he appreciated, as a result of the controlled form of chance that
these interpretations created.
“Through prototyping, totally unexpected results sometimes
show up and can influence the whole process as well”, [40] Zimoun told Marco Mancuso in 2011. There is also a kind of controlled randomness in the work of the Swiss artist. The part of
control is attributable to the positioning, with extreme preci-
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sion, of the motors that he assembles, by tens, by hundreds,
on the floors or walls of the architecture that his work reveals.
This is also the case with the cardboard boxes that make up minimal sculptures whose forms interact with those of the spaces
in which he sets up his installations. The randomness emerges
from the non-perfection of the cables and from the minute variations between the cork balls that his motors tirelessly animate. A single motorized module might attract our attention,
perhaps disturbing us like drops of water escaping from a leaking tap. But all together, they compose a flow comparable to
Dominique Moulon

the regular and calming noise of a driving rain. The notion of flux
is also very present in the work of John Cage who is one of the
founding fathers of what is now called the practice of Sound Art.
Notably through the performance Variation VII he gave in 1966
in New York with David Behrman, Lowell Cross, Antony Gnasso
and David Tudor, a performance where the signals coming from

sounds generated by the performers.
The sound of Zimoun is that of the mechanical movements that
he accumulates by the hundreds. He too is an artist of excess. It
is precisely from this excess that the flow emerges, which con-

1. Continuing On

radios, televisions and telephones were interwoven with the

tains all the rhythms, without any one in particular being able to
hold our attention for more than a few seconds. But the movement is also that of the spectator invited to move in the space
of his kinetic installations to the multitudes of spatial sounds.
The sonorities inherent in meteorological phenomena such as
rain or hail, so difficult to capture and play on the most sophisticated digital audio systems, are perfectly emulated by the
res. Is it for this reason that the word “poetic” is so often used
by the public to characterize his work? The duality between the
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sound materials emerging from Zimoun’s sono-kinetic sculptu-

deliberately low-tech aspect of his installations and the complexity of the elements he brings together particularly intrigue
artistic directors of events centred around the relationship
between art, sound and technologies, whatever they may be.

Analogue and Digital
Well after disappearing from the shelves of specialized stores,
tres. This was the case at the Maison des Arts de Créteil during
the Exit 2012 festival through the exhibition Low Tech, which Marie
Lechner wrote about in Libération: “Young artists lose interest in
the race for innovation, enriching themselves instead with media
archaeology, reactivating obsolete techniques, revisiting analo-
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the high-tech products of yesterday reappear today in art cen-

1. Continuing On

gue televisions, short-circuiting old video game consoles...” [41]
This renewal of interest of today’s artists for the technology of
yesterday is especially true in the field of audio devices or media
that were considered “high fidelity” not so long ago. Perhaps simply because these devices or supports have ended up equipping
all households by gradually becoming part of the goods of mass
consumption. The most emblematic supports of high fidelity analogue sound are the vinyl record and the magnetic tape. But these same media were simultaneously highlighted in 2014 during the
Ars Electronica festival, which nevertheless displays a historical
appetite for new technologies.
The two Japanese digital artists who glorified the gramophone
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record on the one hand and the magnetic tape on the other in
that same year at the Brucknerhaus of Linz, are named respectively Yuri Suzuki and Ei Wada. The first was born at the beginning
of the 1980s, the decade of the decline of analogue systems to
the benefit of compact disc audio, which lasted only a short time.
Positioning himself on the frontier of art and design, he is definitely not of the age for being nostalgic for the vinyl material that
he exploited when he created his piece The Sound of the Earth
(2013). For the terrestrial globe he designed is indeed vinyl, while
a gramophone record crosses it from one pole to another. The
Dominique Moulon

sound of the earth, inscribed in the geology of its surface, is that
of its inhabitants (national hymns and folk music) that the artist has captured, like Dziga Vertov, during his travels. The needle,
which we can easily suppose is digitally controlled, reveals the
sounds of the cultures traversed along its 30-minute trajectory. The oceans and seas being uninhabited, they induce silences

to via the online audio service MixCloud. Which would be unfortunate, for it would be tantamount to dispensing with this re-found
materiality (gramophone recordings).
Ei Wada, for his part, considers the sculptural characteristics of

1. Continuing On

punctuating this manifestly planetary mix that one can also listen

the tape recorder by positioning four on plinths (Falling Records,
2013). Slowly, they read the magnetic tapes by pouring them into
light boxes, which elevate them to the rank of sculptures. The simultaneous sounds of the four bands intertwining with relative
lightness are deeply resonant. And it is only by rapidly rewinding,
the trigger for which we imagine is again digitally controlled, that
one recognizes Johann Strauss’s The Blue Danube (1867). The infew metres away. Yuri Suzuki’s piece is also very much in its place,
in the programming of a festival where we scrutinize our con-
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stallation is therefore situated in space since the Danube flows a

temporary societies through the technological uses that emerge
from them. Because these two Japanese artists, by associating
the materials of yesterday with the technologies of today, invite
us to consider the dematerialization of what prevents amnesia:
memory. As our libraries have begun to morph into so many cultural media centres, we must rethink their contours in an era where
the dematerialization of cultural property orchestrates how it is

Composition
The practice of sound art in no way precludes composition, even
though the indeterminacy of “the ability of a piece to be performed in substantially different ways”, [42] as James Pritchett de-
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shared.

1. Continuing On

fines it in relation to John Cage’s work, generally prevails. But the
brothers André and Michel Décosterd, who together compose the
Swiss duo Cod.Act, began by designing a machine that is able to
play their composition in a renewed way with each interpretation.
Cycloid-E, the name of the machine, is presented in the form of
a kinetic sculpture. It is composed of an articulated arm, the five
tubular segments of which are driven by the preceding one and /
or drive the next one, the first being firmly anchored to the motor
which rotates it while the latter is deployed at nearly five metres
from its centre. All segments are autonomous and can thus each
be considered an instrument. Equipped with loudspeakers, they
broadcast samples (piano, cello, violin, clarinet and percussion
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music) that the machine orchestrates, informed in their pendulum
movements by sensors.
The composition, written in the form of an algorithm, indicates
the senses and speeds of rotation with the precision of an engineer – note here André and Michel have a father engineer who assists them, the first having a musical and visual arts background,
the second being an architect – while the movements, and thus
the sounds of this machine of instruments, are totally chaotic,
unpredictable. The indeterminacy dear to John Cage in this case
is directly attributable to the laws of physics whose forces conDominique Moulon

trol a precision mechanics so that an algorithmic composition is
interpreted differently with each representation. “We are really
surprised,” confessed André Décosterd to Besma Boukhri during
the presentation of Cycloid-E in Quebec in 2011. “We have sound
textures that we have never heard before. All of a sudden, we have
a combination like that of movements, energies, which creates

comparable to that of John Cage preparing his pianos so that his
compositions, as accurate as they may be, continued to amaze
him at each performance.
Artists appreciate being able to inject errors into the codes that

1. Continuing On

sounds that still astonish us.” [43] This expectation of a surprise is

control their machines so that they continue to surprise them.
Which, with Cycloid-E, is absolutely not the case since the annotations that it receives while it “performs” are none other than
the mathematical descriptions of negative or positive impulses
accompanied by durations. It is the mechanical part of this kinetic
sculpture that is at the origin of the infinite variations of its musical interpretations. While the artists are relegated to the rank of
mingle during the representations of the installation Cycloid-E,
they are as interesting as they are varied. Constrained, for obvious
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simple spectators. As for the reactions of the various publics who

safety reasons, to remain outside the circle defined by the arm
when it is fully extended, sometimes, at full speed, they observe the movements of their listening. Imagining for some that it
is interactive, in consideration of the context, it includes all the
generative parts of this music that is played at the same time as

Instruments
For those interested in open source hardware and the applications that have multiplied since the 2000s, all electric motors
of everyday objects can be digitally controlled. There is even
a network, the Dorkbot, which internationally groups “people
doing strange things with electricity”. Since 2010, Martin Mes-
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the laws of dynamics reveal the writing of Cod.Act.

1. Continuing On

sier has been giving a strange audiovisual performance with
sewing machines that he controls with his computer. “When
you have something in front of your eyes, you tend to use it for
one intended use only, neglecting its full potential”, [44] he said
addressing Benoit Palop of The Creators Project. Discovering a
Singer machine of the 1950s for the first time, this Quebec artist immediately seized its sonorous potential before gathering
together eight to give his performance Sewing Machine Orchestra (2010). They are equipped with microphones, sensors, and
actuators and he manipulates them in real time like so many
musical instruments. His orchestration consists essentially in
holding them so that they never produce the purely repetitive
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sounds that are expected of them. This recontextualization of
usual objects, for sonic purposes, is inscribed musically in the
continuity of an experimental music known as “musique concrète” and initiated by Pierre Schaeffer during the 1940s. Digital technologies allowing, in particular, to contract the times
of capture, composition and of playing into one and the same
moment, which is that of the public’s presence.
In terms of audiovisual performance, the Quebec scene is
particularly active with festivals such as Elektra, Mutek and
Mois Multi, to mention only the most important events supDominique Moulon

ported by organizations such as the Quebec Arts and Letters
Council (CALQ). Which has the effect of fostering exchanges
between artists like Martin Messier who frequently collaborates with Nicolas Bernier. Since 2012, the latter has been giving
a performance titled Frequencies (a) which is not without similarities to that of Martin Messier. But it is tuning forks that

contemporary tuning forks, musical or therapeutic. In performance, he controls eight through digital interfaces equipped
with solenoids to vibrate them. These tuning tools, becoming
so many musical instruments, generate pure sounds which are

1. Continuing On

Nicolas Bernier has been collecting for some time; ancient or

augmented by a few other sounds, equally pure, but more synthetic. The repetitive sound of the solenoids is comparable to
that of the sewing machines of Martin Messier, and like that
of Pierre Schaeffer’s locomotives (Railway Study, 1948). The
purity of the vibrations of his tuning forks evokes the scene of the film And the Ship Sails On (1983) by Federico Fellini,
when a sound concert of resonating glasses is improvised in
Decontextualization, like hacking or reusing, in art, are not
new things, but it is necessary to note that digital technolo-
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the kitchens of a ship.

gies favour this type of disruption. Just as they promote the
creation of instruments to assign and reassign sounds, whatever they are, to controls of any kind. This is what Nicolas
Bernier and Martin Messier do during their shared performance called Machine _ Variation (2014). The wooden structure
of the instrument that was designed by Jonathan Villeneuve,
another Quebec artist, is monumental. So much so that the
it does not always know how to dissociate the analogue sounds, those of the machine, from the synthetic sounds that allow it control. They exploit the capacity of the digital medium
to blend, to merge with other materials or with the media that
it enhances.
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two performers physically engage on stage. As for the public,
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Synaesthesia
“Perfumes, colours and sounds answer each other”, [45]
wrote Charles Baudelaire. How can one treat audiovisual performances without addressing Baudelaire’s “correspondences” between the meanings that today are called synaesthetic associations? Synaesthesia, in art, was honoured in 2014
at the Barbican Centre in London, when the performances
of Robert Henke and Robin Fox followed one upon another.
One is German, the other lives in Australia. The two simultaneously use sound and light without subjecting one media
to the other. For it is the same data, or the same signals,
that serve to simultaneously generate sounds and lights. The
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last point in common between these two artists is that they
use three high-powered laser projectors to draw on planes as
well as in space. And it is clear that the laser light, in itself,
already constitutes a material that fascinates by its extreme
luminosity, like a flame that could be stretched to infinity.
The light emitted by Robert Henke is white. Due to the limitations
inherent in the use of laser beams, the Lumière performance
is unwaveringly linear. The geometries of the “burning” traces
evoke the drawings that the pioneers of computer art produced
on matrix printers during the 1960s and 1970s. With one diffeDominique Moulon

rence, because there is not a point, not a segment, not a geometric primitive here that has any sound correspondence. So,
we hear very precisely what we see. Our senses of hearing and
sight are confused during this dialogue between digitally controlled media. Robin Fox, meanwhile, uses red, green and blue
laser projectors hence the name of his performance RGB (2014).

thick artificial smoke, the rays encompass us within cones of
inversed visions. They are, in a way, the machines watching us.
This form of cinema whose screen surface has been replaced by
a layer of smoke, inevitably evokes the research initiated by An-

1. Continuing On

But he turns them towards the public so that, with the help of

thony McCall with cinematographic projectors during the early
1970s. Although Robin Fox’s cones of light also express themselves in the sound space of the rooms in which they are installed.
It is no coincidence that in the summer of 2014, the Barbican
Centre also organized an exhibition called Digital Revolution.
An event dealing with the transformations of art, design, cinema, music and video games in contact with digital technolotrend? As for the sonic practices that have emerged in the use
of electricity, it is natural that they evolve in contact with digital
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gies. Should digital technology be considered a revolution or a

technologies, which are constantly being renewed, and which
are also consistent with the use of this same electricity, which
Raoul Dufy referred to as a fairy in 1937. Finally, it should be noted that the sound medium is transversal to multiple practices,
as is the digital medium that plays a major part in the de-compartmentalisation between these practices. As we know, all the
media in computers correspond to each other as the languages
Dominique Moulon

that define them are the same.
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Change of Scale

Chapter 2

2. Change of Scale

JODI, GeoGoo, website, 2008. http://geogoo.net/. Courtesy the artists.
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“For the last twenty years, neither matter nor space nor time has
been what it was from time immemorial”, [1] wrote Paul Valéry in
1928. Many advances in transportation and telecommunications
had already helped to shorten distances, thus shrinking the world
to the point of turning it into a village, if one considers the premonitory ideas proposed by Marshall McLuhan in the late 1960s. But it
is with the access of the greatest number to the Internet that this
change of scale has accelerated, to an astounding degree during
the last twenty years, making Paul Valéry’s sentence truer today
than ever. We are now living at a time when one can zoom in or
Dominique Moulon

zoom out on the world to find an address, acting elsewhere from
where we are here, through a network. Our representation of the
world has changed and our identities have multiplied in this era of
celebrity that Andy Warhol was already announcing for all in the
1960s. So, “We must expect great innovations to transform the
entire technique of the arts, thereby affecting artistic invention

very notion of art.” [2] This time of “great innovations”, taking into
account the New Technologies of Information and Communication
(NTIC), has arrived and they act “on the invention itself”, as Paul
Valery predicted.

2. Change of Scale

itself and perhaps even bringing about an amazing change in our

2.1. Maps and Territories
“Ours is a brand-new world of ‘allatonceness’. ‘Time’ has ceased,
‘space’ has vanished. We now live in a global village”, [3] Wrote
Marshall McLuhan in 1967, even before a handful of computers had
as much in our relations to information as in our relationships with
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been networked for the first time. We now live in this immediacy
those who are distant from us. We now hold the world in the palms
of our hands when, from our smartphones, we can access its every nook and cranny. The services combining terrestrial and satellite networks to map it, with increasing precision, are multiplying.
With Google, all maps are merged with all territories. And it is now
between the thumb and index finger that the size of the world
is evaluated. Could this change of scale affecting all of us in our
those who have always grasped the technologies of their time, in
the appropriation of the services offered by Maps, Street View or
Earth for example. There is even talk of Google Art and the American giant seizing the opportunity to communicate by supporting,
since 2014, “art made with code” with its project DevArt.

Dominique Moulon

daily lives not also affect artists? This would be without including

2. Change of Scale

Beyond Maps
While most artists tend to their online presence, when it is not
their gallery that does so, others – such as JODI, the duo formed
by Joan Heemskerk and Dirk Paesmans – who create complexity by operating through excess. Using a search engine to learn
about their work brings us to wwwwwwwww.jodi.org, whose description (... \ ___| / __/ \ \__ \ / / \/ \ \ / / ______ \ \ /
/ __/______\__ \ \ ./ /__ ___ /========== =======\
___ __\ \. [4]-------> ___||___|====|[[[[[|||||||]]]]]|====|
___||___ ←-----[4] ...), which is enigmatic to say the least,
announces content that is equally so. The website shows their
preference for the aesthetics of code against corporate design.
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The English Wikipedia page, on the other hand, allows in all its
simplicity to access the creations concealed online by the two
artists. In particular, it contains an external link leading to their
archives, which gives the measure of the profusion of their activities.
Breaking with the artistic appropriation of systems, applications
and games, among other Internet services, JODI took on Google
Maps and Google Earth in 2008. In GeoGoo, accessible at geogoo.net, the Google Maps interface has lost its original use value
because the map is relegated to the background of automatic
Dominique Moulon

animations of icons following one upon the other. Google regularly creates new markers dedicated to the online promotion of
professional services. JODI plays with the markers that invade
our virtual territories, accumulating them, without any links, for
their shapes or colours. Deprived also of their useful value, they
decorate the maps they are working on. In doing so, JODI de-

verting the online services of the company that organizes this.
It is by experimenting with the functionalities of the GeoGoo
interface that one solicits the Google Earth rendering engine,
which makes it possible to revisit from above the territories that
JODI has virtually taken on. Joan Heemskerk and Dirk Paesmans

2. Change of Scale

nounces the commodification of our maps and territories by di-

do not sculpt the landscape, they reveal the circular surfaces
that urbanists, engineers and architects have inserted into the
landscape. They went to spot the places and roundabouts that
punctuate our territories in Athens, Brussels, Madrid and Paris
through Google satellite images. They have developed their creation like directors preparing a film, which is dynamic because
marks on the ground conjure up the minimal forms of Land Art of
the late 1960s. While the systematic aspect of this photographic
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it moves, tirelessly, from one point to another. From the sky,

collection of urban installations evokes more the German objective photography initiated by Bernd & Hilla Becher. GeoGoo is
an artwork whose share of innovation is inherent in the digital
technologies offered by Google. But it is not disconnected from
a history of art that it extends in this era of the digital and online networks. Apparently very far from the art market, its video
documentation has nevertheless been collected, by Hampus
conceived it by appropriating a service whose technologies are
ceaselessly renewed are responsible for its maintainance. In the
longer term, documentation of the work, both in text and image,
will prove its importance to both study it and assure its durability.
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Lindwall. In order to keep it online and working, the artists who

2. Change of Scale

The Body and Mobility
During the 1990s, Masaki Fujihata was among the first artists to
introduce geolocation into his practice. But it was in the 2000s,
when the precision of the Global Positioning System (GPS) increased significantly, that its use became democratized. It
was at this point that a generation of artists, including Jeremy
Wood, emerged, focusing on mobility in art. Wood made maps
by physically engaging with them as he did in 2005 with Meridians. Equipped with a GPS receiver, he moved around the south
of London with the intention of tracing the words of Herman
Melville’s phrase “It is not down in any map; true places never
are.” [4] The rough design of the typographical characters that
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the artist traced within the territory shows the obstacles encountered during his journey. In the space of the exhibition, the
satellite image on which one reads his movements measures
eight metres fifty in length. And it is with distance, as for the
geoglyphs of Nazca from the middle of the first millennium of
our era, in Peru, that they take on meaning. In 2010, Jeremy
Wood reiterated the marking of another territory by strolling
more than 380 km distance in 17 days within the campus of the
University of Warwick, again in Great Britain. During his daily expeditions, he wove a complex route that emancipated himself
Dominique Moulon

from urban constraints, going as far as giving us the scale by
the displacements of his body. Whereas it is precisely this scale
which we lack, in the elasticity of the movements of our thumbs
and indexes. Since 2010, mainstream applications for running
have multiplied, as if we needed to take back the measure of
the world, to experience it physically, after so much virtuality.

Christian Nold is another English artist representative of this
trend, called locative media, which aims to enable us to take up
or resume the measurement of a given territory. Since 2004, he
has created an installation combining the galvanic response of
the participants’ skin to city workshops with their geographi-

2. Change of Scale

But Jeremy Wood’s GPS drawings are a milestone.

cal location. That is to say, to geolocate their states of awakening during their peregrinations, allowing the artist to draw
emotional maps as he did in San Francisco in 2007, or in Paris in
2008, upon the invitation of the gallery Ars Longa. It is therefore
the experience of a territory that measures it. This experience,
beyond the control or censorship of consciousness, is unique,
art workshops. Christian Nold is particularly interested in the
exchanges and debates he initiates between the inhabitants of
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but it can be exchanged with other participants in these public

neighbourhoods who soon start to rethink their territory locally.
It is interesting to note that the GPS satellites, the first of which
were put into orbit by the military, are here at the service of
the local. As Christian Nold declared: “When we become aware
of our own and each other’s unique body reactions to the envi-

Global Accident
On the website of Postcards from Google Earth by Clement Valla,
it appears that a multitude of bridges, among other civil engineering structures, have literally collapsed, liquefied. As if they
had been caught by the rivers or valleys they overlooked. Separately, or all together, they seem to suddenly no longer be able
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ronment, we can create a better world!” [5]

2. Change of Scale

to bear gravity and their materials have ceased all resistance.
What happened? Could this be an expression of the accident
that Paul Virilio announced in 1996?
“New technologies convey a certain type of accident, and an accident that is no longer local and precisely located, such as the Titanic
sinking or the derailment of a train, but a general accident, an accident which immediately affects the whole of the world. When we
are told that the Internet has a globalist vocation, it is obvious. But
the accident of the Internet, or the accident of other technologies
of the same nature, is also the emergence of a total, if not integral,
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accident.” [6]

Unless there is a more rational, less alarmist explanation. Clement Valla has inventoried these accidents in the landscape in
2010 on the planet map of Google Earth. One after the other, he
extracted them from the network to recontextualize them in galleries, or in art centres. Valla considers these accidents as “the
absolute logical result of the system”. [7] The human part of such
representations, apart from the writing of algorithms aiming to
make satellite images coincide with the three-dimensional model of our planet, is minute. So, there is no mistake according to
Google’s apparatus, which it is constantly improving. The artist
takes away testimonies of accidents that have not yet taken
place before the company removes them from its own site, thus
ensuring the perpetuation of representations which, at any moment, threaten to disappear.
Continuing his critical experimentation of algorithmic representations, whose relationship to accident, to error, is subject to
interpretation, Clement Valla introduced another approach in

side of maps by depriving the assemblies of satellite views of all
3D coordinates. Here the world is flat, cities fragmented by an
infinity of points of view that nonetheless cohabit. These images
of Cubist cities exacerbated by the multiplication of perspectives, have neither high nor low, neither North or South. As if the

2. Change of Scale

2013. What he shows us with 3D-Maps-Minus-3D, is the under-

calculations of the machines had been interrupted by the artist.
Unless, as he suggests, they are “not made for humans to look
at”. [8] This brings us back to the global accident that Paul Virilio feared. What would happen, indeed, beyond the catastrophic
scenarios of science fiction, if we were no longer able to decipher
the maps whose computations we program? The readable share
action tends to disappear from the automatic apparatus we create. “If an image is not read by a human, can it still be called an
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of data that we relentlessly accumulate decreases while human

image?”, [9] asks Clement Valla about the textures that dress up
the three-dimensional maps of Google Earth. This query on the
images that the machines calculate can be extended to maps,
which are also automatically calculated, of which certain zones
may never be observed. Although there are hardly any unknown
territories since there are no zones of the world that have not
been mapped. But what about the status of maps or areas that

On Censorship
Mishka Henner is one of the artists who scrutinizes the geography of our territories through online services made available to everyone, in order to reveal the history that has long
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nobody has ever seen, on to which we have not yet zoomed?

2. Change of Scale

been written with maps. Thus, in 2010, he collected photographic evidence of US military presence in fifty-one countries (Fifty-One US Military Outposts). In order to do so, he used
the cross-checking of official and unofficial information from a
multitude of sites and services before locating them, to then
take satellite photographs of them. He was especially surprised by the apparent transparency of the US government,
which has not attempted to mask them by retouching them
as countries normally do, even if they were military bases not
recognized by the United States. We imagine this military presence in the four corners of the world, but it is by underlining
it with such image maps that an artist encourages us to con-
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sider it. “Henner may display the images without comment,
but he’s well aware that critics will make up for that absence.”,
[10] Greg Fallis claims.
Mishka Henner also found that the Netherlands is particularly
sensitive to what the world maps Google began to publish in
2004 might reveal of their national territory. For he noticed a
considerable quantity of colourful camouflage evoking, once
again, the practice of land art on Dutch territory. In 2011, he
assembled this into a series entitled Dutch Landscapes, a title
that is very apt when we know the ability of Flemish painters
Dominique Moulon

of the 16th century to encompass the world in their representation of landscapes. Censorship by simulating or blurring areas where nations wish to preserve confidentiality is common.
What is less common, on the other hand, is the number of these areas and the style of camouflage, rather coarse random
mosaics in the colours of the landscapes below. Thus underli-

maps. The Netherlands has in fact gradually declassified many
of these mysterious sites. This repentance, as in painting, is
enough to justify Mishka Henner’s collection, who participates
in preserving the traces of a collision between art and politics.
Politics is omnipresent in the work of Mishka Henner. The co-

2. Change of Scale

ned, State secrets are only more identifiable on the map of all

lourful spots of satellite views of the Feedlots series (2013),
which immediately captures the extent of the excess, is enough to make us reconsider our diet. We appreciate, at first
glance, these same expanses for their formal proximities with
the abstract expressionism of the post-war period. But the
knowledge of their nature changes our point of view when we
cattle in intensive feedlots whose methods do not coincide
with the ideal representation of livestock that advertisers
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learn that they reveal the droppings of tens of thousands of

continue to convey. The legends of the Feedlots series images
make it possible to show the immense red or green spots that
punctuate the territory of Texas. A study of the maps or territories which are at our disposal, far beyond the visual aspects
revealed by the artist, inform us about the components of our

Faraway Territories
When seeing Shadow Sites II (2011) by Jananne Al-Ani, one
thinks inevitably of the online services dedicated to the visualization of all the territories of our planet. But something
in the succeeding images reveals another source. Is it the
quality of the light, or rather the quality of the shadows?
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consumption, and more broadly of our ways of life.

2. Change of Scale

Stretched by a distant sun, at sunrise or sunset, they are
similar to those that archaeologists favour in revealing activities of the past. In any case, this artist, born in Iraq and
based in London, wanted to fly over the Jordanian desert by
herself, to measure its extent, in duration, with a small plane and accompanied by a photographer. As for the shadows
stretched from the photographs that she brought back,
they delimit shapes without distinguishing those of the past
from those of today. There is also the sound, comparable to
that of drones that participate today in delocalized wars,
in some other uninhabited deserts. The only movements
of the video sequence of Shadow Sites II are those of the
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zooms, of a relative slowness, attached to the shadows of
the territories that are flown over. These forward camera
movements, focusing on the geometries of the shadows on
the ground, evoke the operation Desert Storm, which tried in
1991 to keep us at a distance from the Gulf War by giving us
only aerial views. A war of which Jean Baudrillard said: “But
this war is asexual, surgical, ‘war processing’. The enemy
here is nothing but a target on a computer screen…” [11]
This brings us back to the digital technologies that are today at the service of all, including of course artists, but the
Dominique Moulon

military’s contributions to their emergences and / or developments is well known.
And Jananne Al-Ani, in her lecture entitled The Aesthetics of
Disappearance [12] – a title borrowed from Paul Virilio [13] –
given at the MAC of Birmingham in 2013, evokes the contributions of aviation to archaeology:

flying from England, for example, to Europe were finding once they
were in the air, they were probably flying early in the morning or
late in the afternoon; they were discovering archaeological sites. They were seeing from the air what was undetectable on the
ground. And that was the beginning of the discipline of aerial ar-

2. Change of Scale

“During the first and the second world wars, quite a lot of pilots

chaeology.”

With aviation, changing perspective and scale, archaeologists have renewed their approach to the cultures of the
world as they do today with Google Earth. For there is no
discipline that has not been affected, in one way or another,
Without forgetting those that surfaced from the emergence
of these same technologies, which prompted us to consider
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directly or indirectly, by digital and network technologies.

the world differently and from different perspectives, as invited by artists such as JODI, Jeremy Wood, Christian Nold,
Clement Valla and Mishka Henner. Their works being consecutive to artistic uses of the Internet, they resonate with
our digital cultures. Also, we maintain a certain proximity to

2.2. Ubiquity
“Just as water, gas and electricity are brought into our houses from far
off to satisfy our needs in response to a minimal effort, so we shall be
supplied with visual or auditory images, which will appear and disappear at a simple movement of the hand, hardly more than a sign.” [14]
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these.

2. Change of Scale

This sentence of Paul Valery published in 1928 is premonitory.
Especially when one knows the essential roles played by the water companies that have become private operators in connecting many of our homes to the Internet over the last few decades. Because “visual or auditory images” come to us today “like
water, like gas, like electric current”, thanks to the companies
whose services have evolved over time. Supplying us with water via pipelines yesterday, these same companies now feed us
with media via fibre optics today. As for the “simple movement
of the hand”, would that not be the thumb and index finger allowing us to access, via our tablets, all the cultures of the world?
“Artworks,” says Paul Valery, “will acquire a kind of ubiquity.”
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[15] This is also true if we consider online creations, which are
constantly increasing. But we must mention here that there are
also artists whose practices are ubiquitous. This, perhaps, was
more difficult to anticipate in 1928.

Around the World
Gwenola Wagon is one of those artists who revisit the world
from their studios. While remaining connected, she isolated
herself from the world in 2009 to better understand it, following
in the footsteps of Phileas Fogg and Jean Passepartout, the two
Dominique Moulon

heroes of the book, Around the World in Eighty Days [16] that Jules Verne published in 1872. It was the industrial revolution, including railways and steamships, which at the time allowed the
two protagonists to complete their journey in eighty days. And
it is the digital revolution, including networks and the services
of a participatory Internet, that allowed Gwenola Wagon to relive

ne worked with maps and scientific journals, Gwenola Wagon,
with the application Earth augmented by the metadata that Google puts at our disposal. Both of them having in common the
projection of themselves into a multitude of places around the
world, although never having physically been there.
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the adventure another hundred and fifty years later. Jules Ver-

It was in 2009 that Gwenola Wagon began the Globodrome
project in the form of a blog from which she published a book
before making a film that she then presented in the form of an
audiovisual performance. Using what she calls the “virtual globe,” she could be everywhere at once, but the project brought
her to follow the path traced by Jules Verne in 1872. Starting
Suez, Bombay, Benares, Calcutta, Singapore, Hong Kong, Taiwan, Yokohama, San Francisco, Sacramento, Reno, Salt Lake
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from London, she returned there after passing through Brindisi,

City, Des Moines, Chicago, New York and Dublin. But it took time,
a lot of time, because she activated all the layers of information
that Google Earth made available at the time, via the services
of YouTube, Wikipedia, Panoramio and Street View. It is therefore
through others that she travels without distinguishing amateur
content from that which is less so. But is it not through contact
with others that one progressively elaborates an idea of the
mind! She makes comments, querying herself click after click
about the representations of the world that the “virtual globe”
offers us. For there are indeed as many possible journeys as
there are immobile travellers, as content dictates, the endless
variety of which we are familiar. As she explains:
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world? Sometimes it is unclear where content is localized. Never
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“Though Jules Verne’s world tour is a bet on speed, it becomes an experience in slowness and drift around the detours of the world. The
terrain of exploration becomes much more than a virtual globe. This
map made by others is a tool for exploring localized information conducive to reverie around a changing world. I endeavour to follow its
evolutions by consulting all that adds to the territory, auscultating the
traces of this person and that. It is a living map, just as Wikipedia is a
living encyclopaedia.” [17]

In Globodrome, the film, she evokes the shrinking of the world
through the voice of Orson Welles in Jack Arnold’s The Incredible
Shrinking Man (1957). For it is true that our world is shrinking,
from an industrial revolution to a digital revolution. With every
leap, we truly achieve closer proximity to one another, at first
with railway networks and now virtually with the New Technologies of Information and Communication (NTIC). The steam engine inspired many artists, from William Turner to Claude Monet. How, today, would the Internet not constitute a formidable
source of inspiration for the artists of their time?
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Delocalised Wars
Though they are contemporary objects allowing one “to be” and
“to act” from elsewhere, drones are particularly appreciated by
the military for their discretion in remote military operations.
Their use, which has been widespread in this field since the early
2000s, has attracted the attention of intellectuals and theorists, along with artists like James Bridle. He made his name
with a blog called The New Aesthetic, [18] on which he began, in
2011, to meticulously list the apparitions in our daily environment
– that is to say beyond the space of screens – of signs or sha-

of machines. Is our physical world also, at least in appearance,
in the digitization phase? But James Bridle, claiming himself to
be an author, is also an artist and, in the same year, created the
online piece Rorschmap (2011). In the title, “Rorsch” evokes the
test developed by Hermann Rorschach in 1921. The world, at ror-
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pes, such as pixels or polygons, derived from the computation

schmap.com, appears to us like a kaleidoscope and the map of
maps, or more precisely that of Google, has lost all its value in
terms of use. The patterns of territories repeating themselves,
they have simply become “playable”. Forgetting the search for
destinations whatever they may be, it is into the symmetrical
forms generated in real time that we project ourselves.
beginning two artistic projects and giving multiple lectures. He
then notes that the most popular drone image, according to the
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It was in 2012 that James Bridle began to focus on drones by

search engines of the time, is none other than an edited image presenting a three-dimensional model on a background of
mountains evoking those of Afghanistan. What he questions is
the invisibility of these machines, which one imagines for want
of seeing. Even their size is unknown to us. So, he decided to
draw the outlines on a scale of one on the soils of cities like London, Istanbul, Brighton or Washington, going as far as Brisbane
the artist says: “We all live under the shadow of the drone, although most of us are lucky enough not to live under its direct
fire.” [19] The altitude anyway deprives us of either seeing it or
hearing it. As for knowing where the pilot of this invisible drone
is located, that is another question!
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in Australia. The project is called Drone Shadow (2012) because,

2. Change of Scale

Then, reminding us that no web service exists that is not used
by artists, James Bridle started working on an Instagram account (2012). He publishes without any special effects and with
the greatest accuracy, satellite images of sites in Pakistan, Yemen, and Somalia, where drones have struck. Building on the
information revealed in particular by the Bureau of Investigative Journalism, he makes “these locations just a little bit
more visible, a little closer. A little more real”, [20] to use his
own words, while everything is done to keep them from us. In
the early 1990s, air strikes became “surgical”, whereas in the
2010s, wars were relocated. And while the communication services of powerful armies try to virtualize conflicts to keep us at
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bay, strangely it is an artist who keeps meticulous account of
death through images. Although purely factual, Dronestagram
prompts us to reconsider the ethics of zero killed policies.

On Destruction
Destruction is a recurrent subject in the history of art. In terms
of science fiction, it is often even global. But there are many cases of degradation of artworks, ranging from artists destroying
their works when they are unsatisfied with them, or no longer
satisfied with them, to such extremes as Ai Weiwei (Dropping a
Dominique Moulon

Han Dynasty Urn, 1995), whose art is in destroying the artworks
of others. In the case of deliberate acts of the public in museum
contexts, the term vandalism is more generally used. As for collectors, it could be said that they possess what they “no longer
possess”. But with the Internet, we can now participate from
a distance in the destruction of artworks, such as the dete-

to destroy, or not, the distant server of Stefan Tiefengraber’s
artistic installation User Generated Server Destruction (2013)
belongs to the public. Six hammers have been placed in pairs on
top of the server hosting the application that threatens them
while local or distant spectators can release them with a single
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rioration of art centres, among other institutions. The decision

click. But who are those who really respect the work? Those who
participate in activating it at the risk of deteriorating it, or those who forbid it, passively, in order to preserve it without ever
checking the validity of the experiment? A camera documents
the hammer blows that precede the malfunction of the server
“disappearing at a simple movement of the hand” [21] to use
dynasty that Ai Weiwei drops during a performance documented
by a series of three photographs, is replaceable. It is, moreo-
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the words of Paul Valéry. But the server, unlike the urn of the Han

ver, the advantage of using manufactured pieces in art. Spare
computers, an integral part of the artistic installation only when
they are connected, are awaiting their possible destruction. But
is it not easier still to destroy a work, as a life, when anonymity
protects us in the place where we connect, from the field of operations? When from here we are acting there, or rather when we
are possibly here and elsewhere in the moment of our decision.
by visitors to its website? Artist Jonah Brucker Cohen converts
their visits into electrical impulses feeding the drill that gradually
destroys the wall of the institution that welcomes it. The apparatus, in its entirety, is called Alerting Infrastructure! (2003) and
has already “alerted” about a dozen infrastructures. It should
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But what about the damage done to the building of an institution
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be noted that connected visitors have a video feedback on the
actual consequences of their visits. “With this ‘deconstruction’
Brucker-Cohen attempts to draw attention to the ambiguous relationship between a website and its representation – the physical building.”, wrote Michael Hohl. [22] Domenico Quaranta went
one better when he wrote: “In other words: the virtual is replacing the physical, but it’s doing it… physically.” [23] Are there not
other interpretations for these artists’ acts that encourage us
to destroy variable media artworks, such as to alert institutions
that for the most part continue to prohibit digital artistic practices? The symbolic and repeated actions of Stefan Tiefengraber, like those of Jonah Brucker Cohen being in this case quite
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comparable to those of Ai Weiwei, who also chose art as a way
of fighting back.

On Landscape
Already in 1990, Roy Ascott wrote:
“The past decade has seen the two powerful technologies of computing and telecommunications converge into one field of operations
that has drawn into its embrace other electronic media, including
video, sound synthesis, remote sensing, and a variety of cybernetic
systems. These phenomena are exerting enormous influence upon so-
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ciety and on individual behaviour; they seem increasingly to be calling
into question the very nature of what it is to be human, to be creative,
to think and to perceive, and indeed our relationship to each other and
to the planet as a whole.” [24]

It is clear that in the late 1980s we were only at the beginning of
this “confluence” which, growing stronger year after year, has

to reconsider our relationship with the most remote areas of our
planet. In 2012, they together installed a high definition camera
at the international research station of Ny Alesund on the Svalbard Archipelago in Norway. This is the most northerly area of
our planet, inhabited mainly by researchers. This camera of the
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ever more inspired artists like Magali Daniaux and Cédric Pigot

extreme, with its own IP address, is essential to the artistic installation 78° 55’N, which renews our idea of landscape. In 2013,
after having “opened” a few windows onto the Arctic through
various art centres, Magali Daniaux and Cédric Pigot decided
to put the 78° 55’N IP address on sale at the Show Off art fair,
which has since become Variation Paris. Though there are URL
IP address of the two artists in 2013. But the idea of projecting
something from elsewhere, from so far away, intrigued many
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artworks that find their buyers, this was not the case for the

visitors. It helped, in a sense, to bring them closer to the Arctic.
However, it is real time that is at the origin of this affinity and,
consequently, of a change of scale conducive to an awareness
of our daily responsibility for global warming leading to the melting of the ice.
Respecting the idea that analogue or digital sound transmissions often precede those of moving images, there is an aubetween computing and telecommunications, which was initiated during the 1980s and again about the possible consequences of global warming, there is Calling the Glacier, created in
2007. Kalle Laar, at the time, went himself to install an open microphone on a glacier. The public could then “call” the Pasterze
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dio precedent in 78° 55’N. Again, at this famous “confluence”
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Glacier in Austria, with a mobile phone to listen, in real time, to
its melting. Kalle Laar wrote:
“Images, static or in motion, are always spatially displaced representations of our reality. Before they can touch us emotionally this intrinsic distance has to be overcome. But sound knows no such barriers.
Sounds reach the mind and the subconscious directly. Although this
difference seems almost negligible, it is nonetheless essential.” [25]

Still, here again, it is the real-time factor of transmission that
“annihilates” distances by projecting us elsewhere. And it is
precisely the displacement of the mind without the weight of
the body that makes 78° 55’N and Calling the Glacier ubiquitous
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works.

A Cinema from Elsewhere
The IP address of the fixed shot of 78° 55’N, outside of exhibitions, is not accessible to the public and this is perhaps one of
its particularities, that is to say its rarity. As for the live sound
of Calling the Glacier, it is no longer, since the device was immersed, but was not that its destiny? If there is an emblematic
project with regard to the artistic practice of streaming, it is
perhaps Nocinema initiated in the late 1990s by Jérôme Joy. It
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is an online application that has been broadcasting, since its
version 2.0 of 2010, the moving images of about two hundred
webcams located mostly in Europe and North America. This real-time film experience seems to have been conceived to be
“lived” at home, a form of home cinema in a way, and one thinks
again of Paul Valery’s premonitory thought:

energy that pour into our homes, we shall find it perfectly natural to
receive the ultra-rapid variations or oscillations that our sense organs
gather in and integrate to form all we know. I do not know whether
a philosopher has ever dreamed of a company engaged in the home
delivery of Sensory Reality” [26]

2. Change of Scale

“Just as we are accustomed, if not enslaved, to the various forms of

Nocinema thus comes to us, “like water, like gas, like electric
current”, [27] in the form of an uninterrupted flow without a real
beginning, except through a connection to the server of the
artwork, nor any real ending except of course when leaving the
application.
on a screen is cinema”, [28] this streaming artwork can therefore be evaluated with the criteria that are used for cinemato-
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Considering as Jean Renoir does that “everything that moves

graphic language. There are then some interior-days for many
outdoor-nights with the greatest variety of weather conditions.
It ranges from the urban to the rural, often with this feeling of
déjà vu without ever knowing where the images are from. There
are as many cameras as there are cameramen, and one sometimes wonders what the motivations were for such viewpoints.
The rhythm between the images is of a relative slowness, githe webcams that change each minute. There are scenes or
actions that are strangely echoed in the soundtrack resulting
from the constantly renewed mixing of samples by the project’s
participants. It is a cinema of slowness and wandering that is
played out for the audience. It is a window open on to our mul-
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ven the time to refresh the frames from one to the next and
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tiple realities, unbeknownst to the actresses and actors who
are all voiceless. Sometimes a siren sounds to dramatize the
situation, but the calmness of the images of the world, always
regains the upper hand. It is a global cinema for citizens of the
world who, at the very beginning of the project, was called an
interlude. Whereas this term evokes the sequences that formerly filled the momentary voids in television programs, which
today is unthinkable. But was this not already an opportunity to
escape all staging as with Nocinema, where the real is delivered
to us in the state and in the moment of our observation. Here it
is no longer a matter of distance, because the windows of our
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screens potentially give on to all viewpoints of the world.

2.3. Fusion Mode
The art of collage that Georges Braque and Pablo Picasso initiated
in the 1910s developed along with the newspapers. Its practice,
with the profusion of images on the Internet, has now reached
its peak, while Photoshop, dedicated to gathering and processing
images has become a household word. Do we not say that we
are going to “Photoshop” an image? “Though it is the feathers
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that make the plumage, it is not the glue that makes the collage,”
[29] said Max Ernst in 1937 while Henri Behar went one further
in 1988: “We are asked to look in or beyond the technical process. However, once dried, the glue does not appear anymore...”
[30] Especially if you have used the “Paste” function of the “Edit”
menu of a software application. It is not the practice, in itself,

ges, which have also attained a form of globalization. Elements
of the images that are traded on the Internet come together and
gather at the will of the authors who appropriate them. Nicolas
Bourriaud’s phrase, “The remixer has become more important
than the instrumentalist”, [31] also applies to the phenomenon of

2. Change of Scale

that has changed so much in a century, but the origin of the ima-

the appropriation of images. The use of digital technologies can
only encourage the practices of assembly and fusion of media, so
that more and more global works emerge.

A Case Study
The Chinese artist Du Zhenjun is an interesting case study in his
of digital art and new media in the early 2000s with large interactive video installations. Developing internationally, he then
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relationship to the medium. He emerged on the French scene

migrated to the contemporary art scene with his first series
of photographic prints began in the early 2010s. He has been
practicing large format oil painting in the intimacy of his studio for some time. Centuries separating the discovery of oil
painting from the emergence of the first sensors, Du Zhenjun
conducted, in an accelerated mode, a path opposite to that
of art history. But there are, beyond techniques, many conre, without omitting the idea of accident or even catastrophe
that spectators provoke before becoming the main witnesses
to it. And if there is a transversal practice in the work of Du
Zhenjun, it is indeed that of assembly, not to mention collage.
The artwork that breaks with the signature work of this artist
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stants in his work, beginning with his interest in human natu-
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living today between Paris and Shanghai is called Independence of the Country Super Tower and dates from 2010. After
this, there were no more interactive works, but this was the
impetus for the series The Tower of Babel that the art market appreciated almost immediately. In this series, there is
still reference to human nature but this time in the era of
globalization. The historical myth of The Tower of Babel perfectly symbolizes the phenomenon of contemporary globalization, because it illustrates the possible capacity of all human beings to “get along” together, for better or worse, if we
consider both Genesis and the state of the world. According
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to Hou Hanru:
“Ours is a world dominated, shaped, and determined by digital technologies. Our existence and identities are continuously transformed and
redefined by interfaces with the flux of digitized information: images
and texts. These interfaces oscillate between facts and fictions”. [32]

But the representations of the world of Du Zhenjun are composed of a multitude of images captured from reality. They all
come from thousands of servers all over the world, and are
decontextualized by the artist who recontextualizes them in a
different way. They therefore perfectly describe the “flow of diDominique Moulon

gitized information” that happens to us daily. Empires are built
on and with the ruins of those that have preceded them. It is
on the Internet that Du Zhenjun provides himself with architectural elements to build his empire that could well represent the
future of ours. Aren’t these towers of Babel being erected in
the four corners of the world through senseless competitions

more menacing? “Welcome to the desert of globalization”, writes ZKM’s director Peter Weibel, “for paradoxically, globalization
leads to a revival of fundamentalist positions in religions and
to geopolitical effects of nation building.” [33] It is interesting
to note that Du Zhenjun exhibited a series of non-digital works,

2. Change of Scale

when industrial and climatic disasters are becoming more and

The Tower of Babel, in 2013 at the ZKM, whose attachment to
technologies and media is well known. Perhaps simply because
this series perfectly synthesizes the fusion of two societal issues: digital and globalization.

Hybrid Landscapes
creations as with his photographs. But he is not the only one
to take Edmond Couchot literally: “References to painting and
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Du Zhenjun likes to refer to the history of art with his interactive

graphic arts were one of the main preoccupations expressed by
the artists who used digital technologies as soon as they appeared.” [34] And artists of the post-Internet generation like Julien
Levesque are no exception. It is the landscape, a major genre in
the realm of painting, that he confronted in 2009 when he produced Street Views Patchwork using Google. In the exhibition space, as in the browser, the image is divided into four horizontal
road could be from Okinawa, a canal of the Netherlands, the Californian mountains or the sky of Languedoc-Roussillon. They are
therefore hybrid landscapes where several realities intertwine
into multiple temporalities. “Digital is becoming a very powerful
means of hybridization,” [35] confirms Edmond Couchot. These
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bands. Each of them has fragments of different landscapes. The
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are not idealized landscapes as in classical painting, but rather
plausible landscapes on which time is acting in accordance with
the evolution of the captures of the gigantic database of the
American company. With regard to their geological formations,
these landscapes remind us that borders, even the most impassable, are simply concepts.
But time, with the Internet, seems to be compressed, as the artist restores his work as and when Google alters the algorithms of
its service. This gives the landscapes of Street Views Patchwork
a relative fragility comparable to that of works on paper. In an era
when we scan things to preserve them, it is ironically only printing on paper that guarantees the continuity of Julien Levesque’s
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plausible landscapes. It is the massive scanning of ancient works, along with their online accessibility, that gave the French artist an idea for another artwork. It is called Book Scapes (2012),
a compression of the words book and landscape. This is another
form of plausible landscape that is composed of about a hundred
fragments of views that were initially engraved. Clicking on one
of them puts us on the page from which it originates, in another
database that is constantly expanding, that of Google Books.
Julien Levesque shared his studio with artist Albertine Meunier
who questions Google too, as we all do. But she publishes her
Dominique Moulon

requests through books printed in a row. Let us recall that the
verb “to publish” comes from the Latin publicare, meaning to
make public. With her first publication, My Google Search History,
she makes her research history public from November 6, 2006 to
January 7, 2011. In telling us what she is looking for, she also tells
us who she is, while drawing our attention to the digital traces

tion of search engines, she even designed a machine, in 2012, to
question Google in her place. Every thirty seconds Au-déla 1m/s
solicits the search engine of all search engines with the same
expression: “I think”. Thus, every time a human “thinks” or rather
claims to do so on the Internet, a ball is released by the machi-
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that we all leave behind us. Breaking with the artistic appropria-

ne’s gear which has no other use than to reassure us at irregular
intervals. And no matter knowing where we think when it is the
world of our merged thoughts that is being scrutinized.

Horizons
“What I make is less art ‘on’ the Internet than it is art ‘after’
loading”, [36] said New York artist Marisa Olson in 2006 in an
interview with curator Lauren Cornell, before even qualifying her
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the Internet. It’s the yield of my compulsive surfing and down-

own work as post-Internet. This is precisely what the French
artists Emilie Brout and Maxime Marion did when they printed,
using digigraphie, their Tour du monde en instantané - Around
the world in an instant (2013). This series of photographs is the
result of a considerable number of hours spent along the meridians or latitudes of the terrestrial globe on Google Earth. Each
of the images in this series is the result of the fusion of hunby the artists. There is, therefore, a question of a synthesis of
the horizons of the world. And it is because our planet is predominantly made up of seas and oceans that the testimonies of
their journeys around the world have the looks of seas in calm
weather. One thinks then of Gustave Le Gray’s seascapes of the
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dreds of captures taken according to a pre-established protocol
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1850s, which already practiced a fusion of temporalities through his technique called “heaven brought down” to the earth with
another photograph. The work of Emilie Brout and Maxime Marion
is indeed of a photographic nature, even if the shots are partially
“delegated”, the time it takes for the shot being equal to the lap
time of the networked world. The French artists are more likely
to think of Hiroshi Sugimoto’s Seascapes series, framed in a way
that shows only the sky and the sea, the two elements blending
together when the light allows. Another common feature is the
lack of information about where the pictures were taken.
In 2008, speaking to the art critic Regine Debatty, Marisa Olson
said: “[…] people are starting to make what I’ve called “post-

110

Internet” art of my own work [...] I think it’s important to address
the impacts of the internet on culture at large, and this can be
done well on networks but can and should also exist offline.” [37]
Once again, this is what Emilie Brout and Maxime Marion do, as
many artists of their generation, when they capture or collect
content on the Internet to present it in galleries and art centres
while querying, in particular, the idea of landscape. If there is
a landscape that we all know, it is that of this verdant hill photographed by Charles O’Rear in 1995, at least since Microsoft
decided in 2001 to make it the visual identity of its operating
Dominique Moulon

system: Windows XP. This Napa Valley hill then multiplied online
through its many appropriations. In 2013, Emilie Brout and Maxime Marion brought together a dozen of these variations through Bliss (La Colline Verdoyante). Thanks to the lenticular printing
technique, the interpretations of the original landscape are revealed to the public according to the positioning in the space of

note here that the process of demonstrating this other fusion
of multiple landscapes is most suited to the predominant setting of the white cube of contemporary art. As for the subject,
it reminds us how much the Internet and more generally digital
technology permeate us all. Digital technology is too often as-
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the presentation of the light box of the work. It is interesting to

sociated with technological innovation, whereas the Internet,
as we all know, is an important part of our shared culture. It is
therefore the term post-Internet that continues to be deployed
internationally with the work of critics like Gene McHugh. [38]
It qualifies not what is done after the Internet because we are
not there, but based on or rather “beyond” the Internet and by

Mixing
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extension, “digital” technology.

Let us now extirpate ourselves from the network without denying
the impact it has on our vision of the world, as post-Internet
criticism prompts us to do. Just the time to broaden the representation we make of the symbolic fusion of images and
sounds. Consider, therefore, what audio-visual professionals
call mixing without leaving the world of art. The video sequence
Sirens (2012) by American sound artist Tyler Adams crystallizes
thogonal grid, because these are sirens with strident sounds
simultaneously announcing every possible industrial or natural
disaster that digital media echoes around the world. In 2003,
when he curated the exhibition What is Happening at the Cartier
Foundation, Paul Virilio declared:
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all the fears of the world with the objects it presents in an or-
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“The century of all liberties, the 20th Century, which is the emancipation of earthly gravity and the acquisition of the speed of liberation,
has also favoured the liberation of the atrocity and the exponential
growth of major disasters...” [39]

But let us return to the assemblages of similar sounds and to
what they evoke in us according to the very nature of the merged
sounds. For there are obviously precedents in the history of music. Among the most emblematic is the Symphonic Poem for 100
Metronomes, composed by György Ligeti in 1962, when he was
close to the Fluxus movement. The conductor of this musical
work directs the ten “instrumentalists” to trigger the hundred
metronomes. The fusion of all the clicks, at the very beginning,
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is almost perfect before a certain chaotic rhythm emerges that
gradually fades until the last metronome comes to a complete
stop. This performance has inspired many contemporary sound
artists, like Emmanuel Madan and Thomas McIntosh, members
of the Montreal duo The User. But these latter replaced the metronomes with the most ordinary needle hand clocks when they
created the first two installations of the Coincidence Engine series. They enhance by multiplication these everyday objects that
have gradually disappeared from our bedside tables, pushed out
by various connected objects. The scenarios change according
Dominique Moulon

to the versions of The User’s installations, evoking the shape of
a single viewer amphitheatre for Coincidence Engine One (2009)
and that of a front screen for Coincidence Engine Two (2010).
The tick-tocks in both cases seem to merge, to chime together,
knowing that there may be as many perceived rhythms as individuals, as in the case of György Ligeti’s Symphonic Poem for

The User is that the control for the second is digital. A form of
synchronization that we visualize through the flashes lightly illuminating the dials of the artwork. Time is a concept, the passing
of which is the only thing we measure. The very idea that these
measures are synchronized changes our perception of Coinci-
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100 Metronomes. What differentiates the two installations by

dence Engine Two. In this respect, we note the “Internet Time”
setting, which has gradually appeared in the operating systems
of computers and other connected objects that punctuate our
daily lives. Would this global fusion of measures of the flow of
time be conducive to the globalization of disasters announced
by the merged sounds of the sirens of Tyler Adams’ artwork, as

Subtractive Synthesis
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Paul Virilio foresees? [40]

The visual universe of the duo Société Réaliste, founded by Ferenc Gróf and Jean-Baptiste Naudy in 2004, is resolutely graphic,
while their discourse is among the most political. In 2008, we
learned that if the flags of the 192 countries recognized by
the United Nations (UN) were merged, a slightly desaturated
red ochre would be obtained. The United Nations Brown (20082010), in subtractive colour synthesis, would therefore be comThere is in this highly symbolic act, summoning the idea of the
monochrome in painting, a form of political candour, which, however, we must not take at face value. Monochrome was again
in the limelight in 2012 at the Ludwig Museum in Budapest where
the two artists exhibited their series of works of pure colours,
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posed of 39% cyan, 64% magenta, 66% yellow and 16% black.
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State of Shades. It was for them the opportunity to “calculate”
the average grey of Hungarian painting through the fusion of the
colours of the works they collected on the institution’s website.
A gesture as radical as it is symbolic, that can be interpreted
in many ways. For cannot the collection of a museum be reduced to the average colour of its merged artworks when cultural
tourism reduces museums to their emblematic artworks? And
as regards the digital precision of this artistic computation,
it is obviously completely ironic. But it is especially in its title
that this series of monochromes is most ambiguous because
the words “state” and “shades” can be interpreted in various
ways. Would it then be a question of the state of shades or hues
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or of a (political) state of shadows or ghosts? The work of the
artists of the Société Réaliste consists in arousing possible interpretations through works or exhibitions, which are only open
propositions.
The UN having recognized the Republic of South Sudan in 2011, it
was therefore 193 flags that decorated the Léopold Sédar-Senghor footbridge linking the two banks of the river Seine during
the International Contemporary Art Fair (FIAC) of 2013 in Paris.
The title U.N Camouflage of the Société Réaliste’s monumental
installation, tells us the nature of the motif that unifies all the
Dominique Moulon

countries of the world, or almost. For it is about military camouflage, which for some time has also inspired the world of
fashion. A geometric abstraction giving place to another that
is more “lyrical”, we recognize however some countries by the
proportions of colours illustrating their history that the artists
have respected. Could this be the only way, in a form of ironic

same international organization does not really succeed? The
artistic camouflage of Société Réaliste took place during the
FIAC, which is internationalized year after year by choosing with
great care its “members”. The flags proposed in editions of five
with two artist proofs resulting from the digital recombination
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fusion, of treating the UN member countries fairly, where this

of their forms, were on sale at the Jérôme Poggi gallery. The digital medium is perhaps less absent from contemporary art fairs than it seems. Raymonde Moulin confirms this by writing: “A
new generation of collectors is interested in photography, video
and computer art, whose production techniques are familiar to

2.4. The Issue of Identity

115

them and whose prices are relatively accessible.” [41]

In 1985, the photography historian Michel Frizot reminded us
that: “Identity derives from the Latin ‘idem’, ‘the same’ and designates ‘the character of what is identical with something else’
[...] Proving one’s identity, is to show that one is truly identical
with oneself and that there is no possible confusion with another.” [42] Introducing an exhibition relating to the relationship
“proofs” of our identities, since then, have been digitized, right
up to the era of biometric data exchange, for better or worse.
In the days of Eugène Disdéri (1819-1889) and Alphonse Bertillon (1853-1914), photography democratized the practice of
portraits, even in police stations. While digital technology, more
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of identity with photography was therefore self-evident. The
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recently, has democratized retouching, thus falsification. Who
today, still gives photographs the credibility of being real? Coupled with a few words however, augmented by the occasional
video sequence and above all, broadcast on the Internet, this
is often the essence of what determines our identities in the
digital age. According to the sociologist Dominique Cardon, “in
order to broaden their visibility, users must, like micromedia,
exhibit self-produced content that gives a particular colour to
their identity.” [43] But we control this “particular colouring”
of our identities 2.0, through the internet, day after day and
according to our moods, while states, at borders, continue to
demand that we verify “that we are identical to ourselves” by
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making the technologies of their verification systems more
complex.

On Singularity
Grégory Chatonsky is a prolific artist. A visit to the chatonsky.
net website where he accurately documents all his works and
scrupulously archives the essential of his notes is enough to
confirm this. The artist explains that, “archiving assumes a surprising importance in the context configured by the computer
and the Internet. We are buried by our own footsteps as if our
Dominique Moulon

steps were no longer below us, but above.” [44] His works, with
their most varied forms and often poetic titles, are fictions that
document existence and being in their relation to technologies.
However, in order to understand them better, it is necessary
to take into account the contexts of their emergence. In 2007,
for example, the French government set up a Ministry of Im-

strange debate about national identity, which would eventually
divide the French two years later, loomed. Grégory Chatonsky
lived essentially in Montreal at the time, and perhaps it was
the remoteness that made him more attentive to the debates
emerging from the Old Continent. Accordingly, he created two
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migration, Integration, National Identity and Co-development. A

pieces around the matter of identity by focusing on what continues to singularise us with regard to all the States of the world:
the fingerprint.
One of his installations is interactive and is entitled I Just Don’t
Know What to Do with Myself (2007). The spectator, presenting
himself to the work, is incited to scan one of his fingers with a
In doing so, they are registered in the machine’s database which,
at the same time, magnifies the fingerprint captured through a
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device similar to that with which our border police are equipped.

projected video image. Then, it appears that the furrows whose
combination reveals our singularity, become autonomous over
time. By becoming animated independently from each other, by
literally “meandering”, they reconfigure other singularities. With
the help of the machine, our fingerprint gradually becomes that
of another, although it is still ours. Considering the fluctuations
of our identities in the digital age and online networks, Grégory

“The fluid identity on the Internet does not oppose a real ‘me’ outside
the network. This fluctuating identity does indeed have many influences on the events of my life (love, professional and personal life, etc.).
It is not a confusion between the real and the simulacrum, it is the
capacity of the simulacrum to be something that is becoming and the
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Chatonsky later wrote in 2015:
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originating character of this. Placing a cat avatar on your face during
a conversation on the Internet does not mean that you have become
a cat and are under some illusion, it simply means pixels have been
synchronized on your face through facial recognition.” [45]

In 2008, the French artist reiterated with a creation titled Hisland, articulated around his own fingerprint. He extruded the
furrows that stand out with the three-dimensional engine of a
video game. The choice of the tool, beyond the fact that it was
entirely adapted to his needs of the moment, was not neutral
since nobody, in all the communities of players, mentions their
own identity. Everyone becomes, during a game, another. Since
2008, Hisland has been screened in black boxes in which the pu-
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blic confronts an expanse that seems unlimited to them. Virtual
cameras follow one upon another in regular movements within a
frozen universe evoking the poles, the fragility of whose ecosystems we are now acutely aware. It is by calculating the ecological “footprints” of our actions that we measure our share of
responsibility, however small, on the climatic disturbances that
recompose the ice caps of our poles.

Portrait
Dominique Moulon

Since the early 1990s, Catherine Ikam and Louis Fléri have regularly focused on the issue of portraiture. The problematic of the
other, as well as that of our relation to this other, recontextualized in a virtual space, was again at the centre of their preoccupations when they designed and produced the interactive
installation Faces (2014) together. In Faces, though, the other is
in our image. In this respect, it’s interesting to revisit the thin-

from the very emergence of virtuality. Philippe Quéau was already considering this artistic form, which was going to assert
itself with the democratization of digital technologies, in 1993:
“We do not put all the beauty of the virtual artwork into that which is
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king of those who were already theorizing the art of the virtual

part of us. For example, an important part of this beauty comes from
elsewhere. The artwork is beautiful if it truly lives, and the artwork
truly lives if we know how to vivify it. Its life is also ours. From this
meeting arises the true beauty of the artwork, the one that moves us
because it invites us to join it.” [46]

And we know how to “vivify” the Faces of Catherine Ikam and
it is the installation itself which, verifying our presence, captures
our faces through multiple points of view before presenting them
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Louis Fléri when we present ourselves before the installation. For

reconstituted by an infinite number of particles. It is here that
the work invites us to “rejoin” it when we control, in the image,
the positions of our portrait in three dimensions with the movements of our head. This relationship with our other virtual self is
not without questions about our own identity. Is it to the other or
to me that I address myself when the other is in my image?
Faces is a piece that allows us to establish an exchange with
instability, it perfectly illustrates the relations that we maintain
with our identity. Let us understand by “instability” the fact that
our portrait in Faces is constituted by an incalculable – except
for the machine of course - number of particles. And if there
is a relation of elasticity between the virtual and real heads of
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another virtual self that is therefore identical to oneself. By its
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the participants, there is another elasticity between the particles themselves, since they comprise the same elements of
the image which, over time, constitute portraits that are then
dissolved before reconstructing others. Philippe Quéau, writing
about images in 1993, explains that they
“[…] multiply indefinitely and divide endlessly. Images are not one, like
models. Their material unity is provisional. Images, places of connections, are also places of cutting. The edges of the image multiply it.
The forms are cut off. The parts break. Only the model, by its intelligibility, can make these parts ‘common’. The model is an ‘image’ of all
possible images.” [47]
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The incessant coming and going of the particles of Faces between the particularly unstable representations of our second
identities tells us how “the model is an ‘image’ of all possible
images.” The model, with Faces, is expressed in the elasticity
allowing the image particles to represent all the portraits of those who present themselves to it. But Catherine Ikam and Louis
Fléri’s installation, symbolically, goes even further by inciting us
to consider the correspondences, in the duration, between the
portraits that identify us with each other. As for the uniqueness
of this same model, it seems to us that it emphasizes less our
Dominique Moulon

singularities than our similarities.

New Monsters
To linger over the images of Oleg Dou, which are rather disturbing,
results in we asking ourselves, as Roland Barthes did: “If I like a
picture, if it troubles me, I linger. What am I doing all the time I’m

more about the thing or the person it represents.” [48] But the
people in the artworks of Oleg Dou, who are young, sometimes
very young, will never tell us anything about themselves. For the
Russian artist, in correcting their faces, has also changed their
identities. Whitening the skin of all his models, even more than
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standing there? I look at it, I scrutinize it, as if I wanted to know

the ancients did in painting, he extracts them from the world of
the living without making them dead. And here one thinks of the
funerary photography of the 19th century, which tended, on the
contrary, to infuse life somewhat into death through stagings that
are considered macabre today. Going so far as to define the contours of their eyelids, Oleg Dou gives the faces he treats reptilian
and evoke an extreme form of aesthetic surgery, he reinforces the
idea of hybridization between the human and the animal. Many
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looks. Without omitting details which are specific to the images

of his characters evoke childhood, such as in the resolutely androgynous example of the one wearing a Batman mask (2008). In
2012, the artist invoked his own childhood when he retouched the
photographs of his family album with various features. In one of
them, he spreads his smile with two lines from the corners of his
mouth to his ears, as if to increase it in the manner of the Joker
who, in the film The Dark Knight (2008) by Christopher Nolan, ofa monster in the eyes of others.
In the late 2000s, when sales of cameras began to fall to smartphones, we saw strange functionalities such as smile detectors that
eliminate any form of seriousness, melancholy or sadness from
the souvenirs we have through images. Two young German artists,
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fers various justifications for the origin of the scars that make him
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Andreas Schmelas and Stefan Stubbe, then seized this marketing
concept to create an artwork with an apparatus called Artificial
Smile (2009-2010). No need to smile or even retouch since their
machine takes care of “sticking” on the artificial expression of
another in real time. This apparently standard device of the two
artists is connected to a database which is able to give us all a
smile again. Seeing the forced smile of another on their faces
atrophied by artificial happiness is a great surprise for spectators.
Fashion models, excepting those who pass without expression on
the catwalks, know the terrorism of the compulsory smile, the forced smile that stretches faces like cosmetic surgery does so well.
All the faces that emerge from this kind of computed happiness
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from the Artificial Smile installation testify, by the monstrosity
that emanates from them, to an era where we would like to control everything, correcting even the expression of our most personal feelings. During the Computational Photography exhibition
of the Helsinki Pixelache Festival in 2011, Andreas Schmelas and
Stefan Stubbe projected the augmented portraits that the machine computes in real time. It is then the smile of the Joker that
becomes the norm in a world where the absence of joy would be
the sign of a difference, a form of monstrosity. It is interesting to
note here that artists using the digital medium, exploiting technoDominique Moulon

logical innovations at the very moment of their emergence, alert
us to possible drifts inherent in these same innovations. Knowing
that the technologies that they exploit for artistic purposes carry, from their origin, the currents of their becoming. The artists,
by appropriating them, only reveal the part they criticize, like the
photographer reveals the strangeness of the world around us.

Let’s continue our quest for forced smiles while returning to the
question of identification with a work by Marnix de Nijs, originally entitled Match & Smile, focusing on the processing of biometric data and its correspondence. According to Eric Sadin,
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Facial Recognition

“Biometrics can be defined as the ‘science of calculating the dimensions of a human organ’, which seeks to transform certain physical
characteristics of the body (finger, hand, face, iris, retina...) into a
‘digital fingerprint’ or series of binary codes. The objective is to authenticate and / or identify people.” [49]

The Match & Smile installation involves facial recognition, which
2009). Again, according to Sadin:
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the Dutch artist soon renamed Physiognomic Scrutinizer (2008-

“Facial-scanning consists of analysing a set of supposedly invariable
factors: the top of the cheeks, the corners of the mouth, and avoiding
the areas occupied by the hair or areas subject to modification over
time. Despite a high error rate, the technique has gradually improved
and become more precise.” [50]

Eric Sadin’s remark about the “high error rate”, which has been
steadily diminishing since then, is contemporaneous with the
blic drawn from international festivals dedicated to the arts and
media. The spectators presented themselves to this installation, which looks like an airport security portal, knowing they
would be scanned. So, of course, they smile, as if the machine might be sensitive to their efforts! Supposedly impartial, it
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first Physiognomic Scrutinizer experiments carried out by a pu-
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“merely” compares the faces of the participants with the faces
of those of the database that has been previously constituted by the artist. The gantry opens only when the machine has
made a comparison with the profile of a public figure selected
for their somewhat “sulphurous” past. Impassive, nevertheless,
the machine enumerates the controversial acts of the profiles
attributed to the visitors of the exhibitions to which it generally
grants entry. The first title of Marnix de Nijs’ installation reminds
us of the smiles we impose on ourselves in society, although
here it is a machine, unless we are inclined to confuse it with
a photographer. The second title evokes an equally controversial method, physiognomy, consisting in particular of attributing
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traits of character to facial features. The machines are supposed to be impartial but they only act according to the settings
of human operators. As for the multiplication of biometric devices in our environment, despite their “error rates” they raise
other questions. Is it not also the role of artists to encourage us
to consider the possible drifts inherent in the immoderate confidence that we sometimes bring to potentially fallible technologies?
In 2010, Marnix de Nijs changed his piece to give it another title:
Mirror Piece. For it is indeed a matter of presenting oneself to
Dominique Moulon

a mirror augmented by information concerning the rarely flattering correspondences with “celebrities” whose activities are
hardly laudable. The experience is therefore similar to that of
looking at a mirror, with an essential difference, since the participants observe their reflections in the impatient expectation
that the mirror will address itself to them. Some do not hesitate

cking area which, nevertheless, follows their movements! And
what could our mirrors exchange with us when tomorrow they
become connected like so many other objects of our daily lives?

Personal Data
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to “help” the machine by trying to match their face to the tra-

“The notion of private life is moulting, or crumbling, by slipping from
that which up to now could be maintained by law, away from the gaze
of others or from social attention, towards a deliberate exhibition of
oneself, by means of comments or photographs relating to one’s work,
one’s interests, one’s state of mind, one’s holidays, one’s children, the
decoration of one’s bedroom, and so on. It now takes the form of a

This shift from the private to the public through corporate services, that are Californian for the most visible among them, and
that are managing our personal data, as described by Eric Sa-
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published life.” [51]

din, has not escaped media theorists like Alessandro Ludovico
and artists or activists like Paolo Cirio. Together they initiated
the Face to Facebook project in 2011. “Our projects aim to be
both actions and artworks. We call them conceptual artworks,
they are all Internet-based, but there are also strong political
motivations behind them.”, [52] says Alessandro Ludovico. In
is able to collect the Facebook profiles of more than one million
people, with their “published lives”. They also used a facial recognition application, separating men from women and assembling them according to characters without, however, crediting
physiognomy. In this respect, they found that most of the faces

Dominique Moulon

collaboration with Paolo Cirio, he has come up with a bot that
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analysed were those of smiling people!
The 250,000 profiles thus treated allowed them to create the dating site Lovely-Faces.com without informing either
the American company or the owners of the “stolen” profiles,
but insisting that “everybody can steal personal data and recontextualize it in a completely unexpected context. And that
shows, once more, how fragile and potentially manipulable the
online environment actually is.” [53] Inevitably, it wasn’t long
before Mark Zuckerberg’s lawyers lodged complaints. During the
Transmediale 2011 festival, Alessandro Ludovico and Paolo Cirio
addressed the lawyers by proposing to give back the stolen profiles on DVDs and permanently close the dating site Lovely-Fa-
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ces.com. But why “give back” profiles to a social network while
they belong only to those who have put them online? And what
interest would there be in “giving them back” when they can be
duplicated to infinity? Face to Facebook wants to make us aware
of possible misappropriations of information about us when we
publish such things about ourselves.
“The project talks about the consequences of posting sensitive personal data on social network platforms, and especially the consequences
in real life. These consequences are always underestimated because
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we still instinctively tend to confine what we do online to the visual
space of the screen.” [54]

This sentence from 2011 resonates differently today, after the
mass media finally focused on the consequences of our actions
on the Internet in our daily lives. Even though we believe we are
protected by our multiple identities, they remain duplicable.

According to Perry Douglas and Jeff Guinn, it was in the catalogue of an exhibition at the Moderna Museet in Stockholm
dedicated to him, that Andy Warhol said in 1968: “In the future,
everyone will be world-famous for fifteen minutes.” [55] It was
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2.5. Fifteen Minutes of Fame

long before the reality shows that today bring unknown people to the fore of the international media scene. Long before
we were all able to produce and broadcast video content on
our own channels worldwide. Even live transmissions, which
once required some technological prowess, have become accessible to a vast range of people. We do not hesitate to rebility on social media. Because we have indeed switched to
a form of “after the Internet” as the uses of the web have
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lay facts about ephemeral celebrities to acquire a little visi-

changed our relationship to the other and to the world. Among
the artists, who rarely refuse glory, even passing glory, there
are some who play upon the desires of celebrity, while others
publish their talents or points of view straight to the camera.
The Internet, considered in the 1990s as a medium by a few
net artists, has become the source or, more exactly, a place
of inspiration for many contemporary artists. “Post-internet
Jennifer Chan in the book, You Are Here: Art After the Internet,
published in 2014 and edited by Omar Kholeif. On the cover of
this work, there is what one can identify as a kind of chipped
stone. Are we already at the beginning of this post-Internet
trend or period?
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is a bastard child of net art and contemporary art,” [56] writes
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Reality Shows as a Model
Who, having experienced the beginning of reality shows derived
from the Dutch model Big Brother, has not one day been captivated by one of them? Although we do not attribute much in
the way of qualities to them, neither in the sets nor even in the
scenarios, interpretations or dialogues, many of us recognize
that it is sometimes difficult to detach ourselves from them.
This feeling of being literally “taken hostage” by audiovisual
content, that can be hardly enjoyed from start to end as a linear narrative, can be also experienced when viewing the Vimeo
channel of Ryan Trecartin. The decors are those of residences or
apartments shared by young people. In Any Ever (2011), created
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in collaboration with Lizzie Fitch, the actors and actresses who
are actually friends of the two artists, over-play as is required
in telereality. Exaggeratedly made-up, the interpreters of these
fantasized lives cheerily call each other “bitch”, while primping
the locks of their wigs like so many stars or starlets in their impatient expectation of their fifteen minutes of fame.
The other impression that emerges from the work of Lizzie
Fitch & Ryan Trecartin is that of a stream that reinforces the
extremely vivid or even jerky editing of their films which, for the
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most part, are visible on the Internet in the form of extracts,
because that is where their aesthetics come from. Produced
professionally, and not self-produced, their sequences have the
appearance of amateur videos, both in the framing, the viewing
angles and even the visual effects, which are applied strangely.
But they are also of a great unity, as the sound treatment gives
a similar range to all the voices. One could view them online in

similar to those on YouTube, that are exchanged through Facebook. But what is it that fascinates us in the work of these
two American artists, which is at the crossroads of very professional broadcasts, reality shows and amateur video sequences
where people show themselves off? Undoubtedly the evocation
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a loop, as they are part of an uninterrupted flow of sketches

of youth in search of an identity and “finally” able to reach, in
the immediate future, the most ephemeral of celebrities in the
use of the media and technologies of their time. Patrick Langley
adds, in speaking about the work of Ryan Trecartin that he, “like
his artworks, animates the ongoing dialogue between identity
and technology.” [57]
stop with the end of the filming since they have accustomed
themselves to extracting their audiovisual sequences from the
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The work of staging, for these two thirty year olds, does not

Internet in order to recontextualize them in prestigious institutions ranging from the Museum of Modern Art in New York to
that of Paris, the Venice Biennale or Lyon. It is here that they
recreate the atmosphere of shared residences or apartments
by borrowing from companies specialized in the sale of furniture and decorative objects such as Ikea. They have headphones
that isolate viewers by putting them in situations comparable
smartphones or tablets. These few, particularly carefully staged
details, play an important part in hooking the spectators who,
at the end of their viewings, have to make an effort to extract
themselves from the comfort of their chairs and the flow of sequences. According to Calvin Tomkins:
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to those they live in when viewing audiovisual content online on
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“Trecartin came of age when new technologies were changing the way
we look at moving images – from the big screen to laptops and iPhones,
from network to cable and broadband streaming – and the Internet was
messing with our brains. He sees himself as a ‘bridge’ person, someone
who grew up before the revolution in digital technology, whose effects
are now second nature to the generation that was born into it.” [58]

Narcissistic Practices
Sylvia Martin wrote:
“In the first half of the 1970s, certain Action artists performed in their
studios with no audience other than the camera. In these cases, the
media image functioned as a narcissistic mirror and as electronic design material at the same time. It opened a window for viewers, and
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they gained access to an event that had already happened.” [59]

Petra Cortright’s video work is in keeping with this practice of
self-filming of video art pioneers, although she uses the digital
effects of her time. But most of her performances are accessible through YouTube. In VVEBCAM (2007), one of her very first
video sequences, she looks at the screen of her computer as
does the spectator in front of their channel. She was then only
21 years old, the average age of the youtubers who today make
careers online. She observes the results of manipulations con-
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sisting of adding or removing graphic elements in her own image
in real time. This Californian who studied art at Parsons in New
York before embodying the narcissistic practices of her generation, is the artwork of her self-portraits, whose duration rarely exceeds 90 seconds. Generally silent, watching her camera,
dressing her hair or dancing indoors or outdoors, she interacts

She plays with her image, as do many young people of her generation, which has resulted in her regularly being mentioned
in literature on post-Internet cultures. Domenico Quaranta tells
us of Petra Cortright that she “capitalizes on her own attractiveness and teen style.” [60] Knowing that the contemporanei-
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with the real-time effects that she activates or deactivates.

ty of her work as an artist, beyond the use of the mirror that
the cameras of our laptops offer us, lies in the fact that she
herself distributes her own videos on the Internet. Ignoring the
art market, she has nevertheless ended up becoming part of
it with her self-portraits as with other pieces more suited to
the white cube of contemporary art. It is interesting to note
because the artist, in her immoderate desire for notoriety, had
associated 733 keywords with her video creation. Since most
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that VVEBCAM was removed from the YouTube platform in 2011,

of these keywords did not participate in the description of these sequences, a bot deleted it from her channel on December
10, 2011. Fortunately, VVEBCAM is again accessible through the
rhizome.org archiving platform so that she will never disappear
again, and you can even read the key words responsible for her
deletion.
Also on rhizome.org, there is the interview of another artist
is a Canadian who, on his own site and at the beginning of his
video sequences, presents himself as “The Famous New Media
Artist Jeremy Bailey”. In this interview given to Greg J. Smith
[61] in 2010, he refers to Rosalind Krauss’ essay “Video: The Aesthetics of Narcissism” [62] article in which the theorist analyses
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whose staging work is comparable to that of Petra Cortright. He
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the narcissistic practices of the pioneers of video art. We can
once again witness that there is a real filiation between artists
using webcams and real-time applications to disseminate their
work online and those who in the late 1960s seized the first
portable video cameras that were economically accessible. The
tools, since, have changed, aesthetics also, but the desire of
self-filming artists to be at the centre of their work, to be the
work, remains intact.

Real Time
According to Jean Cristofol:
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“The expression of real time has the dual character of being both immediately comprehensible intuitively and, if we consider it literally,
rather obscure. One of the uses of the notion of ‘real time’ brings it
closer to the notion of ‘live’, which it seems to take over as the terms
related to digital technologies spread in everyday language, constituting one of the main sources of metaphor in the language of our
time. The notion of live was first linked to radio, then to video and its

Dominique Moulon

development in television.” [63]

The artist Jeremy Bailey treats the majority of the video sequences that he broadcasts online three-dimensionally. His sequences for the series VideoPaint (2006), where he documents
the application of real-time tracking, of which he is also the
author, are similar to the tutorials that geeks exchange on the
Internet. Difficult, on the other hand, to take them seriously, if
only because of the gesture, caricaturing that of artists testing
the reactivity, in real time, of their interactive artworks with
movements that have nothing natural about them. The three-

parts of his body, actually serve to document his career as an
artist through his successive residencies or conferences. Also,
he never forgets to mention the institution that invites him, just
as he does not fail to remind us that he is “The Famous New Media Artist Jeremy Bailey”. The more he is solicited, the more he
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dimensional visual elements with which he enhances various

increases the number of his performances on his YouTube channel, where there are more than one hundred videos made in less
than ten years of activity. Who among the many subscribers to
his channel and knowing the imposing number of views totalled
since 5 September, 2006, would still doubt his celebrity?
Let us now turn from the more radiophonic, videographic, telesay, the service of Chatroulette. Initiated in 2009 and aiming to
establish random videophone relationships between users, this
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vision milieu, to a somewhat particular form of live, which is to

service was soon appropriated by artists like Eva & Franco Mattes. Their piece is titled No Fun, which indeed it is, being rather
macabre, since the Italian duo staged a hanging in 2010, that of
Franco Mattes himself, that Chatroulette users discovered one
after the other. From this live performance, there is only a split
screen video documentation that fans of the random videophone service will recognize. It is therefore the documentation of
festivals, art centres or galleries. We are confronted the indifference of those who, one after another, do not react to what
could be the staging of a real suicide. Only one of the involuntary participants in this artistic performance calls the police and
is therefore obliged to explain the operation of Chatroulette to
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this piece that represents the artwork when it is presented in
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the agent who replied. They alone give us a little optimism, while
the attitude of the others makes us reconsider our reactions to
the distant events of which we are the anonymous witnesses.
Everyone, hidden by the screens of their computers, tablets
and smartphones, can become the subjects of performances
of artists appropriating services that we use daily.

From Hysteria to Despair
Being filmed by a third party, without their knowledge – nobody
today is immune to their own “fifteen minutes of world celebrity”
as there are so many artists who, like the New Yorker Jeanette
Hayes, have a keen sense of appropriation. This she proclaimed
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when confiding in 2012 to the channel VFILES TV: “Whatever the
Internet is, I don’t care, everything is everyone’s. When you put
something on the Internet, it’s mine. And this goes for images,
tweets, videos, anything, I’ll take it.” [64] Eva and Franco Mattes go even further, reminding us that:
“When Michelangelo did his David he obviously had Policleto’s Doriforo
in mind. They are pretty much the same sculpture, but 2,000 years
apart. We usually assume that copy-paste started with the internet,
while it has been there forever.” [65]
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The address of the Italian duo’s website 0100101110101101.ORG
is enough to reveal their interest in the digital technologies that
shape our world. However, they positioned themselves as observers of this same world in the process of being digitalized, when
they assembled sequences evoking the generation of digital natives in 2010. In this video collage titled My Generation, there are

people, most of them teenagers, attack their consoles or computers and sometimes even themselves. This sequence, which
speaks of the ambiguity in the relationships that young gamers
maintain with the objects or beings they incarnate, sometimes at
the risk of losing oneself, is accessible online. But it is also recon-
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crises of hysteria that follow one after the other in which young

textualized within the screen of a dismantled computer when it is
presented around the world in art centres. It is thus the passing
hysteria of these few young people of the same generation who,
participating in characterizing them, brings them at the same
time to the front of the artistic scene.
Younger still, in average age, are those who express themselves
Everyone has a computer equipped with a webcam, even if certain frames suggest it is that of their parents. Being connected
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in Elisa Giardina Papa’s video collage need ideas!?!PLZ!! (2011).

to the Internet, having a YouTube account, all that is missing is an
essential detail: the idea or the concept. They are therefore ready
to do anything to acquire some notoriety, including to “beg” for
ideas online. This brings us back to reality in which the audience prevails over all vocations. It is interesting to note here that
Eva and Franco Mattes’ My Generation and Elisa Giardina Papa’s
need ideas!?!PLZ!! are works that were presented together duAge exhibition organized in Brescia, Italy by Domenico Quaranta
in 2011. Matteo Cremonesi wrote in the catalogue of this same
exhibition: “‘Broadcast Yourself’, is the famous slogan of YouTube,
that rings out like a call to arms to those who are still patiently
waiting to enjoy their longed-for fifteen minutes of fame.” [66]
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ring the Collect the WWWorld: The Artist as Archivist in the Internet

2. Change of Scale

Live
The Collect the WWWorld: The Artist as Archivist exhibition in Brescia ended in October 2011 with a JODI performance. Folksomy
is a live piece that is part of a project that was started in 2009.
A considerable number of amateur video sequences were previously collected on YouTube by the two Dutch artists who play
them in public. At the beginning of the performance, the interface designed by Joan Heemskerk and Dirk Paesmans is in the
form of a ring where the sequences are perfectly organized. By
entering them to place them in the centre of the projection, the
duet simultaneously activates and deactivates several sources,
to the point where they merge into the depth of the image as
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well as into that of the sound. “Each video was recorded by someone with some specific purpose in mind, but to the rest of
us it seems as pointless as the next user-generated uploaded
file”, [67] Joanne McNeil writes in the Collect the WWWorld exhibition catalogue, because the possible desire for fame of these
involuntary participants to this performance, is lost in the flow
of images and sounds. Only a few media still manage to catch
our attention. And among these, there are sequences similar to
those seen on the folksomy.net site of the JODI project, where one sees ordinary people break their computers, tablets or
Dominique Moulon

phones without any anger, but with method, unlike the young
gamers of My Generation by Eva and Franco Mattes. Armed with
screwdrivers, hammers, axes, metal bars or stiletto heels, the
protagonists of these same sequences tell us about the hatred
that one can feel towards a system when it is overly constraining. Unless these are possible reactions to the arrogance of

ticipate the least of our desires.
If there is another performance that makes authors “disappear” while “extending” their amateur content gleaned from YouTube, it is that of Barbara Matijević and Giuseppe Chico. With
Forecasting, they recontextualize sequences that have only one
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high-tech brands that believe they know us so well they can an-

common point: their scale. In such a way that Barbara Matijević
literally enhances them with her play on stage throughout the
performance. Equipped with a laptop, she replays situations
previously experienced by others such as tinkering, repairing,
shaving, tying a tie out of the frame... Everyday gestures are
magnified by the actress who reinterprets them outside the
plies that we should consider the possible extension of the content that we host on the Internet, without being able to imagine
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screen frame. This piece called Forecasting (2011), perhaps im-

trends that are likely to emerge. Harassed by brands who boast
of image qualities unmatched in the past, encouraged by operators constantly increasing the flow of our connections, we are
all potential authors. If indeed we have the desire accompanied
by ideas! And who knows, well beyond this fame that awaits us
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all, what might the contents we post one day arouse or trigger?
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Chapter 3

3. Societal Issues
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Addie WAGENKNECHT, Asymmetric Love Number 2, installation, 2013.
Courtesy Bitforms, New York.

“First I trace a quadrilateral of the size I want on the surface to
be painted, which is for me an open window through which one
can look at the story, and there I determine the size I want to

Never before we have observed the world through so many quadrilaterals. And the media regularly remind us that their services
are accessible within the “windows” of our computers, tablets
or smartphones. It is difficult, therefore, to ignore the societal
issues of our time when there are more and more artists “re-
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give to men in my painting,” [1] Leon-Battista Alberti explains.

flecting” them in their work. According to Stendhal, “a novel is a
mirror carried along a high road.” [2] Artists today, who present
the world to us as it is through the mirrors of our screens, are
inevitably tempted to adopt the codes that prevail in our societies, those of companies for example, if only to better examine
their impacts on our lives and / or environments. Economy, and
deals with what we all worry about here and now. Just as great
political debates centred around surveillance or the climate also
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therefore sharing, is not to be outdone as the world of art, too,

end up becoming artworks.

3.1. Company Values
“It is not a matter of blurring borders and of confusing artists,
researchers, industrialists and entrepreneurs in the same
warns. “It is more about how boundaries move and invite us
to rethink the relationship between art and business in a networked, digitalized market economy, based on the exchange of
signs, symbols and trade of affects as well as goods and services.” [3] Because there are artists who are entrepreneurial as
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‘work’ in which the roles are interchangeable,” Norbert Hillaire

3. Societal Issues

much as there are entrepreneurs who are creative, but that is
not the issue. Even if it is worth remembering that artists using
digital technology, at a time of net art, often preceded companies on the Internet. The interest of artists for brands and
their models, citing the work of Andy Warhol and his Factory for
example, is not new, but it is their strategies that have evolved
as well as those of companies. Since borders are constantly
shifting, it has become particularly difficult to interpret their
strategies, as sometimes they intermingle so much. There are
brands so present in our environments that they end up appearing in artworks and artists, among others activists, who
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fight them on their territory while others expect them and even
adopt their models.

Games and Society
Molleindustria is an Italian collective of game designers who
tackle the social or societal issues related to political power and the capitalist system, the world of work, religion and
sex. Though specialists would qualify their works as serious
games, the radicality of their approaches places them in the
artistic sphere of activist practices. Since 2003, it has so-
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metimes happened that they were forced to remove or modify some of their creations, downloadable or playable online. Translated into nine languages, McDonald’s Video Game
(2006) is certainly one of Molleindustria’s most popular “board games”. The player, even before the start of the game,
is warned:

Behind every sandwich there is a complex process you must learn to
manage: from the creation of pastures through to the slaughter, from
the restaurant management to the branding. You’ll discover all the dirty secrets that made us one of the biggest corporations in the world.”
[4]

3. Societal Issues

“Making money in a corporation like McDonald’s is not simple at all!

Because there are indeed four different interfaces that place the player in the position of one of the leaders of the
world’s largest fast food chain. They have advisors encouraging them in deforestation as well as in the use of genetically modified cereals, growth hormones and animal
flour. Without forgetting that they will also have to lay off
corrupt officials or politicians under the pitiless look of the
steering committee. Under the pretext of parody, it is Mol-
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employees, counter critics such as environmentalists and

leindustria’s denunciation of the oft-questionable practices
of the giants of the agri-food industry internationally that
the American company perfectly symbolizes. McDonald’s Video Game is extraordinarily effective, since it implicates the
player who, rushing against the clock, encouraged by the
score and frightened by a possible game over is forced to
make decisions contrary to any form of ethics that might
their actions. As Yasmine Kasbi explains: “We understand
very quickly that it is necessary to use strategies without
appealing to one’s conscience if one wants to make it work.”
[5]
The practices of the fast-food chain have often been criti-
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be natural, and once the game is over, to have to reconsider

3. Societal Issues

cized in the past and will still be so long as they continue to
represent capitalism and globalization at their best. Already in 2002, the Yes Men associated the World Trade Organization with McDonald’s through a lecture given at the University of Plattsburgh in the United States. Jacques Servin
posed as a WTO representative while Igor Vamos claimed to
be from McDonald’s. Both had proposed an alternative to famine in the world after distributing hamburgers to students.
Using PowerPoint slides and 3D simulations as it’s common
in companies, they then explained that it was possible to
feed the inhabitants of poor countries by recycling the
excrement of those in rich countries. For it is by adopting
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methods specific to organizations and corporations that
both activists criticize the most extreme forms of liberalism. They call it “identity correction”. The Internet plays an
essential role since it allows them to trap their targets. For
its part, the art world appreciates such actions when they
are recontextualized in an exhibition. Even if, in most cases,
the Yes Men express themselves in conferences or seminars. In Plattsburgh, they soon learned the reactions of the
students when they discovered that the hamburgers they
had just eaten were part of the experiment! Jacques Servin
Dominique Moulon

answered a student accusing the WTO of treating the people
of the third world worse than he would treat his dog: “The
reality is that we already treat people in the third world far
worse than we treat our domestic animals.” [6]

Artists who are independent and designers who work in the
service of brands observe their respective creations, sometimes going so far as to inspire each other. In examining
Lacoste polo motifs, perhaps during one of his late-night Internet browsing sessions, Cory Arcangel noted the obvious
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Brand Image

influence of the style of the American pop artist Roy Lichtenstein on one of the French brand’s collections. He then decided to make compositions that he captured with a flatbed
scanner. The use of this device is definitely not neutral since it represents the most visible equipment of the general
public dedicated to the digitization of the world, and what
exposing Lacoste polo shirts flattened by the scanner in an
art gallery, Cory Arcangel repositioned the style of the artist
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would be the use of a scanner in a globally digital world? By

Roy Lichtenstein in a place that suits him. But the Timeless
Standards series (2010-2012), at the same time, transforms
the galleries where they are presented into clothing shops.
The American artist goes further in this form of scrambling
by adding relief and in the image itself, a copyright followed
by his first name, his family name and the date of creation.
He goes so far as to sell, for a modest sum, the by-products
his website. Sums that are far less than what is asked for
his works through his galleries in London, New York, Paris and
Salzburg.
Unlike Cory Arcangel’s approach to identifying the influence of art on a brand, Christophe Bruno seeks to detect the
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of his work, including t-shirts, through the store pages of
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presence of trademarks in artworks and, more broadly, images found on the Internet. His online work Logo Hallucination
(2006) has the appearance of a service offered to companies ignoring the concealed use of their logos. The interface of automatic detection of these same logos is described
there with relative accuracy, so one discovers the logo of
the Atari brand concealed on the back of the young female
pupil receiving a Music Lesson in the painting by Vermeer.
We then find the identity of Motorola in a Giovanni Toscani
(1372-1430), that of Carrefour in a Leonardo da Vinci and that
of Corus in a Gustave Courbet. According to Guy Debord: “The
spectacle is the moment when merchandise has reached the
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total occupation of social life. Not only is the relationship to
the merchandise visible, but we see only it: the world we see
is its world.” [7] Christophe Bruno explains on the project’s
website: “Every time a hallucination is detected, an email is
sent to the owner of the image.” [8] Furthermore, Bruno foresees the linking of the owner of the image with the company whose logo is exploited in violation of the Intellectual
Property Code.
It’s interesting to note here that the approaches of Cory Arcangel and Christophe Bruno, although different, both come
Dominique Moulon

from Duchampian practices. One is by presenting what exists
in commerce in the form of a ready-made; the other through the misappropriation of historical works, as in Duchamp’s
famous L.H.O.O.Q.

Constant Dullaart, a Dutch artist living and working in Berlin, recalled the beginnings of YouTube when he confided in 2011 to Cecilia Guida: “First of all I have to say that I disliked the YouTube
design and video quality in 2005 when it started to come out –
the chaotic site structure, the badly designed layout, and the ob-
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Visual Identity

noxious play button.” [9] It was only after seeing a few years later
that YouTube had won the battle for hosting audio-visual content
that he wondered: “why had the obnoxious play button not been
used as a subject since it was the first image people would see
before watching all these important reference videos, seeing art,
weddings, news, etc.?” [10] This is precisely what he did in 2008
tions, before loading them onto the video hosting site. Where the
play button blurs, shakes, falls, blinks, colours, bounces but never
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when he performed the YouTube as a Subject series of anima-

genuinely disappears. Announcing only himself, he is the subject,
or rather the message, if one considers the comments of the
Canadian theorist Marshall McLuhan. Constant Dullaart became
known internationally by making an interface element the subject
of a creation reintegrating the interface that inspired it. And the
reactions were not slow to follow since Ben Coonley, the same
year, took up the challenge through his Seven Video Responses
tist, in order to enter into dialogue with the author of the series
YouTube as a Subject, focused on loading animation, which according to the loading data rate was still very present on YouTube.
The latter, moving away, swirling, collapsing, metamorphosing, or
approaching, repeating itself, once again announces nothing but
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to Constant Dullaart’s “YouTube as a Subject”. The American ar-
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itself. As if the interface had become autonomous to the point of
dispensing with any other form of content itself.
Wishing to settle the question of “how to show contemporary
online art in a physical exhibition space”, [11] Constant Dullaart
designed the light installation YouTube as a Sculpture to present
it in a black box at the Netherlands Media Art Institute of Amsterdam in 2009. And the eight spheres alternately receiving the light
evoke the loading animation of YouTube, that spectators rush to
film to then reintegrate it back to where it comes from: on the
website of YouTube. The loop is complete when watching, again
on YouTube, the sequence Watching Constant Dullaart - YouTube
as a Sculpture that Berlin artist Martin Kohout created with his
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webcam in 2010. The fact that artists interact with each other
through their artworks is not new, but we must recognize that the
Internet increases the number of these exchanges while decreasing response times. Constant Dullaart also explored the performative form by alternately replacing eight discs on the floor at
the Gogbot Festival in Enschede in 2011, when he made the YouTube In Your Office recording of this same performance. This goes
to show how this artist manages, like most of the post-Internet
generation, to extract his works from the web, even though they
have emerged from and / or on the Internet. We may recall that in
Dominique Moulon

2012, Constant Dullaart decided to set up within the Chinese Internet by appropriating the interface of the leading host of video
sequences Youku, so that play buttons everywhere become truly
autonomous, freed from any constraint.

In 2015, on the second floor of the Basel art fair, it was neither
an artwork or even an artist who drew the most positive response. It was a more than seven tonne machine that the Zurich
artist Raphael Hefti had arranged on the booth of the RaebervonStenglin gallery. The CNC lathe works all day long under the
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On Industry

dumbfounded looks of collectors and gallery owners. It worked
metallic cylinders with the greatest precision throughout the
entire duration of this fair. And it must be acknowledged that
the magnificent shots on the large flat screens set up for this
purpose are captivating, especially for those, who are numerous in Basel, who know industry only through television docudisappears, as Gilbert Simondon says to us:
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mentaries. One could argue that behind the machine the artist

“The machine that is endowed with a high technicality is an open machine, and the set of open machines supposes man as permanent organizer, as live interpreter of machines with respect to each other. Far
from being the supervisor of a band of slaves, man is the permanent
organizer of a society of technical objects that need him like musicians need a conductor.” [12]

The conductor, on the booth of the RaebervonStenglin gallery, is
if, between 1960-1970, politically engaged artists were meeting
with workers, this installation consists in presenting a machine
tool to the art market. And nothing in this operation has been
neglected, right up to the commercial brochures of the brand of
the lathe (Schaublin) being handed out, giving the gallery the
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the artist who at the same time operates a form of reversal. For
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look of an industrial exhibition booth. These can inform collectors who have acquired the work in the form of a certificate,
as is strictly necessary in conceptual art, about the machine
to be rented or acquired for reactivating the performance. It
is doubtful, however, that collectors will encumber themselves
with a seven-tonne machine, but the fact that they can satisfy
themselves with a certificate is most encouraging as regards
placing intangible works on the market, simply because of their
high technicality. For “culture is directed towards the technical
object like man towards the foreigner when he is carried away by
primitive xenophobia”, [13] again according to Simondon. Thus,
the presentation of a “technical object” in an artistic context

152

is more political, more involved than it seems if one considers
our lack of knowledge about the machines which, in the shadow
of factories, produce most of our devices. As for Schaublin’s
machine, which is mentioned on the fair booth as well as on the
gallery website, it is an essential component of an ephemeral
work.

On Companies
In 2014, the Linz Ars Electronica Festival rewarded the Sound of
Honda performance with an honourable mention in interactive
Dominique Moulon

art, even though a trademark is mentioned in its title. No matter, since this performance, with the appearance of a video documented re-enactment, is most impressive. A team of artists
and engineers, with the presence of Daïto Manabe, well known
by spectators of festivals combining art and technology, was
brought together for the occasion. Together they used the tele-

ve at the Suzuka Grand Prix in 1989. With this same data, they
literally recreated the pilot’s fastest qualification laps. By arranging the speakers to spatialized sounds and adding synchronized light-emitting diodes, they reactivated a circuit of the past.
Not seeing the car, whose speed however is perceived, has likely
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metry data collected from the Formula 1 that Ayrton Senna dro-

baffled more than one spectator among the few guests present on the video documentation, which looks very much like a
commercial video. A few months before Ars Electronica, the sequence had already received a Golden Lion at the international
festival of creativity, which rewards the creative in Cannes each
year. Is it really an artwork, whose documentation ends with a
art at Ars Electronica and totalled more than four million views
online? The Honda brand, which is just as essential as that of
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logotype, and has received an honorary mention in interactive

the industrialist Schaublin in Basel, became the object of the
creation of Sound of Honda. The artist Daïto Manabe makes the
distinction on his website where his commissioned works are
nevertheless mingled with his personal creations. But it is easily
accepted in Japan that an artist making use of the media and
technology establishes connections between the world of art
and that of brands, more than in France or in Europe. It should
company Rhizomatiks, which brings together artists and programmers, knowing that he is himself an artist and a programmer. It can therefore be considered that the latter, in Norbert
Hillaire’s words, is a major contributor to “blurring the boundaries” [14] between the artist and the entrepreneur in a geographi-
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be noted that Daïto Manabe is also one of the founders of the
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cal area of the world where they are not so clearly defined, or he
is participating more in “shifting” them. [15]

3.2. Economy and Finance
According to Paul Ardenne, the interest that a growing number of
artists bring to the economy is entirely “contextual”:
“Do they seek a ‘motive’? Then it is natural that the contextual artist finds
it in observing or frequenting the economic world. The economy is of major
concern today, and is to art what the nude, the landscape or the imperative of novelty were in their time to neoclassicism, impressionism and the
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avant-garde: a motive to create as well as a theme of the time.” [16]

There are many ways of approaching the domain of the economy
through art, like getting involved in it and observing it, often to
denounce its excesses along with other dysfunctions. But it is
by reading Jeremy Rifkin, whose attachment to the Internet and
to emerging technologies is well known, that we understand to
what degree our economy is at one of its pivotal epochs:
“If the industrial era emphasized the values of discipline and hard work,
hierarchical authority, the importance of financial capital, market me-
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chanisms and private property relationships, the cooperative era favours creative play, peer to peer interactivity, social capital, participation in open communities, and access to global networks.” [17]

It is with the operating methods of our “cooperative” era that
artists in their time are now querying the question of values,
economics and finance in a globalized artistic context.

According to Raymonde Moulin:
“In the course of the 2000s, the globalization of the market, coupled
with the excesses of the financial capitalist, provoked a speculative
bubble, particularly in the case of star-studded works of contemporary art, to which the history of the art market is accustomed. The entry

3. Societal Issues

The Value of Art

of international collectors with enormous fortunes led to the existence of speculative and ostentatious behaviours that have contributed
to soaring prices.” [18]

It is precisely in response to these speculative and / or ostentatious behaviours that the duo formed by the artists Christa
work in 2010 entitled The Value of Art, whose value is not determined by a gallery or auction house, although it participates
in them. They bought an oil painting of a seascape for a few
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Sommerer and Laurent Mignonneau conceived and produced a

hundred euros in a Vienna auction house, then, back in Linz in
their studio, they added a presence sensor associated with a
thermal printer. The objective of the two artists was to offer
spectators the possibility of increasing the value by their mere
presence or, even better, their attention. The painting, having
become interactive, sees its value increase by two euros for
us that “it is the viewer who makes the picture”? [19] Sommerer
and Mignonneau’s installation began its journey in Poland where
it was presented by the exhibition curators Ryszard Kluszcynski
and Tsutomu Mizusawa before being installed in the DAM Gallery
in Berlin. At the ZKM Karlsruhe, its value increased remarkably
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every twenty seconds it is viewed. Did not Marcel Duchamp tell
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during the five months of the exhibition The Global Contemporary - Art Worlds After 1989, to the point that the artists were
obliged to archive part of the endless sales receipt that flowed
from it. Here all eyes viewing it were recorded based on their
duration, knowing that those of an artisan have as much value
as those of the wealthiest of collectors. The Value of Art was
then exhibited at Show Off Paris – one of the very first contemporary digital art fairs – during the FIAC where great collectors consort with influential galleries to raise the rating of
their favourite artists. In October 2012, in two different places
in the city, there were two separate calculations: one dicta-
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ted by the rules of the market, which are relatively complex,
and the other relying on the attention of the spectators. Later, this same work was presented in Montreuil in 2015, during
the exhibition Art and Digital Resonating. [20] It was then that
its value, during the three months of the exhibition, reached
the highest peaks. The two artists, meanwhile, had made their
work a series by enhancing portraits, still-lifes and landscapes
with electronic components that never ceased to attract ever
greater attention. There are many critics who apparently never
wrote a line about such original works. But we can accept that
Dominique Moulon

Sommerer and Mignonneau offer a second life to works at the
same time that they evaluate our attention in order to question
the economy of art. Pointing out that “Attention is also the new
currency in a media-based society and within social platforms.
The amount of attention towards an art piece could therefore
be directly linked to its monetary value.” [21]

Le Jeu de Paume in Paris is a centre dedicated to photography
and contemporary art that supports Internet creation through the virtual space of its own website. It is sufficiently rare
to point it out and it is, according to Alessandro Ludovico
“among the best examples […] of trying to connect the two

3. Societal Issues

Fluctuations

dimensions” - but he regrets that “it is not enough”, adding:
“Because if you consider these two things as separate, the physical
space and the online space, then you are in a kind of pre-digital era.
What I mean is that it should not be that the work continues online,
it should be that part of the work is online, and part of the work is
in the physical space. It should be a continuum between these two

Samuel Bianchini created the work All Over in 2009 upon an
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dimensions”. [22]

invitation from the Jeu de Paume. It can be accessed online
when it is not being presented in an art centre or gallery. At
first glance, it evokes the first images composed “by computer” in the 1960s as the ten visuals presented, are only composed of ASCII characters. The images are not animated, unlike those of the sequences that Vuk Cosic converted to ASCII
in the 1990s, but they appear to us somewhat “perturbed”,
very nature of the mode of their representation which is at
the origin of such “alterations”. Because the figures and currencies that simulate the levels of grey give us quotations, in
real time, of international stock market values. As for the title
of the work, it evokes Clement Greenberg’s critical thought:
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surreptitiously, here and there by micro movements. It is the
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“Just as Schöenberg gives each element, every sound of composition,
equal importance – different but equivalent – the all-over painter makes all the elements and all the zones of their painting equivalent in
terms of emphasis and importance. Like the composer of twelve-tone
music, the all-over painter weaves their artworks into tight meshes,
each point of which recapitulates the mode of unity.” [23]

The characters of All Over, by Samuel Bianchini, are of “equal
importance”, each recapitulating the “mode of unity”. With
each fluctuation in the image, it is a fortune that, possibly, is
made or undone. But there is a form of ambiguity inherent in
the visuals that the artist borrowed from the Corbis agency.
And it is also inherent in the mode of representation which
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excludes any form of redundancy. Who are these people?
What do their gestures say? What are the contexts? Economic or political? Unless this ambiguity tells us how undeniably
the economic and political spheres are linked. The generative
aspect of this connected work also highlights our inability to
act on the stock exchange flows, whose fluctuations are consequent to decisions in which we never participate. For the
gestures in the image could symbolize the action of buying or
selling as much as the refusal to suffer, or even worse, endure
frustration, as was the case in 2015 in Athens.
Dominique Moulon

Other artists like Varvara Guljajeva & Mar Canet seek to draw
our attention to stock market fluctuations. Together, they
made metronomes before connecting them in real time – or
immediately, because real time in finance has a cost – to the
volumes of exchanges of the financial markets. Each metronome is connected to a different stock market, the speed of
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stock companies in Manhattan have moved simply to get better data transfer rates. This is what is called speed trading
where the algorithms are king. The sculptural part of Varvara
& Mar’s installation, its materiality, is essential here. For it
gives shape to the organized chaos – or disorganized, depending – of the financial markets in the era of their extreme
dematerialization. The very sound of the installation beats
several measures at once, amplifying the chaotic aspect of
the financial markets, which nevertheless act in the greatest
silence. For the hubbub around the trading floor on the Paris
Stock Exchange in the Palais Brogniart is definitely finished. It
has been replaced by computers. Nowadays, it is the street
that is animated by the chaotic fluctuations of our frustrations which, little by little, are mobilised through movements
such as Occupy Wall Street in New York or the Indignants in
Madrid.
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the beats being related to the volumes of exchanges. Hence
the title of the installation: Speed of Markets (2014). Speed,
now more than ever, is money, when you know that some

Transactions
“I am ADM 8”, answers the robot programmed by RyBN in a
continuing:
“I am a software programme belonging to the category of height frequency trading robots. I have been launched to operate on the markets
on the 31st of August, 2011 […] I buy and sell stocks on the Asian, American and European markets”. [24]

Dominique Moulon

synthesised female voice to whoever questions it, before
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A very short-lived stock collapse or Flash Crash was the source
of inspiration for the members of the French group. Very precisely that of May 6, 2010 which lasted only 14 minutes, but during
which the Dow Jones fell more than 9% before going up, because this unprecedented “incident” was caused by a high-frequency trading robot. The RyBN bot was exclusively developed
with Open Source technologies and practices data mining, hence its name, ADM, for Anti Data Mining. That is, it explores large
amounts of data to predict the state of financial markets before
buying or selling, because we now live in a time when algorithms
interpreted by programmers have replaced the Pythia of Delphi
and its Areopagus of priests. After having given it 8,279 euros
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through a bank, the artists opened a Twitter account for their
trading bot so that we could all evaluate the value of its predictions. Initially, the idea was that one could follow the performance given by the artistic algorithm through to its end, that is,
its inevitable bankruptcy. The robot being able to predict its own
end in numbers of days of activity through the presentiment of
its final statement. But surprisingly, a few years later, its profits
were greater than its debts. An algorithm created by artists is
therefore more efficient than that of a trading company, which
would have spent without counting! Would the world of finance
Dominique Moulon

be better managed by artists? And the trading bot goes even
further by reminding us that:
“Most of the crises and crashes are caused by human instability. A total
automation of the market would result in a perfectly auto-regulated
market. It would allow us to reunite in one perfect system, Adam Smith’s
invisible hand concept and Karl Marx’ capital repartition theories.” [25]

endless performance – considering the ability of the trading
bot to accumulate profits – going from the ZKM to the Gaîté
Lyrique before claiming the effectiveness of their algorithm by
organizing the exhibition The Algorithmic Trading Freak Show
(2015). It combines financial algorithms with other historical
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In art centres, the artists have given many forms to their

experiences, such as the one initiated by Robert Malkiel in
1973, which consisted of blindfolding chimpanzees and having
them throw darts at the Wall Street Journal to determine stock
portfolios. Other methods have more to do with what is called
financial astrology. The common thread between these different approaches is that they have all been taken seriously, if
made public. From the wildest to the most mystical, algorithms from the RyBN collection are documented on the project
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only for a while, not to mention those that still have not been

website antidatamining.net. Where it is understood that notions like gambling or chance, so appreciated by Fluxus artists
of the sixties, are all equally effective in the seemingly very
serious world of high international finance. Finally, the history
of art is full of hoaxes featuring animals to which talents ordinarily reserved for humans are attributed. Like the one which
consisted in presenting without mentioning it, the “involuntatail at the Salon des Indépendants in 1910. [26] The separation
between the sphere of art and that of finance thus appears to
us more uncertain than it would seem.
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ry” painting of a donkey, which had had a brush attached to its
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Appropriations
“Let’s go back in time, to the year 1995 […] you know what: in twenty
years, you are going to be able to ask any question you want, anywhere
on Earth and in one tenth of a second you are going to get the answer.
And you: no that’s not possible, surely not. And yet here we are twenty
years later, and we all live with this everyday of our lives.” [27]

Because Google did not emerge until 1998, but it only took a
few years to become the undisputed leader in terms of Internet
search engines. So, like any other international monopoly company, it soon attracted the attention of activists. Especially
since it knows all of our requests, even the most personal ones.
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And though it offers satisfaction with the very practical aspect
of its uncluttered interface, others imagine the worst regarding
the immoderate use of our personal data. It was in this context that the UBERMORGEN duo, formed by the artist activists
Lizvix and Hans Bernhard, joined forces with the media theorist
Alessandro Ludovico and the artist programmer Paolo Cirio to
initiate in 2005 a conceptual project entitled GWEI, for Google
Will Eat Itself. This is an appropriation of the Google AdSense
service that allows everyone to post ads on their site in order to
be paid according to the number of clicks. They designed robots
Dominique Moulon

to click on the ads of a few hidden websites in order not to get
rich, but to buy shares of the American firm to redistribute them
through the company GTTP (Google To The People). Such action
being resolutely symbolic since it would take them several million years to afford Google. According to Hans Bernhard, Lizvix,
Alessandro Ludovico and Paolo Cirio:

site. If enough parasites suck small amounts of money from this selfreferentialism embodiment, they will empty this artificial mountain of
data and its inner risk of digital totalitarianism.” [28]

After participating in the creation of the three stages of the
Hacking Monopolism Trilogy by successively attacking Google,
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“The greatest enemy of such a giant is not another giant: it’s the para-

Amazon and then Facebook, Paolo Cirio continued to attack the
powerful by adopting, in particular, the tactics of whistleblowers in 2013 through the Loophole for All project. He began by
hacking the site of the government of the Cayman Islands – although it defends itself from this – in order to obtain the list of
the companies escaping taxation in their respective countries
se same companies being anonymous, he considered that we
could all claim them through certificates that he delivers both
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since they are domiciled on the archipelago. The owners of the-

online and in art centres, so that in our respective countries
we can also practice tax evasion. He is an artist as well as an
activist and an investigative journalist, but he insists on the
conceptual aspect of his work in an interview he gave to Marie
Lechner in 2014: “It was also a way of experiencing the sale of
conceptual art. Anyone acquiring a certificate would also be an
performance – in the digital era – from conceptual works that
actually have only the certificate authorizing their activation.
Even if the activation, consisting in the case of Loophole for All
of practicing tax evasion, is borderline legal, depending on the
country. For in the world of finance, the very concept of legality
is subject to interpretation.
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art collector.” [29] Indeed, nothing distinguishes this political
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Financial Utopias
The members of the RyBN group participated discreetly in the
organization of the Parisian festival Mal au Pixel in 2011 through the label Artkillart, of which they are also members. Let
us note here that the community of those who question the
cultures of Open Source and DIY or Do It Yourself is very extensive, if not ramified, to the point that it is sometimes difficult
to grasp its contours artistically, technologically, politically or
economically. At the 2011 International Monetary Utopias exhibition, Paolo Cirio was joined by other artists and / or activists
such as Christian Nold, who presented his alternative currency
project entitled Bijlmer Euro (2009). Nold is accustomed to lo-
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cal currencies since he grew up in Lewes, Sussex, where one
can pay for purchases in local shops with Lewes Pounds, before
living in Brixton, South London, where there is also a local currency: the Brixton Pound. He therefore had the idea of setting
up another alternative currency in the Bijlmermeer district of
South East Amsterdam in 2010 by enhancing five and ten euros
bills with Radio Frequency Identification (RFID) tags, recycled
from used transportation tickets. The original idea was to encourage purchases in the twenty or so local stores offering
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discounts to users of this same currency. Thus “scrambled”,
the scanned tickets could record the various stages of their
journey by authorizing the artist to draw up an interactive map
available online at bijlmereuro.net. This form of visualization
of exchanges, in the era of the Internet of objects, allows traders to refine their strategies while encouraging customers
to participate together in strengthening a local economy. This

production, essentially local as well. But are we not in the use
of these small artistically distorted events somewhat distant
from the art world? We wonder also whether there are collectors to preserve them in the expectation of the eventual
increase in their value? Unless we compare this use with the
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experience, in terms of diffusion, could equally well extend to

artistic experience that Marcel Duchamp introduced in 1919,
when he proposed to pay his dental consultation to the dentist
and collector Daniel Tzanck with the cheque that he had designed himself, entirely by hand. The artistic value of this alternative method of payment, qualified as an original by Marcel
Duchamp, has now far exceeded the monetary value of the
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medical act of the time.

3.3. Sharing and Giving
According to media theorist Richard Barbrook, “Although originally invented for the American military, the Internet was built on
the principle of the economy of giving. [...] Within the scientific
community, an economy of donation has long been the main method of socializing work.” [30] However, it is essentially within
from the Internet in the 1980s before becoming more widely
identifiable during the 1990s. In the world of contemporary art,
giving is not part of the market game, with the exception of the
performances that Rirkrit Tiravanija initiated in 1992 at Gallery
303 in New York in offering food, as associations have done on
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the scientific community that Open Source cultures emerged
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the streets for a long time. But it is the context of the gallery,
just like the rarity of the event in the same context, which makes the difference here, whereas giving and sharing are values
inherent in the cultures of the Internet and more broadly those of
the digital world, much to the displeasure of those who legislate
under the pressure of politics and businesses. It is thus at the
crossroads of digital technologies, the artistic sphere and the
cultures of exchange that one notices resolutely contemporary
social practices, because they are profoundly societal.

Going It Together
Tony Quan is a Californian graffiti artist who became widely
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known in the 1980s and 1990s by marking the city of Los Angeles with his sign: TEMPT. But he had to end his career when he
was diagnosed with Lou Gehrig’s Disease in 2003. Four years
later, a gathering of energies crystallized generously around
him so that his signature reappeared in the city. What the artists and programmers Zach Lieberman, James Powderly, Evan
Roth, Chris Sugrue, and Theo Watson who share the EyeWriter
project, which combines art and digital technology in a hospital environment all have in common, is belonging to, or having
contact with, creative communities investigating Open Source
Dominique Moulon

technologies, such as the Free Art & Technology Lab, the Graffiti Research Lab, and the OpenFrameworks project. Without
forgetting the benevolence of the Ebeling Group and the Not
Impossible Foundation. We all know that Open Source creative communities are extremely supportive of one another when
they mobilize.

move his eyes in his hospital bed. Though eye-tracking systems
existed, they were very expensive and cost between $15 and
$20,000 at the time. The team members of the EyeWriter collaborative project then decided to make one for under a hundred
dollars by essentially shopping in local shops and, above all, by
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Very much handicapped by his illness, Tony Quan was only able to

programming the application which would allow TEMPTONE to create graffiti again. Seeing his signature on a wall from his raised
hospital bed, Tony Quan said, “That was the first time I’ve drawn
anything since 2003! It felt like taking a breath after being held underwater for five minutes.” [31] Digital, among other related and /
or consequent technologies, have also changed our relationship
mortality will be in our own hands. We will be able to live as long as
we want.” [32] To which we might ask, at what cost? Because the
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to life. Ray Kurzweil went even further by predicting in 2005: “Our

economic aspect of the EyeWriter project is one of its essential
components. Just like the Research & Development model adopted by these artists who give of themselves. Not to forget the
value of sharing of this DIWO-like approach (Do It With Others),
which tends to follow the DIY approach of Do It Yourself.
But then what reward is there for the artists and / or programmers of the EyeWriter project, other than the satisfaction that
since this artistic hospital performance has benefited from very
wide media coverage? Having gone viral on the Internet, the
textual, photographic and videographic documentation relating
to the EyeWriter project has been widely relayed and in 2010, Zach
Lieberman, representing the entire team, received the highly an-
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the actions of giving and sharing procure in the eyes of others,
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ticipated Golden Nica in interactive art from the Ars Electronica
festival in Linz. Since then, the project has often been reactivated by members of the team as well as by close relations, such
as Benjamin Gaulon who, in the same year, brought the TEMPTONE
signature back during the BLK River Festival in Vienna, by digitally controlling a device during the performance based on a pistol
originally dedicated to the practice of paintball, The PrintBall. We
might note here the extreme porosity in the separations between
urban practices and Open Source cultures. Perhaps because they
have, in both cases, developed far from the sphere of contemporary art, which needs time before adopting new practices. Today,
graffiti artists are in galleries while artists using variable media
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are steadily catching up to them.

Provisions
Benjamin Gaulon is a permanent recycling artist who adapts to
the extremely varied contexts of his interventions. In his studio,
he creates assemblies by playing with programmed obsolescence. In the workshops that he frequently animates, it is experience that he offers or shares with the participants, artists and
programmers who are experienced, or in the process of becoming so. He also makes applications available on his website at

Dominique Moulon

recyclism.com. Among these, is Corrupt.online (2005) which he
himself developed. Anyone can make use of it by feeding it with
images of whatever kind and from whatever provenance. The
application then corrupts them, offering about ten versions for
each. This “service” which works by intervening within the code
of the images, thus proposing to alter them without destroying

Gaulon’s work, Emmanuel Guy explains:
“In technical terms, a glitch is a malfunction, a transient error in an
electrical, electronic or computer system. Well-known to users of video platforms and peer-to-peer downloading, it results in an alteration of the moving image, most often creating a cloud of pixels that
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them, proceeds from what is called Glitch Art. Writing about

alters the fluidity of viewing and thus interrupts the passivity of the
consumer viewer. The voluntary glitch is a playful and creative process, and it is also an exhibition of the medium on the surface of altered content: an implementation and recall of the famous formula of
media theorist Marshall McLuhan, ‘the medium is the message’.” [33]

But on Corrupt.online we can visualize only the last three series
pants entrust to it. For the others are elsewhere, recycled once
again, within the sequence Corrupt.movie (2011), where our flee-
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of interpretations by the application of the images that partici-

ting preoccupations, represented by images having undergone a
few alterations, follow quickly one after the other. It is therefore
a representative sample of visuals that we exchange when their
alterations are voluntary. It is a kind of archive whose degradation
we might have anticipated.
The Corrupt.online application is at the origin of several other collaborative projects such as Hotel Glitch (2013), where Benjamin
context of a hotel room. The operation consists of removing the
visual from its frame in order to scan it and then glitch it before replacing the resulting print in the place of the original image. What
the artist is proposing is to introduce a kind of bug into reality, as if
we could access the source code of the physical world around us.
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Gaulon proposes that we act on images or works reproduced in the
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The client who comes upon such a “corruption” of the real, might
at that moment well ask him or herself in which dimension they are
evolving. In general, Benjamin Gaulon makes use of the applications he puts at our disposal himself, so as to initiate practices he
calls Retail Poisoning through, in particular, a performance dating
from 2012. Entitled Corrupt.desktop, it consists of glitching the
desktop of an Apple computer at a reseller while filming the reaction of the seller. This performance was inspired by the companies
that practice torrent poisoning, who voluntarily place corrupted
files destined for those who download illegally. There is no evidence that such practices have been or are being promoted at Apple,
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which also sells cultural content in the form of online digital files.

Sharing
According to Michel Bauwens, peer to peer
“is a relational dynamic, the ability of people to connect, to organize and thus to create together value and shared resources. Wikipedia
(the universal encyclopaedia), Linux (for software), Arduino (design)
make production among peers. Uber (transport) or Airbnb (hotels) do
not emerge from the peer-to-peer economy, but from the market. P2P
technology allows things not possible before, like crowdfunding.” [34]

Dominique Moulon

Among the “impossible things” allowed by peer-to-peer networks we could include artworks such as the performance installation The Pirate Cinema by Nicolas Maigret. In 2013, he asked
the programmers Brendan Howell and Jean-Marie Boyer to accompany him in the development of an application dedicated
to network monitoring of peer-to-peer exchanges carried out

in installation as in performance, is the practice of video sampling, although in this case, it is not the artist who selects and
assembles the samples. Instead, it is the application, conceived by the artist that presents the media it intercepts among
the hundreds that are most exchanged at the very moment of
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via the BitTorrent protocol of audiovisual content. The result,

our viewing, and according to the order of their flow by packets
on the Internet. The film that is generated, without beginning
or end, in the time frame that is that of the spectators, testifies once again to the tastes or preoccupations of the greatest number. The Pirate Cinema reveals the complexity of the
network of which we know only a very small part through the
also transmits IP addresses to us – the ones that identify us on
the network – of those who are exchanging. It is thus a cinema
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filters of our interfaces. The work, which is connected online,

of the global that is activated in real time, for a surveillance that
is usually just as ubiquitous, often without our even noticing it.
Our exchanges and sharing in this globalized world are observed
in particular by companies and by states that are constantly
concerned about our personal access to culture that is by and
for all.
With Summer (2013), Olia Lialina practices sharing more than
per “functioning” on the page for accessing the work, if indeed
a creation functions. These include James Bridle, Constant Dullaart, Jan Robert Leegte, Evan Roth, and Rafael Rozendaal who
we have previously mentioned in order to emphasize the solidarity in the community of those who use the means and techno-
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she reveals. She thanks the 25 artist friends who ensure its pro-
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logies of their time. Summer is nothing but an animated GIF, of
which there are countless on the Internet, but the 25 images
or frames have been deposited on as many servers, hence the
importance of friends having online presence. What we observe
is a young woman, Olia Lialina herself, on a swing in summer. But
the rate at which the frames of this animation run depends on
the state of the network and the distance that separates the
servers that are all around the world. Just as pre-cinematographic devices depended on the energy of those who activated
them manually. Subsequently, it was the operator himself who
activated the crank to film sequences. Cinema is a matter of
time and Summer’s temporality is that of the Internet too, when
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the first loop has passed, the cadence stabilizes as we imagine the cadence inherent in the hand crank also stabilizes. As
Lialina said to Jillian Steinhauer: “I like to swing on the location
bar of the browser. I like to know that the speed of swinging depends on the connection speed, and that you can’t watch this
GIF offline.” [35] The question that this purposefully global artwork poses is the contrast between the apparent casualness of
this young woman in the wind on her swing and the extent and
complexity of the apparatus ensuring her swinging movements.
Unable to measure distances, we measure here the time that
Dominique Moulon

separates us from a cinema of yesteryear that was activated
manually.

Alternatives
Aram Bartholl emerged in the electronic arts community in the
mid-2000s. He was one of the first post-Internet artists, as he

digital world by giving them materiality. He naturally also appeared in festivals, which contributed to his becoming known to
galleries such as DAM, Berlin or XPO, Paris, without denying the
community of his beginnings. But he is also an artist of sharing and giving because it was mainly through workshops in the
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constantly questioned the practices, uses or cultures of the

contexts of festivals or art schools that he was noticed. This
economic model somewhat outside the sphere of contemporary art was as good as another, before selling his works in a
gallery. In terms of workshops, it is generally considered that
the shared experience must take precedence over the result.
This is what happens when Aram Bartholl animates them, but
longer distinguishes between his pedagogical experiences and
his studio pieces, or other performances in art centres and
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he documents them so perfectly that on his website, one no

galleries, knowing that participation is often part of the experience, but not exclusively. He is one of the artists who have
successfully migrated from the digital practice community to
the sphere of contemporary art with projects such as Dead
Drops that took him from the Eybeam in New York in 2010 to
the Palais de Tokyo in Paris in 2015.
The project is particularly well documented on the website deguages, and it is clear that it is extremely popular. Articulated
around the practice of peer-to-peer exchanges, it offers an
alternative that escapes any form of control because it spreads offline with the use of USB sticks concealed in the crevices of the walls of a diversity of buildings located around the
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addrops.com, which is entirely dedicated to it, in eight lan-
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world. Anyone can participate in it at their convenience by installing, for example, a USB stick cleared of content in their
neighbourhood so that others can upload or download files without any control or censorship whatsoever. In this regard, the
title of the project refers to the hiding places used by spies
to exchange information without having to meet each other,
so that they are safe from any indiscreet looks. As of June 5,
2017, according to the statistics of the site dedicated to the
project, 1,896 memory sticks totalling the value of 25,348 Giga
Octets were installed in public spaces abroad. And we like to
think that this peer-to-peer network of exchange and sharing,
escaping the surveillance of companies as well as that of sta-
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tes, is developing in particular where the will to control them is
the strongest. The will to share is ultimately, hopefully, stronger
than that to prohibit. We are not far from the libertarian ideologies that developed internationally in the 1960s, when the
first protocols of exchange between computers also emerged.
The academic world, in both cases, played a predominant role.
Aram Bartholl repeated the operation in 2012 by concealing a
storage device himself in one of the outer walls of the Museum
of Moving Images, in New York, where he initiated the project.
But the choice of this institution, dedicated essentially to ciDominique Moulon

nematographic practices, for installing a DVD burner, was not
entirely neutral. Because this support, although abandoned
today, was largely exploited by the film industry who wanted
to control the distribution of their films, leading sometimes to
the use, as was the case in France, of questionable slogans
that Implied that the act of downloading a film was as serious

Palais de Tokyo, a respected institution in the world of contemporary art, that the German artist concealed a number of
memory sticks but, this time, inside. This passage from the
outside to the inside can be interpreted in a number of ways.
Either as a concession made to the original project by the most
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as “stealing a car, a purse or a television.” Finally, it was at the

fervent defenders of a digital trend in art, or the acceptance
by the sphere of contemporary art of digital practices and cultures.

Associating Energies
Major museum institutions, like the Grand Palais in Paris, enjoy
rather than gather works together. In 2011, the Parisian institution of the Grand Palais entrusted its main space to Yann Toma
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participatory installations or performances that fuse audiences

who organized an event in reaction to and commensurate with
the triple disaster that struck Fukushima in March that same
year. Because this latter, self-proclaimed life president of the
fictional Ouest Lumière company involving real shareholders, of
which he has the legal use, is also an artist of sharing and giving. He used the space, whose immense volume most people
are familiar with, to generate and transmit what he calls “artigion to pedal together on 17 and 18 September, 2011 to support
the survivors and victims of Fukushima. A hundred bicycles were
arranged in a circle around large-size white balloons inflated
with helium and connected to a giant meter. Participants in the
Dynamo-Fukushima performance could then take the measu-
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stic energy”. He invited the inhabitants of the greater Paris re-
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re of their gift. The master of ceremonies, Yann Toma, ensured
that regularly, amounts of artistic energy were “transmitted”
through a symbolic gesture. Though the participants did not hesitate to engage physically in an adventure that connects them
with a suffering population, it was the symbolism that made
them move individually to offer their energy collectively.
Yann Toma, who calls himself an artist-entrepreneur and questions the relations between art and science through the flows
that operate in the invisible, also favours the symbolic part of
this performance combining singular effort with the whole. And
Jeremy Rifkin predicted what this performance articulates:
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“Energy policies determine the nature of civilizations – how they organize, distribute the fruits of economic activity and trade, exercise
political power and structure social relations. In the twenty-first century, control over energy production and distribution will shift from
giant centralized fossil energy companies to millions of small producers who will collect their own renewable energy from their homes and
exchange surpluses in communal info-energy. The democratization of
energy will have a profound impact on the orchestration of the whole
of human life in the coming century. We are entering the era of distributed capitalism.” [36]
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3.4. Surveillance
“Initially analogue and then digital, video surveillance is the
technique of choice that has overtaken phone tapping in terms
of volume of use in the past thirty years, which is also true
from a symbolic point of view because of its capacity for being

[37] Eric Sadin wrote in 2014. If there is a difference between
being watched, listened to, and not being, it is the sense of
always being, whether one is or not. Orwellian fiction has been
overwhelmingly exceeded by reality when, believing that we are
simplifying life and / or under the pretext of security, we accept
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underhanded, which is supposedly always potentially active”,

that each day we are spied upon online or offline a little more,
in our private spaces as well as public. Hence the title of Eric
Sadin’s 2009 book: Global Paranoia. [38] We all share this feeling, this paranoia, and artists, who are no exception, account
for it in terms and forms that sometimes question these uses
and practices, particularly those of governments and compavery diverse, just as the artistic approaches are, from the most
formal to the most political, pushing the limits of legality into
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nies they attack. The motivations of those who observe us are

actions of a highly symbolic nature.

Omnipresence
The Gaîté Lyrique in Paris, dedicated to digital cultures, was
inaugurated in 2011 with an exhibition of the multidisciplinary
collective United Visual Artists. In the era of global surveillance, its title Rien à Cacher / Rien à Craindre (Nothing to Hide /
der that there is “nothing to fear” of surveillance devices because they have “nothing to hide”, even if we may doubt it. The Parisian exhibition opened with the sound installation Les Fenêtres
(2011), the result of a collaboration with the English artist Robin
Rimbaud, alias Scanner. The work revolves around the sonorous
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Nothing to Fear) reminds us of the remarks of those who consi-
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editing of the textual sample: “Looking from outside into an
open window one never sees as much as when one looks through a closed window”, [39] from the poem Les Fenêtres from the
Le Spleen de Paris by Charles Baudelaire. The complexity of this
strange affirmation is commensurate with that of the world we
live in today, as the windows of our habitats, whether open or
closed, have ceased to reveal or protect our privacy. The exhibition, in its entirety, refers to the panoptic model of prison architecture we owe to the English philosopher Jeremy Bentham
(1748-1832), which allows a single supervisor to observe all the
prisoners without being seen. Michel Foucault said of this model that it “induces in the prisoner a conscious and permanent
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state of visibility which ensures the automatic functioning of
power.” [40] This feeling of being constantly seen and observed
without knowing by whom is exacerbated by the artwork Rien à
Cacher / Rien à Craindre by United Visual Artists, because the
faces of the spectators presenting themselves to the work are
multiplied within the wall of images that faces them. They are
both in the posture of the surveyed and the surveyor. By duplicating the capture of their moving image, the installation reinforces the idea that one is observed, if only by oneself. There is
also a tracking area that frames the profiles, revealing the meDominique Moulon

chanical part of the system, which is not in the least reassuring
because the machines can never be interrupted, even when the
portraits disappear from the image, from the interface. There
is nothing to say that they have also disappeared from the database that is essential to the artwork. Further, they reappear without our knowing when or how, or according to whatever

this use of our profiles in an artistic context be such as to call
into question the confidence we sometimes give blindly, signing
terms of service, without even noticing them? And what becomes of all this personal data that is part of what is now called
big data? Could they one day re-emerge when we finally begin
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rule established by the artists and / or programmers. Would not

to worry about the right to be forgotten. In such a context and
on the floor below, the slightest movement of a beam of light
refers us to the use of searchlights in prisons, Rien à Cacher /
Rien à Craindre having put us in mind of this, as do the security
portals of sensitive areas. The exhibition area is fully under the
control of the machines representing the power of the shadow.

“The Panoptic is a machine to dissociate the combo of seeing-being
seen: in the peripheral ring, one is seen entirely, without ever seeing;
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Michel Foucault reminds us that:

in the central tower, we see everything, without ever being seen.” [41]

order that others may control them.

Surveillance as a Form
Video surveillance now has a form where the outside camera,
extended in its reach, has become the icon. Some artists, like
Addie Wagenknecht, divert their use by recontextualizing them
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But what can we see when it is a fully automated machine or
device that is watching us, or rather, who is behind the devices
in the control rooms of our societies under high surveillance?
Totally autonomous mechanical devices exist only in fiction because there are always humans that have conceived them in

3. Societal Issues

in art centres and galleries and even in auction houses. In 2013,
she presented Asymmetric Love 2 during the Paddles On! event
that Phillips’ auction house organized in New York with Tumblr
and the curator Lindsay Howard. The Paddles On! auction is today considered the first dedicated to digital artistic practices.
This “historic” event counts among the signs that suggest the
progressive integration of digital practices and cultures into the
sphere of contemporary art, when one knows the dominant position of the art market. The extraordinary context of one of its
illustrations is worth mentioning. Let’s return to the installation
Asymmetric Love 2 by the American Addie Wagenknecht, who
splits her time between Innsbruck, Austria, and New York. The
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artwork involves a collection of CCTV cameras that, taken from
their placement outside have, inside, lost their usage value to
become components of a sculpture that looks like a chandelier. In a sense, they have not really lost their symbolism here
because chandeliers, inducing high ceilings, represent power,
while video surveillance cameras materialize the power of those
who control them by watching us.
In the same year, Addie Wagenknecht organized the performance Anonymity (2007-2013) as part of the Faceless exhibition at
the MuseumsQuartier in Vienna. The title of the Austrian event
Dominique Moulon

refers to the “faceless” people who populate the images from
video surveillance devices, because laws protect those who appear when such images are broadcast for whatever reason. But
what about the innumerable sequences that are not broadcast
and where we are therefore all recognizable? During this performance, the artist distributed over a thousand pairs of glasses in

post-production. There is no need for facial tracking since the
masks naturally follow their movements as if the broadcasting
of the media in which they appeared had been anticipated. In
the video sequence documenting the Anonymity performance,
these are fragments that seem to have been taken from the
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the shape of rectangles, which usually protect our anonymity in

real by the participants in the experiment.
Should we not give forms to the invisible devices that threaten
our individual freedoms when marketing managers of the big
innovation companies tout the immateriality of the cloud? To a
certain extent, this is what Addie Wagenknecht does when she
takes electronic components from the digital industry to preCloud Farming at the Bitforms Gallery in New York, where she
organized her first solo show in the United States in 2014. The
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sent them as ready-made works. Especially when she installed

installation, suspended in the space of the gallery, is made up of
a number of electronic components that network cables connect to the rhythm of the flashes of Light-Emitting Diodes. Its
layout and shape evoke the cloud, while its components send
us back to data centres. This is a form of paradox that echoes
this other paradox, the cloud, the excesses of which we know in
terms of energy consumption for storing ever increasing quaneven interpret. And the artist reminds us that “Europe has a
very real historical awareness of how information can be used
against people.” [42]
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tities of information about us, that we can neither consult nor
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Beyond Being Watched
While there are many artists who denounce the possible abuses of global surveillance, there are those, who are fewer,
who practice surveillance in various forms. Trevor Paglen is
one of these. Having studied art and geography, he practices
photography to unveil what is usually hidden from us without
breaking any law. It is the question of secrecy that he addresses in particular through a series of prints entitled Limit
Telephotography, initiated in 2005. His methods are those of
investigative journalists for image results that can be presented just as easily in the community of political activists,
in the form of conferences, as in the sphere of contemporary
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art, hung on walls. The highly secret military-industrial complexes that he photographs are generally protected by zones
prohibited to unauthorized persons. He therefore had the idea
of using telephoto lenses similar to those used by astronomers. But he remarks:
“[…] it is easier to photograph the depths of the solar system than
it is to photograph the recesses of the military industrial complex.
Between Earth and Jupiter (500 million miles away), for example,
there are about five miles of thick, breathable atmosphere. In contrast, there are upwards of forty miles of thick atmosphere between
Dominique Moulon

an observer and the sites depicted in this series.” [43]

Hence the inaccuracy of such images that remind us of
Gerhard Richter’s practice of the blurry, precisely between
the photographic and the pictorial. The photographs of Trevor
Paglen, in reality, do not disclose any information that could
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be called sensitive. What they reveal, however, are distances that protect from prying eyes. For we perceive more heat
or dust there than the infrastructures, which refer only to
themselves.
We understand with Trevor Paglen that what is secret in the
politics of a nation like the United States is not necessarily
concealed from the citizens of the world when he says to us:
“We know when a drone strike occurs. We have a pretty good idea
of the kinds of people that are being killed by them. We know where
the drone bases are. We know an enormous amount about how that
infrastructure works. However, because it’s technically a secret
program, it’s not discussed in Congress, so there’s no legislative

Damisch describes as of “unstable formation, without con-
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It is because the base from which most of the drones of the
US military take off is known that Trevor Paglen went there
to photograph them, at a distance as usual. The series titled
Untitled (Reaper Drone) of 2010 tells us about the types of
unmanned aircraft that we have to look for and find in these
images by scrutinizing them carefully. For it is skies that the
artist gives us to see, similar to those of the romantic paintings of the 19th century, without the titles that give them a
tragic nature. Or, once again, forgetting the minute details of
the drones in the gradients of sun rising images, we are referring to the abstraction of the 20th century. Still, from these “atmospheric representations”, there emerges a relative
plasticity, a quietness that is peculiar to pictorial representations of skies in calm weather. And the cloud that Hubert
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authority controlling it.” [44]

3. Societal Issues

tour but also without definite colour” [45] must not divert our
attention from the drone that it hides in the distance before
it strikes in an “elsewhere”, so far from those who control its
flight, for those who decide what it strikes.

Testing Systems
!Mediengruppe Bitnik is a group of activists based between Zurich and London that documents its actions to present
them in artistic contexts. In 2012, as London prepared for the
Olympic Games, they decided to experiment with the video
surveillance systems of the London Underground with a series
of performances entitled Surveillance Chess. They managed to
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hack transmissions from video surveillance cameras to then
approach security agents to offer them chess games! We discover, in a sequence that the Mal au Pixel festival presented
in 2012 at the Gaîté Lyrique, a young woman equipped with a
yellow suitcase. She opens it, and using the electronic components it conceals, addresses the security post of the tube
station from where it operates in plain view of all. She initiates
an exchange with these words: “I’ve hacked your surveillance camera! I’m the one with the yellow suitcase. How about
a game of chess? You are white. I am black. Call me or text
Dominique Moulon

me to make your move!”, [46] while communicating her mobile
phone number. None of the officers approached took up the
challenge. But that was not the purpose of such an operation.
By taking control of the city’s video surveillance devices while the city of London was in a state of effervescent security,
the members of the !Mediengruppe Bitnik operated a form of

munication medium with only a few electronic components,
they re-establish a form of parity because safety should be
the business of all.
But in order for safety to be everyone’s business, beyond the
stations and airports where we can most easily suspect one
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reversal. By converting a video signal transmitted in a com-

another, we should have access to the large amounts of socalled “sensitive” information that is hidden from us. This is
where whistle blowers such as Julian Assange, founder, editor and spokesperson of WikiLeaks, intervene. But how can
we get to this information when it is entrenched in an embassy under close surveillance, that of the Ecuador in Lonmanaged to do so in 2013 with another performance evoking mail art in the era of digital technologies and networks:
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don? The members of the !Mediengruppe Bitnik nevertheless

Delivery for Mr. Assange. The idea was to thwart the secret
services among other police forces who are very interested
in the founder of WikiLeaks, by simply sending him a parcel
in the mail. A package augmented somewhat however, by a
camera able to regularly transmit images to !Mediengruppe
Bitnik’s Twitter account every ten seconds. After being transported from post office to post office, the device finally
January 17, 2013. During the 32 hours of its journey, viewers
multiplied online Interacting by the thousands through the
Twitter account documenting this real-time performance.
In the end, the WikiLeaks spokesman, having been briefed
in the meantime, communicated to them, on camera, han-
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arrived in the hands of Julian Assange on the afternoon of
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dwritten messages requesting the release of other whistle
blowers unjustly imprisoned in various parts of the world. As
the artists explain:
“The Deliveries project is not just about surveillance. It is interested in
what happens to people who challenge power with the means and the
openness of the Internet. Monitoring and online freedom are among
the crucial issues of our time. They define the openness of our societies.” [47]

On the occasion of an exhibition at the Helmhaus contemporary art centre in Zürich, !Mediengruppe Bitnik reconstituted the
room from which Julian Assange continues his activity in the
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form of an installation.

A Security Aesthetic
The surveillance inherent in state security policies has changed
in form over time. As Eric Sadin explains:
“Big Data, the profusion of data disseminated by bodies and things,
replaces in a sense the unique and ubiquitous figure of Big Brother in
a scattered fragmentation of servers and organizations that compete
separately and together to refine knowledge about people for a multiplicity of functionalities that are foremost for security and commer-
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ce.” [48]

But then, what form do we give to the Big Data of which we all
know the immaterial nature? One way can be symbolizing them
with servers, as the New Zealand artist Simon Denny did at the
Venice Biennale in 2015, installing network cabinets at the Biblio-

their ceaseless flow we can hear, in complete contrast with the
hushed Renaissance decors of the most important of Venice’s
libraries, they serve mainly as showcases. The high-tech installation of this exhibition entitled Secret Power is entirely devoted
to the most secretive of services dedicated to international sur-
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teca Nazionale Marciana. Holding a few servers whose fans and

veillance, that of the NSA or National Security Agency.
In the Marciana Library, devoted to knowledge, Simon Denny gives shape to security as well as power, drawing notably from the
Power Point slides that the whistle blower Edward Snowden made
public in 2013. It is the visual identity of the NSA that is therefore
in question. And the mode of presentation of the case studies is
senting New Zealand at the fifty-sixth Venice Biennale, went so
far as to solicit, without giving him the reasons for his commis-
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similar to that of the communication agencies. The artist, repre-

sion, the graphic designer David Darchicourt, whose professional
profiles attest to years spent at the NSA. The idea being to evoke possible similarities between the graphic elements released
by Edward Snowden and the style of David Darchicourt, who for
obvious reasons, is not able to lay claim to his creations during
his time at the NSA. Not to mention that the “graphic style” of
sign community. Some people even went so far as to redesign
the slides released by Edward Snowden when he revealed that we
were all possibly tapped. As Simon Denny remarked:
“They are very important cultural documents, and the leak made them
into 21st-century masterpieces. These images contain a lot of cultural
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the NSA was also greatly mocked by the international graphic de-
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information that we just haven’t been able to unpack. The attempt
with this exhibition is to give people the tools to do that. My skill is as
an artist – I’m trying to contextualise this material from my tradition,
which is the history of conceptual art.” [49]

Let us note here that there are a great many artists using the
digital medium who refer to conceptual art.

3.5. Art, Technology and Nature
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At the beginning of his book, The Third Industrial Revolution, Jeremy Rifkin warns us that:
“[…] climate change from fossil fuel-based industrial activity looms on
the horizon. Our scientists warn that we face a potentially cataclysmic
change in the temperature and chemistry of the planet, which threatens to destabilize ecosystems around the world. Scientists worry that
we may be on the brink of a mass extinction of plant and animal life by
the end of the century, imperilling our own species’ ability to survive. It
is becoming increasingly clear that we need a new economic narrative
that can take us into a more equitable and sustainable future.” [50]
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The alert being given, it is with real optimism that the American
essayist proposes more than four hundred pages of solutions
for the future, articulated around emerging technologies. While
among the artists of their time, there are also whistleblowers
and those investigating lasting alternatives. Some act closely
within the political sphere and others in the field of innovation.
But all of them are encouraging us to rethink our relationship with
the planet. Without omitting those who are more in keeping with

contemplating nature otherwise than it is and always has been.

Sounding the Alarm
The British-German duo HeHe, comprised of Helen Evans and
Heiko Hansen based in Paris, have regularly sounded the alarm
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a tradition of renewing digital technologies, which consists in

by giving form to invisible pollution as they did in 2007 at the
Pompidou Centre. On the occasion of the exhibition Airs de Paris
paying tribute to Marcel Duchamp, they invited us to observe
the city differently. That is, through a translucent window that
literally enhances it with saturated colours ranging from red to
blue through yellow and green. The city outside is that which we
filter through which they are observed, take up the visual codes
of the organism that analyses the quality of the air. The work is
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know, while the colours, constantly changing according to the

entitled Champs d’Ozone because the sensors of the Airparif
association are particularly sensitive to ozone pollution, which
is invisible. In the original piece by Marcel Duchamp entitled Air
de Paris (1919-1964), which gave its name to the exhibition, it
was the decontextualization of the air of the capital that defined the work by being transported from Paris to New York by the
artist himself. While with the HeHe duo, it is determined by poland that our elected officials often refuse to consider, although
we all have a share in it. There is in these two conceptual pieces,
which are almost 90 years apart, a form of “magic”, one dependent on the know-how of a pharmacist, the other on the innovations of the engineers of video projection. But both consist in
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lution. The same pollution that inhabitants cannot usually see
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presenting the invisible. It is in the invisible that the great fears
of the 20th and 21st centuries are rooted, beginning with those
associated with the military or linked to civilian nuclear power.
With the installation Fleur de Lys (2009), the HeHe duo clearly
targeted the French nuclear industry, whose obstinacy Jeremy
Rifkin [51] denounced two years later. Evoking French royalty by
its title, it is presented in the form of a miniature nuclear power
plant immersed in an aquarium. Plunged into a bluish darkness,
when a curl of smoke of a fluorescent green very gradually forms
above its cooling tower, it reminds us of the 19 power stations
and the 58 reactors operating in France. It has the appearance of the mushroom consistent with the fusion of its reactor.
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And the public, encouraged by the artists, can see the fleurde-lys symbolizing inflexibility in the energy policy of a state
when others, like nearby Germany, show doubt to the point of
planning an exit from nuclear power. The extreme theatricality of the sound and light installation Fleur de Lys encourages
the contemplation of a coloured liquid that makes its way into a
transparent liquid. And we appreciate the shapes and contours
of its very artificial fluorescence that evokes radioactivity. This
is where a paradox emerges in the work of these two artists.
For though they alert us to the dangers of an industry, they do
Dominique Moulon

so with artworks of real beauty. Helen Evans and Heiko Hansen
use the fluorescent green participating in their signature as a
marker, as is done in the scientific or medical world to identify
the organs of diseased bodies. During the Parisian Nuit Blanche
in Paris in 2014, they chose a most ordinary tree in the Parc
Montsouris that they singularized by sprinkling it with a liquid

light. With Radiant Tree, HeHe tried to sensitize spectators to
the possible nuclear, biological or chemical contamination of
our trees and forests. In the ephemeral duration of a night, they
once again combined alarm with contemplation.
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having the property of making it fluorescent under ultra-violet

On Climate
In 2015, when the Paris Climate Conference (COP21) was drawing
world-wide attention, it would not be difficult to imagine that
it influenced curators, critics and other spectators of the art
world, much like the attacks of January and November inevitably
had an influence on our perception of everyone and everybody.
tention. This was the first International Biennale of Digital Arts
(BIAN) of the greater Paris region initiated by Gilles Alvarez in
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In the autumn of the same year, another event also drew at-

the continuity of the Némo Festival, of which he was already the
artistic director. At the Prosopopées exhibition, which was one
of the highlights of the event, the public discovered a work that
can be qualified as “anti” COP21 if, conversely, its message is
not understood. Designed by Lebanese artist Charbel-Joseph H.
Boutros, My Answer to Ecology # 2 (2011) features a refrigerator
whose door opens on to a radiator, both of which are electrically
radiator that do not seem to share the same vision of ecology”,
[52] in the words of Gilles Alvarez, reflects the divergence of
interests of the heads of state of the 195 nations who, at the
same time, were attempting to ratify an international agreement on climate. As for the presence of a resolutely non-digital
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powered. “This fight to the death between a refrigerator and a
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installation in a biennial dedicated to the digital arts, Gille Alvarez explains:
“It is precisely now that art has its role to play by offering a critical
view of this entirely-digital society. Prosopopées does not question
the mechanical evolution of man. It leaves the machines their poetry,
which may also not necessarily be interacting with man and not necessarily working in his service. It is contrary to the participative, the
interactive, the totally innovative and fun side of a certain digital art
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of today.” [53]

Another work from the exhibition Prosopopées at the Centquatre in Paris, directed by José-Manuel Gonçalvès evokes COP21
through a climatic phenomenon reconstituted by Anish Kapoor.
Originally produced by the Galleria Continua of San Gimignano,
Ascension (2003) was also presented in Venice in 2011. This makes it an installation going from biennale to biennale, between
contemporary and digital art. Like a miniature tornado, although
a monumental work, it seems to us to be of an extreme fragility in the hesitation of its uncertain movements. Fragile to
the point that approaching it disturbs it, while touching it annihilates it. So, tirelessly, it reconstitutes itself when there is
no longer anyone trying to interact with it. Would this not be
the most optimistic of our possible relations to the climate in
its reversibility? As for the process which activates this ascent
of the immaterial, it is perceived only retroactively when one
exits from the spiral corridor which forms an integral part of
the installation, when one advances against the aspirated air
which causes the stream of smoke to rise, which other spectators may contemplate without interacting in their turn. José

Prosopopées:
“Here, all the installations, or almost all, aspire to solitude, to escape
from any relationship. Identifiable and desirous of withdrawing from
any use, ‘they would prefer not to’, slowly but surely, seeming to be
satisfied with their solitude.” [54]
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Manuel Gonçalves concludes with these words on the exhibition

Would not this be the case with the climate, wishing to “escape
from any relationship” with those humans who disturb it? And
finally, we note that Prosopopées is an exhibition of digital art
presented in a place of contemporary art, which participates,
beyond the societal issues addressed, in making pieces that

Sun
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bring together so many works of digital contemporary art.

The major societal issues that are linked to the energy issue
are dealt with by artists as well as by designers when there are
schools or events at the frontiers of innovation that, like the
Royal College of Art or the Ars Electronica Festival, shift the lines
between the practices of art and those of design. For example, Markus Kayser studied at the University of London a few
years before being awarded a Golden Nica in Linz, as did the
his Solar Sinter Project he became known internationally. In 2010
and then in 2011, he set himself up in the desert to conduct experiments like land artists did in the late 1960s. But it was with
the intention of making small objects that he went to Morocco,
then to Egypt. Video documentation played a significant role in
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members of the HeHe duo. Markus Kayser is German, and with
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the media coverage of earthworks, and it was through a video
sequence that the public discovered Markus Kayser’s project on
the Internet before the MoMA in New York acquired it.
The Solar Sinter Project is based on a machine emulating the
functionality of a laser sintering printer made by Markus Kayser
himself. But the latter, instead of using synthetic powders, exploits the material that is found naturally in the desert in an
almost limitless quantity, which is to say sand. As for the laser needed to melt the silica, it was replaced in the desert by
the sun, whose rays are intensified with a Fresnel lens. This is
how he obtained a glass bowl whose shape is as minimal as its
surface is rough and which MoMA also acquired. But it is rather
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an idea, a concept that is presented to the public through the
Department of Architecture and Design on the third floor of the
Museum of Modern Art in New York. According to Paola Antonelli,
director of the department:
“[...] the difference between design and art is becoming less and less
interesting in the sense that there are many designers who are using
the tools of artists and artists who are referring to design. But one
thing is for sure, artists can choose whether to be responsible toward
other human beings or not, and instead designers have to be by defi-
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nition.” [55]

“In a world increasingly concerned with the questions of energy production and raw material shortages, this project explores
the potential of desert manufacturing, where energy and material are abundant”, Kayser adds, revealing his sense of responsibility toward the others. Which doesn’t mean, in an era of cir-

be presented as well in a contemporary art context mixing art
with the societal, through its documentation.
For it is a profound mutation of our society that is currently being
initiated with three-dimensional printing. And Neil Gershenfeld,
a professor at the Massachusetts Institute of Technology (MIT)
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culation of works, that the Solar Sinter Project project couldn’t

where Markus Kayser continues his research, alerts us:
“A new digital revolution is coming, this time in fabrication. It draws
on the same insights that led to the earlier digitalizations of communication and computation, but now what is being programmed is
the physical world rather than the virtual one. Digital fabrication will
allow individuals to design and produce tangible objects on demand,
technologies will challenge traditional models of business, foreign aid,
and education.” [57]
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wherever and whenever they need them. Widespread access to these

It is doubtful, in this connection, that the sphere of art will be
spared by such a revolution.

Wind
Theo Jansen is an artist who has studied physics and who, according to Ian Frazier, doesn’t know whether he should think of
his artworks, “does not care whether they are in art museums
or science centres.” [59] It turns out that his work was successively presented in the same city (Paris) and in the same year
(2015), at the Cité des Sciences et de l’Industrie and then at
the Palais de Tokyo, known for its exhibitions of contemporary
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himself as “a sculptor or an engineer” [58] and with respect to
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art. These two exhibitions suited him particularly well. The first,
Robotic Art, because it focuses on robots in art, and its pieces
are autonomous. The second, Le Bord des Mondes (The Edge of
Worlds) because it investigates the question of invention, while
Theo Jansen can truly be regarded as an inventor. His Strandbeest, literally “beach beasts” in Dutch as he has named them, are
essentially made of PVC pipes (similar to those used by electricians in the Netherlands) assembled by adhesive tape. Propelled by the wind, they move by themselves as the artist engineer
has made cloth sails for them. Though Theo Jansen likes the
relationship of intimacy we have with his “beasts” when he exposes them indoors, he prefers to set them free on the windy
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beaches of The Hague where he lives and works. The only energy
they “consume” is that of the wind, it is however with the aid of
a computer that the Dutch artist has designed the model for the
“legs”. They are systematically made up of eleven stems whose
ratios, the one to the other, have been computed.
The Strandbeest, which have a real beauty, have evolved over
time. But it seems to us that their forms are more related to
their functionalities than to purely aesthetic considerations. Is
not this a sign of closeness to an art of engineers? Preserving
only those that are operative, we may consider that Theo JanDominique Moulon

sen proceeds from a method which is akin to natural selection.
And it is clear that by seeing them evolve freely on the beach
through the plethora of video sequences with which the Internet
overflows, they have something of the animal in their behaviour,
which never completely corresponds to what the artist engineer
expects of them. Eager to make them even more autonomous,

Animaris series with recycled bottles. An ingenious system enabling them to store small amounts of pressurized air that can
serve them when the wind is weakening. Strandbeest, although very low-tech, are therefore of a real complexity, if only by
the number of pieces that compose them. They could rightly be
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Theo Jansen has equipped some of these beach beasts of the

regarded as kinetic works and would not be the first to move
by the force of the wind alone. It is also the case that some of
them, having been digitized to be reconstituted in 3D printing,
are available via the artist’s website, making them even more
contemporary. Yet they are at the crossroads of practices such
as DIY or concerns such as those related to renewable energy,
spirit of our time and it is of little importance to us whether we
discover them in art centres or science museums, if we cannot
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which are those of our time. They are therefore very much in the

go to see them on the beaches of The Hague where they roam
freely.

Nature
Nature, both animal and vegetable, has always inspired artists who, according to the times, transcend, invest or reconstitute it. Without forgetting that, according to Erik Satie,
The birds that Céleste Boursier-Mougenot has regularly gathered together since 1999 participate greatly in the music
of the electric sounds of From Here to Ear. Created during a
residency at the MoMA PS1 in New York, this sound installation
evolves from presentation to presentation. Inside, the French
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“we cannot doubt that animals love and practice music.” [60]
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artist sets up in spaces whose surface areas have differed
from installation to installation. He then releases Zebra Finches, whose numbers vary according to the electric guitars
that he has previously tuned, the birds then alighting upon
them. These guitars are positioned high up and so the birds
use them as perches, thereby “improvising” as they land on
and wander about the instruments. The piece played in real
time is never written in advance since the artist only establishes the rules or contours by creating different situations
at each performance. The spectators inevitably participate
in the sounds of the music that strangely harmonize as soon
as they penetrate the area of the work, which is also that
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of the birds with whom they interact in their meanderings.
Nothing in the paths traced by the artist for visitors is truly
left to chance so that non-determined music can reach their
ears – referred to by the title From Here to Ear – which does
not prevent them from observing, even contemplating what is
interpreted in real time.
In 2015, in the Giardini of the Venice Biennale, Céleste Boursier-Mougenot created a temporary work where one can however stop to indulge in the contemplation of a slightly enhanced nature. With his sound installation Rêvolutions, he set
Dominique Moulon

up in the French pavilion where the entrance was left wide
open because the work continues outside the building, moving through trees. They are autonomous, if one considers
that their movements are consecutive with their states, constantly monitored by sensors. An apparatus of the same type
allows the nature outside to influence the sound piece from

present in nature and which the artist merely reveals, interprets by creating once again the conditions of the performance that is played in his absence, Rêvolutions being more
autonomous than From Here to Ear since the public interferes,
or even disrupts the living. The Venice Biennial installation re-
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within. It is a work on the invisible, on the forces that are

minds us of the emptiness of our presence, where we are no
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more than spectators alongside the artist.
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4. Relational Form
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Nelmarie DU PREEZ, Loops of relation: To Stab, performance, video documentation, 2013.
Courtesy the artist.
“It seems to us possible to account for the specificity of contemporary art by
using the notion of producing external relations in the field of art (as opposed to
the internal relations, which offer it its socio-economic substratum): relations
between individuals or groups, between the artist and the world, and by transitivity, relations between the observer and the world.” [1]

With these words, in 1998 Nicolas Bourriaud outlined a “relational aesthetic”. This perspective does not exclude the artworks
which, at the same time, produce the relationship through digital practices or uses, which have never ceased to increase to
this day. But it is possible, at this time, that such creations have
barely found their way on the curator’s steps because the art
Dominique Moulon

world is so compartmentalized. Conversely, some theorists or
researchers, like Jean-Louis Boissier, have focused on “Interactivity in art” to consider “relationship as form” knowing that,
he warns us at the beginning of his eponymous book: “In the research reported here, interactivity is never used in a metaphorical or ideological sense. It must be understood in its technical

here and there rarely overlap. But in this era of hyper circulation
of artists and artworks, it seems to us that digital can also be
envisaged for its natural ability to produce relationships, even
in art.
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sense.” [2] It is hardly surprising, therefore, that the works cited

4.1. Projection
It was in particular of Alphonse de Lamartine that Gilles Alvarez was thinking when he gathered together the artworks of
the exhibition Prosopopées for the Nemo International Biennale
poem Milly, or the native land: “Inanimate objects, do you have
a soul – that attaches to our soul, obliging us to love you?” [3]

205

of Digital Arts of 2015. And more precisely, of a verse from the

While most of the pieces in the Centquatre exhibition were electrified at the time of their presentation (many of them being
also motorized), it is often their digital part that gives them a
relative autonomy. There are indeed artworks that the artists
put into motion, but what then to say of those which, in the field
of robotic art, seem to activate by themselves? This autonomy,
even if only apparent, is evidently propitious to empathy to the
jection. The titles or contexts, the sizes or the forms of such
artistic installations can be considered as indicative in anticipation of a narrative in the making. A narrative constituted, in
the time of their presentation, by the comments of those who
project their personal stories in fragments. It is thus that works

Dominique Moulon

point that one willingly lends them a soul, if not our own by pro-
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of robotic art come unfinished from the studio of artists, who
have nevertheless conceived and produced them, to reach their
ideal in relationships as diverse as could be, uniting them with
their spectators.

Autonomy
Arcangelo Sassolino studied mechanics, which enabled him to
participate actively in the assembly of the machines he conceived. The large sculpture entitled Elisa, which the Italian artist exhibited in the exterior of the Zurich art festival Art and the
City in 2012, is an assemblage of pieces from various machines
traditionally coloured yellow or orange and usually intended for
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public works. Elisa’s strangely disarticulated arm is hydraulically
controlled by a program, the randomness of which one can easily guess, while its white colour participates greatly in extirpating it from its original industrial condition. But its nature, if one
may put it that way, seems to be gaining the upper hand since
it attacks the paving of the city of Zurich, which has welcomed
it as a sculpture. Only disorderly, literally spasmodic movements
emerge from its recent emancipation. And we can easily imagine the comments of the passers-by, random spectators of the
agony of an idle machine and evidently refusing to imagine, even
Dominique Moulon

for a moment, that the machines that we all control, escape
us. Finally, they may be reassured by the failure of the possible
emancipation of Elisa.
Untitled is another hybrid artwork with industrial origins by Arcangelo Sassolino that José-Manuel Gonçalves presented at
the Centquatre during the Nemo BIAN of 2015. The Italian art-

most part, are autonomous. In doing so, he does not favour any
interpretation and leaves the spectator to project their most diverse emotions on to them. Concerning the piece from 2006, it
appears to us that its shape directs us towards the animal world,
because it seems to be essentially made up of symmetrically
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ist regularly refuses to give titles to his creations which, for the

positioned paws which open and close like so many pinchers. To
the point that one quickly forgets the filiation of its components
with the industrial world. Its black colour could be that of a large
spider, whereas its displacements, which are jerky, suggest an
advanced age. Rather “ungrateful”, it systematically attacks the
floorings of the art centres that exhibit it when, unbalanced by
ground. Only the sound of its successive re-positioning continues to evoke earth moving machinery used in the framework of
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a great lurching movement, it re-positions itself noisily on the

construction. But it constructs nothing, other than perhaps producing meaning whenever a spectator observes it in order to establish a relationship with it, which is in the order of the intimate.
There are many other pieces in the work of Arcangelo Sassolino
including Figurante (2010), which is also made of steel and again
operated hydraulically. But it appears to us more precisely “narrative”, and therefore less subject to projection. For a jaw with
fully on the bone that will eventually break. The visitor is then, it
seems to us, relegated to the state of a spectator as the suspense is so overwhelming. Unlike Elisa or Untitled, it is the bearer
of its own story whose outcome we can guess, while ignoring
when it will happen.
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prominent teeth is immediately recognized, which closes power-
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Equilibrium
Jacob Tonski is an artist stimulated by human relationships. In
his artwork, balance is a recurrent notion, both from a metaphorical point of view and more strictly in terms of mechanics.
He stands more than one metre eighty tall, which would be of no
importance had his size not inspired an installation as interactive as it is participative. It is called I’m taller than most of the
people I know (2008) and comes in the form of a wooden platform. But while platforms and podiums usually serve to mark a
difference, this one aims to place us at the same height as others, whatever their size. The machine raises some by lowering
others so that each person’s gaze is strictly at the same level.
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The spectators, in order to simultaneously participate in this
game of balance of looks, must inevitably exchange right from
the start. According to Mel Alexenberg:
“Participants experience a subtle but profound and intimate shift in
perception that questions diversity and differences as sources of
richness in human relationships in relation to roots of division and
power that invisibly shape the micro-politics of interaction between
people.” [4]

We have no doubt that this participatory installation then genDominique Moulon

erates as many comments as it does exchanges. In particular,
by the fact that it is a machine that can only be impartial, which
preserves the positions of each person while placing them automatically at the same eye level.
Whether participatory or not, Jacob Tonski’s installations are
generally human-sized, like Balance from Within (2008), which is

balanced by the artist since it rests on only one foot. According
to the artist and its original function, it symbolizes the relations between those who are normally comfortably seated on
it. How many treaties in the sphere of politics have been signed
in such situations, where balance in the exchanges is crucial?
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in the form of a Victorian-style sofa. But the furniture has been

When equilibrium, as the title of the artwork indicates, comes
from within. Precisely there where the installation, comprised of
a reaction wheel that the viewer would discover were the sofa
to collapse and break, which happens. For the peculiarity of
equilibrium lies in its relative instability. The micro-movements
that animate the sofa when it rests on one of its feet betray the
relative instability. Hence the public’s admiration for the efforts
made by the furniture. And we inevitably think of the projection
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internal forces that are present while reinforcing the idea of its

that the psychoanalysts Jean Laplanche and Jean-Bertrand
Pontalis define as follows: “An operation by which the subject
expels from oneself and locates in the other person or thing
qualities, feelings, desires or even ‘objects’, which they disregard or refuses in themselves.” [5] The quality, in the case of
Balance from Within, is none other than equilibrium expressing

Dexterity and Distress
It was also of Théophile Gautier that Gilles Alvarez was thinking
when assembling the pieces of L’Appartement Fou (The crazy
apartment) in the Prosopopées exhibition of the Nemo Biennale
in 2015:

Dominique Moulon

itself from both a metaphorical and a mechanical point of view.
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“A coffee maker threw itself down on a table where it was placed, and
then headed, hobbling, towards the hearth, where it placed itself between the fire brands. A few moments after, the armchairs began to
rattle, and, waving their surprisingly twisted feet, came and arranged
themselves round the fireplace.” [6]

There are, in this “crazy apartment”, a number of objects that artists have freed from their ordinary uses in order to breathe some
extraordinary qualities into them. The robotic installation TableSpoons (2012) by Samuel St-Aubin, for example, literally juggles
with eggs. Four spoons positioned horizontally rotate and all support eggs, which they pass surreptitiously to four other spoons.
There are accidents of course, and the public can attest to this by
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the net that the Quebec artist has placed under his installation. The
electronic components of Samuel St-Aubin’s pieces are generally
apparent, as is the case with TableSpoons. They participate in fact
in the aesthetic of the artwork. But what is the machine’s responsibility when it misses an egg and it breaks in the exhibition space?
And is it not the potential accident that during this well-orchestrated mechanical ballet makes up the better part of the show? It is by
associating their dexterity with the possible danger of a controlled
situation that conjurors put on their shows. With Samuel St-Aubin,
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control is delegated to machines that, literally, perform with a dexterity that one would dearly like to have, fallible as we all are.
Who, in the face of the artwork Bleed (2009) by Michel de Broin,
which adjoins that of Samuel St-Aubin at the Centquatre in Paris, would conclude that it is an accident? The size of the perforations presented by an electric drill correspond very precisely to
that of the drill bit it encloses. Would not this be the testimony of

fee maker throwing itself into the fire brands? Lending a soul to
objects amounts to giving them feelings, morbid as they may be.
By mutilating itself, the drill of this other Quebec artist has lost all
usage value. With water flowing through these perforations, it has
become a fountain, while its title Bleed encourages us to see in
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the suicide of an object evoking that of Théophile Gautier’s cof-

it an agony without beginning or end. As for the plinth on which
it rests, it would be enough in itself to make of it a sculpture, although it is the loss of its usage value that in this case, creates
the work. The plinth of this sculpture, previously purchased in all
probability from the hardware department of a large department
store – from where ready-mades often come – conceals the water
reveals. The concealment of technology making this common object an artwork greatly contributes to the magic that operates in
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pump that the caption documenting the work on the artist’s site

inciting us to projection. Following the definition of Jean Laplanche
and Jean-Bertrand Pontalis, it appears to us that spectators can
“locate” the quality of dexterity in Samuel St-Aubin’s TableSpoons
and Michel de Broin’s sense of distress in Bleed, while acknowledging the fallibility of the two objects.

Short Narrations
ardo, asked to create something original, made a lion that walked a
few steps, then opened its chest stuffed full of lilies.” [7] Five centuries later, the automaton by da Vinci continues to inspire artists
who, like Niki Passath, create robots. In 2010, the latter conceived
the Zoe robot that he presents alone or in a group. It has the shape
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Vasari relates that “when the king of France came to Milan; Leon-

4. Relational Form

of a spider that has only six tapered legs and knows only how to
move forward with a more or less chaotic gait, depending on the
floor coverings of the places it performs. The Austrian’s robot, and
he admits it, is only slightly more “intelligent” than Leonardo’s automaton. What brings the two artists together, even though they
are from very different epochs, is that they endow their machines
with behaviour so that they can lend them intentions. When Niki
Passath released his “little things” – as he affectionately nicknamed them – as he did in 2011 in one of the exhibition spaces of
the Helsinki Pixelache Festival, it was the behaviour of individuals
as much as that of the group that intrigued us, knowing that Zoe
thinks of the robot as much as the group as a dozen of her clones.
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It is not uncommon for one of his Zoe robots, hardly knowing how
to advance, to “insist” by seeming to “rub” against the leg of a
spectator attending the artist’s performance. The artist has a lot
to do to channel them all by catching up to guide them as does
a shepherd dog, relentlessly. Here again, the public making comments like: “What does this one want me to do?” or “Is it not trying
to escape?” are essential. For these same exclamations crystallize the intentions we attribute to Zoe the robot when it reminds
us of the behaviour or actions of being alive, whether animal or
human.
Dominique Moulon

Beyond his performances, Niki Passath also uses Zoe to produce,
when he is invited to residences or presentations, short stories
that he tells through series of photographs or short video sequences that he usually associates with captions, the narrative
emerging from the relationship between the scenarios and the
artist’s comments. The form of the pages that document such ad-

the robot is discovered in a multitude of situations. Here she is as
a tourist in Prague and going so far as to kneel before the tomb of
Karel Capek. It should be noted here that this Czechoslovak writer
was also the author, in 1920, of the science fiction piece R.U.R. For
Rossum’s Universal Robots. And Brigitte Munier, who prefaces an
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ventures on his website are like those of ‘family’ photo albums. Zoe

edition published in 2011, reminds us that “Apart from its literary
value, R.U.R. is a famous play for having proposed a word of astounding posterity, robot, a neologism suggested to Karel Capek by
his brother Josef to designate humanoid and intelligent machines:
robota meaning chore in Czech.” [8] Although Zoe the robot is neither humanoid nor intelligent, this staging of meditation could also
of a Zoe Robot (I) where one can perceive the inanimate presence
of a Zoe robot at the bottom of the water, it is about suicide. The
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be considered as a tribute to the “creator”. In the video The Death

legend informs us that “this video shows the death of one of the
robots, after it had decided to jump into a small lake in Prague on
the 12th of November 2011.” [9] Undoubtedly, it is the words of the
artist here, even more than his images, which literally involve us.

A Feeling of Presence
At the Nemo Biennale of 2015, objects came alive, someamong the public, whose real nature was unknown. The
sounds that attract us in a studio of the Centquatre are
decidedly mechanical. A gigantic covering of black plastic
conceals their origin. Along with the sound, an industrial
robot similar to those that have punctuated the assem-
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times going so far as to generate the feeling of presences
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bly lines of our factories since the 1960s and 70s can be
perceived. But its gestures are quite different. Removed
from its daily grind of repeated “chores” – one thinks back
to the Czech origins of the term robot – the machine under the tarpaulin appears to us as a Sans Objet waiting
to be made. Liberated by the choreographer Aurelien Bory,
it repeatedly performs his partition, obviously with an extreme precision. Yet it seems as free as the ghosts of our
thoughts, sometimes majestic, sometimes menacing, before falling back on itself. But what it incarnates is in us,
the spectators, he, or she, because non-humanoid robots
do not have a sex, materializing in us the unexplained presences dormant within us.
The performance that was played at the Prosopopées of
the Centquatre exhibition in 2015 comes from an earlier
choreographic piece with a similar title: Sans Objet (2009).
Siyoub Abdellah wrote in 2010 commenting on the start of
the performance:
“On the plateau, a triangular and motionless structure awaits the
public. Raised by a platform, it alone occupies the entirely black
space. This enormous cloak of dark plastic covering moves slowly
and with it the poetry of unstable landscapes. The beauty is stri-
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king. Liquid metal with bronze reflections, the metamorphosis
of the thing is continuous. A monster, a frightening Madonna,
a mantis still imprisoned in its chrysalis, a growing flame.” [10]

Uncovered the rest of the time, the industrial robot is still
a presence whose nature evolves as soon as it is joined by
two dancers. It illuminates the scene, activates the ele-

ally, taking control of them. Incarnating ghostly presences
at the beginning of the performance, it takes control of
it to become the main actor. The one with whom the two
dancers have learned to compose, to exchange, going from
the industrial to the spectacle, to culture. It seems to us
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ments of the sets, plays with the dancers before, liter-

that the status of robots and of machines has “evolved”
as the relationship we have with them has changed over
the decades, returning to the thought of Gilbert Simondon
in 1958:
“Culture does not include the machine; it is inadequate to technical
reality because it considers the machine as a closed block, and metechnique and culture will last until culture discovers that each machine is not an absolute unit, but only an individualized technical reality, open in two ways: that of the relation to the elements, and that of
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chanical functioning as iterative stereotyping. The opposition between

inter-individual relations in the technical group.” [11]

4.2. Participation
In 2004, Jean-Louis Boissier wrote about those creations

“There are artworks that trouble us more than others in terms of the
relationships they create. There is today a much greater continuum
between the production of an artwork and its reception, due to interactivity and digital technology. We can then speak of experimental
work only insofar as the artwork is truly at the disposal of an audience, considered as an integral part of the artwork itself.” [12]

Dominique Moulon

which literally take us into account, saying:
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Boissier’s work as a theoretician, artist and curator is essentially based on the same creations that we truly complete by
participating in them. He wrote in 2005: “To emphasize the role
that scenography, architecture and design play as a condition
for the possibility of an interactive art exhibition, I return to
this interactivity that, before the term existed, was the notion
of participation with the spectator”, [13] by notably evoking
the kinetic art of the sixties and more precisely the GRAV or
Visual Art Research Group founded at the same time by Horacio Garcia Rossi, François Morellet, Julio Le Parc, Francisco
Sobrino, Joel Stein and Yvaral. Interactivity in art is therefore
a contemporary form of participation in the artwork. And what
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it qualifies, with relative precision, although it is a grouping
of multiple forms of interaction, is the type of relationship we
have with the artwork through its digital aspect, authorising
us also to “participate”.

Attention
Let us therefore take a look at these works, which Jean-Louis
Boissier considers to be “more concerned than others about the
relationships they create”, [14] without focusing on their share
of technology in this digital society by going to the Barbican
Dominique Moulon

Centre in London where Random International, initially founded
by Hannes Koch, Florian Ortkrass and Stuart Wood, caused a stir
with the artwork Rain Room that they installed in 2012 within
the Curve. The public, after having long waited in an endless
queue, were invited to penetrate the rain that the artists artificially reconstituted inside. This is where the “magic” operates,

observations of their predecessors, which is that the rain stops
as they move about. All of them seem to act on the elements,
to control them, unless it is the work that pays them a particular attention by protecting them from the very material of
this reactive installation, which is water. Equipped with cameras
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when the spectators discover what they suspected after the

and complex tracking systems, it knows everything about the
public’s displacements that, generally, it slows down. But there
are a few who defy it by running in order to escape its attention, so get wet. The strategies are multiple and one imagines
that a group of coordinated individuals could stop the rain over
the entire hundred square metres of the Rain Room. The relawho, confidently, slowly penetrate it, those who, in their speed,
try to escape its attention, and finally those who might come
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tions at work are therefore of various natures. There are those

together to interrupt it. The public is therefore, in the words of
Jean-Louis Boissier “considered as part of the work itself.” [15]
Without forgetting that the Rain Room also generates relationships between participants, both before and during or after the
experience with the exchange of impressions.
The scenography of the London event combining rain and light is
particularly well done, right through to its documentation with
and white. It is therefore not surprising that such images or sequences have been widely relayed on social media. To such a
degree that the great museums ceaselessly apply for the work
internationally, from the MoMA to the LACMA through to the Yuz
Museum of Shanghai. The passage in 2016 of the Rain Room at
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photographs and video sequences that are essentially black
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the Los Angeles County Museum of Art is far from trivial for anyone who knows the existence of the art and technology program
initiated in 1967 by Maurice Tuchman. Especially when one knows
that there are artworks, among those produced within the same
programme, whose goal was to associate artists like Robert Irwin or James Turrell with companies, which were presented in
1970 within the American Pavilion at the Osaka Universal Exhibition in Japan. Which is precisely where Andy Warhol exhibited
the first version of his Rain Machine, produced the previous year
at LACMA. Florian Ortkrass along with Hannes Koch recognize
the influence of “Maurice Tuchman for his vision and perseverance in setting up, against all odds, the Art & Technology pro-
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gram” [16] on their work. The programme, founded by Maurice
Tuchman in 1967 on the West Coast, echoes the one called Experiments in Art and Technology, initiated on the East Coast a
year earlier in 1966 by engineers Billy Klüver and Fred Waldhauer
in collaboration with artists Robert Rauschenberg and Robert
Whitman. These two initiatives of the second half of the 1960s
are sufficient to remind us of the historical character of the relationship between art and technology.

Magical Mirrors
Dominique Moulon

It was in 2015 that the Los Angeles County Museum of Art acquired the interactive installation Audience (2008) which propelled Random International to the front of the international
scene. Made in collaboration with artist and designer Chris
O’Shea, it brings together a “crowd” of 64 rectangular mirrors
of small sizes that seem to have their own “life” in the expecta-

torized and “take a diverse interest” in the world around them
until they all focus on the same person, without knowing why or
knowing the duration of their shared attention. Their movements
are then comparable to tennis match spectators, who just as
synchronized, observe the exchanges of balls on a tennis court
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tion of the one who will catch all of their attention. They are mo-

all together, because the attention of the mirrors appears to
us just as locked in. Beyond the artwork itself and the relations
it initiates with the public, the diversity of the contexts of its
monstrations is notable. It has been successively presented at
Miami Design in Basel (Switzerland) in 2009, before obtaining an
honorary mention in interactive art at the Ars Electronica festithe contemporary art fair, Art Brussels (Belgium). It is thus that
this interactive installation participates greatly in blurring the
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val in Linz (Austria) that same year, to then be exhibited during

boundaries between practices, the magic of its mirrors operating as well in the field of art as in the combined fields of digital
and design.
“Testimonies abound showing the importance it has had in the
theory and practice of artists, but it is especially for understanding the evolution of art in contemporary times that the mirror
becomes an essential instrument”, [17] says Soko Phay-Vakalis.
painting by the avant-gardists, in the 1950s and especially the
60s, the mirror was liberated by the kinetic use of motors that
electronics, then digital technology made it possible to control
it. Thus, with the 2000s, the open source community, democratizing the use of electronic components, made it possible for
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For, taken out of the exclusive domain of its representations in
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many artists to control objects of all kinds and mirrors in particular, like Mary Sester when creating Mirror (2007). Circular,
but of a size approximately similar to those used by Random
International, it is alone in front of a single spectator, holding all
its attention as it does not “let go” any more. It is interesting to
mention that on the other side of the Atlantic, where the French
artist lives and works, this type of mirror is called a “vanity mirror”. What makes Marie Sester’s mirror magic – as it is interactive – when it holds our gaze, in spite of our movements, except
to remind us of the timeless vanity of our terrestrial existences.
It plays the role of the slave, who is said to have repeated, “Remember that you are going to die” (Memento mori in Latin), to
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the triumphant general in the streets of Rome.
If there is another mirror, just as magical, it is Thomas Cimolai’s,
entitled Miroir Fuyant (Fleeing Mirror, 2013) which, as the name
indicates, flees all eyes. Of a size substantially similar to that of
Marie Sester’s, it is also enhanced by certain technologies that
we imagine are similar. But its behaviour is totally opposite because, once Miroir Fuyant has spotted a face, it obstinately refuses to send back its reflection. Its movements synchronized
with those who approach it reflecting only their surroundings.
Its rectangular shape evokes the tablets with which, in our saDominique Moulon

lons, we tweak our profiles or identities on social media. Thomas
Cimolai’s mirror, once it is controlled, loses all usage value in the
same way that our digital identities, because they are overly
controlled, no longer reflect anything of reality.

The mirror, by its reflective nature, naturally encourages the
participation of those who pay attention to their image, that is
to say, all of us. Also, it is not surprising that artists who explore
interface, or participation, like Masaki Fujihata, seize upon it.
“Even if one does not immediately recognize interfaces, Morel’s
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Virtual

Panorama, or the more recent Unreflective Mirror, because they
refer to the mirror, imply par excellence the place of the viewer
and are, in my meaning, interface works”, [18] says Jean-Louis
Boissier. But it is initially in the virtual that the Japanese artist
is interested with the artwork Unreflective Mirror (2005), which
only features the frame of the mirror. The public, at the entrance
“special”. Anyone who wears them disappears into the image
which, nevertheless, seems to reflect the interior space of the
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of the room, is encouraged to wear glasses that are somewhat

room with relative accuracy. In the context of what only looks
like a mirror, only the pair of glasses is reflected or rather displayed within an inverted image in three dimensions of the room
calculated in real time. The disappearance of the spectator, in
what they imagine to be a mirror similar to those of our bathrooms, is reinforced by the presence of a monitor which, behind them, displays the scene as it takes place through a video
to experience it first-hand to understand the grotesqueness”,
[19] warns Masaki Fujihata when he evokes Unreflective Mirror
in the book Anarchive dedicated to him. It must be recognized
that the works of participatory and perceptual technologies are
sometimes decried by the most fervent defenders of contem-
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surveillance image. “Like the little booths at a circus, you have
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porary art with well-established boundaries. But the spectators
who have agreed to bend to the “game” of Unreflective Mirror
are not without reacting to the artistic proposal of their disappearance. And the artist added, “it’s the sort of experience that
one understands later, after one has left the gallery and is walking through town and is suddenly overwhelmed with a sense of
dread.” [20] Which is entirely believable!
Over the years, the Anarchive collection initiated in 1999 and
maintained by the theoretician Anne-Marie Duguet has collected Digital Archives on Contemporary Art. It is thus that Masaki Fujihata has succeeded Fujiko Nakaya, Jean Otth, Thierry
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Kuntzel, Michael Snow and Antoni Muntadas. Artists who have
in common having exploited or used the artistic potential of the
technologies of their time. Not to mention that their works are
all enhanced with digital content. The choice of Masaki Fujihata
focused on augmented reality through a mobile application. It
is therefore visuals that trigger additional video content. The
reader is invited to fully participate in experiencing the book,
just like the spectators of his artworks. Equipped with the Anarchive 6 application, it releases additional content to his installations or performances such as Voices of Aliveness (2012). With
Dominique Moulon

a high potential for liberation, it invites participants to shout
while cycling on nature trails. Mapped in three dimensions, the
sequences documenting this highly participative performance
literally emerge from the binder which looks like an artist’s book,
or when the experience of the book informs us about the experience of the artwork.

As soon as they appeared on the market, tablets multiplied in
museums, although they were generally relegated to specific
museological uses. As a result of their development, however,
there are a few artists, like Donald Abad, who seize them in order to augment art centres or galleries with virtual works. And
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Augmented Reality

in the case of L’irresistible Ascension (2014), it is the work itself that can, or ought to be, augmented by the public who are
equipped with tablets. For the work is presented in the form of a
sculpture that is quite inert, which is to say a cairn placed on its
plinth and evoking the stacks of stones of the land artists of the
1960s. It is only once it has been “scanned” by the tablets of the
artist himself appears in the image of the cairn that he seems
to want to climb. The stacked rocks then take on an entirely
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visitors, that it finally reveals itself by becoming animated. The

different dimension, while spectators, gathering around the
few available shelves, comment on his “irresistible ascent”. The
interactive relationship with the work increases therefore the
relationship between the participants who exchange tablets.
This, considering the writings of Sylvie Catellin, brings us back
to the London exhibition Cybernetic Serendipity [21]: “One of the
emergence of a relational aesthetic, or interactive aesthetics.”
[22] Before referring to Frank Popper and adding the authors “no
longer create a work, but rather contribute to the creation of a
context, which enables us to establish aesthetic relations between different people and between different psychological and
physical phenomena.” [23]
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great mutations introduced by cybernetic art was to elicit the
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How could we not, here and now, mention Jeffrey Shaw’s, The
golden calf installation, which in the mid-1990s already allowed
the public attending art and technology events to increase the
real plinth of his virtual statuette? In 1994, a flat screen of a size
similar to that of our contemporary tablets was deposited by the
Australian artist on a very standard plinth. The public, unable to
view the screen as a work, was then encouraged to take it to
explore, in the image, the top of the plinth. And this is where the
three-dimensional representation of a golden calf, a symbol of
idolatry in the Bible, appeared. Many of the spectators, in succession, tried to “deposit” the sculpture precisely in the place
where they imagined that it should stand on its plinth, having to
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contort themselves before the idol without actually idolizing it.
Knowing in each place of his exhibition, that the golden surface
of the virtual calf reflected the interior architecture. Anne-Marie
Duguet explained:
“The particular interest a retrospective look can raise, is the way in which
Jeffrey Shaw invents spaces of experience from the start, ‘opportunities’ for experience, which mobilize the body in a playful and poetic activity, and which anticipate in a certain way in the perceptual situations
to which the traveller of these virtual worlds is confronted today.” [24]
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For it is clear that Jeffrey Shaw’s virtual reality installation anticipates the artworks of augmented reality that emerge today
from the uses appropriated by artists of our time with contemporary tablets. Just as the interactive installation Beyond the
Page by Masaki Fujihata announced in 1995, content, among
other services, in the making.

The Fresnoy, or National Studio of Contemporary Arts located
in Tourcoing in the North of France, is a rather special school as
there are no professors. Instead, there are confirmed artists,
who accompany other, emerging artists. Each year, their work
is presented through a scenography that they also prepare. It
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Gestures

was in the context of this event combining art with transmission entitled Panorama that David Rockeby presented Handheld in 2012. It is a work of the invisible, without any materiality, that only a label announces to us. It is up to the public to
reveal the forms by entering an undefined space over which
two video projectors reign, precisely where spectators perhands. Beforehand, the artist concealed hands without bodies
similar to those represented by Fra Angelico in his The Mocking
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ceive their ability to make images emerge in the palms of their

of Christ (circa 1441), accompanying them with objects that we
manipulate in everyday life. The development of these same
images is effected by the back and forth movements of our
outstretched hands. Hence the title of the piece: Hand-held.
As for the work, the participants are just as essential as archaeologists are during their “blind” exploration of soils. The
the situation of objects that the site of an archaeological dig
is intended to reveal. In both cases, it is an action that reveals
the presence and it is easy to imagine that the Canadian artist
might forget the precise localization of images that only the
gestures of spectators can temporarily bring forth from the
invisible.
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organization of the “buried” stratified images is comparable to
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Continuing our historical journeys and returns, there is another performance installation by David Rokeby that also induces
participation, and even more gestures. It is called Very Nervous
System and was initiated in the mid-1980s before being regularly replayed until very recently. It is also an artwork of the invisible, still without delimitation, in which the performing artist
is truly seeking the sounds of a music that the body improvises.
With this artwork, David Rokeby has travelled the world without
worrying about the separations between the fields of art, technology and the stage. More than thirty years after its creation,
there are still today numerous artists, dancers, and choreographers who make reference to it. It is clear that its approach,
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in the 1980s, runs counter to conventional wisdom about computers, which it is thought, can only be used for calculations or
data processing from a distance. David Rokeby explains:
“Because the computer is purely logical, the language of interaction should strive to be intuitive. Because the computer removes you
from your body, the body should be strongly engaged. Because the
computer’s activity takes place on the tiny playing fields of integrated circuits, the encounter with the computer should take place in
human-scaled physical space. Because the computer is objective and
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disinterested, the experience should be intimate.” [25]

On the other hand, artists who emerge from the use of today’s
technologies continue to appropriate them, creating artworks
that are openly critical of them.

The idea that digital, just like electronics, is constantly
changing our modes of exchange is not new. Marshall McLuhan, as early as the sixties, already told us that:
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4.3. Modes of Exchange

“Electrical media, in fact, abolish the spatial dimension rather
than extend it. Because of electricity, our relations are becoming
person-to-person relations, as on the scale of the largest village.
They are in-depth relations, and without delegation of functions
or powers. Organics supplant mechanics everywhere. The dialogue
replaces the conference.” [26]

rist were. To be convinced of this, it is enough to consider
the veracity of these same remarks even when it comes to
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Today we know how advanced the ideas of this media theo-

contemporary digital media. But electricity, as well as the
technologies that followed, did not simply revolutionize exchanges between humans, since it also initiated many other possible exchanges between humans and machines and
even between the machines themselves. However, the perpetual evolution of modes of exchange is not only of interest
to media theorists, it is also of interest to artists, whether
tion technologies as subjects, or artists creating conditions
conducive to improbable dialogues far beyond any borders.
While obviously accepting the idea that these exchanges,
once initiated, escape their control, as well as that of machines.

Dominique Moulon

it involves those who consider transmission or communica-
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Transmissions
Chapter I: The Discovery (2009) by the Spanish artist Félix
Luque Sánchez who lives and works in Brussels, is an installation with multiple entrances that does not immediately
appear very accessible. It is through video sequences that
one discovers the mysterious and contextualized object in
multiple situations around which the work is articulated. It is
a Platonic solid and very precisely a regular dodecahedron,
similar to the one painted in 1495 by Jacopo de’ Barbari,
when the latter represented the mathematician Luca Pacioli.
The solid in situation evokes more the universe of sciencefiction films because we think of the multiple scenes of dis-
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covery – the title of the installation Chapter I: The Discovery
encourages us – of these objects or monoliths of which we
generally know nothing, absolutely nothing. But the dodecahedron, in a second room, has a materiality. And it seems
to us that the repetitive sounds that we perceive, accord
with the lights that it emits and possibly transmits, which
is when we understand, with the acceleration of the rhythm
of its sono-luminescent signals, that the object reacts to
their presence. However, encircling it with several partici-
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pants amounts to compelling it to be silent. By passing from
one room to another, the idea of the possible transmission
of a signal towards some distant receiver gives place to exchanges of proximity that involve the bodies of the spectators. According to Félix Luque Sánchez, interviewed at the
digital creation centre, Le Cube of Issy-les-Moulineaux, on
the occasion of the presentation of Chapter I: The Discov-

expresses itself thus: “It is rather otherness as an anthropological subject that I am dealing with in the work. So, how
we conceive the other, whether it is the foreigner or the
immigrant. In science fiction, this other is a technological
other.” [27] The technological other, in art, appears to us to
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ery, it is more problematic to question otherness when it

be rejected less often, and is accepted more and more.
The title of the audio-visual installation Modulateur-Démodulateur (2014) by French artists Arnauld Colcomb and Bertrand
Planes reminds us of the extreme slowness of our analog transmissions of recent years, when going online required a great
deal of patience, something we soon forgot with high speed Incould be an antenna. Large and wooden, these two sculptures
give a low-tech appearance to the installation. An image, filmed
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ternet connections. In the room, a kind of speaker faces what

on one side, reappears mysteriously of the other, slowly, line
by line. We then understand that it is through a modulated
sound that the image is being transported from here to there,
through the invisible. And we also understand that the smallest
of sounds, the tiniest exclamations of the public in the exhibition space weaken the transmission. Inevitably, we think of
the first telegraphic, radio, telephone, television, satellite or Intransmission processes, when they emerge, always take precedence over the messages transmitted. Although the message,
a portrait in this case, is significant to the point of evolving over
the presentations of this artistic transmission installation. In
Wroclaw, Poland in 2015, the image of Alois Alzheimer was trans-
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ternet exchanges, which were of little importance, because the
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mitted. This psychiatrist who gave his name to a disease that
causes loss of memory, died in Wroclaw during the German occupation, and most interestingly, it was in a library that was
being built that Arnauld Colcomb and Bertrand Planes exhibited
their work Modulateur-Démodulateur at the WRO Biennale. It is
therefore not just a question of memory when the machine is
fallible, for, as we remember, the smallest of sounds can corrupt
the message. This brings us back to the possible future fallibility
of all of our memories, and to the even more alarming fallibility
of our collective memory.
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Conversations and Conversions
“In a culture like ours, which has long been used to fragmenting and
dividing everything to dominate it, it is perhaps surprising to be reminded that in reality and in practice, the real message is the medium
itself, that is to say, simply that the effects of the medium on the
individual or on society depend on the change of scale produced by
each new technology.” [28]

The change of scale evoked by Marshall McLuhan has accelerated considerably with the advent of the Internet. In this era of
the banality of instantaneous and long-distance exchanges of
Dominique Moulon

imposing quantities of data, there are artists like Cécile Babiole
and Jean-Marie Boyer who harken back to one of the historical stages of this same “change in scale”. “It was in 1844 that
Samuel Morse linked Washington to Baltimore by telegraph”, [29]
Marshall McLuhan reminds us. It was in 2015, during the WRO
Biennale, that Cécile Babiole and Jean-Marie Boyer connected

tion is called Conversation au fil de l’eau (Stream of conversation, 2015) because the messages are encoded in Morse to be
transmitted by “packets” of bluish water and air via two transparent pipes. The slowness of the transmissions is extreme and
decryption errors of the machine are common. It seems to us
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two keyboards that were only a few metres apart. The installa-

here that technology slows down the exchange and it is essentially the mistakes that the public talks about. “These bugs are
sources of twists and inspiration for participants and an integral part of the project”, Cécile Babiole tells us before saying,
“with this communication device, we re-appropriate McLuhan’s
iconic phrase: ‘the medium is the message’. We propose a ‘new’
nature of the messages it conveys.” [30] In the digital era,
therefore of total or supposed control, it is the analogical part
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parodic and backward medium and observe its effect on the

of these conversations over the water that intrigues the public
as the errors that emerge create other conversations over a
time slowed down by the artists.
The idea that meaning in Cécile Babiole’s work may emerge from
approximations inherent in the passage from one state to another, is also present in one of her earlier artworks with the title
Copies non-conformes (Uncertified copies). In 2013, the French
tence, “JE NE DOIS PAS COPIER” (I MUST NOT COPY) in three dimensions, before scanning them one after the other to reprint
them, and so on, until the sentence became illegible. We may
consider that the loss of legibility, in the course of successive
copies, reinforces the sentence. And it is precisely this loss that
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artist printed the seventeen characters of this outmoded sen-
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gives the artwork its sculptural aspect. Without omitting the
fact that the sentence “I must not copy”, in this era of generalized copying / pasting and digital copies conforming to the
original, now takes on multiple meanings. The idea, according to
Marshall McLuhan, that the medium is the message is still valid
in Copies non-conformes. It is also a work articulated around
a relationship of correspondence, through conversion, since in
the drawing of a character another corresponds, which is no
longer quite identical. Likewise, Copies non-conformes is part
of a process, and therefore happens over time, although the
result of the demonstration is fixed. Conversation au fil de l’eau
and Copies non-conformes are consequently works that might
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be referred to as “processual”.

Too Human
At the Carnavalet Museum in Paris, there is an engraving by
Sébastien Leclerc dated 1695, which is an indication of the
antiquity in the close relations between the sciences and the
arts. In this work, titled The Academy of Sciences and Fine Arts
/ dedicated to the King, the observation of the world appears
to us totally indissociable from its representation. Today, more
and more researchers in science and art are continuing their
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joint efforts to blur the boundaries between these fields. However, there is an area that nowadays oscillates between the
world of research and innovation and that of art and entertainment, which is indeed that of robotics and more specifically,
of android robots, of which literature and cinema of the 20th
century already forewarned us. The Ars Electronica festival,

Professor Hiroshi Ishiguro by presenting his android robot Geminoid HI-1 (2006) in his museum of the future where the experiments sometimes, become works of art. Geminoid HI-1 is in the
image of the Japanese professor, which he likes to present in
his company to photographers who, like us all, sometimes have
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blending technology with art and societal issues, welcomed

difficulty discerning between them. For most of his work deals
with resemblance, or rather the feeling of presence. When his
double at the Ars Electronica Center in Linz in 2009 faced a
horde of teenagers harassing him with questions, he answered
everything, or almost. And young audiences, particularly impressed by Geminoid HI-1’s breadth of knowledge, don’t care
at the controls, is distant. As was probably the case with the
audiences who attended the famous chess games organised by
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whether there is a man in the machine or not, while the latter,

Johann Wolfgang von Kempelen with his Mechanical Turk (1770)
against the great dignitaries of this world during the second half
of the 18th century in Europe. They wanted to continue to ignore
the presence of the experienced player hidden in the false bottom of Baron Kempelen’s chess table. In fact, the automaton
of the inventor and the robot of the professor have in common
being “too human” to be real. In both cases, it is only a matter
though these two attempts are located in two distinct positions
in the “uncanny valley” that Masahiro Mori described in 1970.
The valley in question follows the curve of emotional reaction
of a human subject facing “those”, going from the industrial
robot to the healthy human being, that are presented to him. “I
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of simulating a presence, either through play or exchange. Al-
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have noticed that, as robots appear more humanlike, our sense
of their familiarity increases until we come to a valley. I call this
relation the ‘uncanny valley’”, [31] said Masahiro Mori. Professor
Hiroshi Ishiguro, who attaches great importance to the uncontrolled micro-movements of our faces, to those few details that
‘humanize’ his robots more, said:
“My android is a little scary. The ‘valley of the strange’ comes from an
imbalance in the movements, especially of the face. We worked on it
to improve the performance of our new robots and make their movements more humane. It works pretty well.” [32]

To the question, which remains open, to know if Geminoid HI-1
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is an artwork, it could be said that the museum context participates greatly in making this machine a resolutely relational
apparatus. And it must be noted that it is currently a hot topic
among scientists as much as it is among artists, philosophers
and psychoanalysts.

Avatars
Kora Van den Bulcke and Thomas Soetens, who together form
the duo Workspace Unlimited, are among the artists who create works in their travels from residence to residence, essenDominique Moulon

tially between Europe and North America. As Nicolas Bourriaud
wrote: “For contemporary creators are already laying the foundations of a radicant art – an epithet designating an organism
that grows and adds to its roots as it advances”. [33] In 2009,
at the EMPAC in Troy, Kora Van den Bulcke and Thomas Soetens
took advantage of the human and material resources of the

They adapted their work to the apparatus in place, consisting
of a large circular panoramic screen by creating They Watch.
Ordinarily devoted to virtual recreation in the real spaces of the
structures that welcome them, they there decided to populate
the image, in its 360-degree depth, with avatars. Equipped with
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Rensselaer Polytechnic Institute, where they made a stopover.

a form of artificial intelligence, these are in their image. Here
we recall the robotic clone of Professor Hiroshi Ishiguro although
the technologies used by Workspace Unlimited are more those
of the world of video games populated by myriad bots. [34] It
is best to be alone to experience the They Watch installation,
although tiny perforations in the screen allow an outside audithe viewer’s gaze in his or her movements which, in this situation, plays the scene. To approach one of the avatars makes it
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ence to witness the scene. The avatars of the two artists follow

advance, silently or almost, since it appears that all together
they are whispering. There are, therefore, different modes of
exchange, which are initiated during the experiment. There is an
exchange of views between those who populate the image and
the person who lives the experience, while we can easily imagine the comments being made among the public outside the
scene. Without omitting the murmurs between the bots which,
the virtual in the interminable waiting of some improbable encounter.
The idea that one can exchange with this other who is neither
flesh nor bone predates the emergence of electronics, and digital. In New York in 1844, the German Joseph Faber presented the
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like all the bots of all the computers of the world, wander within
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talking head he named Euphonia for the first time, without great
success. He was inspired by the machines of Wolfgang von Kempelen to finally give the look of a human to his automaton, before obviously operating it so it would converse. However, it was
the technologies of electronics, and then of digital technology,
that liberated machines, knowing that these today are constantly becoming more autonomous. It was in 2003 that Stelarc
created his talking head that he named Prosthetic Head, which
he improved in 2011. Let us recall here that the research of this
Australian artist is articulated around the idea of “obsolescence
of the body”. The three-dimensional head he designed is, once
again, in the image of the artist himself but, projected by video,
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it is larger than the visitors. Its gigantism gives it a real presence. The spectators who follow one after another to converse
with it must do so with a keyboard intended for this purpose. To
the question “What is art?”, it responds: “Sometimes the definition of art depends on the artist, other times it depends on
the critic.” [35] It seems to us that it “thinks”, from a distance,
because the software components of its artificial intelligence
are located in Philadelphia. This brings us back to the thought of
Ray Kurtzweil, who predicts, precisely for 2045, that “The nonbiological intelligence created this year will reach a level that
Dominique Moulon

will be a billion times more powerful than all the human intelligence of today.” [36] Baron Kempelen’s machines were capable
of “talking”, Joseph Faber’s automaton, by the mere fact of
its human appearance, was better able to “converse”. It is the
same with Stelarc who gives his face to an artificial intelligence.
It is thus that in the presence of the prosthetic head of Stelarc,

one is talking. To the question “Do you have a body?”, the head
responds: “No, I do not have a body yet.” [37] As for us, who
are gradually accustomed to a growing share of our knowledge
being located online, will we have to do the same with regard to
our intelligence?
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one no longer knows exactly to what, or more precisely to whom

Confrontation
“Populations of virtual elements, whose descriptions are computer-coded, obey the rules of variation and selection themselves”, [38] artist Olga Kisseleva wrote in her essay on an “art
of dialogue” in 1998. In 2011, on the occasion of a performance,
ulations of virtual elements” through a piece entitled Power
Struggle. In order to make this, she appropriated four com-
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she created the conditions for a confrontation between “pop-

mercial consumer anti-virus software programmes, similar to
those that protect our machines against malware. She installed
all four of them on the same machine and abandoned it to the
public. The lines of code that scroll on the screen are only a
small part of the fighting that the anti-viruses are engaged in,
each considering the other to be a virus. But the artist, to help
us grasp the progressions of the four “populations of virtual elyellow. So, the screen becomes a territory imaging the finite
space of the hard disk of the machine that has been taken over.
In other words, the battlefield, or how to follow on in the continuity of paintings of battles in the digital age. As for Olga Kisseleva, a Russian artist living and working mainly in Paris, she
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ements”, attributed to them the colours, red, green, blue and
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sees above all the metaphor of the struggles for power that are
more timeless when she tells us:
“Each one tries to destroy the other three, eradicating everything
in the computer until there is only one left. A beautiful metaphor for
the struggle for power currently taking place between politicians, as
unproductive as it is dangerous.” [39]

With Power Struggle, Olga Kisseleva makes visible the confrontation of the invisible that she organizes by giving it a form.
This confrontation, the outcome of which she knows nothing in
advance, also perfectly symbolizes the unstable balance of exchanges between programmes in our absence. For we do, con-
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sciously or not, create the contexts for these same relationships that exclude us.

4.4. The Rules of the Game
Roger Caillois defines games as “regulated” activities that are
“subject to conventions which suspend ordinary laws and which
temporarily establish new legislation, which alone counts.” [40]
These “rules” may be defined by artists for others to reactivate
Dominique Moulon

or reinterpret for performance purposes, for example. And when
it comes to establishing the rules of “games” or exchanges between humans and machines, these may be thought of as so
many algorithms. This does not rule out the respect of the three
laws of robotics first enunciated in 1942 by the science fiction
writer Isaac Asimov in his short story Runaround. The first of

being or, through inaction, allow a human being to come to
harm.” [41] If not, how could we establish trusting relationships
with robots or machines of any kind? Artists are performing ever
more frequently with more or less autonomous machines, when
it is not directly with the public that such confrontations are
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these three laws states that: “A robot may not injure a human

proposed. In order to put us in the desired situation, there are
even artists who invite the public to sign liability waivers. It is
in this case, at the precise moment of signing, that we accept
the rules of the game we are preparing to play, while mediators
explain these rules. But how far are we willing to go in the confidence, sometimes blind, that we ascribe to technology when it

Reactivations
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is our bodies that are being put to the test?

Françoise Parfait, while evoking the video art of the pioneers,
tells us that: “Pushed to the brink of exhaustion, the corporeal
body suffers more than it enjoys, even when it is the physical relationship to the other as Marina Abramovic and Ulay have
portrayed.” [42] But what about “the physical relationship to
the other” when this other is technological, as is the case in
the performance series Loops of relation (2013) by Nelmarie
cal performances, with or without Ulay. First there is To Stab,
where the South African artist reinterprets the Rhythm 10 performance given by Marina Abramovic in 1973 by playing the socalled “knife” game. A somewhat dangerous game, consisting in the main lines, as there are a few variants, of planting a
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du Preez, where she reinterprets Marina Abramovic’s histori-
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knife between one’s fingers, ideally without injuring oneself and
repeating this same action more and more quickly. Note that
there are thousands of sequences indexed under the title “knife
game” on the YouTube platform, before returning to the first artistic interpretation of this game of skill from popular tradition.
For what we are talking about with respect to 1973, is more of
the order of a possible – if not probable – self-mutilation similar to those that were played out on the artistic scene of the
1970s. In 2013, precisely forty years later, the rules of the knife
game have changed since it is a robotic arm that “assists” the
artist during To Stab. This other technology, Nelmarie du Preez
has baptized Gui, without our knowing if she is referring to the
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Graphical User Interface that programmers design for our uses.
She gave the performance To Stab in public for the first time in
2016, at the International Art Biennial of Montreal. During the
evening inaugurating the BIAN, the robotic arm pricked her with
the knife. In doing so, it therefore violated the first of the laws
of robotics according to Asimov. On the second evening, as part
of the Elektra program, the robotic arm began its dangerous
choreography in the opposite direction to the artist’s hand, who
quickly realized the dysfunction, which the audience instantly
applauded, interpreting it as a possible refusal to fight. So, takDominique Moulon

ing the risk of breaking the first law of robotics. In this performance summoning both the dangerous game from popular tradition, science fiction literature and the body art of the 1970s,
the use of a robotic arm perfectly symbolizes the relationship
of trust that all of us have with technology that, in any case, we
cannot do without. And the artist tells us:

growing trust in technology but also in each other.” [43]

However, this ambivalence of trust is particularly evident in the
To Rely studio performance from the Loops of Relation series by
Nelmarie du Preez, where the reference performance is none
other than Rest Energy (1980) by Marina Abramovic and Ulay.
Here we find the robotic arm, which in this case, replaces Ulay.
The dramatic tension is similar more than thirty years later, as
the bow whose arrow is held by a robotic arm is drawn. The title
To Rely confirms that we are talking about confidence in technology symbolized by the robotic arm and, more broadly, in the
other, which in this “game” is equally dangerous being, indistinctly, human or machine.
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lation can extend our understanding of trust not only in terms of our

241

“Within this relation, I want to consider how a human-computer re-

Confidence
According to Manuela de Barros:
“In the sciences, at a given moment, robotics and what will be called
Artificial Intelligence will separate. On the one hand, objects with a
semblance of appearance with the living, on the other, machines approaching human intelligence, but without a body.” [44]

lar, also fond of the body. Whether it be the biological or technological body in its entirety or partially, as is the case with The Blind
Robot (2012) by Louis-Philippe Demers. This is two robotic arms
ending in hands whose joints are similar to those of humans. The
spectators being invited to sit opposite, it is the title of the work
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Artists who are obviously interested in intelligence, are in particu-
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that prompts them to allow the robot to touch their faces, as
they might be accepting of a blind person wanting to discover the
physiognomy of their interlocutor. Once again, it is the spectators
who interest us the most. In their way of playing the game, they
accept the rules by literally abandoning themselves to this metallic and cold assembly of which they nevertheless instantly notice
the delicacy, and its slight hesitation. “The rationale is to start
from a recently known cultural artefact – the robot arm – and
transform it from a high precision tool into a fragile, imprecise and
emotionally loaded agent.” [45] But is it to the artist – who is not
there – the roboticians with whom he has collaborated, or simply
to the machine that the spectators are offering themselves in
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total confidence? For the most part, they remain passive, closing their eyes and accepting that it is the robot that controls the
scene. Knowing that this same scene is even more troubling for
members of the public who live it from the outside, in anticipation
of their own encounter with this technological body exceptionally
charged with emotion because seemingly fragile, in appearance.
Note that Louis-Philippe Demers, with his Blind Robot, received
an honorary mention in Hybrid Art at the Ars Electronica festival
in 2013 before taking part the following year in the Montreal International Digital Art Biennial alongside the Quebecer Simon LaDominique Moulon

roche, also presenting a robot inducing the passive participation
of spectators. Entitled Perpetual Demotion (2014), it is a machine
to nourish humans that inevitably reminds us of the one imagined by Charlie Chaplin in 1936 for his film Modern Times. With a
few differences, in Chaplin’s film, the human guinea pig is randomly selected, while in the exhibition space of the Museum of

strange machine. It does not resemble anything that we know,
grasps spoons by itself and automatically detects the faces of
those whose only effort resides in the action of opening their
mouths at the appropriate time as ideally, would an infant. There
is, in this experiment, and beyond the extreme confidence placed
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Contemporary Art in Montreal, visitors queue up to be fed by the

in the machine, something which is of the order of regression in
the temporal sense designating, according to Jean Laplanche
and Jean-Bertrand Pontalis, “the return of the subject to outdated stages of its development.” [46] It is also interesting to note
the evolution of mentalities between 1936 and 2014. Whereas
Chaplin’s machine is burlesque by its uselessness, that of Simon
culture, also consider it as a possible innovation in the field of
personal services.
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Laroche is more accepted by the public who, according to their

Control
If, as Roger Caillois thinks, “it is not absurd to try to analyse a
civilization from the games that thrive particularly well therein,”
[47] it would mean that Grand Theft Auto (GTA) should be studied, while expanding our study to adventure video games where
we live in the third person in immersion in open worlds. It would
Grenier who together form the Project Eva, in order to give us
a more pertinent interpretation through their common performance: This Is No Game (2008). In the video documenting it online, it is the typography of the visual identity of GTA that reminds
us that “this is no game”. However, it is indeed the video game’s

Dominique Moulon

not be absurd to turn to artists like Simon Laroche and Étienne
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visual codes that are being used and the public needs to use a
joystick to participate. But the experience goes beyond the game
because the avatar of the player is a human performer who has
been previously blindfolded. Free in their movements, the latter is
however enslaved to the player who controls them. And when the
two avatars of This Is No Game performed in 2011, it was in Montreal itself and in the vicinity of Usine C where the Elektra festival
takes place that they wandered about together. Though totally
disempowered, as it is the players who control their actions and
gestures, they nonetheless interacted with passers-by. In Usine
C, the video returns of images filmed in the third person accentuate the idea that it is a game similar to GTA, whereas this is not
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the case because the outside world is not simply a sandbox. [48]
Is there anything more relational than this performance, which
the world of contemporary art may have missed, as nothing other
than video documentation remains online.
The title of the catalogue Exhibiting the Visitor, [49] published
by Lawrence Malstaf in 2010, is unambiguous. For this Flemish
artist living and working in Norway, it is a matter of presenting visitors in their relationship to artistic contexts, which he
conceived in a studio. It is interesting to note here that Lawrence Malstaf studied industrial design, an area where the user
Dominique Moulon

is at the centre of all attentions. But let’s go back to the space
of his exhibitions that allow him to test his installations, which
without a user, would not be artworks. Among these, Compass,
from 2005, is among the most impressive because the public
must first put on an imposing machine that mediators adjust to
their hips after having them sign a liability waiver, which is part

delimited space. But it turns out that in the approach of certain
zones, the machine performs violent rotations which redirect
the spectator towards other directions. As if the machine, in
connivance with the artist, had the map of an invisible labyrinth
in its memory. Those who have yielded to the game know that
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of the conditions. Then, they are invited to move freely within a

any resistance is futile as the machine is powerful. Letting go
being de rigueur, they allow themselves to be guided like blind
people by having confidence in this machine which nevertheless
constrains them. The relations we have with the various technical objects of our daily lives are sometimes equally ambiguous.
When, obstinately, they seem not to meet our most obvious
less, at times, their designers have looked at things differently,
without however our having been informed, except through the
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needs, when they were originally designed for this purpose. Un-

“terms and conditions”, which we all accept by validating them
without ever reading them.

The Robot on the Sofa
Manuela de Barros “considers that the worst is to leave science
to scientists alone. Artists, as well as thinkers of all kinds, have
not only the right, but also the duty to seize the universe that sciLouis-Philippe Demers and Bill Vorn are involved in work between
science and fiction. They respectively teach, Demers interaction
and Vorn robotics in Singapore and Montreal. And it was together
that they emerged on the artistic scene during the 1990s, meeting again in 2015 through the performance Inferno which has been
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ence claims to create for us all.” [50] Many artists like Québécois
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a real success internationally. Once again, spectators perform for
those who observe them. But they are, this time, in a group and
all are harnessed with species of exoskeletons made up of articulated robotic arms. Thus augmented, they have the appearance
of cyborgs while cables, representing as many umbilical cords,
connect them to the machine that is about to activate them. The
sounds of electronic music drive them while the machine constrains them by punctuating their gestures. To live the experience wholly, it is necessary to perform as much as to observe,
knowing that what interests Bill Vorn most particularly is “the
viewer’s imagination rather than reality.” [51] All the sounds, like
all the lights of this robotic performance, participate greatly in
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the dramatization of the scene. But what does this play, inspired
by the vision of the circles of hell that Dante Alighieri gave us in
the 14th century, tell us? It alerts us to the possibility of becoming a cyborg in a world with a growing desire for being augmented,
which innovation never ceases to satisfy.
In June 2016, the Institute of the Virtuel Seine Ouest organized a
symposium whose title, The Robot on the Sofa, [52] prompts us to
reconsider our affective relationship with robots. These include
the Diagnostic and Statistical Manual of Mental Disorders, which
psychiatrists are familiar with under the name DSM. It is precisely
Dominique Moulon

to this work that Bill Vorn was referring in 2012 when he presented the installation DSM VI where robots “perform” for humans. It
should be recalled that DSM-V was only released in 2013, so it is
mental disorders in the future that the Montreal artist presents
in the black box of Concordia University where he teaches robotic
art. Even those of robots! “It does not interest me to show ma-

dysfunction, and among the biped robots of DSM VI, there are
some that flail about on the ground. Have they fallen? Will they
get back up? And we inevitably think of the video sequence called
Introducing Spot from the American company Boston Dynamics,
that millions of us, within just a few months, have seen on You-
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chines that work well,” [53] says Bill Vorn, so he organizes their

Tube, where we see a human trying to destabilize a quadruped
robot with a kick. The psychoanalyst Michael Stora presented this
sequence without commenting on it at the symposium The Robot
on the Sofa in 2016 because he knows that it generates comments of itself, as is the case on YouTube. “Whenever I see him hit
the robot, I become irresistibly sad,” says an Internet user whose
it makes him sad. Just as we might return to visit an exhibition of
Bill Vorn, which we know will be emotionally trying.
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desire to watch this sequence again we understand, even though

The Artist’s Studio
At the Museum of Art and History in Neuchâtel, Switzerland, three
automatons testify to the interest already shown by experts of
the high-precision mechanics of the Enlightenment – clockmakers – for the arts and languages. These three automata (17671774) were designed and produced by members of the same
cian, a writer and a draftsman. This latter is in particular able
to produce a portrait of Louis XV, whose attachment to the sciences is well known. Today, at the crossroads of high-precision
mechanics and automation, the international robotics company
Kuka, based in Augsburg, has made its industrial robots available
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family, who were named Jaquet-Droz. They represent a musi-
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to the Robotlab collective since its founding in 2000, at the ZKM
Karlsruhe. It is in this context that Martina Haitz, Matthias Gommel and Jan Zappe designed the robotic performance Autoportrait (2002), reconstructing the relationship between an artist
in his studio and his model, with one little detail being different,
which is that it is the robot that draws. Stretching his mechanical arm to take the measure of his model, he mimics the gesture
that painters make before beginning to draw. While the models,
obliging themselves to hold the pose for a long time, everyone
plays the game of immobility in the impatient expectation of the
results that the robot will present to them and the public. But,
as soon as he is done, he erases his creation and it is under-
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stood then that the artwork lies more in the ephemeral relations
that the machine maintains with its models. It is therefore one
of those ephemeral, non-object performances, of which, the
art market often does not know what to make, while among the
most adventurous museum institutions, they have to adapt to
an entirely industrial logistic.
The French artist Patrick Tresset, who lives and works in London,
conceived and produced a robot on his own, which he named
Paul, and which he defines as: “A robot who is specialized in
drawing people. People sit in front of him and he draws them.
Dominique Moulon

That is all he does. He’s just dedicated to drawing. He does that
obsessively.” [54] Then, he designed several to give his performance entitled 5 Robots Named Paul (2012). The staging, again,
is essential since the artist chose to pose his robots, consisting of cameras and articulated arms, on school tables. In each
series of sketches, a ritual is initiated. The model, who has to

its sheets of paper one by one, turns on the robots one after
the other, then observes them in the midst of the spectators.
The interest of this robotic performance resides notably in the
personalities of the Paul robots, who all draw differently. While
industrial robots, on their assembly lines, repeat very strictly the
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hold the pose for some ten minutes sits down, the artist depos-

same movements – which is how they are designed and appreciated – those created by Patrick Tresset, which are more artistic,
each have their own way of doing things. The singularity of their
style is what emerges from what the artist hangs on the wall at
the end of each session. And it is there that the public, wherever
they are in the world, forgets the artist who has in reality “only”
designers, whose styles are quite sophisticated.
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created the context for freeing the creativity of these five robot

4.5. The City as Studio
“Projection,” Françoise Parfait explains, “allowed images to be
truly freed,” [55] as video projectors took artists out of their studio by propelling them out into the city. Today, “new urban spaces
are being configured as a result of the inevitable integration of
Laudati, who goes so far as to consider the city as a “practicable
medium.” [56] The international success of the initially Parisian
event known as the “Nuit Blanche” is an indication of the ability
of the public to reinvest their city, if they are given the opportunity, if only for one night. Artists, in this case, are at the junction
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new information and communication technologies,” says Patrizia
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between the inhabitant or the passer-by and the urban space.
Their artworks can be considered as interfaces in many ways. For
there are those who, literally, inhabit or re-inhabit the buildings
by dressing them, especially with lighting. Like those who give us
or give back control. And it must be acknowledged that whatever
technology there is, is of great use to them, as the city, the natural place of all exchanges for those who practice it, becomes the
studio of artists encouraging us to reconsider our relation to it.
They act, depending on the creations, on our relations to the other
as they do on the relations that we maintain with the urban space.

Art and Architecture
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Using video projectors in the 1980s and 1990s, artists like
Krzysztof Wodiczko and Tony Oursler freed the video image from
its frame. In the 2000s and 2010s, collectives or artists like
AntiVJ and Pablo Valbuena liberated themselves from the image, mainly projecting white lights in the city. It is interesting to
note that Pablo Valbuena, a Spanish artist living and working in
France, studied architecture before devoting himself to a form
of sculpture that he describes as “augmented”. His Augmented Sculpture of 2007 is a volume that light augments, or more
exactly, magnifies, by meticulously covering all the facets over
Dominique Moulon

time. Extremely white and composed of a tangle of rectangular parallelepipeds, it evokes Kasimir Malevich’s Architectones.
Reading Dora Vallier on the latter, we learn that “the individual
puts himself at the service of the collective; the artist abandons
the fictive space of painting and turns to true space, that of architecture.” [57] It was in 2007 that Pablo Valbuena “put himself

on the architecture itself rather than on a model symbolizing
the city. Leaving the solitude of his studio, he then set up at the
city hall of The Hague at the time of the Todaysart Festival. From
the exterior and starting at nightfall, he redrew the building of
the architect Richard Meier who, by its extreme whiteness, also
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at the service of the community” by acting, still with white light,

reminds us of Architectones. Dora Vallier adds, “in the imaginary
buildings whose plans he draws and whose models he executes,
Malevich seems to define the very principles of modern architecture.” [58] With N 520437 E 041900 (2008), Pablo Valbuena
intervenes within the city itself by addressing everyone, festival-goers, enlightened amateurs or simple passers-by. For the
entirely neutral as it was the very one where political, social or
cultural decisions are taken.
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scale encompasses them all. The choice of the building was not

Since 2007, Pablo Valbuena has constantly met the challenges
of ever-changing places, and in 2014 it was hardly surprising
to see his work presented during the Parisian Nuit Blanche, the
artistic director of which was José-Manuel Gonçalves. At the
time, the artist took over one of the platforms of the Austerlitz
train station by proposing a very kinetic collective experience
entitled Kinematope. As is his habit, he emphasized the colthat, virtually, it scrolled before your eyes. In doing so, the artist
energized the platform, which usually represents the immobile
part of the journey. So much so that the platform, carried by
light, became the journey. The ellipses of white light which, intermittently, approach the gathered spectators are in symbio-
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umns and capitals that demarcate a platform with white light so
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sis with the sounds of tiny clicks. The reference to cinema, too,
is obvious, to a cinema of the abstract, which is very graphic, as
in the insistently hypnotic cinema of flickering. Without omitting the cinema of science fiction, made of departures towards
improbable destinations that include evanescent lights in the
darkness of the distance, although the screen, in the case of
Kinematope, extends disproportionately into the depth of the
platform for nearly five hundred metres in length. As for the
frequency of appearances and disappearances, it evolves over
time, representing displacements or journeys, ranging from the
slowest to the most extreme of speeds, for this multitude of
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immobile travellers.

Relational Architecture
Pulse Room (2006) is an interactive luminous installation by Rafael Lozano-Hemmer that was presented indoors in the Mexican
Pavilion at the Venice Biennale in 2007 and outside the Haus
der Elektronischen Künste (HEK) Basel in 2016. Without this really affecting its monumentality, which is more in number, going
from one hundred to three hundred bulbs of those that comprise it. It is articulated around the capture of the pulsations
of those who activate it. One after another, spectators take
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hold of the interface that adjusts the bulb facing them, tuning it to their heartbeat. Then all of the bulbs of the apparatus
are switched off which, by re-igniting, integrate the last of the
beats of the heart that have been recorded. This results in the
oldest of the beats disappearing, because the number of bulbs
is determined. This very participative installation makes “the

process in the result, provides an autonomous inclusion of the
artwork in the real, of the coming and going of the production
to the reception of the artwork” [59] while perfectly symbolizing
the cycle of life. It is the consequence of the passage of those
whose heartbeats it fuses into a flicker, also expressing our own
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act of appropriating the privileged medium of inscribing the

biological singularities. Both indoors and outdoors, passing from
the context of contemporary art to that of electronic arts, Pulse
Room exists only in relation to those who followed one after the
other in activating it according to rules predefined by the artist. It is with such participatory works, that are as monumental
as they are timeless in their themes, that the Mexican artist,
He is at the point, today, of being among the most visible of his
generation of artists using the technology and media of their
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living and working in Montreal, became known internationally.

time. Meanwhile, within his corpus of works, there is a quite
emblematic series of an art that is practiced essentially outdoors. Set up in urban spaces for the most part, they are called
Relational Architecture and there were already more than 20 in
2016. Voz Alta, dating from 2008, is one of these and it is also
one of the most political. For it reactivates through memory,
the massacre of dozens or hundreds of students, depending on
later, on the Plaza de las Tres Culturas, Rafael Lozano-Hemmer
installed a powerful light projector interfaced to a megaphone
made available to the public. This square in Mexico City was thus
transformed into an ephemeral radio station where people met
to speak their minds while illuminating the city. As the state-
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sources, in the Tlatelolco district of Mexico in 1968. Fifty years
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ments are not moderate, the testimonies of those who have
experienced the event are mixed with other words, ranging from
politics to poetics to the banal. During the time of the Voz Alta
performance, the Plaza de las Tres Culturas became a place of
exchange around and well beyond the memory. It is interesting to note that Rafael Lozano-Hemmer installed his first Relational Architectures in the public space during the second half
of the 1990s, that is to say when Nicolas Bourriaud published his
book on what he calls Relational Aesthetics. When he tells us,
for example: “A work can function as a relational device with a
certain degree of randomness, like a machine to provoke and
manage individual or collective encounters.” [60] Is Voz Alta,
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with its share of randomness inherent in the non-moderation of
speeches, anything other than a “machine to provoke encounters”?

An Amplified Intimacy
There are also artists, like Jean Dubois, who claim their practice
of a public art in the digital age because, as the artist explains:
“Public space today has several dimensions and is now living at the
crossroads of several modalities of encounters and forms of exchange.
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It is hard to think now of an urban space disconnected from that connected to the Internet and social media. I believe that public art must
necessarily take this into account.” [61]

This is precisely what he did when he conceived By Means of a
Sigh with Chloé Lefebvre in 2008. Together, they began by filming a studio performance that is in keeping with the pioneering

inflate chewing-gum bubbles, which soon meet. In this symbolic
sharing of each other’s breath, reinforced by the tight frame of
the image, there is therefore only a matter of intimacy. A form
of intimacy that the Quebec artists magnified in size presenting
it in 2010 at the Experimenta Media Arts Biennial in Melbourne,
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practices of video art. Face-to-face and in profile, they gradually

Australia. A form of intimacy that audiences in the urban space
then amplify in the use of their mobile phones, because the filmic sequence of this performance of the intimate is connected to
the worldwide telephone network through a telephone number of
its own. On-site, those who call it in turn become the performers by blowing into the microphone of their mobile phones. By
the scene of an intimacy that they join or increase. But they also
have the possibility of breaking it by persisting in their minor ef-
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interacting on this same sequence, they participate in replaying

forts, until the faces separate by breaking the too fragile bond
that united them.
In 2015, Jean Dubois repeated this action by creating another
interactive video installation that he imagined from the outset
for a public space, even though he agreed to present it indoors.
This one was called Tourmente and also had its own telephone
number. But this time, it could “respond” simultaneously to more
grid of screens, video portraits that follow one upon the other.
Those who are in the image appear entirely serene. And it is only
when a spectator blows into the microphone of their device to
activate wind in the image, that is more or less violent according to the intensity of the breath, that one understands this
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than one call. There are, in the large image that recomposes a
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extreme serenity. For, in action, the wind blowing their hair or
moustaches goes as far as drawing a few tears. When several
spectators simultaneously call the work, they only control one
row of screens. They must then collaborate by agreeing that the
temporalities, too, connect in the image. Jean Dubois adds:
“The reason why I’m using a mobile interface with urban screens is to
shift the use of the public space. Usually monumental screens are used
to show advertising, but if you connect mobile phone to those screens, you can modify the content. And in a way, through the action of
blowing, you use the intimacy of the viewer to change something very
monumental.” [62]
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This is when we can measure the political part of the equally
poetic artwork of Jean Dubois. But how could it be otherwise
when it comes to artistically investing the city with technologies that are also those of companies shaping our lives without
ever involving us?

Art and Communication
In 2008, urban art in the digital era had its festival. It was called
Media Facades and took place in Berlin, precisely where seven
years earlier a tower flashed according to the desires of its usDominique Moulon

ers. This was the Blinkenlights project initiated by the Chaos
Computer Club, who in 2001 set up in an Alexanderplatz building and then went on to Paris in 2002 and Toronto in 2008. In
the German capital, it involved converting the famous Haus des
Lehrers (Home of the Teacher) into a “banal” computer screen.
From dusk to dawn, the 144 pixels of Blinkenlights – which were

the service of its “users” employing their email addresses as
well as their mobile phones to display messages or play Pong.
But they were probably unaware of the real complexity of the
project, centred around a server controlling the 144 lights of the
windows of the facade. After more than thirty weeks of activity,
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none other than the windows of the building’s façade – were at

the Blinkenlights project gained a reputation that went beyond
its borders and became a milestone in the practice of the media
façade, which aimed at entrusting monuments to artists who,
in turn, propose their use to spectators. Even if today, companies have been able to take advantage of such practices by
putting them at the service of their brands. Like the elected
est number, sometimes opt for installations that are part of the
continuity of an official public art. When, according to Jean Du-
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representatives of our cities who, wishing to satisfy the great-

bois, “in this context, it is no longer a question of erecting memorials expressing the stability of established power, but rather
of proposing unstable monuments capable of accounting for
the relativity of human relations in public life.” [63]
The smartphone, with its small size, plays an essential role today
in the development of a contemporary art that adapts to connected cities. Samuel Bianchini’s Surexposition (Overexposure)
only one of its components. For there is, somewhere in the city,
a projector of very powerful white light that is totally enslaved
to it and the verticality of its beam can only be retained intermittently by the clouds of a covered sky. The dots and dashes
that translate our words into Morse code are swallowed by the
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application downloads in seconds, but it’s not the work, it is
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upper edge of the projection device before stretching out into
the night, as they were in Lyon in 2014, and Paris in 2016. By its
parallelepiped shape, the black monolith from which the messages, encumbering the network, come. It creates a plinth for
this very immaterial artwork, which stretches out in its infinite
verticality. While each one of us takes advantage of it, it being
so “practicable”. [64] According to Emmanuel Mahé, “The term
‘practicable’ is interesting because it goes beyond the criterion
of a functional interactivity, constrained by the effort of a conceptualization of which one has lost the ins and outs with the
advent of ‘interactive art’.” [65] Let us add to this, knowing that
the dots and dashes of white light are accompanied by sounds
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when they are released in the dark, that the artwork Overexposure is practiced as one practices a musical instrument, or
a language. Without omitting that the medium of light, in this
specific case, seems to take precedence over the messages.

Art and Politics
“The relationship between art and the city,” Norbert Hillaire writes,
“has been enriched, diversified, and freed from the increasingly
uncertain boundaries between art and non-art, the material and
the immaterial.” [66] However, this “diversification”, the “freeing
Dominique Moulon

of the boundaries between art and non-art” – politics as far as
we are concerned here – was confirmed in 2015 when the United
Nations climate conference in Paris was accompanied by a monumental work of the immaterial that Yann Toma designed for the
Eiffel Tower for the occasion. Yann Toma, claiming to be President
for life of Ouest-Lumière, [67] is a habitué of unchartered fron-

manent residence at the United Nations in New York. We might
recall here that he was the author of the participative work Dynamo-Fukushima presented at the Grand Palais (2011). With Human Energy, he brings into play Nicolas Tesla’ concept of mutual
energy by connecting the Eiffel Tower to 80 million people around
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tiers. Not to mention that he is also an artist-observer in per-

the world who generate energy for the planet (calories and ideas)
that a running application captures. Computed by exponential
numbering projected on the first floor of the symbolic edifice, this
same energy is regularly released in the ether in its purest form,
that of white lights projected to infinity by 24 light sources from
the top floor of the iron lady. At the same time, the keywords of
the slogan “1.5 DEGREES”, symbolizing the maximum increase in
temperature that we must not exceed in terms of global warming,
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messages coming from Twitter are relayed by the tower. Including

a figure that the heads of State of the entire world would set for
themselves as an objective to respect a few days later. It was an
art of prescience at the service of international climate policy at
a time when art and politics are intertwined in the urban space.
Beyond its anchoring in politics, it appears to us that Yann Toma’s
interactive and connected installation – not to say “practicable”
– has everything to do with a form or aesthetics of commitment.
uncertain, they illustrate in action our ability to act together for
the better. The body is at the origin of the energies that symbolize the necessary acceptance of the singularities that we must
assemble to act together, from the greatest heads of state to
the humblest citizens of the world.
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Overcoming the limits that Norbert Hillaire considers increasingly
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In 2013 Naziha Mestaoui, had at the same time and in the same
context, another project called One Beat, One Tree that she adapted to the gigantism of the Eiffel Tower by dedicating the mobile
application 1heart1tree to it as an interface. The idea in both cases
was to actively participate in reforestation programmes in ways
that differ somewhat. Inside, initially, it was a matter of physically
generating a virtual tree by presenting oneself to the installation,
whereas during the COP21, everything was done through the mobile application. By placing their finger on the lens of their smartphone, it picked up the user’s heartbeats to convert them into
a tree that was projected onto the tower. But this young shoot
of the ephemeral is in reality only the echo of the tree which,
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somewhere in the world and for only a few euros, would really be
planted. In Australia, Brazil, Senegal, India or even France, the tree
that is rooted in the real ground is a consequence of the virtual
tree that has previously emerged on what confers on the city of
Paris its gigantism: the Eiffel Tower. During the few days of the
One Heart, One Tree operation, which combines art with politics
and visualization technology to safeguard the environment, the
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Eiffel Tower expressed the participants’ dreams of trees.

3_ Alphonse DE LAMARTINE, Complete Works,
Gosselin – Furne – Pagnerre, Paris, 1847, p. 159.
4_ Mel ALEXENBERG, The Future of Art in a
Postdigital Age: From Hellenistic to Hebraic Consciousness, Intellect – The University of Chicago
Press, Chicago, 2011, p. 53.
5_ Jean LAPLANCHE & Jean-Bertrand PONTALIS,
Vocabulaire de la psychanalyse, Presses Universitaires de France, Paris (original publication: 1967),
1984, p. 344.
6_ Théophile GAUTIER, La morte amoureuse –
Avatar et autres récits fantastiques, Gallimard,
Paris (original publication: 1831), 1981, p. 49.
7_ Giorgio VASARI, Life of the Artists: The Lives of
the most excellent painters, sculptors and architects, Grasset – Les Cahiers Rouges, Paris (original publication: 1550), 2007, p. 187.
8_ Karel CAPEK, R.U.R. (Rossum’s Universal Robots), Minos – La Différence, Paris (original publication: 1924), 2011, p. 9.
9_ Niki PASSATH, “The Death of a Zoe Robot (I)”,
2011, on Vimeo, https://vimeo.com/32014472
[accessed: March 8, 2018].
10_ Siyoub ABDELLAH, “Aurélien Bory: Sans
objet”, on Paris Art, February 24, 2010, www.
paris-art.com/sans-objet/ [accessed: March 8,
2018].
11_ Gilbert SIMONDON, Du mode d’existence des
objets techniques, Aubier, Paris (original publication: 1958), 2012, p. 201.
12_ Jean-Louis BOISSIER (Ed.), Jouable: Art, jeu
et interactivité, Haute école d’arts appliqués,
Genève, École nationale supérieure des arts
décoratifs, Paris, Université Paris 8, Saint-Denis,
2004, p. 15.
13_ Jean-Louis BOISSIER, “Les arts interactifs
s’exposent-ils?”, in ICHIM 05 – Digital Culture &
Heritage / Patrimoine & Culture Numérique, Bibliothèque nationale de France, Paris, 2005, p. 12.

Notes

15_ Ivi.
16_ Jarrett GREGORY, “Rain Room: An Interview with Random International”, on LACMA,
October 28, 2015, https://unframed.lacma.
org/2015/10/28/rain-room-interview-randominternational [accessed: March 8, 2018].
17_ Soko PHAY-VAKALIS, Le miroir dans l’art: De
Manet à Richter, L’Harmattan, Paris, 2001, p. 11.
18_ Jean-Louis BOISSIER, “Un effet d’étrangeté:
Remarques sur Morel’s Panorama et Unreflective
Mirror de Masaki Fujihata”, on Artpla, 2008, www.
arpla.fr/canal20/adnm/wp-pdf/Fujihata_Morels_Panorama.pdf [accessed: March 8, 2018].
19_ Masaki FUJIHATA, Anarchive #6, Les Presses
du réel, Dijon, 2016, pp. 008-007.
20_ Ivi.
21_ Jasia REICHARDT (Ed.), Cybernetic Serendipity: The computer and the arts, Praeger, New
York 1968.
22_ Sylvie CATELLIN, Sérendipité: Du conte au
concept, Science Ouverte-Seuil, Paris 2014,
p.186.

261

2_ Jean-Louis BOISSIER, La relation comme forme: L’interactivité en art, Musée d’Art Moderne et
Contemporain, Geneva, 2004, pp. 10-11.

14_ Jean-Louis BOISSIER (Ed.), Jouable: Art, jeu
et interactivité, op. cit., p. 15.

23_ Frank POPPER, Art, action et participation.
L’artiste et la créativité, Klincksieck, Paris 1980,
p. 334.
24_ Anne-Marie DUGUET, Déjouer l’image –
Créations électroniques et numériques, Jacqueline Chambon, Nîmes 2002, p. 137.
25_ David ROKEBY, “Very Nervous System”, undated, www.davidrokeby.com/vns.html [accessed: March 8, 2018].
26_ Marshall MCLUHAN, Pour comprendre les
médias, Seuil, Paris (original publication: 1964)
1997, p. 293.
27_ Félix LUQUE SANCHEZ, “Chapter I: the discovery”, on YouTube, 2011, https://youtu.be/
zSppzCRyLf0 [accessed: March 8, 2018].
28_ Marshall MCLUHAN, Pour comprendre les
médias, op. cit., p. 25.
29_ Ibid, p. 287.

Dominique Moulon

1_ Nicolas BOURRIAUD, Esthétique relationnelle,
Les presses du réel, Dijon (original publication:
1998), 2001, pp. 26-27.

Notes

30_ Cécile BABIOLE, “Conversation au fil de l’eau”, 2015, http://babiole.net/conversation-filde-leau/ [accessed: March 8, 2018].
31_ Masahiro MORI, “The uncanny valley”, in
Energy, volume 7, No 4, (translation from the Japanese to English: Karl F. MacDorman & Takashi
Minato), 1970, pp. 33-35.
32_ Morgane TUAL, “Hiroshi Ishiguro, l’homme qui crée des robots à son image”, on Le
Monde, March 17, 2016, www.lemonde.fr/
pixels/article/2016/03/17/hiroshi-ishigurol-homme-qui-cree-des-robots-a-son-image_4884270_4408996.html [accessed: March
8, 2018].
33_ Nicolas BOURRIAUD, Radicant: Pour une
esthétique de la globalisation, Denoël, Paris 2009,
p. 23.

262

34_ In video games, the word bot (diminutive of
robot) qualifies the characters that are controlled
by computers.
35_ Nicholas NEDELKOPOULOS, “Stelarc’s Prosthetic Head, 2003-2011”, on YouTube, https://
youtu.be/sPPI6bXubiY [accessed: March 8, 2018].
36_ Ray KURZWEIL, The Singularity Is Near: When
Humans Transcend Biology, Penguin Books, New
York (original publication: 2005) 2006, p. 136.
37_ Nicholas NEDELKOPOULOS, “Stelarc’s Prosthetic Head”, op. cit.
38_ Olga KISSELEVA, Cyberart, un essai sur l’art
du dialogue, L’Harmattan, Paris 1998, p. 250.
39_ Olga KISSELEVA (Ed.), Mondes Sensibles,
Centre des Arts, Enghien les Bains 2014, p. 68.

Dominique Moulon

40_ Roger CAILLOIS, Les jeux et les hommes, Gallimard, Paris (original publication: 1958) 2014, p.
43.
41_ Isaac ASIMOV, Le cycle des robots - 1: Les
robots, J’ai lu, Paris (original publication: 1950)
2009, p. 5.
42_ Françoise PARFAIT, Vidéo : Un art contemporain, Regard, Paris, 2001, p. 193.
43_ Susie PENTELOW, “Nelmarie du Preez”, on
Traction Magazine, 2015, http://tractionmagazine.co.uk/post/123565464761/092-nelmarie-dupreez [link expired].

44_ Manuela DE BARROS, Magie et technologie,
Supernova, Paris, 2015, p. 39.
45_ Louis-Philippe DEMERS, “The Blind Robot”,
in Hannes LEOPOLDSEDER, Christine SCHÖPF &
Gerfried STOCKER (Eds.), CiberArts, Hatje Cantz,
Ostfildern 2013, p. 152.
46_ Jean LAPLANCHE & Jean-Bertrand PONTALIS, Vocabulaire de la psychanalyse, Presses Universitaires de France, Paris (original publication:
1967) 1984, p. 400.
47_ Roger CAILLOIS, Les jeux et les hommes, op.
cit., p. 164.
48_ Sandbox is a term that, in video gaming,
refers to the possibility to move freely within a
space without any particular objective.
49_ Lawrence MALSTAF, Exhibiting The Visitor,
Fortlaan Gallery 17, Ghent, 2010.
50_ Manuela DE BARROS, Magie et technologie,
op. cit., p. 51.
51_ Ryszard KLUSZCZYŃSKI (Ed.), Robotic Art
and Culture: Bill Vorn and his Hysterical Machines,
Art+Science Meeting, Gdańsk, 2014, p. 58.
52_ The symposium “Le Robot sur le Divan”
was organised 10 June, 2016 at l’Espace Andrée
Chedid in Issy-les-Moulineaux by the Institut du
Virtuel Seine Ouest and the PCPP (Psychologie
Clinique, Psychopathologie, Psychanalyse) of the
Université Paris Descartes.
53_ Bill VORN (Ed.), Le théâtre des machines,
Centre des Arts, Enghien les Bains, 2014, p. 16.
54_ Patrick TRESSET, “Introducing Paul the
sketching Robot”, on YouTube, 2012, https://
youtu.be/4u0D57kqA1A [accessed: March 8,
2018].
55_ Françoise PARFAIT, Vidéo: Un art contemporain, Regard, Paris, 2001, p. 155.
56_ Patrizia LAUDATI, “La ville: médium praticable”, in Jean-Paul FOURMENTRAUX (Ed.), L’Ere
post-média, Humanités digitales et Cultures
numériques, Hermann, Paris, 2012, p. 53.
57_ Dora VALLIER, L’art abstrait, Le livre de poche, (original publication: 1967), 1980, p. 146.
58_ Ibid, p. 147.

61_ Lityin MALAW, “Jean Dubois: installations
tactiles et images interactives”, on Digitalarti,
2016, http://media.digitalarti.com/fr/blog/digitalarti_mag/jean_dubois_installations_tactiles_et_images_interactives [accessed: March
8, 2018].
62_ Jean DUBOIS, “Tourmente”, on Vimeo, 2015,
https://vimeo.com/131366926
[accessed:
March 8, 2018].

Notes

64_ Samuel BIANCHINI & Jean-Paul FOURMENTRAUX, “Médias praticables: l’interactivité à
l’œuvre”, on Cairn, 2007, https://www.cairn.
info/revue-societes-2007-2-page-91.htm [accessed: March 8, 2018].
65_ Emmanuel MAHE, “Les pratiqueurs”, in Jean-Paul FOURMENTRAUX, (Ed.), L’Ere post-média,
op. cit., p. 121.
66_ Norbert HILLAIRE, La fin de la modernité sans
fin, L’Harmattan, Paris, 2013, p. 137.
67_ Yann TOMA, Monographie, Editions Jannink,
Paris, 2011.

263

60_ Nicolas BOURRIAUD, Esthétique relationnelle, Les presses du réel, Dijon (original publication:
1998) 2001, p. 30.

63_ Lityin MALAW, Jean Dubois: installations
tactiles et images interactives, 2016, op. cit.

Dominique Moulon

59_ Jean-Louis BOISSIER, La relation comme
forme: L’interactivité en art, Musée d’Art Moderne
et Contemporain, Geneva, 2004, p. 146.

265

Beyond Digital

Chapter 5

5. Beyond Digital

266
Dominique Moulon

Oliver LARIC, Lincoln 3D Scans, sculpture, 2013 . Courtesy the artist.

There is not an art, if one considers Étienne Souriau’s [1] classification of combining, in particular, drawing, painting, sculpture and
architecture, which is not subject to deep mutations caused by the
emergence of digital and Internet technologies. Photography espe-

sification of its capturing processes and its circulation online, and
even more so when it comes to its multiple re-appropriations. But it
is clear that, if there has been a revolution, it has passed. There are
even those like Olivier Passet, Christine Rifflart and Henri Sterdyniak
who, already in the late 1990s, revealed the effects on the economy
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cially has been affected, both from the point of view of the diver-

of a “slowing down of technical progress and pace of innovations.”
[2] We must therefore consider this “beyond” or “after” the digital and the Internet as do many theorists and critics like Domenico
Quaranta with his work Beyond New Media Art and Omar Kholeif with
You Are Here: Art After the Internet, although we are far from having finished with digital technologies and the Internet. As for artists
mode of presentation to another, that is to say from the black box
to the white cube, which continues to dominate contemporary art.
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using the technologies of their time, many have migrated from one

Taking their distance from the screens already so present in our daily
lives, they participate with those of the generation of digital natives
in rematerializing the world. Querying certain manifestations of the
invisible then, often, amounts to giving them a form of materiality.

“The very uncertainty of photography’s status, its increasing
technical versatility, and the variety of its worldly functions,
combined to make it from the beginning a powerful force of
change”, [3] says Peter Galassi in conclusion of his text Before
Photography, considering the before of photography mainly as
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5.1. Photography by Machines
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painting. Today, while we are practicing a form of photography
from a digital perspective, it has lost none of its “technical flexibility”, quite the contrary. Because the camera that has been
dedicated to it has multiplied by migrating to other video devices, and then to telephones... while the practices and uses that
refer to it have also multiplied, or more accurately diversified.
Having taken more than a century and a half to be accepted as
a medium of contemporary art, the photographic medium has
been hybridized in contact with the images that were still just
recently being described as “generated”, to the point that today the real and the virtual are in perpetual dissolution within
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one another in images whose exact nature we no longer know.
So, there are artists among those who appreciate the still to be
defined borders who revel in passing from pictorial to photographic and vice versa, generally through digital technologies.
Thus, they question points of view as they do ways of taking
photos or processing images that preserve a photographic
“aspect”, even if only in their presentation.

The Suppression of Points of View
Only one series is documented on the website of the German
Dominique Moulon

photographer Markus Brunetti. Entitled Grand Tour, it was initiated in 2005. It invites us to travel and is still current. It is understood from the consultation of the eponymous title map that it
is a sort of inventory, through photography, of the facades of
cathedrals and churches of Western Europe. However, as Phyllis
Barbara Lambert writes:

to carry out an inventory of the main monuments of the country.” [4]

Lambert is referring to the Heliographic Mission of 1851. Among
the photographers of this inventory through images, was Édouard Baldus (1813-1889), whose meticulousness led him to innovate in the assemblage of negatives as he did, notably in Nimes in 1851 with three photographs to encompass the entire
arena. But it was before, well before digital technologies that
enabled Markus Brunetti, with extreme rigor, to assemble shots
by tens, hundreds or thousands to obtain, each time, only one
image. It is first of all of painting that one thinks when observing these large-scale prints of facades whose level of detail is
obviously extreme, far beyond what the human eye perceives.
And more precisely of Urbino’s Ideal City (1472), for there is no
shadow of a human presence in the images of Markus Brunetti. His representations, which are idealized by retouching, also
evoke the architectural drawings of the Enlightenment, because Brunetti, when assembling the multitude of digital images
that he patiently collected for days and days on the roads of
Germany, Belgium, Spain, France and Italy with his companion
and collaborator Betty Schöner, rectifies the deformations without annihilating the perspectives. It is interesting to note that
the latter, also a German artist, practices a roundabout form of
photography since she uses a scanner to produce still-lifes. This
brings us back to the practice of re-appropriation in the photography of Markus Brunetti since his images appear to us without
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1851, the Historic Monuments Commission asked five photographers
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also date from the early years of photography. In France, as early as
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“photographic inventories commissioned by government agencies
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a point of view, as if they had been scanned by sweeping. This
gives them the “ideal” aspect that is more generally associated with Renaissance painting or the architecture of utopias. In
view of the remarks of Peter Galassi on the beginnings of photography in painting when he tells us: “That we now deeply value
photography’s disruptive character is perhaps the best measure
of the degree to which the medium has shaped our conception
of modern art”, [5] would it not be our duty to consider in our
turn the “disruptive character” of digital technology that today
shapes our conception of the world?

Between the Pictorial and the Photographic
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If there is an artist whose long career invariably oscillates
between the pictorial and the photographic, in terms of aesthetics and process, it is the German artist Gerhard Richter. The
very title of his series of photo-paintings of the 1960s tells us
everything about the ambiguity of his practice, where he painted from photos to ultimately blur realism with haziness. The
photographic process also served to enlarge the photos of his
paintings to produce, in the 1970s, abstract works. It is one of
his abstract paintings, rightly titled Abstraktes Bild, dating from
1990 which, scanned, became the inspiration for the series of
Dominique Moulon

Strips (2011-2015) in which digital plays an essential role. The
pixels of the file have been rearranged, as closely as possible to
the original work, according to processes inducing successive
divisions that run through to the infinitely small. This results in
diverse coloured horizontal lines that virtually stretch beyond
the frame. But what particularly troubles the gaze of the spec-

terwoven with one another, which compels us to observe them
ever more closely. Our view, however, has its limits, so this series
of works fuels our frustration. Printed digitally, as would be the
case with photographs, these works, which can be described as
linear, as they seem so obviously to have been drawn as oppo-
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tator is the extreme meticulousness with which the lines are in-

sed to pictorially rendered – echoing Heinrich Wölfflin’s theory
[6] – correspond in particular to the idea we have of post-digital
art. And the fact that Gerhard Richter enjoys international renown around the world and within the contemporary art market
can in no way undermine the slow but inevitable acceptance of
the digital medium in institutions and galleries.
proach to the photographic medium. At the end of the 1990s,
he resided at the BANFF Centre, which is located in the Rocky
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Joan Fontcuberta is a photographer known for his critical ap-

Mountains of western Canada, a place where the grandeur of
the scenery is stunning. Strangely, it was in this context of research mixing art and technology that the Catalan artist discovered the landscape generating software application Terragen.
But rather than feeding it with maps or topologies, which it has
been designed to convert into various landscapes, he re-appropriated its use by introducing reproductions of photographs
2005) resulting from this technical process have everything to
do with the immensity of the landscapes that extend outside
the BANFF Centre. And they are plausible although without memory, because no one can boast of having surveyed them. The
photo of Saint-Cloud (Eugène Atget, 1926) after having been
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or paintings. The landscapes of the Orogeneses series (2002-
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processed by Joan Fontcuberta, lost its “certificate of presence” [7] that Roland Barthes gives to all photographs. For they are
only pure fictions, as were the landscapes that the specialists
of matt painting generated for pre-digital cinema. The images
of the series of Orogeneses, all of which are consecutive to
the activation of algorithms, were nevertheless developed in a
darkroom. For example, the Wanderer above the Sea Fog, painted by Caspar David Friedrich in 1918, now takes on the appearance of a post-digital photograph of a landscape that nobody
remembers.

In the Dark Room
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“Art consists of seeking an image of something that cannot be
represented”, [8] said Renaud Auguste-Dormeuil. This is precisely what he did in 2005 by generating the images of the series The Day Before Star System which he presents to us in a
photo series. And it must be recognized that the large prints,
which are framed, have the brilliance of photographs. All represent starry nights, taken in moments of serenity, and one would
think they are similar to one another but the addition of titles
gives us a glimpse of the horror they represent. In each case,
they are the skies of the day before the bombing of Guernica,
Dominique Moulon

Dresden, Caen, London, Hiroshima, Nagasaki, Sarajevo, Baghdad
and New York. And in the case of New York, the date (September
10, 2001) unequivocally gives away the meaning. Though Pablo
Picasso depicted the horror of the war with Guernica (1937),
Renaud Auguste-Dormeuil gives us only the determination in
its planning. And the serenity of the before that reigns in his

photographs (1819-1869) documenting the Crimean War. But the
images of The Day Before Star System have only a photographic
aspect since they were all computed with an application that
in its database, knows the position of the nearest stars and
knows how to reposition them according to the dates that are
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images echoes the serenity of the after seen in Roger Fenton’s

provided. These images are consistent with the use of digital
technology and portray the frightful consequences that history
teaches us. Without attempting to show the war as it is or as we
expect it, Pablo Picasso, Renaud Auguste-Dormeuil and Roger
Fenton recount the before, the during and the after using the
specificities of the medium of their choice.
“there is not enough work in the creation of an image that comes from simply pressing a button.” [9] And we note that in the
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Rosalind Krauss tells us that, for the detractors of photography,

practices located at the borders of photography, in its dilution
within the digital whole, this “pressing on the button” tends to
disappear in favour of a multiplication of adjustments or more
precisely of stagings in the series of photograms (2012-2014)
by the German artist Thomas Ruff. As a continuation of a practice of photography without using a camera, it reactivates it in
the use of a three-dimensional application emulating, advantathe photographer. The strangeness that emerges from the images of this series arises from the fact that of the objects thus
“photographed”, we only perceive the shadows. While Man Ray’s
1920s historical photograms, like those of László Moholy-Nagy,
are in small black and white, those of Thomas Ruff are in colour
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geously from the point of view of its flexibility, the darkroom of
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and are large-scale. Due to their size, it is as though they bring
the spectators right into the dark room. Digital technology, in
this case, frees the artist from the constraints inherent in the
original medium. And Thomas Ruff adds: “I can imagine that
Moholy-Nagy would have been absolutely glad if he could have
used my technology,” [10] which we do not doubt for a moment!

Gaming as Camera
Thibault Brunet is a camera-free photographer who, in the
2000’s, worked within the virtual to extract the views that he
re-contextualizes in art centres and galleries. His series of the
era entitled Vice City (2007) is a consequence of his wande-
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rings about in the video game Grand Theft Auto. His camera is
virtual, but he captures scenes with a particular atmosphere.
Atmospheres that one imagines at the borders of the city, in
the morning, when the mist desaturates the colours of reality.
Where the absence of every living being participates greatly in
the feeling of solitude that one easily associates with wandering. The idea, according to Susan Sontag, that a photograph
“changes according to the context in which it is seen”, [11]
applies especially to the images of the series Vice City when,
in art centres as in galleries, Thibault Brunet presents them
Dominique Moulon

under glass to emphasize their “photographic” character. Moving from the sphere of the video game to that of contemporary art, they finally bear witness to the “what was” [12] dear
to Roland Barthes. Because the artist has moved about in a
reconstituted Miami, he has chosen his points of view, waiting
for the moments propitious for his photos, knowing that the

The world of art being still very compartmentalized, it is primarily in the context of photography that Thibault Brunet evolves from exhibition to exhibition and from award to award. He
therefore easily assumes his status as a photographer without a camera as digital, even on the shelves of our virtual
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temporality of GTA is in the image of that of our daily lives.

supermarkets, offers him all that he wants. It is thus within
another very popular video game, Call of Duty: Modern Warfare, that he tries his hand at another photographic genre: the
portrait. The series is entitled First Person Shooter (2009) in
reference to the game mode. He has, as he must, met those
whose portraits he made during a training mission. Images
studio. It is only the looks of his soldiers at rest that betray
the purely digital aspect of their personalities. For they are
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whose neutral backgrounds evoke for us the photographer’s

as vacant as the eyes of those who have known horror too
closely. Against expectations, the gaming community does
not appreciate the work of Thibault Brunet. “I thought the gamers were going to find my work fantastic and that the photographers would treat me as an impostor... In fact, it’s just
the opposite”, [13] he admits. Players, for the most part, are
likely to consider video games as an art in their own right and
Freund reminds us that:
“The controversy aroused from the invention of photography in deciding whether or not it was art, touched only a limited problem. The
upheavals which it must, on the other hand, involve as a means of
reproduction of the work of art, were of immense scope.” [14]
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therefore need no other validation than their own. And Gisèle
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And it is perhaps there, too, that Thibault Brunet turns reproductions into artworks, in the digital age, of what is already art
in the same way as Sherrie Levine who, in 1981, reproduced the
photographs of Walker Evans of the 1930’s because they had
fallen into the public domain, to reinject them into the contemporary art scene by problematizing the question of authenticity
in art. A practice of appropriation that digital technology has
never ceased to amplify.

As Close as You Can Get to the Model
Exhibitions are often considered the culmination of a curatorial project that photography will greatly contribute to perpe-
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tuating. They therefore have two audiences: those who have
visited them, and the others, usually the more numerous in the
Internet age, who have only seen them online through various
documentations of images. Lucky were the spectators who
travelled to Artie Vierkant’s Feature Description exhibition at
the Edouard Manet Gallery in Gennevilliers in the Spring of 2015,
because the art centre promised the artist they would not disseminate any view of the event without Artie Vierkant himself
having previously “altered” them digitally to remake artworks
by placing them on the Internet. This participatory practice of
Dominique Moulon

a modified form of self-archiving is part of the continuation of
his Image Objects series, which the artist describes as “altered documentation images” or “modified documentation.” [15]
Acting in this way, he singles out the exhibition that should be
seen in real life as much as he singles out the images that document it by giving the exposed pieces the aura – in reference

that the reproduction may possibly take precedence over the
original artwork itself.
In 2015, at the Edouard Manet Gallery in Gennevilliers, the pieces of the Bodyscan Object series constituted a step towards
the exhibition of Artie Vierkant’s Profile at the New Galerie of
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to Walter Benjamin – that they could have lost. So much so

Paris in 2016. There, images were presented whose nature
seemed to oscillate invariably between the photographic and
the pictorial. The model, who attended the opening, agreed to
hold the pose during the two days that were necessary for the
scanning of his body in its entirety, as others pose in the painter’s studio. This gives the three-dimensional images that retroubling residing in the fact that the model waived any right
to the image by contract. Thus, the artist, using the database
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present him in the gallery, a photographic character. The most

he has been able to build over time, has the liberty of generating images that escape in terms of shooting and publishing
the one who, consequently, is once again dispossessed. This
artwork can only encourage us to be cautious when we sign,
without ever going through them in full, the terms of service
of the profiles online that we feed with images. As much as it
echoes the dreams of immortality of Terry Grossman and Ray
our longevity are within our reach!” [16] But what are the nature
of these pacts we must sign and with whom, or more precisely
with which company?
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Kurzweil who claim that “the means of indefinitely prolonging
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5.2. Appropriation
Evoking the chromolithography of a winter landscape that Marcel Duchamp enhanced in 1913 with two tiny touches of red and
yellow, Jean-Christophe Bailly tells us:
“In this gesture that Duchamp made only once, in the spirit of the indifferent decision that delineates it, in the haughty neglect which puts
it in the rank of an artwork, I see the very essence of the ready-made:
the decision of appropriation which, by the mere sign of the will, transforms an object by completely moving the register of meaning.” [17]

The appropriation of images in art, as well as objects, did not
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wait for the advent of digital technologies and the network that
they evidently amplified, if not encouraged. Something that
Clément Chéroux confirms in 2011:
“The banality of appropriation on the one hand, and the hyper-accessibility of images on the other – the conjunction of these two factors
is particularly fruitful. It creates the conditions for artistic stimulation. Since the first years of the new millennium – Google Images dates from 2001, Google Maps was launched in 2004, Flickr the same year
– artists have taken hold of these new technologies.” [18]
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Without omitting that, images having reached a peak of reproducibility, are today the objects that are extensively replicated by technologies dedicated to rapid prototyping. Would not
the multiplication of images, through publication, like that of
objects, through manufacturing, be the essential condition of
their appropriation by all of us, artists and non-artists alike?

“In the fall of 2004, I bought a fully equipped and kitted out Trigano
van. It had the advantage of having two doors at the back that gave
me easy access to the charging bag and all my equipment: crates,
tripods, chassis, lenses, and allowed me to wait for the weather and
an acceptable light.” [19]
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Ghost Forms

It was thus that Raymond Depardon initiated the journey from
which he was to take the images of “his” France. For Bruno Racine, “Depardon chose to travel in the interstices, in the folds,
in the hollows of a France that was little photographed.” [20]
But what is this “little photographed” France, when Google cars
tograph it from all its angles? It was in 2012 that the French
artist Caroline Delieutraz made her immobile journey allowing
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crisscross the world travelling to its smallest corners to pho-

her to find, with Google Street View, some of the points of view
of Raymond to re-appropriate them. Her series is called Deux
Visions because, in galleries as on line, she creates a dialogue
between the photographer’s shots and those of Google’s cameras. She also travelled the roads of France to retrace Raymond
Depardon’s steps, trying carefully, from click to click, to rediscover his points of view and perspectives. The confrontation
ferences that can oppose the human and the machine. When
the spectators of this collective work combining the gaze of
the photographer with that of the artist through an autonomous
device view it, there is a tendency to compare that is tempting.
Often it only reveals an evolution in the facades, decorations
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of these two testimonies tells us little about the possible dif-
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and road signs or advertising posters, omitting, therefore, any
mention of what might differentiate us from machines. We can
then grant Raymond Depardon and Caroline Delieutraz an equal
will to bear witness to decisive, even delegated moments, of
the state of a world.
Marion Balac, in 2014, made another motionless journey by
collecting images of statues depicting divine, political and
commercial powers, whose faces Google Street View robots
persist in blurring without any distinction. As though to also
protect their privacy from prying eyes. The project of this
other French artist, entitled Anonymous Gods, reveals the
inability of Google’s cameras to differentiate between hu-
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mans and statues of whatever size. Hence the privacy of the
Buddha in Asia is protected. But from what? The divinities that
humans have placed here and there around the world might
act like so many stages of a gigantic test – one thinks here
of the Turing test – the aim of which would be to ask a machine to dissociate humans from gods, which it would systematically fail. The authors of their algorithms are then the
most extreme in terms of social equality in treatment. Unless
their approach, confusing programmers with their machines,
is more mathematical, purely geometric and detached from
Dominique Moulon

any form of affect with an attraction to the symbolic, in order, no doubt, to take no risks as to our private lives. But if
one is able to recognize a Buddha by his posture, are we able
to recognize our loved ones in an image, even though their
faces have been somewhat blurred? Our clothes and postures
aiming consciously or unconsciously to differentiate oursel-

as much by mixing divinities with mortals as by not removing
our own singularities.

Everyone an Artist
If there is another collection of images that an artist has pa-
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ves from others, it appears to us that Google’s camera fails

tiently constituted by drawing from the largest photographic
database of all time (Google) it is the collection of Jon Rafman.
And it was with his series called The Nine Eyes of Google Street
View, referring to the nine lenses placed on the roofs of Google
cars in 2009 that the Montreal artist emerged on the international art scene. Inevitably, he has spent an infinite amount of time
unexpected situations. But in particular, he has invested time in
order to edit his series, as does any photographer before pre-
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surveying our world online, reconstituted by images to extirpate

senting them to the public. You can find, by strolling on Google
Street View, the warning signs of all practices. Ranging from the
photojournalist, who does so by the greatest chance in terms
of timing in front of their subject, to art photography resulting
from the happy accidents of the camera. Whether a crime is
being committed at the crossroads of a street and an avenue or
an animal escapes from the zoo to wander around the city, theknowing the number of these vehicles moving around the world,
that nothing extraordinary would happen during their passage.
And even then, it is the total absence of events, the banal in a
way, that could just as well create an artwork. Each shot, from a
human or non-human action, tells a story that the artist, at any
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re is possibly a Google car nearby. Or, conversely, it is unlikely,
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moment, can bring forth by appropriating it. Jon Rafman comes
back to the essential aspect of his publishing work:
“I think the true creative and artistic aspect lies in the sorting that I do
after having amassed tonnes of photos. Publishing is an integral part
of the artistic process, whether in the choice of photographs or the
construction of sequences for an exhibition.” [21]

Both humans and non-humans – referring here to Google’s robot-photographers – would thus have an equal artistic potential as artist-curators, such as Jon Rafman, are able to reveal.
But what about the non-artists who, considering the approach
of Joseph Beuys, [22] even before the advent of the Internet,
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were already considered artists. Jon Rafman appropriates their
content just as much, even though it is considered amateur, focusing on the strangest “subcultures” that only in-depth online
research can reveal. Thus, with video sequences such as Mainsqueeze (2014), he acts, according to Omar Kholeif, on a form of
“visual anthropology”. [23] The film begins with a sequence depicting the planned self-destruction of a washing machine. This
sequence, previously filmed by a stranger whose pseudonym is
easily found on YouTube where it has already been seen a few
million times, is quite revealing of a trending form of violence
Dominique Moulon

against the technical objects of our daily lives. By appropriating
this sequence and accompanying it with other equally amateur
content and symbolizing other types of violence towards the
other, Jon Rafman notes the somewhat extreme behaviour that
the Internet reveals or encourages. Presenting such content
characterizing the subcultures of our contemporary societies,

re they perplex us all the more. Or more exactly, it participates in
the safeguarding of entire sections of our contemporary culture
which, however, we might not entirely choose to admit.

Cinema as Input
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he gives us readings in contexts of galleries or art centres whe-

There are today, within the endless flows of data, so many still or
animated images that many artists appropriate by re-contextualizing them elsewhere and otherwise to amplify their impact without
creating new ones. Cinema is not being left behind and we know
the multiple approaches of sampling, whether they are linear, interactive or generative for viewing in both their own environment
Yong Hun (working together as Shinseungback Kimyonghun), who
consider cinema as input by appropriating films to obtain creations
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or online. But there are also artists, like Shin Seung Back and Kim

that are other than sequential. In 2013, Shinseungback Kimyonghun passed entire films through face detectors to extract thousands of them in order to merge them. The Portraits which emerge
represent the sum of the actors, or more exactly the sum of the
presences on the screen of the latter on the basis of one sample per second. The facial recognition application is thus diverted
from its initial use since, in general, such technology is originally
case here, because it is a matter of merging them to make them
disappear. Or when blurring, inevitably, becomes the rule of this
series of portraits that only identifies stories in their generality.
Then, with a similar approach, the two Koreans continued to look
for faces by scanning clouds, and they found them. They also used
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used to detect the specificities that identify us. This is not the
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other facial recognition applications, one specifically developed to
detect cats among humans and vice versa!
To design and produce the trans-disciplinary project Cross-fire
Natural Occurrence series in 2010, the Scottish artist and designer
Geoffrey Mann focused in particular on a film. The feature film
from which he extracts a domestic scene between Annette Bening
and Kevin Spacey, is American Beauty (1999). All that he preserves
is the table, set with cutlery, cups and plates, that he recreates in
three dimensions. For his project consists in animating them according to the events of the soundtrack, which he preserves in its
entirety. Nina Levent and Lynn McRainey tell us that he wonders,
“What does sound look like?”, before continuing, “not the scientific
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representation of a sound wave, but something that carries the
emotive quality of the human voice that will help us relate to the
sound on a human level.” [24] Thus Geoffrey Mann had the idea of
distorting the teapot, cups and other plates by animating them
with the sound waves that supposedly cross them. The human in
this computer animation is present only through his voice, which
influences the state of the cups and plates that the artist freezes
in their deformation by presenting them in the form of sculptures next to the sequence. The materiality of these same elements
reinforces our perception of the sounds that would have crossed
Dominique Moulon

them by disturbing them. It is interesting to note that this transdisciplinary project has been presented in very different contexts:
from the Department of Architecture and Design of the MoMA of
New York in 2011 to the Contemporary Art Centre of Montpellier,
the Panacée in 2013. The fact that this artist is also a designer is
obviously facilitating this “passage” between the disciplines that

Mann adds: “Technology has never been the driver or the catalyst
of my work, but rather a problematic, a narrative element.” [25]

Reinterpretations
Input, for the Italian artist Quayola living and working in London,
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technology, without a doubt, can only encourage. And Geoffrey

is pictorial, architectural and sculptural, as his activity consists
in studying the history of art in order to extract artworks whose forms he appropriates, in order to reinterpret them in the
digital age. Documentation, whether photographic or filmic, is
therefore a crucial step in his work. This was the case in Rome
when he produced Strata # 1 in 2008, a piece of art for which
Triumph of the Name of Jesus (Giovanni Battista Gaulli, 1674)
a trompe l’oeil in a vault, already inextricably combines pain-
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he drew upon the church of the Gesù where the fresco of the

ting with architecture. Quayola then adds a layer of complexity in the depth of the captured image from which emerge, to the rhythm of somewhat strident sounds, a number
of acutely angular visual accidents. It is then that we grasp
the meaning of the title of the series Strata, because it appears to us that the triangular areas of flat colour that disturb the image come from behind as well as in front of the
strata of a painting which they extend in three dimensions
towards the viewer’s gaze. Quayola pursues this work of appropriation through the polygonalization of historical works
in series of still or animated images such as Topologies or
Iconographies. And whether they are taken from Botticelli,
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original pictorial elements. The graphic elements reveal the
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Tiepolo, Velazquez or Rubens, the works of these artists tend
irremediably towards abstraction without ever entirely losing
their palettes or their compositions. The paintings of great
masters in the history of Western art can thus be considered as inputs acting both on the artist’s emotions and on the
algorithms of the machine, which inevitably has a significant
part of responsibility in the resulting procedural works. Works
that can, ideally, be contemplated in the knowledge of those
from which they have emerged.
In 2013, with Captives #B8-6-0, Quayola took a particular interest in Renaissance sculpture by “humbly pursuing” Michelangelo’s research on his unfinished slaves (1513-1516). “In my mind, I
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always imagined that Michelangelo decided to leave them unfinished on purpose”, [26] Quayola tells us, knowing that several
theories coexist in this regard. Therefore, it is this very idea of
the incompleteness that motivates him to provide us with the
steps. He entrusts this task to a large, digitally controlled milling
machine during a mechanical studio performance that excludes
the public, but which is documented by video images. On exposure, the blocks of expanded polystyrene represent steps from
the simple block itself to the sculpture of the slave which the machine, over time, has freed. This type of serial presentation in
Dominique Moulon

triptych reinforces the very idea that the statue existed before
its release from matter. And it happens, in exhibition, that the
robot performs (Sculpture Factory, 2006) in front of the audience.
It is then that the machine, usually working in the factory for the
artist, is presented to us in an artistic context. Its task being very
particular since unlike factory machines, it must be interrupted

algorithms. Here again, we see that it is in the very code of its
algorithms that the tenuous and essential link between the artist
and his work lies.

Versions

5. Beyond Digital

before it reaches any kind of completion, which is written into its

Never have so many realities coexisted, if we consider the
quantity of information flows that reach us today. The voiceover of the video sequence Versions, created in 2009, confirms this for us by evoking in this connection the hypothesis
of the multiple worlds of the American physicist and mathematician Hugh Everett. Created by Oliver Laric, Versions is a
appearance of a manifesto. Born in Austria, he lives and works, as far as we know, in Berlin, as he confessed in 2011 to Do-
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series of video and animated sequences that takes on the

menico Quaranta, to have hired “a writer to develop multiple
biographies.” [27] His Versions, of which he produced three
between 2009 and 2012, are all available online, which is perfectly natural since they deal with appropriation, especially
in the era of the Internet. The 2009 sequence is initiated with
an image of the simultaneous launch of four missiles that the
Iranian media of the guardians of the revolution Sepah News
cond version where we can only count three. For it turned
out, after observing the missiles and the smoke that escaped
from them, that one of them was in fact only the result of a
few digital duplications. After this, anonymous people from
all over the world appropriated these photographs to publish
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published in 2008 before releasing, a few days later, a se-
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alternative versions with more or fewer missiles. Participating in his way in this multiplication of versions, Oliver Laric
hired a graphic designer in 2010 to reproduce some of them by
airbrush before presenting them again in galleries as well as
online. In the end, all these versions mingle with the original,
if indeed there ever was one. And the voice off concludes:
“The more often an image is viewed, the more likely it will reach the
top of search results. An image viewed often enough becomes part
of the collective memory.” [28]

Continuing his investigation of the question of the original
and its possible versions in the digital age, Oliver Laric scan-
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ned more than seventy pieces from the collection of the Lincoln Museum in the United Kingdom. The project, initiated
in 2012, is called Lincoln 3D Scans. It is structured around a
website regrouping the three-dimensional files of pieces from
the Bronze Age to the 21st century that can be downloaded by
those artists and non-artists who wish to appropriate them
before reintegrating their creations on the project site. Images of different scales rub shoulders with strange computer
animations among other 3D printed objects documented by
photography. This artistic proposal marks a step in museums
Dominique Moulon

making artworks available that Google is encouraging with its
project Art & Culture, where, inevitably, opinions are divided.
Ranging from those who feel dispossessed of their cultural
heritage they feel belongs to them, to others enjoying access
to high-resolution reproductions of works that seemed so distant geographically and / or culturally. So, in his own way,

him, like a researcher, to not really take a position when he
himself uses the files of the Lincoln 3D Scans website database to produce artworks that take part both in appropriation
and in diversion in order to again reinject them into the art
circuit.
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Oliver Laric is taking part in the debate that distance accords

5.3. Sculpture in the Digital Age
Initially, digital technologies revolutionized the art of images,
sound and, more broadly, the media, whereas sculpture, for arcentury, was successively considered in combination with cybernetics, then kinetics and finally, the virtual. Nowadays, Norbert
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tists with adventurous practices in the second half of the 20th

Hillaire observes that:
“Though we still speak of a videographer, a photographer, a painter, a sculptor, we nevertheless prefer to evoke the figure of the artist, as it is true that
the vogue of installations, the mixing and the proliferation of media make
it increasingly difficult to index artworks and even more the artist within a
single medium and, in short, the annexation of the work via a medium.” [29]

sentially leads to the addition or deletion of material, it benefits today from digital manufacturing and machining processes
which, to a certain extent, reactivate its practice in a different
manner. There are then artists with media creations who, without
really changing approach, or even processes or codes, can final-
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Yet, considering sculpture in its strictest definition, which es-
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ly address sculpture. Not without mentioning the contemporary
artists whose studios are structured around digitally controlled
industrial machines that were once reserved for factories, who
produce what are now called sculptures in the digital age.

Frozen Frames
Michael Rees is an American artist who makes extensive use
of rapid prototyping and whose sculptures of the Putto series
(2003-2010) can be considered as three-dimensional frozen
frames on moving images. When he presented one of them at
the ZKM in Karlsruhe in 2009 at the invitation of Peter Weibel, it
was accompanied by the 3D animation from which it comes. It
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is therefore only one of the many possible creatures that the
machine can compute. The computer is essential to the assembling of the limbs that Michael Rees creates without worrying
about scale. These assemblages tend to evoke the bizarre
strangeness inherent in the sculptures of the Franco-German
surrealist artist Hans Bellmer (1902-1975), where, considering
the human body as a model, there are too many legs, which are
the size of the fingers to which they have been grafted, or else
there is no head. In the animations of the Putto series – let us
recall that the putti, plural of putto, designate the statues of
Dominique Moulon

nude and winged angels that adorn the facades of Italian Renaissance monuments – it appears to us that the limbs, which
we identify as so many legs, in pairs, are opposed. As if these
“unnatural” assemblages, resulting from random computations
illustrated the developments of creatures without any real past
and with even less certain futures. One cannot help thinking

gin to imagine, but which machines would be able to compute.
Edward Shanken, writing about the work of Michael Rees, asks
us: “When we struggle with nature, with others, with ourselves,
what are we struggling for? Or are we just struggling for the
sake of struggling?” [30] Or is it so that the putti may remain
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of all kinds of genetic manipulations of which we cannot be-

creatures of the spirit.
Miguel Chevalier is, unquestionably, an artist of the image and
of the virtual which, more and more frequently, offers a materiality to his immaterial works. Born in Mexico City and living
in Paris, he likes to question the relationship between maps
and territories, as he did in 2010 with the immersive work Terra
of a brain, of which there are still so many areas that scientists question, while the territory of the island to be explored

291

Incognita. Here the map is in the image of the frontal section

is shaped like its two hemispheres. It was from this virtual reality installation that, three years later, Janus emerged, right at
the time when three-dimensional printing technologies came
on the scene, or were being refined. Janus, in Roman mythology, is the god of beginnings and endings, and of the passage
of gates, which is why he is represented with two faces. But
they are pixelated or more exactly voxellized – a voxel being a
virtual origin. It is interesting to note here that in its composition there is silica sand from which silicon originates, which
also forms part of the bulk of our machines in the digital age.
The two faces of Janus are turned, one towards the past and
the other towards the future. Miguel Chevalier’s sculpture is
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three dimensional pixel. As if the machine refused to hide its
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also doubly oriented, since its origin in Roman mythology is
decidedly historical, while its form, in detail, illustrates the
computational power of machines with which scientists constantly push back the frontiers of the known. So that artists
such as Michael Rees and Miguel Chevalier can seize the theoretical advances or technological innovations that will be the
consequences of it, in order to represent the world as we shape it, without omitting to criticize it.

Sculpture and the Social
On his website, Jaume Plensa unequivocally claims his practice
of sculpture by presenting it in galleries and art centres and,
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as often as possible, in public spaces. It was through an urban
video installation called Crown Fountain located in Chicago – in
tribute to the family that participated greatly in financing it in
2004 – that this Catalan artist became widely known on the
international stage, well beyond the sphere of the art world. The
artwork is indeed a fountain, or more exactly two fountains separated by a long “basin” only a few centimetres deep, facing
each other. A basin which is a great success, especially among
children during the summer as they go there to play in the water, and so it is always crowded. In designing it, Jaume Plensa
Dominique Moulon

was inspired by gargoyles, which for centuries and centuries
have never ceased to “spout” water. He filmed the portraits of
a thousand Chicagoers who reflect the ethnic diversity of the
city. The video sequences of their faces follow one upon the
other on the opposing faces of the two towers of the Crown
Fountain, which is situated in Chicago’s Millennium Park. These

rounding whenever water springs from them. The city of Chicago itself, through its associations, selected the water-blowers
of this very social sculpture. By installing it in a public space,
the artist accepted the idea of including all spectators, among
other actors who seek art and / or the social when they’re not
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smiling inhabitants watch serenely over the city, their mouths

simply there to cool off.
Jaume Plensa, who was trained in the multiple techniques of
sculpture at the Llotja School of Design and Art in Barcelona,
humbly maintains a certain distance from the many technologies, including sensors and servers along with storage media, that are packed into one of the two towers of the Crown

“I must use the tools the era in which I live gives to me. But the ham-
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Fountain:

mer, conceived in regards to its function, has not yet been replaced.
You cannot hammer in a nail with your mouse. It is important to recognize when it’s time to use the hammer and when it’s time to use the
mouse. Techniques are never a direction, but rather a vehicle.” [31]

Yet it is clear that the aesthetics inherent in the use of machines inevitably influences the aesthetics of the works of the
Catalan artist. Particularly in his wire approach to the metal
a plinth, within the Basilica San Giorgio Maggiore as part of the
56th Venice Biennale. It is precisely the wire mesh of threedimensional applications that gives it its apparent lightness,
its true transparency. Although large in size, this contemporary sculpture does not impose itself in the place of history and
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head entitled Mist in 2015 that he placed on the floor, without
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meditation that it temporarily inhabits. Its eyes are closed as
are often the eyes of the faces that Jaume Plensa scans before manipulating three-dimensional files to finally give them
a materiality. Alabaster is a material he particularly likes, as
the processes, which are unwaveringly contemporary, make
it possible to shape the expressions of timeless serenity with
the help of traditional materials.

Models and Textures
Barry X Ball is a contemporary artist using hybrid processes who,
in the late 2000s, became interested in the timeless question
of gender. Everything began at the Louvre Museum where he
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had the opportunity, on a day when the museum was closed, to
scan the Sleeping Hermaphrodite in its entirety. Hermaphrodite,
according to Greek mythology, the son of Hermes and Aphrodite,
rejected the advances of the naiad Salmacis before their bodies
subsequently merged for eternity. A Roman copy of a Greek original, the statue with masculine and feminine features present at
the Louvre was discovered in Rome in 1608 before Gian Lorenzo
Bernini, in 1619, sculpted the mattress on which it rests. When
he produced the three-dimensional model of what would become his Sleeping Hermaphrodite (2008-2010), Barry X Ball carried
Dominique Moulon

on in the long line of those who have created, copied and enlarged the statue over time with the humble intention of further
improving it. The 3D model, in the machine, was brought to an
extreme level of perfection before being used to digitally control
the large milling machine that cut away at a block of a kind of
black marble, known as Belgian. This marble is especially appre-

other flaws. Then, for several months, the American artist’s assistants manually polished this new Sleeping Hermaphrodite in
his studio in Brooklyn. This is how the Hermaphrodite became
one with its drapery, finally merging perfectly with the mattress.
But the skin of this body, which still symbolizes certain societal
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ciated for its purity, that is to say its absence of veins among

tensions, attracts even more attention because it has been so
highly polished. Barry X Ball, during a lecture given at the New
York Academy of Art, [32] mentions the time invested in endless
correspondences to provide him with access to the works whose appropriations he envisages. He sometimes justifies himself
with relative insistence as he did in 2008 in a letter addressed to
National d’Art Moderne of the Pompidou Centre:
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Jean-Pierre Criqui, then editor in chief of the Cahiers du Musée

“I will use the Hermaphrodite scan to make a new sculpture (actually
an element of a larger sculpture, as described above) – not a ‘copy’ of
the work in the Louvre… As you are well aware, the tradition of artists
making works ‘based on’ those of their forebears is as old as the history of art.” [33]

These are not copies made by Barry X Ball, but rather versions
that he creates, all of which are unique, even when making rexican onyx, which the ancients would probably have rejected
because of the patterns of its veins and especially its random
flaws. This would make it particularly difficult to sculpt manually.
However, it is understood that the artist’s processes are hybrid,
as he also makes use of rapid prototyping, but only to produce
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plicas with different materials. He particularly appreciates Me-
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models that will give his assistants and himself, global visions
anticipating those they will have to manually obtain, fine-tuning
the machining. The majority of Barry X Ball’s sculptures are portraits in which he allows for the manipulations proposed by the
virtual, that is to say, games of scale such as anamorphosis
and, sometimes fusions that he calls “dual-portraits”. It is, in
essence, the mineral textures that differentiate the “versions”
from the fusion of faces, like so many happy accidents that the
artist tries to follow by accepting their possible surprises.

Level of Detail
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According to Nelson Goodman:
“The difficulties encountered with the theory of representation-copy
are sometimes only attributed to the impossibility of depicting reality
in encrusted enamel on a flat surface. But imitation is not a better
indicator of realism in sculpture than in painting. What is to be portrayed in a bronze bust is a mobile, hesitant, multi-faceted person,
a person who is met by a constantly changing light and a variety of
backgrounds.” [34]

It is interesting to note here that the remarks of the American
philosopher dating from the late 1960s are therefore well before
Dominique Moulon

the generalization of 3D scanning. Even though this immoderate use, in sculpture, has not necessarily “facilitated” the representation of the possible hesitations of a subject, in movement. And it is clear that the sculptures of contemporary artists
like those of Xavier Veilhan digitally capturing his models offer
alternatives to reality more than they try to approach it. Right

5015 in 2010, a nautical sculpture whose title gives us the colour
based on its value within an industrial colour chart. The boat is
functional because it sails, with however, the appearance of a
reduced model whose diminutive character increases with distance.
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through to the use Xavier Veilhan made of pure colour with RAL

It is also through distance that the French artist confronts reality. As he did in Versailles in 2009 with his nine monumental
sculptures of architects. They all agreed to hold a pose for several minutes so that the camera could create the 3D models
that would serve, with different levels of detail, to machine their
statues in an attempt to capture their hesitations. It is thus
his sculptures which – beyond their pure colours – are closer to
the real for some and closer to the virtual for others. Although
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that Xavier Veilhan variously points to the polygonal origins of

these differences in smoothing, from a distance, tend to disappear because details like colours fade in the distance. In order
that the essential endure, that is to say, the idea of presences,
even from a distance and perhaps even more from a distance
for those whose bodily signatures can be recognized, despite
their mobility and / or their hesitations.
Xavier Veilhan’s diversity in the treatment of levels of detail on
sculptures. The bright red skin of the rhinoceros (1999) is particularly smooth, while that of the perfectly shimmering shark
(2008) is more angular, because only a few polygonal facets are
enough to define its presence. To suppress only one, no doubt,
would be to withdraw that same presence. For it is only the idea,
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the surface of his works is also borne out by his many animal
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however furtive, of a shark that is presented to us, but of actual
size. Lastly, there is Le Carrosse from 2009, where the artist
favours the speed that disrupts both the forms of the horses
and those of the carriage with detail and, at Versailles, evokes
escape. It is a speed that evokes in us the speed of machines
that inspired the Italian Futurists of the 1910s like Umberto Boccioni (1882-1916), whereas a century later it is more the speed
of our transmissions that focuses our attention, while shaping
the least of our uses. It is a decidedly contemporary speed that
the sculptures of Xavier Veilhan express through surface treatments extirpated from the virtual world of the machines of
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today.

Relief
At the end of the 1990s, Edmond Couchot observed that:
“In the field of art, the digital world has totally renewed tools and materials, which are no longer those of the real world, but those of simulation: the artist no longer works with matter, nor with energy, but
with programs, directly or indirectly.” [35]

Never, more than today, have artists had such a distance from
the materials of the works they conceive, nevertheless naDominique Moulon

turally laying claim to them. Because digital, well beyond tooling, also renews the machining with a broad array of digital
controls of every kind, bringing it all even closer to us with
multiple forms of rapid prototyping. Which, one would expect,
might lead to the opposite path to that described by Edmond
Couchot, that is to say, going from the virtual to the real. Or

the recent works of Mat Collishaw who is known for his photographs. Although the relief, in the case of All Things Fall of
2014, is only envisaged as a means of approaching a form of
cinema through the reactivation of one of the devices that
pre-existed it and that Baudelaire in his time, with relative be-
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more precisely from the image to the relief, if one considers

nevolence, called a joujou (toy). [36] This involves a Zoetrope,
[37] entirely printed in three dimensions, and the work of the
English artist is first of all a model of a carousel for children.
It is therefore necessary to approach it to finally grasp the
horror which is amplified as soon as the apparatus starts to
rotate with intermittent lighting. For the scenes embodied in
relief cinema were inspired by the biblical theme of the massacre of the innocents, so the scenes of massacres repeating
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the innumerable key poses of the few characters in this 3D

themselves in incessant loops are even more insupportable.
The extreme meticulousness of a mechanical work is here at
the service of the unbearable horror of a historical subject.
The French artist Julien Maire is also questioning the depth of
the image in his own way, again in 2014, with the installation
Man at Work that he presented during his personal exhibition
entitled Relief at the iMAL in Brussels. Where the matter, within
have once again been printed one after the other in three dimensions. The nature of the shadows and lights that shape the
form of this man at work gives the image a particular depth.
The projection of this cinema in relief brings us back to the origins of photography, when the first techniques of stereoscopic
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the loop of projected images, is of a labourer whose key poses
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shooting appeared, although we are, in this post-digital era,
experienced in the viewing of three-dimensional films. What
was at work in the fall of 2014 is quite different. For it is more
a question of recognizing the artistic potential of 3D printing
in an area where it was not necessarily expected, which is to
say, the image. The peculiar nature of the images of this man
at work follow one upon the other to the rhythm of a cinema of
yesteryear, encouraging us to reconsider again and again the
advantages of the association of processes, as forms or even
ideas, that are so different in appearance. The comings and
goings in the image of this man at work echo those that we
all carry out more and more frequently and in both directions,
between the real and the virtual.

5.4. New Materiality
If there is a place where the digital seems to have no influence,
it is that of the white cube. And just to be convinced of this, it is
enough to read the merciless description that the Irish art critic
Brian O’Doherty gave in the American monthly Artforum in 1976:
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“A gallery is built according to laws as rigorous as those who presided
over the construction of medieval churches. The outside world must
not penetrate it – so the windows are generally condemned: the walls
are painted white; the ceiling is a source of light.” [38]

Before adding a hint of humour a few lines further: “In this context, an ashtray becomes almost a sacred object, just as a fire

hose as it does an aesthetic enigma.” [39]
Gallery owners and curators from all over the world, during the
last forty years, have done little to derogate from these few
principles. And it is perhaps, on the contrary, the white cube
which today influences digital practices by favouring artworks
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hose in a museum of modern art does not evoke so much a fire

of a relative materiality. As for post-digital or post-Internet artists, they produce objects more easily than those who, practicing the media of the past few decades, did. However, we are
not yet done with being fascinated by the virtual as by the flows
of the invisible, but we must recognize that it is tempting to
give them a shape, a new materiality, to present them in the
porary art.
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exhibition space that predominates in the sphere of contem-

The White Cube
Maurice Benayoun is a regular of black boxes among other
immersive environments for having regularly invested them
internationally during the 1990s, then the 2000s. However,
he is also interested in the issue of the white cube having
created his perfume in 2014. But it was precisely on March
7, 2007, seven years earlier, that the French artist consiwhich, subsequently, he did his thesis at the Sorbonne. For
five years, between 2006 and 2011, he regularly posted the
ideas that he might one day be working on. Unless it were
others who appropriated them as was the case with the Polish
curator Agnieszka Kulazinska and his exhibition The Dump -
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dered the concept on his blog entitled The Dump [40] with
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Recycling of Thoughts at the Laznia Centre of Contemporary
Art in Gdansk in 2010. But back to the artistic database that
Maurice Benayoun thinks of as a dump, as it was here that
he initially deposited The Essence of Contemporary Art. As he
explains:
“The most sensible experts have for a long time been aware that
what counts is not producing an important work of art or exploring
new paths, but ‘creating contemporary art’, as one of the curators
of the Pompidou Centre so very rightly declared.” [41]

The artist with the most “adventurous” practices is here criticizing art that is somewhat “official” through the idea of a
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perfume that he eventually created in collaboration with the
help of a “nose” to evoke in us the smell of the white cube. Because he knows, like all of us, that galleries and art centres,
during the days leading up to their openings, have the habit
of covering the walls of their white cube with paints that imbue them with their fragrances. Thus, the spectators of the
media art fair Variation Paris 2014, amused by the idea of this
strange form of “materialization”, perfumed themselves with
what “makes contemporary art”.
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In 2015, Jonas Lund also created a blog, or more precisely a
database-like site called Dear Curator, which allows impatient
curators to buy works already produced. The Swedish artist
welcomes us with these words:
“To help you in your mission, I designed a curatorial tool. It works like
this: Select the keywords that are most appropriate for your upco-

name and email to the right and then press send.” [42]

It is the automation of the curatorial process which constitutes
here the main criticism. Knowing that the works that we can “order” in this manner, correspond for the most part quite especially
to the exhibition space that is the white cube. For example, it is
by checking the keywords “abstraction”, “database” and “presentation” that we discover the work Sentiment & Manipulation
(2015) which constitutes in itself another “service” that is better
adapted to collectors. Because the latter, invited by the gallery
Boetzelaer | Nispen having sponsored this other artistic service, have the opportunity of reframing an abstract painting online. But above all, they can visualize their cropping, their works
in the making, within a simulation integrating their paintings into
a virtual white cube. Here, it is the gallery owners and collectors
who are mocked for their practical sense but, let us not forget, as
much as the artists and without omitting critics and curators, it
is they who participate together and each in their own way in the
writing of the history of an “official” contemporary art that only
historians or theoreticians of art could ultimately question.

Outside the Screen
The scanner, in this digital age, could today be considered as
a remnant of the time when we still had to digitalize the world.
Having lost its initial function over time, it would be called “vestigial” in evolutionary biology, as are the data of Phillip David
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mething you like, click add to email and fill in your gallery/institution,
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you might have overlooked in your research phase. Once you find so-
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ming exhibition, and you’ll get a selection of suggested works that

5. Beyond Digital

Stearns. Corrupt data that, on the personal computer of this
American artist, had lost over time their reason for being. It was
before the latter extracted them to make them work through a
series of tapestries entitled Vestigial Data (2015) that he presented in May 2016 in the white cube of the Diagonal gallery
in Montreal. ADC / DAC, the title of the exhibition, which was
thus dedicated to him, induces the idea of conversion of the
analogue to the digital and vice versa, while the tapestries of
Phillip David Stearns were woven on a loom that was controlled
digitally. It is interesting to recall here that this same kind of
machine, originally designed in 1801 by Joseph Marie Jacquard,
could be controlled with punch cards. This makes it then one of
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the origins of our digitally controlled devices. Phillip David Stearns is an artist who is familiar with the Glitch scene [43] and,
in this case, gives materiality to the data he treats through the
thick carpets whose patterns remind us of the happy failures
sometimes made by our own machines on our screens. Thus, by
giving a materiality to the zeros and ones that wandered about
on his hard disk, he treats them so that they continue to evoke
the immateriality, the extreme volatility of the data of our fragmented memories. The medium being the message, of which we
only know how to appreciate the approximations that machines
Dominique Moulon

know how to encode and / or to decode.
Phillip David Stearns’s exhibition at the Diagonal Gallery is one of
the events associated with the Montreal International Digital Art
Biennial, where I also saw the installation Dyforme (2016) of the
Colombian artist living and working in Canada, Paolo Almario.
This installation presents the eight portraits of those who have

gital. So, there is naturally that of Charles Babbage because he
had, as early as 1834, the idea of integrating punch cards into the
Jacquard loom in a machine “to calculate”, which now is among
the origins of our personal computers. But the image of this inventor mathematician is more fragmented since it is composed
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greatly participated or are still participating in the advent of di-

of a mosaic of thousands of tiny fragments printed with various
saturated red, green and blue stripes. Closer to history and
beyond the screens, we are here once again in the “inframince”
associating the analogue with the digital to the point that they
merge. An apparatus behind the images inevitably destroys them
one after the other by ejecting picture elements, or screens of
a programmed disappearance by those who have thought and
who continue to think about machines and their future with or
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paper, which compose them. Would not this be the evocation of

without humans? Art can even be “made by machines for machines” [44] since this is the theme of this 2016 BIAN. Whereas,
of the portraits of those who have enabled this and continue to
do so, all that remains is the dust of their images that litter the
ground. An industrial robot, perhaps, will vacuum them up.

Memory and Materiality
invented, created an art of memory that was passed down to
Rome, from where it passed into the European tradition”, [45]
the British historian Frances Amelia Yates writes. But what about
today’s art when connected access to memory takes precedence over memory itself? And also: “How will our civilization make
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“Few people know that the Greeks, among the many arts they

5. Beyond Digital

the turn towards everything digital without taking the risk of
weakening its own memory due to obsolescence and the low
quality of resistance of storage media?” [46] In response to
this second question raised by David Guez, the artist proposed a series of works entitled Paper Hard Disk, which he initiated in 2007 on the occasion of a collaboration with the site
of “hacktive” cultures, Poptronics.fr. The idea was to provide,
for all, a tool that can convert any file within the limit of its
size into a printable page containing the binary code of its
description in its entirety. So that we can print the sounds
and images that are most dear to us in order to free our hard
drives from the impossible conservation mission that we have
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given them. For it is clear that since punch cards, there are
many data storages whose lives have never really exceeded
that of paper. Without forgetting the storage drives that, nowadays, disappear at the speed at which they emerged. There
is no need to demonstrate the symbolic character of the online service that the French artist has since renamed Binary
Crusher. After all, who today would make the effort to attempt
the opposite operation of re-inserting the printed binary codes into a machine in order to recover their files? But this
service-like work has the merit of questioning us about our
Dominique Moulon

relationship to the preservation of the memories that make us
unique and that, more and more, we delegate to servers that
are also fallible. Which is what David Guez is anticipating again
with the Humanpédia project (2011), which is just as symbolic.
Because he considers that, becoming Humanpédiens, we will
each learn an article from Wikipedia to constitute as partici-

other than human. The project is ambitious, and in keeping
with a knowledge that has become global.
But let’s go back to the Paper Hard Disk series via Chris Marker’s film La Jetée (1962), which David Guez, in 2013, printed in its entirety. That is to say that he extracted the entire
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pants, a chain of safeguard independent of any form of energy

binary code, image after image of this twenty-eight-minute
film found in many film archives around the world, which have
analogue or digital copies, so as unstable as they are variable, in order to print it. The few hundred pages of this book
of images and sounds are therefore made of zeros and ones.
They are looked at more than they are read. Everyone is free to
great jetty of Orly” although only a machine would be capable
of finding its way among the infinite cloud of zeros and ones
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imagine here “a museum full of eternal beasts” and there “the

who, for us, programmers included, do not mean anything,
evoke anything, at least in appearance. This is what makes
this umpteenth copy of Chris Marker’s film so unique. From its
very materiality, it gives us the measure of the vertiginous
quantities of zeros and ones we handle daily, without ever
paying any attention to them. Without asking the question of
the perennity of the contents they carry from support to sup-

Folding
Etienne Cliquet is a French artist whose research, rigorously documented on his blog, revolves around origami. He is quite aware that it “remains a foreign practice to the great categories of
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port either.
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the fine arts” and that it does not fall into a “two-dimensional
practice” or “not entirely three-dimensional”. But he also tells
us that: “By its fragility, origami refers to the mobility and flexibility of our current ways of life.” Before adding, and this concerns us especially here, that: “The craze for origami can also
be interpreted as a return of handicrafts or manual activities
facing the computer that inhibits our sensitive relationship to
material.” [47] However, Etienne Cliquet’s folding work, mixing
art with science and technology and other societal issues since 2004, is located precisely at the junction of the invisible
and the visible as well as that of immateriality and materiality.
In 2007, he had already practiced origami so much that he did

308

without the sheet of paper on which, nevertheless, he still did
the folding. The performance is entitled Air Origami (2007) and
his gestures, in space, are as assured as they are precise. With
such a title and in that year, the artist was making an amusing
reference to the tendency of “air guitar” to mimic the actions
of a guitarist, then developing on YouTube. But the movements
of Etienne Cliquet, which are relatively slow, have a veracity
that goes well beyond mime or simulation. His demonstration
speaks for itself and the online video documentation, a rare
thing for this artist, goes without any form of comment.
Dominique Moulon

His interest in machines or technologies that surround themselves with the mysteries of their emergence or development
naturally lead him to take an interest in 2011 in data centres,
which are kinds of contemporary non-places whose secrecy
conjures fantasies. Investing the server room of the Société
des Arts Technologiques (SAT) of Montreal, he deposited the

of the Black Hole of which we know so little. According to Gille
Deleuze, “Unfolding is certainly not the opposite of the fold,
nor its effacement, but the continuation or extension of its
act, the condition of its manifestation.” [48] We therefore understand Etienne Cliquet’s attachment to the two-dimensional
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unfolded and the folding of what evokes the scientific scheme

drawing of the unfolded, a true condition of its materialization
in three dimensions. His action, in the case of Black Hole, is
tantamount to investing the contemporary place of immaterial
data flows with what today symbolizes the most extreme compactness.
In 2015, in the lobby of the PLAsma and Energy Conversion Laboced by other materials – with aluminium for the plate on which
the unfolded is engraved and with bronze for the material of
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ratory of Paul Sabatier University in Toulouse, paper was repla-

substitution of an earlier origami on which a chip or more precisely an electronic circuit with the appearance of an insect can
be seen. The folding, or fold, of the installation Puces (2011) is a
link between the plane and the objects (because the chips are
four in number). Or, to use the words of Gille Deleuze: “It determines and makes form appear.” [49] The unfolded electronic
circuit perfectly symbolizes the historic beginnings of endless

“a document of little words but which is unequivocal. The location of
the folds is accurately indicated and their meanings, ‘mountain’ or
‘valley’, are as explicit as the ‘0’ or ‘1’ of binary code. In a sense the
unfolded is quite close to what coders scientists call a source code,
that they sign as an author.” [50]

Dominique Moulon

computer miniaturization, and Etienne Cliquet evokes it as
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Or when the medium and the message are in perfect
symbiosis!

Know How
It was one of those happy failures that in the second half of the
2000s prompted Wade Guyton to cover some freshly printed works with the same rectangle of pure black that his image processing application then recorded under the name of file bigblack.tif.
A ‘printing error’, to use the language of machines, which was the
fortuitous consequence of an inappropriate delivery of linen cloth
by its supplier. It was only a way of masking the error with a colour that would reactivate the monochrome painting that Thomas
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McEvilley reminds us is “the most enigmatic icon of modern art.
A rectangle of a more or less uniform colour is erected against
the wall at eye level and contemplated in a respectful silence.”
[51] However, if the black colour of Wade Guyton’s monochrome
is ‘more or less uniform’, it is only related to the approximations
of the large format printer that the marketing department of the
Epson brand however associates with the very idea of perfection.
More than ever “painting does not impress the spectator by a
showcase of know-how; it denies the know-how; it denies the
sense of composition; it denies the manipulations and relations
Dominique Moulon

of colours”, [52] since “know-how” here is delegated to the machine. Or when, by slipping, the drive wheels of the ink pad desynchronize and the ink, too, runs out. Even in the vertical gutters
that divide his works into two equal parts and whose horizontal
position is justified only by the limit of the printing process, which
induces that the folding of the fabric must pass again and again

are no less developed in their depth than were, or rather still are,
those of Ad Reinhardt or Frank Stella. Although it is no longer, according to Marjolaine Lévy, a sublime matter because “failing in
abstract painting is only the manifestation of the de-sublimating tendency, which finds in the inattention to formal quality of
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through the printer. Even if, in detail, the blacks of Wade Guyton

the final product, an effective means of expression.” [53] Lastly,
knowing that minimalist artists like Ad Reinhardt and Frank Stella
have installed systems, Wade Guyton claims to be exploiting an
existing system, from which he enjoys felicitous “failures”. This
was particularly the case when he named his 2012 solo exhibition at the Whitney Museum of American Art Wade Guyton OS,
could not be clearer.
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for “Operating System”. The reference to the digital, here again,

5.5. On the Invisible
Florence de Mèredieu reminds us that: “Modern art is haunted
by the invisible. The secret face of an otherwise prolific art in a
diversity of forms. This is, in a sense, not new, for art has always
drawn its power from the secret forces it expressed.” [54] Scienries of the visible, so data of any nature, allow today more than
ever, to visualize a vast range of manifestations of the invisible.
The uses of virtual and / or augmented reality by the general
public encourage us to scrutinize the world to detect figures of
the immaterial. As for artists with contemporary technologies

Dominique Moulon

ce, with a great deal of technology, keeps pushing the bounda-
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who reactivate the traditional practices of drawing, as well as
those of painting or sculpture, they do not escape this call of an
invisible trend. Using bio or nano technologies, they are part of
the continuity of “the history of Western art” which, according
to Marc Jimenez “can be considered, in some ways, as the story
of relationships, of acquaintances, correspondences between
artistic creation and scientific research.” Before concluding
that “artists who meet the technological challenge, especially
in the field of visual art, do not hesitate today to integrate into
their creative process, scientific discoveries that profoundly
disrupt the design of the art object.” [55]

312

Fine Arts
In 2014, Sébastien Lacomblez created a series of four black
squares entitled Landscapes. With such a title, he is possibly evoking the tone-by-tone research of the Impressionists,
which provoked the amused reactions of authors such as
Paul Bilhaud (1854-1933). A member of the Incohérent group
alongside Alphonse Allais (1854-1905), he can be considered
the inventor of the monochrome when, as early as 1882, he
entitled a rectangle of black: Combat de nègres dans un tunnel
(Negro Combat in a Tunnel). A whole range of squares and other
Dominique Moulon

black rectangles have followed since, from Kasimir Malevich
to Pierre Soulages, whose traces of outrenoir we know, which
can only be appreciated when the spectator moves around.
However, the reliefs in the “landscapes” of the Belgian artist
are also seen according to the light that sometimes extirpate
them from the invisible. With his website, Sébastien Lacom-

the page documenting his Landscapes. These involve, as he
specifies, “generative” artworks, where the material for painting has been replaced by software that “generates”. Flatness
gives the artworks in this series the appearance of photographs, although they are not. As for the relief, being in fact
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blez tells us about the nature of these same reliefs through

only simulated, it does not manage to make us consider it as
pictorial matter. “At the junction between digital and analogue, the Landscapes project questions the transient nature
of the medium, which is at the heart of the artist’s concerns,”
[56] art critic September Tiberghien writes, because it is often
by contaminating them that the digital medium questions meto detect only the details of what is going on well beyond the
frames since it is indeed the idea of a relief more than a true
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dia. The square formats of these “landscapes” encourage us

relief. And the conceptual aspect of these monochromes of
the in-between reminds us of their equally conceptual origin.
The piece Charging (2014-2015) by the artist Dani Ploeger is
certainly a sculpture, since it is presented to us on a white
plinth. There are chargers, one being of the Apple brand, and
the other Samsung. They charge – hence the title of the work
– tablets that we guess are below the metal sheets that mask
two customized packagings made by the irregularities inherent in the work of a craftsman from Cairo, and prohibiting
any idea of transmission in terms of broadcast or reception,
we really know nothing. We thus think of A secret noise (19161964), of which Marcel Duchamp tells us:
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their supposed operations. Of what is happening inside the
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“This is the title of this assisted ready-made: a ball of string
between two copper plates joined by four long bolts. Inside the
ball of string, Walter Arensberg secretly added a small object that
makes a noise when shaken. And to this day I do not know what it
is about, any more than anybody else.” [57]

Of the functioning of the two tablets thus silenced by the
Dutch artist living in London, we do not know anything more.
But some, at Apple as at Samsung, know because they have
also programmed obsolescence. This is the secret of some
of the best-kept businesses in the world who have been
planning the lives of our everyday objects for decades. As
for us users, we play a major role in the renewal of electronic
devices, as applications that are constantly being reinvented come and go. And as for Charging’s two tablets, they
are continually being charged, ready for uses that the artist
forbids us while questioning our habits and customs.

Line
According to Wassily Kandinsky (1866-1944), in Point and Line to
Plane:
“The geometric line is an invisible being. It is the trace of the moving
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point, so its product. It is born of movement – and this by the annihilation of the supreme immobility of the point. Here the leap from static
to dynamic occurs.” [58]

And this is precisely what the line is in Pascal Haudressy’s work.
And especially in his assemblies hybridizing media in the series of Lines, planes and counterpoints of 2016. Because the

evolution, associate raw canvas with the screen, so static to
dynamic. And it is in the invisible that separates these same
modules that the lines continue. Pascal Haudressy explains:
“Though my work feeds on multiple techniques, my approach always
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modules, on which he lays down geometric shapes in perpetual

goes in the same direction: to overcome the antithetical dimension of
opposites. Before, we commonly opposed visible / invisible, matter /
antimatter, abstract / figurative. This vision seems to me obsolete today, the Internet embodies the triviality of this fusion of the material
and the immaterial. We are experiencing an upheaval of phenomenal
power. It is our entire relationship to time and space that is being mo-

ranging from portraiture to landscape. For him:
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In doing so, the French artist is therefore prohibiting himself
from opting for one state over another by merging them through
works whose instability is an essential quality. The media support and medium contaminate each other so that a message
emerges and even the temporalities are affected, acting on the
time of the work as they do on that of the spectator. Add to this
that Pascal Haudressy’s pieces also ignore both beginnings and
endings.
Again, according to Wassily Kandinsky: “The geometric point
is an invisible being.” [60] Which is what is still inherent in the
practice of contactless drawings that Michel Paysant calls Eye
Drawing. Equipped with an oculometre filming the movements
of his pupils, the French artist draws by observation rather than
by observing. It is thus the act of looking, from point of fixation
to point of fixation, that automatically produces these artworks
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dified. It fascinates me.” [59]
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“The subject being observed is both an open window, which is to say it
seems to pass through, and a material surface, that we seem to come
up against. Thus, we see, but I prefer to use the term perceive, that is to
say pierce and see. We are indeed faced with a material, palpable support we must pierce in order to see through it and see beyond it.” [61]

When analysing his drawings, we understand that the eye, unlike
the hand, never truly stops. Even and especially on the points
of fixation which appear to us as resulting from approximations
around “invisible beings” that the micro-movements of the eye
produce scrutinizing the visible. But would not this be a perfect illustration of “the annihilation of the supreme immobility
of the point” evoked by Wassily Kandinsky? The other specificity
of Michel Paysant’s drawings lies in the fact that he, by observing, becomes literally one with his electronic device, the work
being located at the fusion of controlled automatisms, because
the artist’s gaze, at any moment, can be disturbed by his environment. At the same time, it is likely that certain variables
are acting, even though imperceptibly, on the restitution of the
lines. And when the models or subjects have been absorbed by
the whiteness of the paper, there remains only the line to document the past wandering of the artist’s gaze on and through
these same models or subjects.

Art and Science
According to the English scientist Isaac Newton (1642-1727):
“As the light of the sun is composed of rays of all kinds, whiteness is a
mixture of all these rays, originally endowed with different degrees of
refrangibility and of different unalterable colour qualities, which they

fraction.” [62]

And is it not the case that all of us have at some point been
amazed by verifying this discovery. But there are artists who,
like Flavien Théry, manage to preserve this state of wonder, for
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manifest each time they come to be separated by reflection and re-

themselves, as for us. In his studio, the French artist conducts
experiments with the technologies of his time that he invites us
to experience in galleries and art centres. His essential medium
is light. He extracts the colours that each one of us apprehends differently. With Dividers (2014), in particular, our perception
depends on both the point of view and the temporality of this luthat the artist has deposited on a luminous surface diverge and
are coloured differently. The light being particularly white and
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minous installation, as the number of facets of the five objects

the solids being in black obsidian, the colours that result from
this proximity appear to us as rooted out from the invisible. The
wonder that Flavien Théry arouses in spectators often emerges
from the LCD screens that he literally “mistreats” in his studio. Here we are reminded of the unexpected manipulations of
cathode-ray tubes by Nam June Paik in the 1960s. In both cases, it involves mass media hardware that artists, at different
service of the abstract, of perception and, to a certain extent,
of a form of mystery. Flavien Théry goes so far as to use materials that symbolically contribute to this strangeness. He tells
us, concerning the obsidian, that it “was used especially by the
Aztecs to make sacrificial knives or mirrors of divination. Obsi-
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times, divert to extract forms and / or colours they put at the
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dian symbolizes the passage between two worlds.” [63] This is
how the artist questions our perception of the world, or more
exactly worlds, if we accept the idea of their pluralities. Especially since we never know the exact nature of the phenomena
that we are observing, as is the case with Black Hole (2015). The
piece is in the form of a “box” whose interior is coloured blue. A
black “hole” moves slowly, without our understanding whether
it is in two or three dimensions. It seems to us, to use the words
of Michel Paysant, that one “pierces to see” whereas Flavien
Théry, on his site, evokes “a singularity, a kind of absence.” [64]
For when words fail us, or when something escapes us in what
we perceive, we qualify the objects or phenomena as “a kind
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of...” And that is perhaps the very feature of many works where science is the base and artists take known phenomena to
give us the part of it that is the strangest. And Flavien Théry
concludes, as for Dividers: “The originality comes from an empirical approach that deconstructs a current technology thanks
to practical knowledge, forgotten or considered archaic, that I
draw from 19th century treaties.” [65] The history of science
then makes up part of the work of contemporary art.

Bio and Nanotechnology
Dominique Moulon

Marc Jimenez writes: “It is undeniable that scientific and
technological evolution and industrialization have changed
the relations between art, science and philosophy since the
19th century.” [66] Now, if we consider the experiments that
Eduardo Kac conducts, this same evolution whose acceleration is clear, has also modified the relations between art,

do Kac lives and works in Chicago. It was a genetically modified rabbit named Alba or GFP Bunny that propelled him to
the front of the international art scene in the year 2000. It
is the practice of transgenic art that the artist, in 2009, decided to cross with his interest for poetry, and more broadly,
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science and poetry. Originally from Rio de Janeiro, Eduar-

language. He thus created Cypher in the form of a kit whose
bio-poem is self-activated. This mini laboratory that opens
like a book, is also exhibited as a sculpture. It contains a synthetic DNA sequence that has been integrated into a modified
bacterium so that its extraction induces staining. Cypher’s
open book also offers all the elements necessary for the irthe life that finally roots out the invisible. But what does this
poem, this prophecy prior to the work itself, tell us? “A tag-
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reversible activation of the poem. The colour, red, testifies to

ged cat will attack Gattaca”, [67] wrote the artist well before
imagining, through language, transcoding DNA acids. Unless
it is just a “tabby cat”, whose pedigree is unknown, that “will
attack Gattaca”, in reference to the title of Andrew Niccol’s
1998 film, dealing with a society of genetic exclusion. But this
feline possibly represents us all when purity is a myth, a danger for those who, in history, have contemplated or continue
singularities. According to Eduardo Kac:
“I have always attacked this idea of purity. All humans have DNA
that come from bacteria and viruses, so even the person who
thinks of himself or herself as the most pure example of his or her
kind has always been a hybrid.” [68]
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to do so by fantasizing the future of a humanity excluding
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The Do It Yourself aspect of the work encourages us all to
act on more than to think our future, by refusing the stranglehold a few major international companies have on the living, as do advocates of a different kind of biology, because
it is participatory.
Closer to the invisible and elusive, Eduardo Kac participated
in 2011 in an exhibition inducing concern about nanometric
scales in art with a book with an innovative form entitled
Aromapoetry. Because it was conceived and “written” only
with the aromas that form so many poems. “Aromapoetry
is a book to read with the nose”, the artist says. [69] But
without the porous glass layer only some 200 nanometres
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thick that retains their smells, the twelve poems of this collection of a new genre would never have reached the noses
of the spectators visiting the exhibition. These latter, often in silence, discovered the olfactory poems appropriating
them by possibly associating them with other experiences
or personal situations. Because, “reading” them at their own
rhythm, they inevitably connect them to their own history. If
there are creations, or abstract artworks that remain open,
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this one is undoubtedly one of them.

In Search of the Absolute
The adventure began in 2010 and in art history, the importance of dates and chronologies is notable. The action
took place in Linz, Austria, at the Ars Electronica Festival,
a symbol of the relationship between the arts and today’s
science and technology when the Brussels artist Frederik de

Hostage. All this is, is a black square and we immediately
think of Kasimir Malevich. This tiny, pure-colour surface developed at Rice University, from where Frederik de Wilde comes back, is made up of an assembly of carbon nanotubes.
It could, therefore, be considered a kind of ready-made. But
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Wilde came on stage to receive his award for a work entitled

its decidedly innovative material has the strange property
of capturing all the visible, as well as invisible light rays, or
almost, to retain them. Hence the title referring us to its
being held “hostage”. The artist says: “My proposal is to
develop the darkest (and largest) nano – engineered painting in the world. This novel material will be the reference
[70] There is an obvious reference to Yves Klein who, in his
time, collaborated with a chemist to design his International
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for black in the same way as the atomic clock is for time.”

Klein Blue. The difference is that Frederik de Wilde’s black
is so deep that it truly alters the artworks or fragments it
covers. NASABlck-Crcl # 1 from 2013, for example, looks like
a suitcase with composite materials and a perfect finish.
But the black disk literally presents a hole. The invisible, ungraspable part of this sculpture could therefore completely
conclude the quest for the absolute initiated by the monoAnd this is likely one of the reasons why the world-renowned
British contemporary artist Anish Kapoor bought, in 2016,
the exclusive rights to use Vantablack that Surrey NanoSystems had developed technically before legally protecting it.
In particular, this material also has the property of absor-
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chrome painters of the beginning of the previous century.

5. Beyond Digital

bing light. The symbolic significance of this same black is
similar to that of the black claimed by Frederik de Wilde. But
this purchase further illustrates the extent of the relations
involving art and companies in this capitalistic society. And
it goes without saying that many artists or critics have reacted in some way or another to this new monopolistic situation. Ownership is a central issue in the development of
Frederik de Wilde’s darkest black artworks, and is even more
so in the purchase of Anish Kapoor. Although the idea of privatizing a colour, beyond the innovative aspect of a material, is not without questioning the role of the economy in
art. Still, it is interesting to note that artists in search of the
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absolute, who are as different as Frederik de Wilde and Anish
Kapoor, have opted for different circuits of legitimization
of their work from festivals to galleries, bearing a similar
artistic interest in technologies that are consequent to the
advent of digital technology in research and industry. And
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we will just have to get used to that.
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Conclusion

Conclusion

“Nowhere in the world, not in Rome, nor in the Far East has daily life changed as
radically and rapidly as it has in the West over the past century and a half. But,
as I pointed out, this revolution has had beneficial consequences that are also
perfectly new, as far as their scale is concerned. Admittedly, the situation is so
new, especially with regard to culture, that it defies any attempt at generalization based on familiar historical experience.” [1]

Today’s situation in this third industrial revolution is just as ‘new’
if not more so than it was in the 1950s for art critic Clement
Greenberg. Artists of their time, just like the artworks they
produce, can once again only be profoundly affected. And how
would they not be when the world as a whole, thanks to Google,
fits in the intimacy of the palm of our hands, and hence we all
feel a sense of power tinged sometimes with great confusion.
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The shrinking of the world that mankind initiated by controlling
steam, is now reaching its peak in the uninterrupted control of
data streaming from the Internet. The fascination artists hold
for machines is intact, although many machines have singularly
shrunk too. On the other hand, and here again it is a matter of
a change of scale, artists today have access to the most distant territories and without any other limits than those of the
technologies they exploit or appropriate, so there are no more
artistic techniques, strictly speaking, and all technologies,
whatever they are, henceforth have an artistic potential. The
Dominique Moulon

practice of appropriation, today more than ever, is an essential
practice as artistic practices and online non-artistic uses intertwine so that inevitably, collective artworks emerge. Digital
technologies and networks today allow us to be and to do things
elsewhere and everywhere, at the same time as they allow us to
be and to do together. Nothing prevents them from being, too,

proceed from collage or mixing, and so appropriation is applied
in terms of the plan, as in the space or the duration, while their
digital attributes continue to single them out.

Conclusion

in the service of creation. They greatly favour practices which

Our identities, both singular and multiple in a world of elastic
dimensions, are equally variable. More than ever singular in the
light of the data that precedes us, announcing us or tracking us,
they multiply under our control. And artists, like miners, extract
these precious personal data to reveal the best and the worst
of ourselves in the form of portraits of reduced pictoriality.
Though there is an art of the Detail according to Daniel Arasse,
[2] with reference to his work of 2009, there could well exist an
well. In terms of veracity, however, there is a difference to be
made between the data that we emit without even noticing –
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art of extreme precision that the control of data authorizes as

companies are fond of it – and those that we model cleverly by
publishing our fantasy lives online. Which is what the American
artist Amalia Ulman, using Instagram services as Cindy Sherman
did with a camera, understood very well. The digital here makes
of the instantaneous a mode of publication of images rather
than reducing it to a process of revelation.
With its exhibition Co-Workers (2015-2016), the Museum of Moof the foundations of our society, namely work. So, the digital
is inevitably omnipresent in the exhibition without any digital
trend of art being mentioned, because taking into account the
in-depth changes in our contemporary societies means naturally questioning the origins of their transformations, which we
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dern Art of the City of Paris questioned our relationship to one

Conclusion

know are largely digital. Artists, among those who like to shift the
lines, are playing such transformations by adopting, in art, the
visual codes of companies. Others, with less “corporate” and
more political attitudes, adopt the postures that are those of
the whistle-blowers by drawing our attention to the particularly
opaque spheres of the economy and finance where data scientists are kings. Today, utopia is no longer architectural as it was
during the Enlightenment, but monetary in the era of bitcoin,
among other crypto-currencies, when far from the values of
work, there are those of sharing and giving that digital technology only amplifies. Since offers are only a click away there’s no
reason, depending on the transfer, to deprive oneself. Partici-
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pative artists can thus consider the actions of groups, of which
they know not even the general outlines. Digital cultures constitute so many languages, far beyond programming languages.
They have the flexibility of the dialects that their users transmit
themselves, mixing artists with non-artists.
Certain social or societal themes, such as global surveillance,
are gradually fading from the radar of our concerns, although
we have never been so closely watched. This would be without
counting on artists and other hacktivists to remind us, or when
surveillance, of whose relative invisibility we are aware, assuDominique Moulon

mes an aesthetic form. At the same time, certain themes, such
as ecology, are re-emerging under the impetus of innovation
technologies and networks in this third industrial revolution.
There is then a form of eco-art that would fit into the proximity of eco design. Artists very much favour the idea of a world
where we would be more responsible, as opposed to innovative

To say that history repeats itself is generally to confess our
inability to learn from the past in order to move forward. But
nothing, in digital, repeats itself identically. It is, in this respect,

Conclusion

companies that simply predict a better world.

one of the specificities of the digital medium to allow or even
encourage artists to reactivate the main themes of the history
of art “differently”, from portraiture to self-portraiture and from
still life to vanity without omitting the nude and the landscape.
If “like mathematics, the work of art is, first of all, a problematic”, [3] as Pierre Francastel affirmed, then we do not solve the
equation in the same way, whether we call upon machines with
computational powers unequalled in the history of humanity or
ability to contaminate the media, image and sound for example,
by its proximity. The cinema, thus augmented by digital “layers”,
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not. The other great specificity of the digital medium lies in its

to be precise, is something quite different, even in the respect
of its major themes. And what about video practices whose
emergence is closely linked to the democratization of cameras
among other editing tools and broadcast platforms. When the
use of webcams, in resonance with the first light-weight video
units, reactivates the practice of self-filming on a completely
different scale, new artworks inevitably emerge. How could it be
The great artists of tomorrow, today masked behind their Facebook profiles, are from the generation of digital natives.
If there were a history of computing for all, it would be punctuated by the eras of hardware, software, networks and sharing. It
is now this fourth era of Open-Source cultures that interests
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otherwise, if only with respect to the quantity of experiments?

Conclusion

us here because it is spreading, in particular, through artistic
communities. These same cultures embody both the idea of Do
It Yourself (DIY) as that of Doing Together or Do It With Others
(DIWO) and not just for economic reasons, even though the democratization of software applications like those of electronic
components count for a great deal in the contemporary craze
for control of everything that runs on electricity. We have gone
from an art of movement, kinetics, to an art of control that we
call neo-kinetics when it comes to sculpture. Strangely, the
craze for a certain materiality of the digital pushes the younger
generations to reconsider, in sound art in particular, the benefits of analogue practices in the light of the digital world.
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It is a sign of the times that contemporary digital art biennials
have come into being in Europe as in North America. In Paris,
the exhibition of the 2015 Némo Biennial, which focused on
“objects” that “come to life” does not deal directly with digital. But it deals with autonomy in response to the supposedly
intelligent gadgets that innovation companies are producing,
promising us better worlds. The notion of autonomy in art is not
new, but we must recognize that the technologies of its implementation are becoming more and more important day by
day. For their part, autonomous objects, in the sphere of art
Dominique Moulon

and beyond, lend themselves particularly to both projection and
empathy, consequently stripping us bare. The main exhibition of
the International Digital Art Biennial of Montreal, or BIAN, 2016
also deals with autonomy, having as a subtitle “Art made by machines for machines”. Knowing, in this second case, that there
is also a matter of participation. As it is one of the essential

reconsidered in the era of our relationships to machines – be
they real or imaginary – because they have never been so numerous. Artists in robotics are actively participating in the stu-

Conclusion

fields of contemporary art, participation must imperatively be

dy as in the analysis of the relationships between humans and
machines that also fascinate sociologists, psychoanalysts and
the philosophers of our time. Going so far as to encourage jurists, or the most activist among them, to take into consideration these relationships of an entirely new genre emerging from
them.
Many exhibitions of contemporary art are now being “contaminated” with digital technology, starting with nocturnal events
throughout the world since its creation in 2002. The context,
both nocturnal and exterior, favours luminous works and offers
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such as the Parisian Nuit Blanche, which has been spreading

artists working with algorithms and control, experimental fields
that are at the scale of our interfaced and connected cities,
where the act of shaping the urban landscape is sometimes
political. But back to the world of art and its ceremonies where fairs have become essential events for those interested in
spotting the trends of today and, who knows, perhaps those of
tomorrow. In recent years, they reveal a trend in art that does
ther we call it post-digital, post-Internet or new materiality, it
claims more from the aftermath of a digital revolution which,
let’s face it, is behind us if it has been a revolution. It is rather
the trend of the digital natives generation, although it is open to
all those who wish to contextualize their practices of the virtual
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not lay claim to its digitalization, although it is essential. Whe-

Conclusion

in the real, not to say in the white cube, the exhibition space
favoured by galleries and institutions. Far beyond fascination,
technology is not seen as an end, but as a means of viewing the
world as we perceive it rather than as it is. Namely, in between,
torn between the virtual – the norm – and the real. As between
the elsewhere – online – and the here, right now. This is the domain of photographers without cameras, thus of the appropriation and of the reinterpretation and, even, “versions” of works.
It is also the field of a new form of sculpture in the era of machining and automation, or when the know-how of the artist is
relegated to the machines and the control screens are therefore
redundant. As humans mingle with machines, our society has
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become more complex. The world is constantly seeing its share
of the invisible inherent in increasing amounts of data. But how
can we still envisage representation without taking its entirety
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into consideration?

3_ Pierre FRANCASTEL, Art et technique, Tel,
Gallimard (original publication: 1956) 2014, p.
271.
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Flammarion, 2009.

337

Glossary

Glossary

Anonymity: At the end of the 1960s, Andy Warhol
promised each and every one of us fifteen minutes of celebrity. Forty years later, it is the turn of
the artist Banksy to ensure us short periods of
anonymity for the future. Because celebrity, in
the age of the Internet, is accessible to all, while
anonymity, with social media, is a luxury that we
cannot afford anymore.
Appropriation: The art of the 20th century is also
made of appropriations, with or without digital
technology. But it must be recognized that the
Internet, with all its platforms, is by its nature
likely to favour appropriation.
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Autonomous: The objects all around us become
autonomous when artists appropriate them.
Also, it is natural that many artworks, in turn,
become autonomous in a world that is ‘mechanized’.
Change of scale: Successive industrial revolutions have inevitably influenced our perception of a shrinking world. Through images, we
probably know every nook and cranny while there
are laboratories where researchers are working
on a nanoscale.
Closed circuit: The practice of the closed circuit
that appealed particularly to the pioneers of
video art, is also appreciated by today’s artists
who otherwise question our perceptions with
devices that we refer to as ‘real time’.
Contamination: The term contamination, far
beyond its possible negative connotations, is
particularly adapted to qualifying the action of
digital on the media of its proximity, which it
transforms as profoundly as it does inevitably.
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Digital art: Digital art is a trend in art that
developed with computers, then the Internet and
which inevitably becomes blurred in this society
of everything digital. For its part, the digital medium continues to make its way into the sphere
of contemporary art.
Design: Design and art sometimes overlap as
was the case with Bauhaus. Thus, there are contemporary trends, such as critical design, which
are expressed in an in-between that technologies, whatever they are, are likely to promote.
Datamoshing: Datamoshing is an interesting
practice because it proceeds from the approximations that propose, in video, technologies
nevertheless initially dedicated to the perfection

of images. Failure that can be accepted as a
constructive step in the digital world becomes
art in the museum.
Expanded cinema: Cinema, since its creation,
has continued to expand in all its dimensions as
it has been augmented, especially in the sphere
of art and often in contact with the digital
medium.
Field recording: Field recording appeared with
the portability of recording systems. So, their
miniaturization is inevitably accompanied by a
renewed interest in the resulting artistic sound
practices.
Found footage: Found footage revolves around
the appropriation of media that digitization
participates in reactivating.
Generativity: Generativity, in art, describes
works that are created in the very duration of
their discovery by spectators. This implies that
artists agree not to control, in their entirety, the
process of their creations.
Interactivity: Interactivity describes the relationship with the machine, or with the other, or
with the world, through interfaces. In the field
of art, it could be considered as part of the
relational aesthetics.
Locative media: Locative media brings together
all the artistic practices that have emerged
with mobile phones equipped with geolocation
systems. The term tends to disappear while
practices continue with the relative trivialization
of these technologies.
Low tech: There are more and more artists,
in the era of our increasingly frequent use of
constantly renewed technologies that, conversely, turn to techniques of the past, sometimes
out of pure nostalgia. Because it is sometimes
necessary, in order to go ahead, to observe what
went on before.
Medium: The issue of the medium, in art, is an
essential matter in the era of the contamination
of all media by the digital medium, which inevitably transforms their nature profoundly.
Neo-kinetics: Neo-kinetic art is part of the
continuity of the historical trend of kinetic art
at a time when the control of movement, both
objects and machines, can be delegated to
systems.

Self-filming: Self-filming is one of the leading
practices of pioneers of video art. But it has also
been reactivated differently with the proliferation of cameras in our digital environment.
Without forgetting the essential role that online
broadcast platforms play in the mediatisation of
self-filming artworks.

Participation: Participatory practices, during the
20th century, have multiplied to the point, for
some of them, of participating in a form of relational aesthetics. But participation in the age of
the network and especially social media, must be
considered on a whole other scale. There are still
artists today doing this by initiating works that
are very participatory, in which artistic practices
are mixed with non-artistic practices.

Sharing: Sharing is one of the main components
of relational aesthetics as conceived by the critical theoretician and curator Nicolas Bourriaud.
But it is also one of the essential notions of the
cultures or artistic practices emerging from the
open source community.

Prototyping: The immoderate use of rapid prototyping, or Computer Numerical Control (CNC)
technologies, actively contributes to a desire for
new materiality that coincides with the need for
artists, of adventurous practices, to contextualize their works within white cubes.
Real Time: Real time is also the time of the
spectators of artworks, the outcome of which,
one never really knows or can totally predict and
which, at times, even surprise the artists who
are at their origins.

Video art: Video art is a trend that extends from
the late 1960s, with the democratization of
portable video, in the late 1990s, by the trivialization of the video medium in art.
Video sampling: It is clear that video sampling practices predate the widespread use of
databases among other editing applications or
broadcast platforms. These same technologies
that have emerged from the digital world are
genuinely likely to democratize access to the
practice of video sampling.
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Projection: The widespread use of technologies
dedicated to the control of everything that can
be powered electrically, allows the artists of the
movement to possibly animate all objects by autonomizing them somewhat. This has the effect
of encouraging us to reconsider them regardless
of their initial - or former - use values. Going
so far, sometimes, as projecting us into these
same, somewhat augmented objects.

Sound art: Sound art, which emerged from the
Italian and Russian avant-gardes, is closely
linked to the technological environments of the
beginning of the previous century. And the practices of sound art are constantly renewed along
with electronic and digital innovations.

White cube: The white cube is the privileged
space of contemporary art in opposition to
the black box that has developed with video or
digital art. In the 1990s, then the noughts, the
festivals of a digital art trend were identifiable
with the relative obscurity of their environments.
At the same time, centres of contemporary art
inaugurated their immaculate white walls. Such
separations are no longer effective when it
comes to presenting the works of contemporary
digital art in the environments that glorify them.
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Pluridisciplinary: The terms ‘multidisciplinary’
and ‘transdisciplinary’ in the art world, generally
emphasize the cross-cutting aspect of digital
technology, sometimes to the point of being
considered as qualities in themselves. They have
developed with creative funding commissions
that have reconsidered their support of hybrid
artworks in this digital era.

Glossary

Open source: Since the emergence of the Linux
system, or more precisely the GNU (Gnu’s Not
Unix) project, open source technologies have
grown to the point of being considered an
important subculture. There are also artists who
design artworks in coherence with these same
cultures of sharing.
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