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ABSTRACT 

 

Globalisation is one of the most important cultural phenomena of our times and yet, one 

of the least understood. In popular and critical discourse there has been a struggle to 

articulate its human affects. The tendency to focus upon macro accounts can leave gaps 

in our understanding of its micro experiences.1

                                                 
1 As Jonathon Xavier Inda and Renato Rosaldo argue there is a strong pattern of thinking about globalisation 'principally in terms of 

very large-scale economic, political, or cultural processes'. (See: Jonathon Xavier Inda and Renato Rosaldo (Eds.), The 

Anthropology of Globalisation: A Reader, Malden, Blackwell Publishing, 2002, p. 5.) 

 In this thesis, I will describe 

globalisation as a dynamic matrix of flows. I will argue that globalisation's spatial, 

temporal, and kinetic re-arrangements have particular impacts upon bodies and 

consciousnesses, creating contingent and often unquantifiable flows.  

 

I will introduce digital art as a unique platform of articulation: a style borne of 

globalisation's oeuvre, and technically well-equipped to converse with and emulate its 

affects. By exploring digital art through an historical lens I aim to show how it 

continues dialogues established by earlier art forms. I will claim that digital art has the 

capacity to re-centre globalisation around the individual, through sensory and 

experiential forms that encourage subjective and affective encounters. By approaching it 

in this way, I will move away from universal theorems in favour of particular accounts.  

 

Through exploring a wide array of digital artworks, I will discuss how digital art can 

capture fleeting experiences and individual expressions. I will closely examine its 

unique tools of articulation to include: immersive, interactive, haptic, and responsive 

technologies, and analyse the theories and ideas that they converse with. Through this 

iterative process, I aim to explore how digital art can both facilitate and generate new 

articulations of globalisation, as an experiential phenomenon. 
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INTRODUCTION 

TOWARDS NEW UNDERSTANDINGS 

 

In popular and critical discourse there have been difficulties articulating globalisation’s 

affects. It is often expressed in macro terms: the expansion of financial markets; the 

proliferation of Western capitalism; the rise of global consumption; the advance of 

Americanisation. As Jonathon Xavier Inda and Renato Rosaldo argue there is a strong 

pattern of thinking about globalisation 'principally in terms of very large-scale 

economic, political, or cultural processes.'2

In this thesis, I am concerned with the difficulties of communicating globalisation's 

affects. In the following chapters I will contend that the phenomenon's spatial, temporal, 

and kinetic re-arrangements are significantly influencing bodies and consciousnesses. 

While the nature of these impacts have historical precedents I will argue that the scale 

of their experience is unprecedented. I will describe globalisation’s affects in terms of 

personal experiences and articulations of them. Articulation in these contexts will 

invoke dual processes of voicing and connecting, in the manner as Alison Kooistra 

expresses ‘of joining together and in the sense of speaking out'.

 Yet, the tendency to omit individual 

narratives can leave gaps in our understanding, creating crises of articulation.  

 

3

As I engage with these ideas I will also suggest the need for new modes of affective 

expression. I will introduce digital art as a style that shares an itimate history with 

 

 
 

                                                 
2 Jonathon Xavier Inda and Renato Rosaldo (Eds.), The Anthropology of Globalisation, p. 5. 

3 Kooistra argues further that an 'anatomical articulation – the joining together or “membering” of distinct parts to form a larger 

whole – is accomplished through a verbal articulation – speaking out, claiming a label or banner, or constructing a coherent 

narrative.' See: Alison Kooistra, 'Speaking into Sight: Articulating the Body Personal with the Body Politic', Explorations in 

Anthropology, Vol. 8, No. 1, p. 1. 
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globalisation, and is technologically equipped to facilitate new understandings.4

RESEARCH PROBLEM AND RATIONALE 

 I will 

explore key examples from around the world, and show how digital art can reveal 

individual enactments of life under globalisation, which may be used to illuminate some 

of the phenomenon's particular conditions. To this end, digital art will be read as both 

an expression and an element of new global flows. Its ontological and affective qualities 

– which connect it to the realm of art – will be viewed as creating new ways of 

understanding the external world, and articulating happenings like globalisation.  

 

At the same time, I will contend that empirical and universal forms of critique may not 

account for the subjective nature of art production and experience. To this end, I will 

introduce myself as author-as-critic and express a partiality in reading the works, and in 

determining what I feel they achieve. The conclusions that I make about their practices 

and critiques in relation to art and globalisation, will therefore be subjective and 

speculative. In this thesis, digital artworks are read as being about globalisation and 

informed by its processes, which may or may not reflect the artists’ own views. 

 
 

 

The research question 'what can digital art contribute to understandings of 

globalisation?' emerged from my concern over popular constructions of globalisation, as 

a universal or determinate force. These expressions are particularly evident in the 

reduction of globalisation as 'a primarily economic phenomenon, involving the 

increasing interaction, or integration, of national economic systems through the growth 

                                                 
4 Walter Benjamin's statement is invoked to suggest the heightened scale of affects that digital art can achieve. However, as I 

discuss in 'Chapter Two', I locate digital art in continuity to, and not rupture from, earlier art forms. See: Paul Valéry's reference to 

Benjamin in: Paul Valéry, Aesthetics: The Conquest of Ubiquity, (Trans. R. Manheim), New York, Pantheon Books, Bollingen 

Series, 1964, p. 225.  
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in international trade, investment and capital flows',5 as texts such as the 

GlobalisationGuide.org suggest.6

Many popular readings present globalisation as being synonymous with 

Americanisation and the rise of advanced capitalism. These articulations of 

globalisation are often centered upon the idea that 'the United States is the dominating 

global nation, powerful to a degree and to an extent never before seen.'

  

 

7

[a]gain and again in everything from the pronouncements of 
statesmen to the chants of anti-globalization demonstrators to 
the manifestos of terrorists, a fourth factor of American power 
keeps coming up, a factor that often gets a nod of U.S. heads but 
rarely a close examination – and yet a factor that may emerge as 
the pivot on which the twenty-first century turns one way or the 
other. This elusive factor is American cultural power.

 As Clark Judge 

claims in the Hoover Institution Policy Review: 

8

As BBC News has reported, the debate on whether globalisation is simply 'capitalism at 

its most evil or a promising way to reduce poverty is now raging wherever world 

leaders gather to discuss trade or economic issues.'

 
 

A core assumption underlining the alignment of globalisation with Americanisation is 

that North America's economic power is a pure manifestation of advanced capitalism. 

Yet, the problem with these understandings is that they tend to limit the scope of 

globalisation and its experience, to only one type of impact. 

 

9

                                                 
5 'What is Globalisation?', <http://www.globalisationguide.org/01.html>, Globalisation Guide, 2001, (accessed 12 October 2008). 

6 'What is Globalisation?', <http://www.globalisationguide.org/01.html>, (accessed 12 October 2008). 

7 Clark S. Judge, 'Hegemony of the Heart: American cultural power threatens old orders worldwide,' 

<http://www.hoover.org/publications/policyreview/3462301.html>, Hoover Institution Policy Review, No. 110, Vol. December 

2001-January 2002, (accessed 12 October 2008). 

8 Clark S. Judge, 'Hegemony of the Heart,' <http://www.hoover.org/publications/policyreview/3462301.html>, (accessed 12 

October 2008). 

9 BBC News, 'Globalisation: Capitalist evil or a way out of poverty?' < http://news.bbc.co.uk/1/hi/talking_point/1791105.stm>, 

BBC News: Talking Point, 6 February 2002, (accessed 12 October 2008). 

 However, both positions tend to be 

underscored by understandings of globalisation as 'a new stage of capitalism, which 
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came into existence after the post-Second World War boom came to an end.'10 Robert 

Went's text The Enigma of Globalisation: A Journey to a New Stage of Capitalism, 

presents the phenomenon as 'a new stage of capitalism'.11 So, while some writers have 

begun to create terms like 'financial globalisation'12

Therefore, a key rationale in writing this thesis was to develop a deeper cognisance of 

globalisation's micro affects. I wanted to challenge meta-narrative approaches that had 

arguably inhibited understandings of the particular. Influenced by Fredric Jameson and 

Masao Miyoshi's reluctance to define or delimit globalisation,

 to focus purely on market effects, 

others use the broad category of 'globalisation' to mean macro cultural, political, or 

economic impacts. These universal articulations simplify the complexity and dynamism 

of the phenomenon while negating contrary experiences or interpretations.  

 

13 I hoped to find new 

ways of 'knowing' this 'unclassified topic'.14

value of the global paradigm for me – if it means serious 
interaction with artists and practices that are not similarly 
circumscribed – is its allowance for greater methodological and 
discursive flexibility.

 I sought to highlight some of the problems 

associated with positivist categorisations and present the phenomenon as a series of 

processes rather than a single tangible 'thing'.  

 

When understood in this way, globalisation seems to necessitate a method that is 

democratic in its facilitation of different voices and diverse expressions. This sense is 

sympathetic to Okwui Enwezor's notion that the  

15

                                                 
10 Robert Went, The Enigma of Globalisation: A Journey to a New Stage of Capitalism, London, 

  

Routledge, 2002, p. 93.  

11 Robert Went, The Enigma of Globalisation, p. 93. 

12  The Economist, 'Capital Bonanzas: Does Wall Street's meltdown show financial globalisation itself is part of the problem?', 

<http://www.economist.com/research/articlesBySubject/displaystory.cfm?subjectid=423172&story_id=12304702>, The Economist, 

Sep 25th 2008, (accessed 12 October 2008).  
13 See: Fredric Jameson and Masao Miyoshi (Eds), The Cultures of Globalization, Durham, Duke University Press, 1998. 

14 Fredric Jameson and Masao Miyoshi (Eds), The Cultures of Globalization, p. xi. 

15 Okwui Enwezor, 'Global Tendencies: Globalism and the Large-Scale Exhibition', in Art Forum International, Vol. 42, No. 2, 

November 2003, p. 154. 

http://www.questia.com/SM.qst?publisher=Routledge&publisherSearchType=1002&act=search�
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I agree with this sentiment primarily because it counters the reductive equation of 

globalisation to other processes: the expansion of global capitalism or the proliferation 

of North American cultural ideals. While these movements may shade globalisation, 

they only form part of its story. The only definitive thing about globalisation, it would 

seem, is that it defies static schematisation. 

 

THE PROCESS 

 

This dissertation has been an iterative process and is constructed as a two-way 

conversation between globalisation and digital art. Through the course of writing and 

engaging with different ideas drawn from: cultural studies, anthropology, media theory, 

communications, and art history, my topic has evolved from an exemplary focus on 

enactments of globalisation in digital art, to a more speculative exploration of how 

different examples of digital art may offer critical articulations of globalisation. 

 

In the early half of my candidature I struggled with calls to define globalisation and 

digital art. It was contrary to my approach and a seemingly impossible task. Each 

theorist offered a different understanding of the constructs, subject to the discipline that 

they came from. Fredric Jameson, for example, centred his analyses of globalisation 

upon the disjuncts between current and earlier histories, observing how spaces and time 

suddenly – and perhaps irrevocably – felt far 'more tangible and immediate than in 

earlier stages of modernity'.16

                                                 
16 Fredric Jameson and Masao Miyoshi (Eds), The Cultures of Globalization, p. xi. 

 Australian political economist Frank Stilwell engaged 

with altered modes of mass production, and the perceived global augmentation of 



17 
 

economic connections.17

[o]n the one hand, powerful unifying or homogenising factors 
are at work on this Earth…On the other hand, we can see 
empires and federations breaking up, local characteristics being 
affirmed, nations and cultures asserting their autonomous 
existence, religious or ethnic differences being invoked with 
such rupturing force that they can lead to murderous violence.

 Cultural anthropologist Marc Augé on the other hand, 

described a phenomenon defined only by its movements and contradictions, noting 

18

After the conference, I started to move from a passive analytical position towards one 

that was more active. I began to explore how digital artists were reconstructing the 

formal relationships of medium and message, and in doing so, were reconfiguring 

traditional art canons. Marshall McLuhan's ideal of the medium simply being the 

message was becoming unstuck.

 
 

The differences between accounts made me question the virtue of defining what was 

arguably a shifting and subjectively 'felt' phenomenon.  

  

I began to seek new ways of understanding and expressing globalisation. In July 2003, I 

presented a paper at the Second International Humanities Conference in Greece. This 

became a major turning point. My paper 'Creative Resistance to Globalisation in Digital 

Art' used Ross Mawdsley's digital works Darkness and Tokyo Love Hotel Mistake as 

key examples. The conference gave me the opportunity to test ideas in front of an 

international audience. Through this experience, I gained critical feedback that 

encouraged me to move away from exemplifications of globalisation, in favour of 

explorations through affective art.  

 

19

                                                 
17 Frank Stilwell, 'Going Global? Australian Cities and the Challenges of Globalisation', Transnational Corporations Research 

Project, Sydney, University of Sydney, 1998. 
18 Marc Augé, The War on Dreams, (Trans. L. Heron), London, Pluto Press, 1999. 

19 For a biography of McLuhan and discussion of his discourse see: Terrence Gordon, 'Biography 2', 

<http://www.marshallmcluhan.com/gordon.html>, Marshall McLuhan, 2002, (accessed 16 September 2007). 

 Digital media, it seemed, was not the sole driver of 

content. In works such as iCinema's T_Visionarium, I saw how the 'message' was 
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influenced by digital technology, but also by external factors such as user interaction, 

and global events.  

 
 

Despite the zeal of some 'new media' theorists,20

A reconsideration of the literature revealed that some of the more illuminating accounts 

were emerging out of inter-disciplinary enquiry. Authors such as Okwui Enwezor

 many digital artists were still engaging 

with earlier art strategies and techniques. In questioning that sense of newness, I failed 

to see the merits of separating digital expressions from the field of art. Following on 

from this realisation, I found my focus shifting away from universal definitions in 

favour of particular expressions, which could engage with individual responses and 

affects. I wanted to understand the processes of digital art's construction, and how they 

might cast light onto a subject like globalisation. I sought an analytical approach that 

could engage with cultural and historical contexts of production.  

 

21, 

Marc Augé22, Arjun Appadurai23, and Saskia Sassen24

                                                 
20 I discuss the use of this term later in the thesis in relation to the discourses of Lev Manovich. 

21 Okwui Enwezor, 'Global Tendencies: Globalism and the Large-Scale Exhibition'. 
22 Marc Augé, The War of Dreams. 
23 Arjun Appadurai, 'Disjuncture and Difference in the Global Culture Economy', Theory, Culture, and Society, Vol. 7, 1990, pp. 

295-310. 
24 Saskia Sassen, 'Globalisation and the Formation of Claims', in J. Copjec and M. Sorkin (Eds.), Giving Ground: The Politics of 

Propinquity, London, Verso, 1999. 

 were incorporating eclectic 

discourses into their texts. Their dialogues ebbed in and between subjects and 

discourses, refusing to cast one as exemplary of the other. A shift to the School of 

Social and Cultural Studies at the University of Western Australia, reflected my 

recognition of the need to develop a more flexible approach to the dynamic and relative 

concepts of globalisation and digital art. Through this process, I broadened my approach 

and rephrased my research question to locate art at the centre of the enquiry.  
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ANALYTICAL APPROACH 

 
 
Through reconstructing my dissertation as a dialogue I aim to encourage the expression 

of diverse accounts, and ultimately address the research question: what can digital art 

contribute to understandings of globalisation? Through re-centring my research 

question I have made digital art a platform from which to explore and mediate between, 

competing dialogues and creative expressions. It is hoped that the conversation that 

ensues will challenge the binaries of the particular and universal, and the local and 

global. In doing so, I hope to advance the idea that globalisation and digital art can 

create new spaces 'between' these constructs. Through engaging with the personal and 

particular, I aim to avoid definitive articulations of what globalisation is, choosing 

instead to offer experiential accounts.  

 

Because of the dynamic and emergent nature of these subjects, I have chosen an open 

and exploratory analytical approach. 'Globalisation', 'digitisation', and 'digital art' I 

contend, do not easily lend themselves to empirical research techniques. In arguing that 

there are no universal interpretations, I instead choose to explore the variability and 

contingency of subjectivity and response. By using digital art as an entry point into 

debates on globalisation, I aim to create a language that is relative and dynamic, in 

accounting for the flux and variability of the subjects explored.  

 

This dissertation is framed around case studies, which provide the central structure and 

logic. Each chapter focuses upon a specific theme, which is used to draw in the 

artworks discussed. This research approach involves what Kathy Charmaz descibes as 
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'an iterative process of data collection and analysis'25

Each case study will be presented as a subjective 'take' on the phenomenon. I will 

question: what is the nature of its critique on globalisation? Does it present 

technological or bodily accounts? How was it produced? And, how does it relate to 

other examples of art? In posing these questions, I will suggest that there are gaps in 

these areas of understanding. I will locate digital artworks in terms of the themes: art 

and cultural commenatry, political protest, the global metropolis, space, time, and 

speed, and new practices in art production. I will use cultural discourse to interpret each 

artwork, and support my thesis that digital art is uniquely situated, for conveying critical 

articulations of globalisation.  

. By its very nature, digital art 

arguably lends itself to this form of induction. Due to the unique way in which 

individuals produce, experience and describe it, the scope for general or constructivist 

theory-building is arguably extremely limited. It is on these grounds, that I will question 

technologically deterministic approaches to digital art.  

 

In my treatment of case studies, I will present each work as an individual construction 

rather than a general account. My subjective criticism will shade my interpretation of 

the works. I will examine the digital artworks in terms of their perspectives on 

globalisation, their re-mediation of digital media to generate messages, and their critical 

awareness of their own moments of production. Using an interpretative and comparative 

framework, I will explore the technical qualities of the artworks and examine what it is 

they might be saying, and why they may be constructed so. Through this approach, I 

hope to provide a more critical and readable account of digital art, and its important 

development in connection to globalisation. 

 

                                                 
25 Kathy Charmaz, Constructing Grounded Theory: A Practical Guide Through Qualitative Analysis, Thousand Oaks, California, 

Sage Publications, 2006, p. 5. 
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Through confronting the eclecticism and vibrancy of digital art, I aim to offer new 

insights into why digital art operates as an affective platform, and how it can contribute 

new understandings of globalisation. In examining 'how' and 'why' the style contributes 

to the conversation, I will discuss works from diverse locations, employing eclectic 

media, and constructed in different moments in time. Through employing this approach, 

and discussing a broad array of works, I will suggest that there is no single account of 

globalisation. 

 

As an inductive and interpretative practice my analytical approach will combine 

primary sources, secondary commentaries, and personal reflection in the formation of 

qualitative analysis. In my interpretations and evaluations I will weigh different 

concepts, viewpoints, and positions as author-as-critic. In the theory-building phase new 

concepts concerning globalisation and art, will be identified and tested against 

previously developed models. Through this approach, I will promote an iterative 

research practice that connects practice and discourse in imaginative ways. In doing so, 

I hope to contribute to current states of understanding by demonstrating the challenges 

and difficulties of globalisation's articulation.  

 

I will employ relative historical analysis in my contextualisation of the artworks, and 

their methods of production. I have carefully chosen each case study and constructed 

them in an order that will reveal an historical and stylistic development. By focusing 

upon the new millennium period, I will suggest a need to address key changes in the 

style of digital art production, in connection with the consciousness of globalisation and 

its histories. I will explore senses of fin-de-siècle before and after the Millennium's turn, 

and discuss heightened awarenesses of globalisation and digitisation's cultural, political, 

technological, ideological, and economic impacts. I will also contest the claim that 
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digitisation produces only detrimental affects: an assumption which underscores the fear 

that the 'unremitting flood of numbers, codes, letters'26 is 'replacing real bodies and real 

persons, threatening to make both obsolete',27 as articulated by Anna Munster and 

expressed by Jean Baudrillard as the real being 'no longer real, but of the order of the 

hyperreal and of simulation'. 28

As part of this challenge, I will explore the rejection of the idea that 'in its obsession 

with developing a 'machine' aesthetic digital artwork might stand accused of neglecting 

affective, aesthetic experience'.

 I will disrupt the notion that digital media is hostile to 

the body, or borne of a hard, de-sensitising technology. In doing so, I will contend that 

these readings offer reduced understandings of globalisation's variable affects.  

 

29

DIGITAL ART AS A CRITICAL LANGUAGE 

 Instead, I will show how many digital artists are 

actively engaging with perceptual and bodily affects in their art. I will reveal how artists 

like Joanna Berzowska, Jung Si, Kaho Abe, and iCinema are using digital technologies 

to capture, and emulate, qualities of softness, tangibility, and femininity. Digital art, I 

will argue, has the capacity to generate affective and particular critiques. I will explore 

these ideas further in 'Chapter Six', in relation to the exhibition In the Line of Flight. 

 

 
 
A key objective of this thesis is to offer new understandings of digital art, as a critical 

language. Digital art has been variously termed net.art, new media art, media art and 

new media. The discrepancies suggest a practice fraught with debate, with each category 

re-orienting the practice according to technical, aesthetic, and stylistic concerns. 

                                                 
26 Anna Munster, 'Low-Res Bleed: Congealed Affect and Digital Aesthetics', in Australian and New Zealand Journal of Art, 

Volumes 2-3, 2001-2002, p. 82. 

27 Anna Munster, 'Low-Res Bleed', p. 82. 

28 Mark Poster (Ed.), Selected Writings by Jean Baudrillard, Stanford, Stanford University Press, 2001, p. 175. 

29 Anna Munster, 'Low-Res Bleed', p. 78. 
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Whether we see digital art as being evolutionary to or revolutionary from earlier art 

styles, what is clear is the need to develop a means for locating it. This is particularly so 

if we argue with Mark B. Hansen, that the formal traditions of art theory and criticism 

have limited application for the articulation of digital works.30

Yet, formal art assumptions governed by strict notions of authorship, aura and 

originality, seem to preclude an art characterised by replica, misappropriation, freedom 

of access and anonymity. In contesting these formal tenets, digital works at times 

subvert conventional requisites for production, artistry, and display. Digital artists often 

oppose formal notions of artistry with its makers 'biologists, engineers, designers, and 

hackers rather than the newest crop of fine-arts graduates.'

 The highly intimate and 

experiential nature of digital art provides unique challenges for those describing it.  

 

31 As Joline Blais and Jon 

Ippolito observe, '[f]ar from the traditional epicentres of artistic production and 

distribution, creative people sitting at computer keyboards are tearing apart and 

rebuilding society's vision of itself.'32 They question whether 'the distinction between art 

and non-art has become irrelevant in an age when art and science, commerce and 

fashion are whipped together in the global culture blender we call the Internet?'33

While the practice of defining art may seem problematic or irrelevant, the function of 

digital art still serves a critical purpose. There are strong grounds for viewing digital 

media as art: it creatively converses with its external world. The ability to reflect upon 

social, political, and historical phenomena – and generate new ways of seeing – is 

characteristic of art. So, rather than abandoning the category of art, I suggest that in our 

conceptualisations of digital works we expand the field to account for different and 

 

 

                                                 
30 Mark B.N. Hansen elaborates on this idea in his text New Philosophy for New Media, Cambridge Mass., MIT Press, 2004, p. 3.. 
31 Joline Blais and Jon Ippolito, At the Edge of Art, London, Thames and Hudson, 2006, p. 7. 

32 Joline Blais and Jon Ippolito, At the Edge of Art, p. 7. 

33 Joline Blais and Jon Ippolito, At the Edge of Art, p. 7. 
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emergent modes of expression. This step has been a necessary process for all novel and 

revolutionary styles, ranging from Modern cinema to Dada performance. In the face of 

dissent, artists have often engaged with the backlash, and incorporated it into their 

works. It is that very resistance that has often made their expressions understandable as 

art.  

 

Terms like 'new media' arguably wittingly sever art's ties, in declaring that digital 

expression belongs to a different practice, discourse, time or technology. Technological 

determinists often extol the innovation of digital technology, rendering analogue a 

redundant or obsolete format: static, outmoded and corruptible. In his use of the term 

'New Media',34 Lev Manovich for example ascribes a distinct novelty to the form. Yet, 

as Richard L. Richards contends, '[m]ost new media have been developed in dialogue 

with existing 'old' and established media formations such as cinema and television'.35 He 

argues that any examination of digital technology in light of 'previous models of 

technological change'36 will 'blunt any facile notion of 'newness'.37

As Darren Tofts suggests, the term 'new media' favoured by Lev Manovich assumes that 

digital media 'lacks predecessors'.

 By omitting the 

adjunct of 'art', Manovich's term locates digital expression outside the realm of art, and 

arguably denies its artistic capacity. Yet, why is digital expression sometimes excluded 

from the realm of art? Moreover, who has the authority to decide what art is, or enact a 

formal severance?  

 

38

                                                 
34 The term is used throughout Lev Manovich's text The Language of New Media, Cambridge Mass., MIT Press, 2001. 
35 Richard L. Richards, 'Review of Dan Harries (Ed.), The New Media Book', 

<http://muse.jhu.edu/journals/the_moving_image/v004/4.1edwards.html>, The Association of Moving Image Archivists, 2004, 

(accessed 28 April 2006).  

36 Richard L. Richards, 'Review of Dan Harries', (accessed 28 April 2006). 

37 Richard L. Richards, 'Review of Dan Harries', (accessed 28 April 2006). 

38 Darren Tofts, Interzone: Media Arts in Australia, Melbourne, Craftsman House, 2005, p. 9. 

 Manovich's equation of the medium to the message 



25 
 

imposes a distinct causality, limiting the potential for digital art to be art as opposed to 

media. Hansen explains that it is 

not simply that the image provides a tool for the user to control 
the 'infoscape' of contemporary material culture, as Manovich 
suggests, but rather that the 'image' has itself become a process 
and, as such, has become irreducibly bound up with the activity 
of the body.'39

While theorists Anna Munster and Geert Lovink use terms such as 'new media art' and 

'new media theory', Tofts disengages with the notion of novelty. In his classification of 

digital media he omits the descriptor 'new' and chooses the phrase 'media art'.

 
 

An artist may use digital technology to convey a message but from there, the message 

may transcend the medium to express outside ideas: such as the affects of globalisation. 

 

40 In doing 

so, he creates possibilities for comparative artistic discourse while acknowledging new 

forms of art. Through contextualising digital expression in terms of earlier art discourses 

and strategies, Tofts provides a relative framework for articulation. One problem with 

his terminology, however, concerns his choice of the word 'media' in his classification 

'media art'. 'Media' is a general term used to describe various mass communication 

formats, from television to radio and newspapers. The category of 'media art' also 

provides no way of distinguishing between digital and analogue works, for example.41

In choosing the term 'digital art' I provide less a definition and more a language for 

locating creative works mediated by digital technology in one of three ways: as the 

 

Yet, the differentiation is critical, if we view digitisation as affecting the production, 

experience, and understanding of digital art. 

 

                                                 
39 Mark B.N. Hansen, New Philosophy for New Media, p. 10. 

40 Darren Tofts, Interzone, p. 9. 

41 Some theorists question the value of that distinction, instead viewing digital technology as a continuation of earlier formats. In 

his text: Cyberspaces of Everyday Life, Minneapolis, University of Minnesota Press, 2006, p.1, Mark Nunes wonders: '[w]here does 

cyberspace take place?' In doing so, he challenges the casting of cyberspace as 'some other place'. 
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product, process or subject thereof. Digital artworks incorporate eclectic media from 

interactive film and video to gaming and wearable technology. As a broad category of 

classification, digital art incorporates any expression mediated by digital technology. 

The computer, I will argue, is central to production, operating as an interface, facilitator 

and/or canvas for display. However, unlike technological determinist accounts I will 

contend that digitisation influences rather than determines the message. I will locate 

digital art in continuity to – not a rupture from – earlier artistic discourses and styles. 

 

CHAPTER SUMMARY 

 

In each chapter, I will engage with different digital art works, and explore the possible 

intentions of the artists. For 'Chapter One: Globalisation and the Crisis of Articulation', I 

will provide cultural and political contexts for framing key examples of digital art. I will 

explore why art and digital art specifically, can offer alternative accounts of 

globalisation centred upon the sensory, affective, and particular. In examining some of 

the difficulties associated with the articulation of globalisation, I will discuss different 

readings, and engage with Appadurai's construction of the phenomenon as a series of 

flows. In 'Chapter One' I open up the conversation on globalisation, and suggest a need 

for new means of articulation. This assumption creates a context for locating the 

following chapter, which is centred on the notion that art can operate as a critical 

language. 

 

In 'Chapter Two: Art and Cultural Commentary', I will provide an historical context for 

exploring digital art's emergence, in connection to earlier interventions in art and 

technology. Through re-tracing previous practices, I will analyse digital art's capacity to 

offer novel forms of cultural commentary and critique. Through engaging with writers 
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such as Walter Benjamin, Lev Manovich, and Darren Tofts, I will contextualise the 

platform of digital art. In doing so, I will argue that digital art forms a continuation with 

earlier art discourses and practices. By exploring preceding styles, I will establish a 

comparative framework of analysis, while establishing an argument for viewing digital 

art in continuity with earlier dialogues and expressions.  

 

The third chapter of this thesis: 'Digital Art and Political Revolt', examines protests to 

globalisation by artists Ross Mawdsley, ®™ark, and The Yes Men. In this chapter, I 

examine their use of digital tactics to oppose Western political leaders, Non 

Government Organisations (NGOs), and multi-national corporations. I will discuss the 

artists' use of Internet, television, and street campaigns in generating forms of global 

revolt, and examine their strategic infiltration of virtual and physical spaces. I will 

situate Ross Mawdsley, ®™ark, and The Yes Men's art in terms of earlier expressions 

of resistance, and pose the questions: how is digital technology being used in backlash 

to globalisation? And, what are the discourses that inform these accounts? However, I 

will also question the democratic legitimacy of tactics such as: spoofing, hacking, 

impersonation, and sabotage.  

 

In 'Chapter Four: T_Visionarium: Global Space, Time, and Speed', I will closely 

consider iCinema's digital installation, T_Visionarium. I will discuss the artists' use of a 

unique graphical user interface (GUI), which incorporates live and archived footage 

from news stations as diverse as CNN and Al-Jazeera. I will also examine the work's 

use of digital affects to shift the user's cognition of themes such as space and time, 

cultural nearness and distance. In this chapter, I discuss the use of transcriptive narrative 

in generating questions about globalisation and its spatial, temporal and kinetic flows. I 
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will also explore how the installation challenges categories of art, through its address of 

the formal artist-spectator schism. 

 

The fifth chapter 'Metropolis: Imagining the Global City', considers different renderings 

of the global city. Using the exhibition Metropolis as a key point of reference, I 

examine eight artists' perceptions of life within North American cities. The artworks 

that I discuss are: Shoba's Blowing Zen  (2003), Nicholas Golebiewski's This is Where I 

Live (2003), Tom Otterness' Nine Eleven (2003), Cristian Alexa's Ten-Second Couples 

(2000), Abbey Williams' Yes (2002), Andy Diaz Hope Financial District Infiltration: 

Everybody is Somebody's Terrorist (2004) PHAT's Harlem: The Ghetto Fabulous 

(2004).  

 

In some of the works, such as Diaz Hope Financial District Infiltration: Everybody is 

Somebody's Terrorist (2004), the city is seen to intensify forms of social alienation. In 

others, such as PHAT's Harlem: The Ghetto Fabulous (2004), the city is shown to 

localise ethnic difference: offering opportunities for solidarity and revolt. The 

Metropolis artists punctuate their works with questions of history, individuality; 

diaspora; fragmentation, and human connection in a globalised world. Constructed as 

private and intimate articulations, they implicitly counter universal accounts of the 

phenomenon.  

 

In 'Chapter Six: In the Line of Flight: Changing Practices in Digital Art', I will examine 

a global exhibition held in synchrony with an academic conference in Beijing. The 

exhibition presented an eclectic array of formats, from video games to responsive 

garments, and haptic installations. In selecting eight works for discussion, I examine the 

different degrees to which artists are identifying changing practices in art, and engage 
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with those realities in their works. The examples selected reveal divergent perceptions 

of globalisation's flows. They include: Ruth Schnell's Territorism II (Austria, 2002-

2005), Blast Theory's Can You See Me Now? (UK, 2001-2007), Justine Cooper's 

Transformers (Australia, 2002), Marnix de Nijs' Run Motherfucker Run (Netherlands, 

2004), Joanna Berzowska's Intimate Memory Shirt and Feathery Dresses (Canada, 

2004), Jung Sin and Kaho Abe's Haptic Glove (USA, 2004), and Leon Cmielewski and 

Josephine Starrs' Floating Territories (Australia, 2004). 

 

The artworks presented at In the Line of Flight raised questions about the nature of art 

collaboration, production and display, in a global world. Key concepts examined in the 

works included: the cultural influence of North America and the West; the movement of 

individuals globally; the virtualisation of communities; and the rise of the global city, as 

a manifestation of globalisation. Each example raises questions about the politics of art 

display, and the role of digital technology in facilitating creative communication, 

collaboration, and construction. As the final chapter of this thesis 'In the Line of Flight: 

Changing Practices in Digital Art', reflects upon the languages of digital art, and how 

they are promoting new understandings of globalisation's human affects.  

 

CONCLUSION 

 

In this introductory chapter, I have established the research question of this dissertation: 

what can digital art contribute to understandings of globalisation? I have elaborated on 

the key problems from which the question was drawn, and explained my rationale. I 

have also demonstrated how the research process informed the development of my 

analytical approach. In privileging micro and particular accounts of globalisation, I have 

introduced my subjective voice as author. In summarising each chapter, I have also 
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shown how case studies and key themes will be used to structure and frame this work. I 

have suggested that digital art theory and practice should be mutually considered. 

Finally, I have claimed that the originality of this dissertation is the iterative dialogue 

created between two phenomena borne of the same moment in time: globalisation and 

digital art.  

 

In the following chapters I will argue for the need for new languages to convey 

globalisation's particular affects. I will also elaborate on how digital art is technically, 

philosophically, and historically apposite to critique globalisation's flows. I will link the 

platform to the realm of affect, and show how digital artists can facilitate subjective 

interpretations, and bodily responses. By initiating this dialogue, I aim to give voice to 

diverse readings, experiences, and perspectives. Through challenging universal claims, I 

will suggest the shortcomings of structuralist approaches to fluid and indeterminate 

subjects like globalisation and art. In doing so, I will contest accounts that reduce 

globalisation to a series of perpetual and 'objectively' testable affects, and seek to 

uncover particular accounts that may have been overlooked by macro theorems or 

explanations. Confronted with these issues my aim is to uncover new ways of thinking 

about globalisation in relation to digital art.  
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CHAPTER ONE 

GLOBALISATION AND THE CRISIS OF ARTICULATION 

 

 

Figure 1 
Wolfgang Ammer 
Globalization 2 
2002 42

In this chapter, I will launch a critical conversation on globalisation and digital art. In 

seeking to understand the cultural impacts and iterations of globalisation, I will argue 

that a shift toward micro and affective expressions – such as those facilitated by digital 

art – can offer ways of imagining it outside the tropes of macro discourses. While 

systemic forms of analysis provide broad conceptualisations of phenomena, generalised 

 
 

INTRODUCTION 

 

                                                 
42 Wolfgang Ammer, 'Globalization 2', <http://www.lib.uwo.ca/weldon/news/hottopics/archive2002/globalization2.gif>, Wiener 

Zeitung, 2002, (accessed 8 December 2007). 
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hypotheses are often premised upon universal constants, rather than the particular and 

often fleeting, minutiae of experience. The tendency to seek objective uniformity rather 

than subjective divergence I will contend, omits other articulations from the tale. 

 

In the first part of this chapter, I will engage with theories of formalism, structuralism, 

and semiotics. I will show how structured analytical frameworks, contribute to macro, or 

systemic accounts of phenomena. While not discounting the value of these approaches 

for providing macro understandings of political or economic systems, I will explore the 

limitations of these methods for understanding the affective realms of human experience 

and encounter. I will argue that a particular rather than universal approach to the study 

of globalisation, can add new shades of understanding in making room for the 

intricacies and contradictions of its movements and affects. 

 

In the second section of this chapter, I will examine post-structuralism and 

deconstruction, and explore how these discourses might offer more particularised and 

contingent accounts. In doing so, I will engage with discussions on the universal and 

particular, and challenge binary accounts of globalisation that categorise its impacts in 

either-or terms. I will use this discourse to lead into analyses of globalisation centred 

upon the global city, and show this more localised approach can offer more personalised 

understandings of the phenomenon. This discussion will foreground analysis presented 

in 'Chapter Five: Metropolis: Imagining the Global City.' Having introduced the global 

city as a key site manifesting globalisation's flows, I will then explore these movements 

in detail. I will engage with Appadurai and other ethnographic writers, to examine flows 

of finance, media, ideology, technology, and people. 
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The first sections of this chapter establish grounds for viewing globalisation through an 

affective lens. Having established grounds for a particular and ethnographic approach, I 

will argue that digital art has the capacity to offer affective languages centred upon 

individual experience, understanding, and bodily response. In essence, I will show how 

digital art provides new ways of understanding external phenomena, through 

centralising the human subject. This conclusion will lead into the following chapter 'Art 

and Cultural Commentary', which will contend that as a new critical form of art, digital 

art has the capacity to provide new understandings of globalisation through affective 

experience. 

 
 

STRUCTURALISM AND SEMIOTICS 
 
 
 

I begin with an exploration of structuralist approaches to globalisation, which focus 

upon systemic impacts rather than the particular affects. Edith Kurzweil argues that 

Lévi-Strauss' text Tristes Tropiques (1955) foregrounded his work 

Structural Anthropology (1958) and for the acceptance of 
structuralism – the systemic attempt to uncover deep universal 
mental structures as these manifest themselves in kinship and 
larger social structures, in literature, philosophy and 
mathematics, and in the unconscious psychological patterns that 
motivate human behaviour.43

As Kurzweil suggests, structuralists seek systemic similarities, rather than particular 

differences. In his text Art History and Class Struggle,

 
 

44 Nico Hadjinicolaou argues that 

the values of formalism and structuralism reflect the ideologies of their inception, with 

advocates belonging 'from a political point of view, to the most conservative and 

reactionary forces of the time'.45

 

  

                                                 
43 Edith Kurzweil, The Age of Structuralism, New York, Columbia University Press, 1980, p.1.  
44 Nico Hadjinicolaou, Art History and Class Struggle, London, Pluto Press, 1999, p. 62. 

45 Nico Hadjinicolaou, Art History and Class Struggle, p. 62. 
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In the examination of human subjects and responses, structuralist theories seek to 

determine 'the unconscious psychological patterns that motivate human behaviour'.46 

Mainstream structuralist approaches are, as Taylor observes, often premised upon the 

deduction 'of macro behavioural functions from stylized optimization exercises that 

individual person l firms, and even organizations are supposed to undertake'.47

Semiotic discourses reflect key tenets of structuralism, in centring analyses of art and 

culture around the structures, signifiers and signs that underlie their production. As 

Laurie Schneider Adams expresses, its study assumes, 'that cultures and cultural 

expressions such as language, art, music, and film are composed of signs, and that each 

sign has a meaning beyond, and only beyond, it's literal self.'

 Through 

developing theories derived from psychology and the social sciences, structuralist 

analyses have applied these principles to social and cultural constructs such as gender, 

culture, sexuality, literature, and art. Yet, these approaches have tended to minimise the 

role of the individual in constructing universal meanings. 

 

48 The practice of socio-

semiotics argues that our perceptions of cultural objects and events are influenced by 

the particular 'signs' inherent to our societies. T.J. Clark and Raymond Williams, for 

example, identified the specific social and political factors influencing the construction 

of art, through creating links between production, consumption, 'and the forms and 

codes of representation in which they reproduce ideology.'49

                                                 
46 Laurie Schneider Adams, The Methodologies of Art: An Introduction, Boulder, Westview Press, 1996, p. 59.p. 134. 

 The application of this 

approach to globalisation and digitisation however, would suggest that our 

47 Lance Taylor (Ed.), Socially Relevant Policy Analysis: Structuralist Computable General Equilibrium Models for the Developing 

World, Cambridge Mass., The MIT Press, 1990, p.4. 

48 Laurie Schneider Adams, The Methodologies of Art, p. 133. 

49 Janet Wolff, Aesthetics and the Sociology of Art, 2nd Ed., Michigan, University of Michigan Press, 1999, p. 22. 
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interpretations are shaped by our conscious and unconscious understandings of socio-

cultural contexts and 'codes'50

In elaborating upon the key principles of socio-semiotics, the theorist and novelist 

Umberto Eco argued that 'iconism is not a single phenomenon, nor indeed a uniquely 

semiotic one. It is a collection of phenomena bundled together under an all-purpose 

label.'

.  

 

51 According to Eco's interpretation, the components of art and iconic forms are 

'simultaneously semiotic and non-semiotic, at once prone and immune to systematic 

linguistic and structural descriptions.'52 He clarified this through claiming that '[n]o 

graphic mark is merely a sign, but none is a “technical,” “meaningless” gesture made 

only in the service of some higher significance.'53 In his text Postmodern Semiotics, the 

theorist Mark Gottdiener shares Eco's concern for context and interpretation, arguing 

that 'there is always a contextual basis to 'Truth' claims. For 'all utterances and actions 

have contexts and consequences.'54 What both socio-semioticians suggest is that there is 

no universal 'truth' but rather, 'a collection of phenomena'55

FORMALIST THEORY 

 

 determined and articulated 

by individual subjects.  

 

Through its intimate connections to Modernism, formalism applies an empirical 

approach to the production of art through its principles of aesthetics. Led by Roger 

Fry56, and underscored by the philosophies of Immanuel Kant57

                                                 
50 Janet Wolff, Aesthetics and the Sociology of Art, p. 22. 

51 James Elkins, On Pictures and the Words That Fail Them, Cambridge, Cambridge University Press, 1998, pp. 11-12. 

52 James Elkins, On Pictures and the Words That Fail Them, p. 78. 

53 James Elkins, On Pictures and the Words That Fail Them, p. 78. 

54 Mark Gottdiener, Postmodern Semiotics: Material Culture and the Forms of Postmodern Life, Oxford, Blackwell, 1995, p. 23. 
55 James Elkins, On Pictures and the Words That Fail Them, p. 78. 

56 More on Fry's discourse can be found in his text: Roger Fry, Vision and Design, Oxford, Oxford University Press, 1981. 

, formalism has been 
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concerned with the search for ideal beauty, particularly in fine art. Inherent to the 

approach has been the idea that there is an essential 'truth' to art, and that aesthetic 

values could be identified. The North American critic and theorist Clement Greenberg 

perpetuated these ideas, as he continued Fry's theoretical tradition.58

Writing from the 1930s through to the 1960s, Greenberg believed that modernist and 

formalist theory 'consisted of the renunciation of illusionism (in the Platonic sense of 

mimesis).'

  

 

59 Like his predecessor Roger Fry, Greenberg attributed value based upon the 

extent to which artworks were experienced deeply, if not spiritually.60 However, that 

assessment of art was primarily focussed upon the nature of form over content.61 This 

articulation was sympathetic to Georg Hegel's perception that art acted as an historical 

testimony to its culture of production, with aesthetic values and tastes driven by some 

kind of 'predetermined evolution'.62

Art theorist Janet Wolff posits that formalism is pre-occupied with the 'search for the 

nature of beauty and of the aesthetic experience'.

 

 

63 Schneider Adams elaborates that 'a 

Formalist analysis of a work of art would consider primarily the aesthetic effects 

created by the component parts of design.'64

                                                                                                                                               
57 For an elaboration on Kant's ideas see: Carl Joachim Friedrich, The Philosophy of Kant: Immanuel Kant's Moral and Political 

Writings, New York, The Modern Library,1949. 

 Its key assumption is that art has an 

enriching aura, 'and its own dynamic which can be understood independently of 

58 See: Clement Greenberg, Art and Culture: Critical Essays, Boston, Beacon Press, 1961. 

59 Laurie Schneider Adams, The Methodologies of Art, p. 34. 

60 See: Clement Greenberg, Art and Culture. 

61 See: Clement Greenberg, Art and Culture. 

62 Laurie Schneider Adams, The Methodologies of Art, p. 26. 
63 Janet Wolff, Aesthetics and the Sociology of Art, p. 27. 

64 Laurie Schneider Adams, The Methodologies of Art, p. 17. 

http://en.wikipedia.org/wiki/Beacon_Press�
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context.'65

Structuralist and formalist approaches to globalisation and art arguably reduce the 

phenomena to a series of signs, structures, and ideals. These theories show a scientific 

and universal approach to the subjects, through their assumption that structures can be 

positively determined.

 In 'Chapter Two', I discuss formalist theorists in terms of this reality, and 

notions of authorship, aura, and originality.  

 

THE LIMITS OF STRUCTURALISM AND FORMALISM  

 

66 Systemic analyses of globalisation arguably reflect key tenets 

of structuralist, semiotic, and formalist thought. Through applying definitions, 

categorisations, and 'testable' hypotheses, they share similar analytical approaches. 

Sociologist Walden Bello, for example, claims that '[a]nother factor unraveling the 

globalist project is its obsession with economic growth. Indeed, unending growth is the 

centerpiece of globalization, the mainspring of its legitimacy.'67 Yet, Bello's 

terminology suggests that globalisation is an entity with a universal 'project',68 and 

'obsession'69

Semiotic approaches have been challenged on the grounds that they reduce phenomena 

to a series of systems and signs. The assumption that concepts can be empirically or 

'objectively' identified and reduced, is concerning to art theorists such as James Elkins. 

. This portrayal overlooks the complexity of the phenomenon, and the play 

of diverse cultural, historical, political and technological factors. The focus upon 

economic systems – at the expense of human context and experience – negates the 

complexity of globalisation and its differently experienced affects.  

 

                                                 
65 Laurie Schneider Adams, The Methodologies of Art, p. 32. 

66 See: Clement Greenberg, Art and Culture. 

67 Walden Bello, 'Globalization in Retreat', <http://www.fpif.org/fpiftxt/3826>, Foreign Policy in Focus, 2006, (accessed 11 

December 2007). 

68 Walden Bello, 'Globalization in Retreat', <http://www.fpif.org/fpiftxt/3826>, (accessed 11 December 2007). 

69 Walden Bello, 'Globalization in Retreat', <http://www.fpif.org/fpiftxt/3826>, (accessed 11 December 2007). 
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In his text Pictures and the Words that Fail Them, Elkins claims that '[w]henever the 

description of a picture could do without the picture, I am suspicious.'70 'Semiotics and 

Art History', he continues 'proceeds on the assumption that there is a specifically visual 

semiotics parallel to the linguistic model.'71 Art theorist Janet Wolff similarly maintains 

that while '[m]ainstream Anglo-American philosophy of art pursues its search for the 

nature of beauty and of the aesthetic experience',72 its assumptions are problematic 

because they fail to be 'disturbed by the sociological critique of aesthetics itself as a 

historically specific development, and of all aesthetic judgements as class-based, 

gender-linked and in general ideologically produced.73

Post-structuralism and deconstruction arguably provide greater flexibility in the 

exploration of the subjects: globalisation and digital art. Roland Barthes is a key figure 

in post-structuralism, and is often identified as instigating a critical shift between 

  

 

Formalist constructions tend to schematise and reduce the complexity of phenomena. 

Structuralist and formalist theories are arguably more apposite to the identification of 

fixed formulas and principles, than the understanding of globalisation and art. The value 

of these approaches may be in the simplification of complex constructs into identifiable 

structures or systems. Yet, the imposition of a universal syntax to affective and 

contingent subjects can invalidate divergent understandings. As I will argue throughout 

this thesis, the application of universal analyses to cultural phenomena can have 

dangerous implications. 

 

POST-STRUCTURALISM AND DECONSTRUCTION 
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73 Janet Wolff, Aesthetics and the Sociology of Art, p. 27. 
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structuralist and post-structuralist thought. In the theorist's structuralist phase, 'the real 

and the magical were opposed; in his post-structuralist period, they are aligned.'74 

Barthes went from a theory that debunked 'the old humanist superstition that artistic 

creation cannot be 'reduced' to a system',75 to one where systemic approaches were 

discouraged. Barthes' construction rejected the deification of the artist, and the 

untouchability of the formalist tenet of 'art for art's sake'. Through a focus upon 

particularisation over universalisation, Barthes' realignment with post-structuralism was 

fundamentally a return to humanism.76

Like post-structuralism, deconstruction can provide more shaded accounts of 

globalisation and art. Through its close associations with the theorists Martin 

Heidegger, and Jacques Derrida, deconstruction developed as a challenge to 

structuralism and semiotics and the premise of objectively identifiable systems and 

signs.

 

 

77

Through contesting the notion of 'totalising reason', deconstruction opposes singular 

worldviews. In reflecting Nietzche's 'de-rationalized and tychistic version of 

evolution',

 Contrary to structuralism, deconstruction argues that tensions between art and 

culture of production can be productive because they facilitate contemplation of those 

conflicts, and the ways in which they manifest. For this reason, deconstruction might be 

seen as a philosophy of consciousness – because of its location of objects in terms of 

cultural phenomena, both as constructed and experienced.  

 

78
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 deconstruction shows 'resistance to single explanations, a respect for 
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difference and a celebration of the regional, local and particular'.79 As Jacques Derrida 

suggests, deconstructivist analyses tend to challenge teleological accounts of cultural 

and historical phenomena. As a philosophy of consciousness, deconstruction deals with 

the concept of 'culture' and the micro impacts of its constructs.80

there is indeed a power geometry to the processes of 
globalization. It is one in which the traffic in culture moves 
primarily in one direction: sometimes it is seen to move from the 
First World (or West/center) to the Third World (or 
rest/periphery), other times more specifically from the United 
States to the rest of the world. 

 

 

Inda and Rosaldo suggest that deconstructivist analyses would likely suggest that 

81

While structuralists seek to determine to the universal truths underlining culture, 

theorists like Derrida actively deconstruct them. In his critique of semiology, Derrida 

opposes 'Saussure's view of signs as fixed within closed systems, and the logocentric 

belief in essential meanings'

 
 

82 by arguing that meanings were not fixed nor universally 

ascribed: 'they vary according to contexts, which themselves are continually in flux.'83

the perspective of a bottom-up methodology, it is incorrect to 
characterize contemporary societies as “disciplinary,” or as 
“capitalist,” or, for that matter, “patriarchal” (or any other label 
that reduces a complex mixture of processes to a single factor), 
unless one can give the details of a structure-generating process 
that results in a society wide system.

 

 

Digital theorist Manuel De Landa similarly argues that empirical and universal 

approaches to phenomena limit the breadth of potentiality. De Landa argues that from  

84
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80 Jacques Derrida, 'Deconstruction and the Other', p. 157. 
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In making this claim De Landa focuses his upon micro experiences by way of a 

'bottom-up' or particularised analysis. Like art and globalisation, digitisation, he 

contends, 'should be thought of as one more element added to a complex mix, fully 

coexisting with older components (energetic and material), not all of which have been 

left in the past.'85

In relation to globalisation, a deconstructivist approach might argue that meaning is 

subject to particular experiences and the peculiarities local contexts.

  

 

86 Schneider Adams 

writes that since '[t]he meaning of a word in one context is often different in another. 

And because we define meaning in terms of other words, Derrida would say that 

meaning is always “deferred.” '87

While I recognise the value of universal theories for the explanation of grand systems, 

in this thesis I argue that the realms of experience and affect are best expressed in 

particularised terms. In making this claim I argue that there have until now been limited 

 That approach to globalisation would return the power 

of articulation to the individual, while in connection to art, it would deny the formalist 

deification of the author, in favour of a more balanced relationship between the artist 

and spectator, or in the case of digital art, user. Those discourses would make room for 

the iterations of micro-encounter and the contradictions of divergent experiences. Post-

structural and deconstructivist approaches to globalisation and art would allow the 

individual actor to blur boundaries of art, space, speed, time, and culture, and re-

contextualise those concepts, creating new realms 'in-between'. 

 

THE UNIVERSAL AND THE PARTICULAR 
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means for conveying globalisation's individually experienced impacts. Many political-

economic analyses, for example, seem preoccupied with definitions that might reign in 

the phenomenon. In their paper 'What is Globalization' on the World Bank website, the 

PREM Economic Policy Group and Development Economics Group lament that: 

'[a]mazingly for so widely used a term, there does not appear to be any precise, widely-

agreed definition. Indeed, the breadth of meanings attached to it seems to be increasing 

rather than narrowing over time'.88

Many alarmist accounts of globalisation have focussed upon general senses of freedom 

and threat, as Naomi Klein's binary of Fences and Windows conveyed.

 While many of these macro-analyses provide general 

overviews of globalisation's processes, their assumptions can negate expressions to the 

contrary. 

 

89

[m]ass privatization and deregulation have bred armies of 
locked-out people, whose services are no longer needed, whose 
lifestyles are written off as 'backward,' whose basic needs go 
unmet 

 In this text, 

Klein claimed that  

90

Inda and Rosaldo write that cultural imperialism presents globalisation 'primarily as a 

process of cultural imposition and dominance – of the imposition and dominance of 

. 
 

While in many instances this may be true, there is a danger in speaking universally on 

behalf of the 'other'. To articulate feelings on behalf of another is somewhat 

imperialistic, reinforcing the assumed powerlessness of these 'locked-out people'. 

Naomi Klein's discourse however, reflects a cultural imperialist tradition.  
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<http://www1.worldbank.org/economicpolicy/globalization/ag01.html>, The World Bank, 2000, (accessed 1 October 2007). 
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Western (predominantly American) culture over the remainder of the globe.'91 The 

significance of that understanding is that it is underscored by a perception that 

globalisation 'is leading to the cultural homogenisation of the world.'92

de/territorialisation of culture is thus conceived as promoting a 
convergence of cultural styles inasmuch as Western culture is 
being embraced in localities across the globe. It is seen, in other 
words, as leading to the increasing elimination of cultural 
difference in the world and hence to the crescent production of a 
world of sameness.

 Klein's sense of 

the phenomenon's 

93

As Justine Cooper articulates in her installation Transformers, which I explore in detail 

in 'Chapter Six', a global city like Beijing can generate diverse experiences and 

expressions. Through her use of mixed media, Cooper shows the fragmentations and 

contradictions of human perceptions. Cooper's art shows how an individual can 

simultaneously experience the benefits and disadvantages of heightened human, 

informational, and technological flows. The ability to experience positive impacts in 

one context and negative affects in another challenges Klein's thesis that individuals are 

either 'fenced in', or afforded 'windows' of freedom. Through creating parallel 

conversations between globalisation, digitisation, and art, I suggest that while definitive 

approaches to globalisation provide comprehensive understandings, they can limit the 

diverse possibilities of experience. Instead, I advance an ethnographic method, which 

places individuals at the centre of discussions on globalisation as a phenomenon. 

  
 

Klein's construction of globalisation is arguably reductive. In focusing upon either-or 

affects, she overlooks the different shades of human experience. Klein's binary account 

arguably negates the subtle inter-changes and contradictions of human experience and 

response.  
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THE GLOBAL CITY 

 
 
Ethnographic analyses focused upon the global city, can particularise experiences of 

globalisation to a greater degree, than macro accounts by writers like Stephen Kosack 

centred upon large-scale political movements or the economic responses of nation 

states.94

As I explore in relation to the exhibition Metropolis, analyses centred upon the 

dynamics of global cities, provide means for understanding globalisation as a series of 

local events and particular affects. This method also offers a different approach to the 

systemic construction of globalisation in terms of the broad political responses or 

financial manoeuvres of nation states. An approach centred upon the global city, also 

avoids the simplicity of 'backlash accounts', which focus exclusively on the actions of 

corporations or nations states. These understandings can downplay the autonomy of 

local services and industries – such as small-scale factories and financial markets within 

the city – which are also part of globalisation's tale. In her text Cities in a World 

Economy, Sociology for a New Century, Saskia Sassen argues that analyses of 

globalisation centred upon the global city, can add a micro or 'human' element to 

understanding.

  While the analyses of Kosack, Gustav Ranis, and James Raymond Vreeland in 

their text: Globalization and the Nation State: The Impact of The IMF and The World 

Bank offer systemic accounts of globalisation and its economic impacts upon nation 

states, a more localised approach is required for understanding what is happening on 

their city streets. 
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Using the global city as a site of reference, Sassen shifts the emphasis away from 

universal to particular contexts. In Cities in a World Economy, she contends that the 

inclusion of the city to analyses of globalisation adds three important elements.96  

Firstly, it provides more intimate and particular contexts for analysis. Secondly, it shifts 

the focus away from top-down examinations centred upon governments, corporations 

and other political-economic power brokers. Lastly, it allows for the exploration of the 

human 'microgeographies' existing within local spaces.97

In classical antiquity, the city was at the helm of social, political and economic 

exchange. While ancient ideas of the metropolis remained, the rise of industrialism in 

the late nineteenth century transformed the city through increasing human flows, and 

strengthening systems of finance, politics, transport and communications. Modernity 

brought an eclecticism of class, ethnicity, and political perspective to the city's space. 

As Lewis Mumford discusses, this shift in social landscape inspired new ideas about 

 Through her analysis of cities, 

Sassen contests positivist accounts centred upon universal assumptions. I engage with 

this thesis more explicitly, in 'Chapter Five: 'Metropolis: Imagining the Global City'.  

 

The spatial, temporal, and ethnic flows of global cities can be seen as cultural 

manifestations of globalisation. Cities like New York, Paris, and Tokyo reflect a 

cultural and political eclecticism, evidenced by their diverse customs, religions and 

ethnic precincts. The attraction of individuals to these metropolitan hubs in turn 

accelerates flows of transport, information, communications, and finance. Global cities 

might be seen as cultural microcosms of globalisation and as such, offer new ways of 

accessing this macro phenomenon through its micro experiences and impacts. To this 

end, the global city shares many of the same qualities of the classical metropolis. 
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humanity, and its potential within the urban realm.98 The creation of the modern 

metropolis occurred in historical synchrony with the rise of capitalism as a form of 

economic exchange.99

In examining analyses led by senses of finance, media, and ideology, I start with a 

discussion of Appadurai's construction of financial, media, informational, and 

ideological flows. In his examination of global streams of finance or 'financescapes'

  The rise of capitalism arguably transformed the city site, 

centralising production and creating a hierarchy of production and exchange.  

 

While the global city reflects many of the same functions and features of the classical 

metropolis, digitisation has heightened many of these flows and contributed to an 

intensification of globalisation's impacts. However, globalisation's movements and 

impacts are highly contingent and contradictory. If we view the phenomenon as being 

characterised by dual processes of centralisation and distribution, then we can begin to 

understand its contexts and complexities. In one instance, for example, we might see 

new possibilities for empowerment occurring, from individuals physically coming 

together, connecting online, or finding freedom beyond the boundaries of the nation 

state. Yet at the same time, the rise of a new global politic can generate other forms of 

oppression and segregation. Digital communications and new transport networks might 

new forms of freedom or access, but may be accessible to a limited few and thereby 

create virtual and physical divides. I will examine these tensions in the following 

section, as I explore flows of finance, media, ideology, technology, and people. 

 

FINANCE, MEDIA, AND IDEOLOGY 

 

100
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Appadurai adapts Marx's commodity principles of product fetishism and consumer 

fetishism.101 Using these instruments, he examines the role of the mass media in 

sustaining product fetishism and driving consumer demands. Appadurai suggests that 

the deregulation of the state limits the ability to impose sanctions, enabling the 

corporation's global infiltration. Through examining financial flows through the prism 

of ideology, Appadurai comments on the role of commodification and advertising in the 

proliferation of Western idioms and generation of capitalist 'ideoscapes'.102

In his exploration of global ideoscapes, Appadurai reconfigures the title to Walter 

Benjamin's iconic essay to form 'The Work of Reproduction in an Age of Mechanical 

Art'.

  

 

103

In Modernism/Postmodernism, Ulf Hannerz argues that globalisation facilitates the 

advancement of Western ideologies. The author claims that '[w]hen the center speaks, 

the periphery listens, and on the whole does not talk back.'

 Through an ironic rearrangement of terms, he calls for dissolution of the 

demarcations between commercial and high art. By presenting advertising as a 

'mechanical art', Appadurai examines the infiltration of ideology through the global 

mass media, and the affects upon local culture and individual taste. His text creates 

intersections and inter-flows between globalisation's finance, media, informational, and 

ideological scapes.  

 

104
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 The one-sidedness of the 

discourse suggests owes partly to forms of media and communications control. This 

account might suggest that globalisation perpetuates the rise of Western capitalism and 
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ideology. Through connecting its impacts to earlier projects of imperialism – the French 

and British colonisation of Africa, Algeria, India, and Oceania – Hannerz arguably 

presents globalisation as continuation of projects in modernism and 19th century 

Western imperialism.105

In a similar way, post-colonial analyses have presented Western idioms as deeply 

entrenched within a wider web of social, political and economic processes. Writers like 

Frantz Fanon contended that Western ideologies are embedded in the very structures, 

institutions, objects, images, and expressions of contemporary culture.

   

 

106

blunt facts of economic, political and military power that have 
confirmed America and the West's controlling cultural influence 
- including the magnetism of its mythologies and the control 
Western intellectuals exercise over communication systems and 
regimes of truth.

 This 

perspective is echoed in other dialogues, which have emerged in response to the so-

called 

107

I interpret this reading as a reaction to the advancement of multi-national capitalism, the 

rise and spread of electronic mass media, and the infiltration of consumer ideology. 

These impacts are seen to produce 'a massively coded world of relentless 

commodification and dramatically altered social and psychic conditions.'

  
 

 

108 Modernism 

in this account is cast as globalisation's predecessor, confirming particular Western 

'mythologies'109
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108 Peter Brooker, (Ed.) Modernism/Postmodernism, p. 22. 
109 Peter Brooker, (Ed.), Modernism/Postmodernism, p. 24. 

 and flows of ideology, information and iconography. The political 

defences of truth that prevailed under modernism confirmed the problematic 

relationship between hegemony, ideology and iconography.  



49 
 

In her 2001 text No Logo,110 Naomi Klein popularised a certain way of thinking about 

globalisation. In No Logo, she perceives globalisation's financial and ideological flows 

as contributing to the corporatism of daily life. In her work, Klein refers to the banal 

infiltration of commercial value, taste and ideology. Her analysis reflects Baudrillard's 

concern that where 'old distinctions and orientations are abolished: objects no longer 

relate at all to their processes of human production, there is a loss of emotional content 

and of “objective” or critical distance.'111

Klein's 2002 Fences/Windows

 By examining the mass media's imposition of 

idioms, Klein explores globalisation's adverse influence upon local value, community 

and identity.  

 

112 continues the thesis established in No Logo. In this 

work, she locates globalisation in continuation with processes of capitalism and 

Western imperialism. Her post-colonial account is sympathetic to Jonathon Xavier Inda 

and Renato Rosaldo's thesis that globalisation is a 'continuation of a long historical 

process Western 'imperialist' expansion – embracing the colonial expansions of the 

sixteenth to the nineteenth centuries'.113

Klein's arguments reflect the perception that the global mass media has 'sped up' the 

propagation of Western consumerism and ideology. Yet, her claims reveal high levels 

 By examining globalisation in terms of earlier 

histories and impacts, Klein suggests that the values of supply and demand continue to 

create unequal levels of advantage, entrenching cultures of inequity and divide. Yet, 

while the connections between globalisation and capitalism may be valid, Klein's 

analysis arguably focuses too heavily upon systemic effects, to the detriment of cultural 

and social responses.  
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of alarmism in the suggestion that globalisation's affects are universally detrimental. 

Klein's analysis reduces globalisation to a series of binary impacts: advantage and 

exploitation. By drawing upon alarmist approaches to globalisation, she re-articulates a 

popular response to the phenomenon. Klein's discourse converses with Appadurai's 

concern that globalisation's idioms and economies might create 'distortions of a world 

of merchandising so subtle that the consumer is consistently helped to believe that he or 

she is an actor, where in fact he or she is at best a chooser.'114

[t]he forms of subjectivity that we inhabit play a crucial part in 
determining whether we accept or contest existing power 
relations. Moreover, for marginalized and oppressed groups, the 
construction of new and resistant identities is a key dimension of 
a wider political struggle to transform society.

  

 

Although Naomi Klein offers an emotive and captivating account of globalisation, her 

analysis does not shed new light onto its complex affects. Alarmist accounts such as 

hers, fail to acknowledge positive or even mixed, experiences of globalisation. It is 

ironic that in describing globalisation's perpetuation of cultural imperialism, these kinds 

of approaches often make categorical assumptions, in speaking on behalf of others. The 

'open' and fluid methods of Arjun Appadurai and Arturo Escobar – centred upon 

subjectivity and difference – facilitate a broader range of articulations. As Escobar, 

Sonia Alvarez, and Evelina Dagnino contend:  

 

115

Through reviewing these ideas, I contend that globalisation generates multiple impacts, 

which are neither uniform nor universally consistent. This construction makes room for 

 
 

The writers' focus upon subjective interpretation returns the autonomy of experience to 

the individual.  
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divergent experiences, while exploring the likelihood that in different contexts, an 

individual experiences globalisation differently. In arguing that these encounters are 

neither uniform nor consistent, I suggest that in one instance, an individual might 

experience political disadvantage, yet in another, reap the rewards of global economic 

flow. These paradoxes epitomise the nature of globalisation's movements, and contest 

definitive accounts centred upon binary affects.  

 

GLOBAL TECHNOSCAPES 

 

One of the consequences of digitisation is the creation of rifts between the 'haves' and 

'have-nots'; with levels of access, digital literacy, and bandwidth determining the sides 

of the digital divide. Levels of imbalance clearly shade digitisation's 'democratic' ideals. 

While digital technology may liberate users from the restrictions of sequential time and 

Euclidean space, problems of access, literacy and usability confirm that its affects are 

experienced differently. Hansen writes that '[f]rom the very beginning of critical 

engagement with computer technology, concern has been voiced about the potential, 

feared by many, celebrated by some, of the end of humanity.116

Digital artworks, for example, require reasonable levels of technical knowledge and 

ability for the navigation of hyperlinks, audio cues and graphical user interfaces (GUIs). 

The seemingly simple act of 'surfing the web' requires technical language command, 

computer education, computer software, hardware, and associated infrastructure. Peter 

Brooker, for example, highlights the limitations of the technoscape, arguing that '[a]s an 

historical condition, digital inequity is connected to the blunt facts of economic, 

political and military power, that have confirmed the West's cultural, political and 
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economic hegemony.'117

Issues of surveillance, regulation, and restriction may contravene democratic notions of 

digital technology. Closed networks such as intranets and secure sites, suggest that 

digital information does not always flow freely. While innumerable sites offer universal 

access, there are perhaps just as many that require membership and/or login 

information. Just as there are grounds for seeing the Internet as a fluid domain, there are 

grounds for describing it as a highly structured, regulated and controlled environment. 

Monitoring, restrictions and ubiquitous surveillance suggest that the Net's 'cracks in 

disciplinary practices and institutions are 'filled in' through a dual process of monitoring 

and modulation.'

 Digital technology defines the global technoscape, linking its 

technical impacts to globalisation's political and ideological flows. 

 

118

While some theorists might see the Internet 'as a perfect tool to break down all 

hierarchies and bring art to the people',

 

 

119 as a self-confessed 'post-communist 

subject',120

cannot help but view the Internet as a communal apartment of 
the Stalin era: no privacy, everybody spies on everybody else, 
always present are lines for common areas such as the toilet or 
the kitchen.

 cultural theorist Mark Tribe 

121
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Tribe's commentary suggests different perceptions of the Internet. Just as critically, it 

suggests key variances of opinion amongst Western subject, contesting the discrete 

constructs that from the binary of the 'West and the rest'. 
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The rise of global technologies such as the Internet, have generated mixed responses. In 

the face of criticism by writers like Baudrillard, Timothy Allen Jackson encourages us 

to see digital technology's diverse potentialities: 'to envision the transformative potential 

of cyberspace, as well as its implicit limitations.'122 Jackson argues that by broadening 

our understanding of globalisation's technological impacts, we might articulate 

perceptions of 'rootlessness, alienation, and psychological distance between individuals 

and groups on the one hand, and fantasies (or nightmares) or electronic propinquity on 

the other.123

                                                 
122 Timothy Allen Jackson, 'Towards a New Media Aesthetic' in David Trend (Ed.), Reading Digital Culture, Oxford, Blackwell, 

2001, p. 349. 

123 Arjun Appadurai, 'Disjuncture and Difference in a Global Cultural Economy', p. 47. 

 In perceiving these affects as differential and non-uniform, we might 

review universal assumptions about digitisation and globalisation's affects. This 

approach would seem far more fitting for the articulation of subjects such as 

globalisation, digitisation, art and affect, which seem to defy static categorisations. The 

perception of global technoscapes as spatially, temporally, and kinetically dynamic 

might provide a way for thinking about globalisation and digital art in complementary 

terms: as organic and evolving phenomena. 

 

Significant improvements in digital technology this millennium, continue to propel the 

global technoscape. The transformation of data into numerical code has had a 

significant impact upon the ways in which we communicate and disseminate 

information. On the one hand, it has made data far more transferable, and information 

immediate than with analogue formats. The mass infiltration of responsive and 

interactive media like MP3 players, mobile phones, flash drives, and personal devices, 

has also led to an increased awareness of digital technology – shifting perceptions of the 

world, and ourselves in relation to it. The growth of the Internet in particular, has 

facilitated unparalleled levels of global information exchange.  
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The popularisation of complementary devices such as web-cams, voice over Internet 

protocol (VoIP) and instant messaging, and their facilitation of websites such as 

'MySpace',124 'Skype',125 and 'You Tube',126

In terms of digital media's 'newness', we might use Fredric Jameson's discourse to 

challenge its novelty, and perceive it in synchrony with earlier technological transitions. 

We might compare the awareness of a 'new international order (neo-colonialism, the 

Green Revolution, computerisation and electronic information)',

 has contributed to conflicting senses of 

immediacy, involvement, nearness, distance and divide. These may involve senses of 

space, speed, and time as regulated, constant, linear, disjunctive, ephemeral and/or 

arbitrary. These different ideas influence many of the artworks explored in this thesis. 

From the global production and realisation of iCinema's T_Visionarium, to Ross 

Mawdsley's presentation of global exploitation and cultural division in his Simian 

series, digital artists are engaging with the possibilities and limitations, of globalisation 

technologies. 

 

127 from the 1960s 

onwards. In his discussion of precedent technologies (that pre-date the Internet), 

Jameson describes a movement 'swept and shaken by its own internal contradictions and 

by external resistance.'128

Mark Nunes claims that the awareness of digitisation's spatial, temporal and kinetic 

impacts is comparable to earlier technological responses. In his text Cyberspaces of 

 We might use his perception to contextualise the current 

backlash to digital technology in terms of earlier revolutions, forms of resistance.  

 

                                                 
124 <http://www.myspace.com>, MySpace, (accessed 01 November 2006). 

125 <http://www.skype.com>, Skype, (accessed 25 November 2006). 

126 <http://www.youtube.com>, YouTube, (accessed 08 September 2006). 

127 Fredric Jameson, 'Postmodernism and Consumer Society', in Hal Foster (Ed.) The Anti-Aesthetic: Essays on Postmodern 

Culture, Seattle, Bay Press, 1983, p. 113. 

128 Fredric Jameson, 'Postmodernism and Consumer Society', p. 113. 
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Everyday Life, 129 Nunes offers an analysis of analogue and digital technological 

affects. The third chapter of his text compares the development of the British mail 

service to the rise of email, in terms of popular shifts in the cognition of nearness, 

distance and space.130

As I discussed in relation to Klein, globalisation has often been viewed as a threat to the 

'groundedness' of community, altering senses of cultural cohesion, collective history, 

shared purpose, and tradition. In a world of cultural change and diaspora, the act of 

preserving local values and traditions can be a way of addressing physical and 

psychological re-territorialisations. As Gupta and Ferguson observe, 'displaced peoples 

cluster around remembered or imagined homelands, places, or communities in a world 

that seems increasingly to deny such firm territorialised anchors in their actuality.'

 Yet, despite similarities in the experience of analogue and digital 

technologies, I argue that the global scale of digitisation is unprecedented. It is a key 

distinction to make, because it establishes one argument about the comparative nature 

of digital affects and another, about their scope.  

 

GLOBAL ETHNOSCAPES 

 

131

As Appadurai writes, a 'central paradox of ethnic politics in today's world', is that 

through processes of preservation, local 'primordia (whether of language or skin color 

 

These ideals are often founded upon heritage myths, or a collective 'remembrance' of 

how things were. Yet, claims towards uniform memories and/or experiences are 

problematic. 

 

                                                 
129 Mark Nunes, Cyberspaces of Everyday Life. 
130 Mark Nunes, Cyberspaces of Everyday Life. 
131 Akhil Gupta and James Ferguson 'Beyond 'Culture': Space, Identity and the Politics of Difference', in Xavier Inda and Renato 

Rosaldo (Eds.), The Anthropology of Globalization: A Reader, Malden, Blackwell Publishing, 2002, p. 69. 
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or neighbourhood or kinship) are often globalised.'132 Collective 'memories' and cultural 

phantasmagoria are often used as bargaining tools, with local and often sanctified 

traditions traded.133 The 'universalisation' of local customs, invokes Jameson's ironic 

'particularisation of the universal and the universalisation of the particular'.134 As 

particularised senses of kinship, homeland, belonging and continuity are challenged by 

universal social, political and economic processes, 'generalised condition(s) of 

homelessness'135

While these affects are real, their virtuality can make them difficult to pin-point and 

express. This crisis of articulation may promote feelings that the world, as 'we' knew it, 

has changed and further, that these shifts are irreversible, or beyond our capacity to 

change, let alone express. This apprehension reveals an assumption that 'real' effects are 

necessarily tangible, and that virtual or cognitive shifts cannot be grasped, located or 

resisted. This perception, which often underscores popular protests to globalisation, is 

problematic. In their chapter, 'Beyond 'Culture': Space, Identity and the Politics of 

Difference',

 often ensue. These feelings may be impelled by actual events – the 

disbanding of nations, the shifting of borders, threats to security, the diapora of people – 

but can also provoked by intangible, perceptual re-territorialisations: the sense of time 

as 'sped up', the alteration of cultural space, the globalisation of value and taste.  

 

136 Gupta and Ferguson argue that space has not become irrelevant, it has 

simply been reterritorialised.137 Equally, Appadurai's vison of ethnic flows dubbed 

'ethnoscapes',138

                                                 
132 Arjun Appadurai, 'Disjuncture and Difference in a Global Cultural Economy', p. 57. 

133 In 2004 for example, Pepsi used local Australian celebrities to advertise its global brand on Sydney billboards. 

134 Fredric Jameson, and Masao Miyoshi (Eds.), The Cultures of Globalisation, p. xi. 

135 Akhil Gupta and James Ferguson, 'Beyond 'Culture' ', p. 68. 

136 Akhil Gupta and James Ferguson 'Beyond 'Culture' ', p. 68. 

137 Akhil Gupta and James Ferguson 'Beyond 'Culture' '. 

138 Arjun Appadurai, 'Disjuncture and Difference in a Global Cultural Economy'. 

 challenges perception of culture, space, time, and history as bound to 

place. Through resisting the '[t]he inclination…to assume an isomorphism between 
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place and culture',139

Saskia Sassen's paper 'Globalisation and the Formation of Claims'

 the theorists Xavier Inda and Renato Rosaldo further suggest the 

fallacy of discourses centred upon the 'groundedness' of culture to physical space. 

 

ETHNOGRAPHIC APPROACHES 

 

140 challenges 

monolithic accounts of globalisation. In demonstrating how the phenomenon generates 

more than one kind of affect, she employs an ethnographic approach to show how it can 

facilitate forms of free expression. Sassen suggests that as the nation state as 'the former 

container of social process and power'141 breaks down, 'a new geography of politics 

linking subnational spaces takes shape.'142

Just as Fredric Jameson reveals how globalisation can provide opportunities for 'the 

liberation of local culture from hidebound state and national forms',

 Globalisation she suggests, provides new 

means to explore, experiment with, and interpret identity, without the constraints of 

cultural boundaries, national borders, and ideological blockages.  

 

143 Sassen's 

discourse shows how the disintegration of national control can stimulate new forms of 

expression, particularly by those who never empathised with the politics of the state.144

                                                 
139 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 11. 

140 Saskia Sassen, 'Globalization and the Formation of Claims', in Joan Copjec and Michael Sorkin (Eds.) Giving Ground: The 

Politics of Propinquity, London,  Verso, 1999. 

141 Saskia Sassen, 'Globalization and the Formation of Claims', p. 87. 

142 Saskia Sassen, 'Globalization and the Formation of Claims', p. 87. 

143 Fredric Jameson and Masao Miyoshi (Eds.), The Cultures of Globalization, p. xiii.  

144 Saskia Sassen, 'Globalization and the Formation of Claims'. 

 

By shifting the emphasis away from what is happening 'above' to what is occurring on 

city streets, Sassen gives voice to the 'micro' articulations of women, queer individuals, 

ethnic minorities, refugees, indigenous peoples, oppressed classes - those at various 

times termed 'the other'. 
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By calling for discourses focused upon human impacts, Sassen re-centres dialogues on 

globalisation. Her integration of ethnography is sympathetic to anthropological 

discourses 

concerned with the articulation of the global and the local, that 
is, with how globalizing processes exist in the context of, and 
must come to terms with, the realities of particular societies, 
with their accumulated – that is to say historical – cultures and 
ways of life.145

focus at once on the large-scale processes (or flows of subjects 
and objects) through which the world is becoming increasingly 
interconnected and on how subjects respond to these processes 
in culturally specific ways.

  
 

As Inda and Rosaldo write, cultural anthropological accounts of globalisation tend to 

146

That is not to say that anthropological approaches discount political and economic 

effects, they are simply deciphered 'through the prism of the cultural.'

  
 

147

By using an ethnographic approach Sassen re-centres discourses around globalisation's 

human affects. Through that process, she challenges some of the detached and general 

claims of political-economic research. Her method arguably makes room for divergent 

accounts coloured by the subtleties of difference and the contingencies of affect. In this 

way, her approach may be sympathetic to Appadurai's flexible language. His 

presentation of variable and highly contingent movements differs from more universal 

understandings.

  

 

148

Ethnographic approaches to globalisation emphasise the richness and variability, of 

experiences and interpretations. These methods lend themselves to particularised and 

 On these grounds, I advance an affective and relative methodological 

framework, which explores digital artists' micro experiences of globalisation. 

 

                                                 
145 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 5. 

146 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 5. 

147 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 9. 

148 See: Arjun Appadurai, 'Disjuncture and Difference in the Global Culture Economy'. 
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affective analyses because they are 'interested in the individual imagination, in its 

perceptual negotiation with collective images and as social connection'.149 As Inda and 

Rosaldo discuss, anthropologists are concerned with 'observing through situations coyly 

described as 'cultural contact', how confrontations of the imaginary accompanied the 

clash of nations, conquests and colonisations'.150 In elaborating upon some of the 

principles of cultural anthropology, Inda and Rosaldo write that the discourse 'interested 

in images, those produced by others: their dreams, their hallucinations, their possessed 

bodies'.151

the articulation of the global and the local, that is, with how 
globalizing processes exist in the context of, and must come to 
terms with, the realities of particular societies, with their 
accumulated – that is to say historical – cultures and ways of 
life

  

 

Through their discourses, Inda and Rosaldo contest positivist approaches to cultural 

phenomena. Instead, they offer an ethnographic reading of globalisation, which 

emphasises divergence, contingency, and gradation. Their theories show an interest in  

152

Inda and Rosaldo's approach to globalisation is primarily concerned with 'the situated 

and conjunctural nature of globalization.'

. 

153

preoccupied not just with mapping the shape taken by the 
particular flows of capital, people, goods, images, and 
ideologies that crisscross the globe, but also with the 
experiences of people living in specific localities when more and 
more of their everyday lives are contingent on globally 
extensive processes.

 That is, the specificities of context and 

experience. Through this language, Inda and Rosaldo provide more subtle and nuanced 

constructions of globalisation. Their analysis is 

154

                                                 
149 Jonathon Xavier Inda and Renato Rosaldo (Eds.), The Anthropology of Globalization, p. 10. 

150 Jonathon Xavier Inda and Renato Rosaldo (Eds.), The Anthropology of Globalization, p. 10. 

151 Jonathon Xavier Inda and Renato Rosaldo (Eds.), The Anthropology of Globalization, p. 10. 

152 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 5. 

153 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 5. 

154 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 5. 
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Inda and Rosaldo's discourse presents an understanding of globalisation as a fluid and 

contingent phenomenon. What that approach arguably adds to the dialogue, is 

'attentiveness to human agency, to the practices of everyday life, in short, to how 

subjects mediate the processes of globalization'.155

As I have suggested in this chapter, there has been a strong inclination for discourses on 

globalisation 'to focus on the macro scope of the phenomenon.'

 

 

156

Inda and Rosaldo's analysis of globalisation is sympathetic to Appadurai's 

understanding of flows. However, it is foremost concerned with 'the experiences of 

people living in specific localities when more and more of their everyday lives are 

contingent on globally extensive processes'.

 An ethnographic 

method however, can shift that emphasis through engaging with the specific impacts of 

globalisation and their situation within local contexts. This analytical approach shows 

concern for 

how globalizing processes exist in the context of, and 
must come to terms with, the realities of particular 
societies, with their accumulated – that is to say historical 
– cultures and ways of life.  

 

157

An ethnographic articulation of digital art and globalisation would probably connect 

experience and affect to the specificities of context and place. This approach would 

counter the structuralist notion of space and culture as uniform and fixed, and 'the 

representation of the world as a collection of “countries,” as on most world 

maps…divided by different colours into diverse national societies, each “rooted” in its 

  

 

                                                 
155 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 5. 

156 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 5. 

157 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 5. 
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proper place.158

the uprooting of culture is only half the story of globalization. 
The other half is that the deterritorialization of culture is 
invariably the occasion for the reinsertion of culture in new 
time-space contexts.

 Ethnographic understandings would be expected to contest the 

construction of rigid of cultural boundaries between states. Inda and Rosaldo contend 

that  

159

While the theorists Inda and Rosaldo focus upon the cultural dimensions of 

globalisation, they also recognise the dynamic interplay between culture, politics and 

economy.  In doing so, they acknowledge that globalisation 'is a complex, multifaceted 

process that operates simultaneously in diverse realms – the cultural, the economic, the 

political, the environmental'.

 
 

160 Through that perception, they make room for divergent 

articulations. In accepting that the phenomenon can be expressed in different ways, 

these writers realise that the 'cultural functions as just one angle: as one of a number of 

important ways through which one can grasp the elephant of globalization.'161

My sense of globalisation is not as an entity but as a series of dynamic affects that are 

differentially 'felt'. This rendering is sympathetic to Arjun Appadurai's account of 

metaphorical scapes moving in, and between the realms of finance, people, ideas, 

information and technology. In his essay 'Disjuncture and Difference in a Global 

Cultural Economy',

 

 

AFFECTIVE READINGS 

 

162

                                                 
158 Jonathon Xavier Inda and Renato Rosaldo (Eds.),The Anthropology of Globalization, p. 10. 

159 Jonathon Xavier Inda and Renato Rosaldo (Eds.), The Anthropology of Globalization, p. 11. 

160 Jonathon Xavier Inda and Renato Rosaldo (Eds.), The Anthropology of Globalization, p. 10. 

161 Jonathon Xavier Inda and Renato Rosaldo (Eds.), The Anthropology of Globalization, p. 10. 

162 Arjun Appadurai, 'Disjuncture and Difference in a Global Cultural Economy', 2002. 

 Arjun Appadurai presents globalisation as a dynamic matrix of 

flows. His fluid conceptualisation defies rigid constructions of the phenomenon. Manuel 

De Landa's notion of concomitant and organic processes provides a sympathetic 
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approach to Appadurai'. In A Thousand Years of Nonlinear History, De Landa writes 

that the 'resulting emergent structures simply add themselves to the mix of previously 

existing ones, interacting with them, but never leaving them behind as a prior stage of 

development'163

Globalisation is often described in binary terms: as prompting detrimental forms of 

fragmentation, disintegration, and simulation,

.  

 

164 or positively heightening the 

consciousness of the world as a connected place. In their text The Global Village: 

Transformations in World Life and Media in the 21st Century, Marshall McLuhan and 

Bruce R. Powers, for example, describe new senses of human connectedness and the 

emergence of a global village.165

                                                 
163 Manuel De Landa, A Thousand Years of Nonlinear History, p. 271. 

164 For a discussion of simulation in relation to the rise of digital communications and the global mass media see: Jean Baudrillard, 

'From 'Simulcra and Simulations' in Peter Brooker (Ed.), Modernism/Postmodernism, London, Longman, 1992. 
165 Marshall McLuhan and Bruce R. Powers write on the intensification of spatial connections, and the rise of the 'global village' 

in: The Global Village: Transformations in World Life and Media in the 21st Century, New York, Oxford University Press, 1989. 

 Yet, these analyses construct a binary of 

fragmentation-connection that arguably overlooks the polymorphic iterations of 

experience. Human encounters are often inter-changeable, contradictory, or 

simultaneously love-hate; thereby blurring the boundaries of 'either-or'.  

 

The issue is particularly pertinent, if interpretation is seen to be variable, unpredictable, 

and contigent upon context. On an Internet chat forum, for example, a user may enjoy 

strong senses of emotional connection, yet detest the lack of physical proximity. In a 

different way, the global media coverage of September 11, 2001 instilled in many 

shifting waves of feelings: from shock to de-sensitisation followed by a desire to 

connect. What these examples suggest, is that affects are not static: they are often 

fleeting, contingent and contradictory.  
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Highly structured articulations fail to express the movements and iterations of these 

impacts. They also fall short in the articulation of affect. Like globalisation, affective 

response is fluid, formed of surges in and between, the real and the imaginary; the 

virtual and the physical; the rational and the abstract; the actual and surreal. Theories 

drawn from universal constants can tend to negate the flux of bodily awareness and 

individual sentience. While I do not contest the use of such theories in drawing macro 

conclusions, I simply suggest that particular articulations offer different accounts of 

globalisation. 

 

To perceive globalisation as a conglomerate of affects, may reveal how in variant 

contexts, individuals might experience phenomena differently. An individual, for 

example, respond differently to its impacts: from expressing resistance to technological 

change; to an appreciation of expanded financial markets; alarm at the rise of global 

terror networks; an embrace of global communications and knowledge sharing; or 

apprehension in response to the growth of travel and diaspora. The broad range of 

globalisation's movements, and the complexity of responses to them, arguably precludes 

universal articulation of them.  

 

In making this claim, I suggest a tendency to think about globalisation in singular terms, 

or 'as another name for capitalism or the market economy'166

                                                 
166 PREM Economic Policy Group and Development Economics Group, 'What is Globalization', 

<http://209.85.173.104/search?q=cache:8OppVZjvuBMJ:www1.worldbank.org/economicpolicy/globalization/documents/Assessing

GlobalizationP1.pdf+what+is+globalization%3F&hl=en&ct=clnk&cd=20&gl=au>, (accessed 16 December 2007). 

 – a point I explore further 

in 'Chapter Three'. I argue that this pattern that fails to account for its complex 

iterations. Without a platform for micro articulation, individuals may be left feeling that 

globalisation is impossible to express in personal terms. If globalisation is viewed as 

being difficult to articulate, it may also be seen to be beyond human grasp or influence. 
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It may seem easier to describe it in simplistic terms: equating it with Americanisation or 

Western capitalism. Yet, while the phenomenon has close relationships with these 

processes, these categorisations are arguably reductive and inaccurate.  

 

Throughout this thesis, I will argue that globalisation gains particular meaning, through 

affective expression. I will do this by firstly considering the notions of the universal and 

the particular, and showing how these concepts might inform understandings of affect. 

Secondly, I will converse with theories of interactivity and narrative, and examine the 

use of these principles in digital art. I will then reveal how an approach led by context 

and affect, might make sense of the digital art presented. I will describe affacet as an an 

apprehension or bodily response: a sensory or affective process involving individual 

intuition, interpretation, memory, and bodily reaction.167

In his discussion of affect, Marc Augé writes that any generalised claim 'is plainly 

reckless'

  

 

168 because it reduces the complexity and specificity of human difference and 

response. To simplify affect he suggests, is to ascribe a kind of 'crude empathy'169 in Jill 

Bennett's words. Bennett argues that general claims are premised upon 'a very reductive 

form of observation based not upon any thorough or sustained engagement or 

understanding but on a spurious identification with select features of another's 

experience.'170

In my exploration of affect, I will invoke Mark B.N. Hansen's treatment of the French 

 For this reason, in the following chapters I focus more upon the 

experiences of art and globalisation than their definitions.  

 

                                                 
167 For a discussion of these affective processes see: Marc Augé, The War of Dreams. 

168 Marc Augé, The War of Dreams, p. 7. 

169 Jill Bennett, 'Face-to-Face Encounters: Testimonial Imagery and the South African Truth and Reconciliation Commission', 

Australian and New Zealand Journal of Art, Vols. 2-3, 2001-2002, p. 41. 

170 Jill Bennett, 'Face-to-Face Encounters', p. 41. 
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philosopher Henri Bergson's theories of perception and affect. Bergson's texts describe 

the individual body 'as a kind of filter that selects, from among the universe of images 

circulating around it and according to its own embodied capacities, precisely those that 

are relevant to it.'171 The body in Bergson's account, becomes 'a center of 

indetermination within an acentered universe'172; a channel and the 'glue' that underpins 

consciousness and reaction, connecting it to 'subperceptual sensorimotor processes.173 

Through 'placing the embodied viewer-participant into a circuit with information'174 

digital artworks might operate as 'laboratories for the conversion of information into 

corporeally apprehensible images.'175 Through facilitating Bergson's 'conversion', digital 

artworks might offer means for transforming experiences of globalisation into 

perceptually and 'corporeally apprehensible images.'176

The realms of understanding and affect are central to this thesis. In the following 

sections of this dissertation, I will argue that understanding pertains to the individual 

filtering and 'discarding of what has no interest for our needs, or more generally, for our 

functions',

 

 

177 culminating in personal perceptions and comprehensions. Mark Hansen's 

reading of Bergson informs this notion, particularly his 'emphasis upon the body as a 

source of action'178, and sense that 'it is the action of the body that subtracts the relevant 

image from the universal flux of images'179

                                                 
171 Mark B.N. Hansen, New Philosophy for New Media, p. 3. 

172 Mark B.N. Hansen, New Philosophy for New Media, p. 3. 

173 Tim Lenoir, 'Foreword', p. xxiv. 

174 Mark B.N. Hansen, New Philosophy for New Media, p. 11. 

175 Mark B.N. Hansen, New Philosophy for New Media, p. 11. 

176 Mark B.N. Hansen, New Philosophy for New Media, p. 11. 

177 Mark B.N. Hansen, New Philosophy for New Media, p. 5. 

178 Mark B.N. Hansen, New Philosophy for New Media, p. 5. 

179 Mark B.N. Hansen, New Philosophy for New Media, p. 5. 

 that phenomena like globalisation conjure. 

Central to this sense of understanding are the iterations of subjectivity and individual 

affects. 
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THE LANGUAGES OF DIGITAL ART 

 

Digital art has the capacity to engage the user at an affective and bodily level, and offer 

readings of globalisation centred upon the particularities of human encounter. 

Heightened levels of interactivity, responsiveness, and immersion are key elements that 

separate digital from conventional art forms. While these qualities alter the physical 

experience of works, they also have symbolic implications for the understanding of 

what art may be. As Hansen contends,  

if the hypostatization of the formal act of framing reality vacates 
the artwork of its Romantic trappings (specifically the autonomy 
and its objective status as the bearer of truth of the idea), and if 
the shock-effect relocates the impact of the work squarely in the 
domain of experience, this is all in the service of redemption of 
embodied experience.180

Digital art's focus on particular encounters, rather than universal aesthetics, arguably 

leads to 'a renewed investment of the body as a kind of converter of the general form of 

framing into a rich, singular experience.'

 
 

181

By using digital art to articulate globalisation, I employ an affective platform that is 

individually constructed and personally experienced. Key works of digital art reflect a 

phenomenological understanding, apposite to providing an affective expression of 

globalisation. As Merleau-Ponty elucidated, in a discussion of phenomenology and 

affect, 'the perception of a work, more than its author or history, was primary because it 

engaged viewers and readers in their own response to meaning.'

 It is this language, which might be used to 

inform understandings of globalisation. 

 

182

                                                 
180 Mark B.N. Hansen, New Philosophy for New Media, p. 3. 

181 Mark B.N. Hansen, New Philosophy for New Media, p. 3. 

182 Laurie Schneider Adams, The Methodologies of Art, p. 142. 

 His argument was 

that 'nothing can become intelligible unless seen against a background, a horizon, a 



67 
 

surrounding field, a periphery.'183

technological developments associated with computer 
technology, artificial intelligence, robotics, and more recently 
nanotechnology will succeed in displacing humanity through an 
evolutionary process leading first to a cyborg/human assemblage 
and ultimately to the extinction and replacement of the human 
altogether 

 Merleau-Ponty's principle of 'figure and ground' 

invokes a sense of context forged in response to the subject and their world. This 

approach to globalisation would contend that our understandings of it are directly 

influenced by our particular backgrounds and experiences.  

 

Digital art's technical and ontological qualities such as: immersion, interactivity, and  

critical responsiveness, render it a unique medium for the articulation of globalisation. It 

is borne of its oeuvre, and in spatial and temporal terms can simulatethe phenomenon's 

affects, from senses of space as fragmented, connected, or dispersed; perceptions of 

time as continuous, disjunctive or irrelevant; feelings of space as compacted, dispersed, 

or expansive; and experiences of speed as rapid, liberating, and excessive. Digital art's 

spatial, temporal and kinetic movements generate eclectic responses, and emulate the 

construction of globalisation as a nexus of shifting flows.  

 

While critics like Jean Baudrillard vocalise a fear, expressed by Tim Lenoir, that 

184

I argue that digital art is highly affective, and has the ability to re-connect. Digital 

interfaces encourage human interaction, touch, reflection and bodily response. In 

spatial, temporal and kinetic terms, digital art can critically engage with affect. Digital 

artworks can invite users into their space: shifting time sequences, directing narratives 

and influencing kinetic flows. Further, responsive and interactive works of digital art 

contest the formal severance of artist and audience. They oppose the ambitions, as 

  
 

                                                 
183 James Elkins, On Pictures and the Words That Fail Them, p. 87. 

184 Tim Lenoir, 'Foreword', p. xiv. 
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Pierre Borudieu observes, of the  

producer who aims to be autonomous, that is, entirely the master 
of his product, who tends to reject not only the 'programmes' 
imposed a priori by scholars and scribes, but also – following the 
old hierarchy of doing and saying – the interpretations 
superimposed a posteriori on his work.185

In his text, Hansen connects 'the aesthetics of new media with a strong theory of 

embodiment.'

 
 

Qualities of immersion, interaction, and real-time response directly engage with the 

individual, transforming the corporeally-detached art spectator into a physically-

involved user. Digital art's technical and discursive tools are uniquely equipped to both 

articulate and simulate, globalisation's bodily and perceptual impacts: interchanges of 

memory; the flux of reverie; the cognition of global space; reactions to digital speed; 

conceptualisations of the past; responses to the present; and the imagination of the 

future. Perhaps most critically, digital art can facilitate the contextualisation of self in 

relation to these torrents. As an interactive and generative medium that directly engages 

with individual bodies, digital art can promote a new affective consciousness of 

globalisation.  

 

186 In reflecting upon contemporary works of digital art, he critiques Gilles 

Deleuze's reading of the affect and the image, by re-introducing Bergson's theory of 

embodiment.187

[r]ather than erasing an active role of the sentient body in the 
production of media effects as Friedrich Kittler's interpretation 
of digital media would have it, Hansen argues that media 
convergence under digitality actually increases the centrality of 

 In his Foreword to New Philosophy for New Media, Tim Lenoir posits 

that 

                                                 
185 Pierre Bourdieu, Distinction: A Social Critique of the Judgement of Taste, (Trans. R. Nice), Cambridge Mass., Harvard, 
University Press, 1984, p. 4. 
186 Mark B.N. Hansen, New Philosophy for New Media, p. 3. 

187 For Deleuze's discussions on affect and the image, see: Gilles Deleuze, Cinema 1: The Movement Image, (Trans. B. Habberjam 

and H. Tomlinson), London, Athlone Press, 1986 and Gilles Deleuze, Cinema 2: The Time Image, (Trans. R. Galeta and H. 

Tomlinson), London, Athlone Press, 1989. 
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the body as framer.188

Meaning, that as digitised media 'lose their material specificity, the body takes on a 

more prominent function as selective processor in the creation ofages.'

  
 

189 The subject in 

this account, becomes a subjective 'framer' of information.190

As an experiential construct centred upon touch, bodily involvement, interpretation and 

perceptual response, digital art challenges senses of self in relation to space, time and 

surrounding phenomena. The Bergsonian concept of the body as a 'center of 

indetermination', acting as a filter creatively selecting facets of images from the 

universal flux according to its own capacities'

 

 

191 provides new ways of thinking about 

globalisation as the sum of its subjective affects. In this construction, the individual 

becomes 'a source of action on the world of images, subtracting among external 

influences those that are relevant to its own interests. Bergson calls such isolated image 

components 'perceptions'.192

[f]ollowing its digitization, the image can no longer be 
understood as a fixed and objective viewpoint on 'reality' – 
whether it be theorized as frame, window, or mirror – since it is 
now defined precisely through its almost complete flexibility 
and addressibility, its numerical basis, and its constitutive 
'virtuality.'

 

  

Throughout this dissertation, I will present digital art as the subtracted images or 

'perceptions' of individual artists. As I trace the origins of digital art in 'Chapter Two', 

and examine key case studies in the remaining chapters, I will engage with Hansen's 

claim that  

193

                                                 
188 Tim Lenoir, 'Foreword', p. xxii.  

189 Tim Lenoir, 'Foreword', p. xxii. 

190 Tim Lenoir, 'Foreword', p. xxii. 

191 Tim Lenoir, 'Foreword', p. xx. 

192 Tim Lenoir, 'Foreword', p. xx. 

193 Mark B.N. Hansen, New Philosophy for New Media, p. 8. 
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In agreement with Hansen's claim, I will argue that the perception of globalisation and 

digital art as differential, contextual, and subjective, opposes meta-narrative and 

systemic accounts.                    

 

Darren Tofts writes that 'indeterminacy is the nature of distributed aesthetics'194 

meaning, 'not everyone will experience the same thing'.195 In making this claim, Tofts 

contends that the interpretation of digital art is contingent upon different backgrounds 

and perspectives. I explore this thesis in my examination of eclectic works from 

®™ark's corporate campaigns to iCinema's digital installations and Joanna Berzowska's 

haptic clothing. By showing how digital art is the product of individual makers, I argue 

that the focus must be upon the particular ways in which globalisation and digital art 

'manifests itself in the consciousness of the experiencer.'196

As I argue in the following chapter: 'Art and Cultural Commentary', digital art invokes 

earlier artistic expressions and moments in time, from Modern art's preoccupation with 

fin-de-siècle Europe, to postmodern video's 'literally destructive attitude towards its 

material'.

  

 

197

                                                 
194 Darren Tofts, 'Forward and Beyond: Anticipating Distributed Aesthetics', 

<http://www.journal.fibreculture.org/issue7/issue_7tofts.html>, Fibreculture, 2005, (accessed 23 March 2007). 

195 Darren Tofts, 'Forward and Beyond', <http://www.journal.fibreculture.org/issue7/issue_7tofts.html>, (accessed 23 March 

2007).. 

196 Dermot Moran, Introduction to Phenomenology, London, Routledge, 2000, p. 4. 

 I will contend that the term 'digital art' is consistent with allied artistic terms 

that invoke a technology in the title: film-making, video art, creative writing, ceramic 

art, print-making, painting. In using the term 'digital art', I connect digital works to 

earlier styles of art, as well similar contemporary forms. Yet, I also use the term to 

provide a context for locating works borne of globalisation – as a phenomenon critically 

influencing production and critique. 

197 Lev Manovich, 'The Death of Computer Art', <http://www.thennetnet.com/schmeb/schmeb12.html>, The Net Net, 2007, 

(accessed 03 June 2004). 

http://www.thennetnet.com/schmeb/schmeb12.html�
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While Darren Tofts argues that the category of 'digital art' is 'too reductive, 

foregrounding the computer as the decisive factor in the art-making process', I argue 

that digital technology – which the computer represents – informs the production, 

experience, histories and concepts of digital art. While I recognise strong linkages 

between digital art and analogue forms of expression, I argue that the current global 

technoscape offers new and distinct kinds of potential in terms of immersion, real-time 

interactivity, connectivity, and responsiveness. While the affects may be similar to 

precedent forms, the heightened scale and reach of digital art's impacts are arguably 

unique.  

 

CONCLUSION 

 

The situation of digital art – in historic synchrony with globalisation – makes it a unique 

platform for understanding the phenomenon's affects upon individuals. As I have begun 

to argue in this chapter, and will explore further in 'Chapter Two', art is arguably an 

experiential construct, offering a critical ability to relect upon its times and moments of 

production. It offers an alternative perspective to macro accounts of phenomena, and 

has the potential to generate particular ways of 'seeing' and experiencing, the external 

world.  

 

As a format defined by cultural change, digital art exhibits the preconditions for 

becoming one of the most important art styles of this age. Digital art's technical and 

discursive tools, can provide unique articulations of globalisation's shifts. On these 

grounds, the unique languages of digital art can offer novel means of understanding 

globalisation, as a series of individually encountered impacts. In searching for new 

ways to communicate globalisation's affects, I present digital art as a critical voice. As I 
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contend in the following chapter: 'Art and Cultural Commentary', digital art is located 

within art's wider domain, and can demonstrate heightened levels of perception in 

exploring globalisation's human and ontological impacts. 

 

The approaches of the digital artists described in this thesis, resonate with the particular, 

ethnographic, and affective methods described in this chapter. In essence, they suggest a 

'way in' for understanding the highly complex phenomenon of globalisation. Contrary to 

structuralist and systemic methods, which offer more universal accounts, digital art 

often centres upon the intimate, personal, and local contexts in which globalisation's 

movements and manifestations occur. Through making room for micro encounters in 

the articulation of art and globalisation, I seek to return the autonomy of experience to 

the individual.  

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 



73 
 

CHAPTER TWO 

ART AND CULTURAL COMMENTARY 

 

INTRODUCTION 

 

In this chapter, I connect digital art to earlier forms 

of art and cultural commentary. By framing the 

style in terms of earlier interventions, I will 

construct a comparative framework of analysis. I 

begin with an analysis of art and technological 

change. From here, I will launch a discussion of 

new art forms that engage with their moment of 

production. I will then suggest that digital art is 

also borne of a turbulent era, sharing a history with 

both globalisation and digitisation.  

 

The first part of this chapter will foreground the 

emergence of digital art through discussing art's 

capacity to articulate and respond to, technological 

change. I will discuss key examples of Modern art, 

and establish a context for locating forms of 

cultural critique.  

Figure 2 
Heinz Schulz-Neudamm 
Metropolis 
1926198

 
 

                                                 
198 Heinz Schulz-Neudamm, 'Metropolis', <http://en.wikipedia.org/wiki/Metropolis_(film)>, Wikipedia, 2007, (accessed 17 

December 2007). 

http://en.wikipedia.org/wiki/Metropolis_(film�


74 
 

In this section, I will engage with Marxist modes of analysis199

The first way, in which digital art draws upon and extends precedent styles, is through 

its connections with Modern cinema and art. Some seventy years before the advent of 

digitisation, Walter Benjamin observed how 'the work of art of the Dadaists became an 

instrument of ballistics. It hit the spectator like a bullet, it happened to him, thus 

, and begin to explore 

debates over form and content. In the following sections of this chapter, I will provide a 

close examination of digital art's historical development. I will contextualise the form in 

terms of earlier styles of artistic expression: from Modern cinema to 1960s creative 

experiments with technology. I will then examine the impacts of digitisation and the 

Internet, upon artistic production, experience, and display. I will argue that digital 

technology has generated different styles of digital art, which incorporate situationist 

tactics, elements of technological determinism, and different levels of interactivity, 

immersion, and responsiveness. 

 

In this chapter, I will explore how digital art both challenges and confirms earlier artistic 

practices and discourses. While I will argue that digital art heightens levels of 

experience – through offering new forms of interactivity and affect – I will suggest that 

it has strong resonances with earlier critiques and forms of expression. This chapter 

offers a critical new language for expressing external phenomena: centred upon 

personal, partial, and particular expression. Digital art, I will suggest, is technically and 

philosophically well situated to present perceptive articulations of this moment in time.  

  

ART AND TECHNOLOGICAL CHANGE 

 

                                                 
199 For a Marxist analysis of capital and cultural production see: Karl Marx et al., Capital: A Critique of Political Economy, Vol. 1, 

(Trans. B. Fowkes), London, Penguin Classics, 1976. 
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acquiring a tactile quality.'200

In her text The Most Radical Gesture: The Situationist International in a Postmodern 

Age, the writer Sadie Plant argues that the extreme ideas and interventions of these 

movements still have a strong bearing upon contemporary political ideas and cultural 

expression, to which we might add digital art.

 These forms of art generated affective responses to 

emotive subjects such as war, class conflict and political change. Feelings of shock, 

resistance, repulsion and remembrance were often conjured by dadaist and situationist 

works.  

 

201 Digital art reflects a distinctly 

Modernist style, bearing Jamesonian fragmentations 'somehow linked to the conception 

of the unique self and private identity, a unique personality and individuality, which can 

be expected to generate its own unique vision of the world'.202

As a technique characteristic of Modern art, montage emerged as a form of cultural 

backlash in its criticism of the conservatism of bourgeois taste. It was deliberately 'ugly, 

dissonant, bohemian, sexually shocking'.

 In making these ties, we 

might connect digital art's critiques of cultural phenomena to Modern cinema's 

engagement with the altered psyches of fin-de-siècle Europe. As I will discuss in 

'Chapter Three', senses of political irreverence, and jarring techniques such as audio-

visual montage, have been used to inform a disjunctive digital aesthetic. 

 

203

                                                 
200 Gene Youngblood, 'A Medium Matures: Video and Cinematic Enterprise', in Timothy Druckrey (Ed.), Ars Electronica: Facing 

the Future, Cambridge Mass., MIT Press, 1999, p. 63. 

201 Sadie Plant, The Most Radical Gesture: The Situationist International in a Postmodern Age, London, Routledge, 1992. 

202 Fredric Jameson 'Postmodernism and Consumer Society', p. 114. 

203 Fredric Jameson 'Postmodernism and Consumer Society', p. 124. 

 Through their opposition, irony, and 

irreverence, many Modern artworks countered the ideals of their precursors: neo-

Platonic ideals that art should capture aesthetic 'truth' and the sublime. Modern artists 
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such as Marcel Duchamp reflected this dissidence, and expressed 'an often literally 

destructive attitude towards…material'.204

a culture of profound nostalgia...one driven in its acts of 
repression and denial to re-create itself according to an idealized 
notion of the past rather than create itself anew after 
acknowledging and mourning its losses. In this self-
infantilization...culture recapitulated, rather than innovated.

           

 

Lisa Saltzman connects some of the themes of Modern art to a particular moment in 

time. She writes that the devastation of World War I produced  

205

While senses of stagnation and despair informed Modern art, artists such as Pablo 

Picasso and Fritz Lang also used these emotions as catalysts for innovation. Picasso's 

painting Guernica and Lang's film Metropolis, for example, appeared as 'art in the 

epoch of its dissolution'

 
 

206 – 'the pure expression of impossible change.'207  

 

 

Figure 3  
Pablo Picasso 
Guernica 
1937208

                                                 
204 Lev Manovich, 'The Death of Computer Art', , 

 

<http://www.thennetnet.com/schmeb/schmeb12.html>, (accessed 18 May 2004).  

205 Lisa Saltzman, 'Marketing Modernism in Fin-de-Siecle Europe - Book Review', 

<http://findarticles.com/p/articles/mi_m0422/is_n4_v78/ai_19178144/pg_6>, Find Articles, 1996, (accessed 18 April 2007). 

206 Guy Debord, The Society of the Spectacle, (Trans. Black and Red), Detroit, Black and Red, 1983, p. 30. 

207 Guy Debord, The Society of the Spectacle, p. 30. 

208 Pablo Picasso, Guernica, <http://www.mala.bc.ca/~lanes/english/hemngway/picasso/guernica.htm>, Malaspina, 1937, 

(accessed 1 October 2007). 
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By debunking the perceived 'unattainability' of traditional art, many digital artists have 

also experimented with disruption, civil disobedience, dislocation, irreverence, and 

juxtaposition in their critique of globalisation and its perceived hegemonies 

establishments. Andrew Darley discusses digital artists' use of montage and Modern 

techniques in terms the negotiation of 'aesthetic realism on the one hand and an 

aesthetics of anti-realism on the other'.209 He argues that the computer functions as an ' 

'accommodation' or 'reconciliation' of this dichotomy.'210 Further, Darley claims that the 

computer 'tends much more to foreground itself as a technique within the work itself – 

thereby linking itself to anti- or counter-realist forms.'211

as a kind of simulacrum and not simply a representation of 
electronic space or bodily experience, film offers viewers the 
very opportunities of virtual space, often before they can be 
actualized in virtual space.

 

 

One of the strongest ways in which digital art responds to earlier forms of art, is through 

the incorporation of political protest, and adaptation of expressive forms such as 

advertising and poster art, photography, and cinema. The theorists Geraldine Pratt and 

Rose Marie San Juan view Modern cinema as a clear precursor to digital art. They argue 

that 

212

cinema and cyberspace produce comparable effects of 
dislocation and disembodiment, arguably privileging the visual 

  
 

Pratt and San Juan contend that Modern cinema provides some of the earliest 

articulations of virtual, immersive, and experiential affects.  

 

The writers identify strong similarities between cinematic and digital contexts, arguing: 

                                                 
209 Andrew Darley, 'The Digital Image in the Age of the Signifier', in Andrew Darley (Ed.), Visual Digital Culture: Surface Play 

and Spectacle in New Media Genres, London, Routledge, 2000, p. 129. 

210 Andrew Darley, 'The Digital Image in the Age of the Signifier', p. 129. 

211 Andrew Darley, 'The Digital Image in the Age of the Signifier', p. 131. 

212 Rose Marie San Juan and Geraldine Pratt, 'Virtual Cities: Film and the Urban Mapping of Virtual Space', Screen, Vol. 43, No. 

3, 2002, p. 250.  
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as a way to simulate proximity without physical presence, and 
thus transforming the relationship between subject and object of 
viewing in particular ways.213

[e]xiting a movie theatre resembles somewhat the exit from a 
virtual world. After hours immersed in screen adventures, you 
emerge from the dark to blinding bright daylight. The sensory 
shock brings with it a residual emotional tone aroused by the 
film.

 
 

The critic Michael Heim shares that view, in claiming that 

214

 

 
 

While Pratt and San Juan describe digital impacts in terms of cinematic principles of 

dislocation, disembodiment and proximity without physicality, digital technology 

arguably goes further, in conjuring senses of spatial immersion, temporal duration and 

dislocation and generating bodily reactions to kinetic impulses. In Marnix de Nijs' 

digital installation Run Motherfucker Run, for example, a dynamic interface enables the 

individual to engage with the work, and physically respond in real-time. I further 

engage with these impacts in 'Chapter Six: In the Line of Flight: Changing Practices in 

Digital Art'.  

 

The concept of art 'happening' – and generating an active response – is strongly 

resonant with digital art. While the digital collaboration iCinema employ Modern 

principles of space, time and cinematic narrative in their work, they re-formulate them 

through digital technology. In their installation T_Visionarium, examined further in 

'Chapter Four', high levels of interaction, immersion, and response confront the user. 

Through a generative surround sound system, responsive interface that reacts to 

movement and touch, and an evolving graphical system sensitive to the individual's line 

of sight, T_Visionarium employs earlier art effects, yet transcends the limits of Modern 

cinema through transforming the 'spectator' into a physically engaged 'user'. 

                                                 
213 Rose Marie San Juan and Geraldine Pratt, 'Virtual Cities', p. 250. 

214 Michael Heim, Virtual Realism, New York, Oxford University Press, 1998, p. 54. 
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ART AND CULTURAL CRITIQUE 

 

Contemporary digital artworks like T_Visionarium engage with the idea of art 

'happening' in response to prevailing cultural and political forces. This approach draws 

on precedent forms of political art. New forms of cultural critique inspired the Frankfurt 

School of Social Research to instigate a unique form oppositional art, which sought to 

tear down the prevailing political-economic system, and construct new ways of 

thinking. Under Theodor Adorno's auspices, the School invoked Marxist discourses in 

its reunion of art and technology. Benjamin's notion of reproduction and industrial 

design re-surfaced in their artistic motifs. The ironic use of corporate motifs formed part 

of a backlash against political-economic conditions, with the intention being to raise 

awareness, and suggest an alternative path. Through integrating cultural and political 

commentary into their art, Frankfurt School artists negotiated the limits of artistry and 

cultural critique. 

 

The Frankfurt School examined the connections between art, culture and production.215 

Writers such as Theodor Adorno, Walter Benjamin, Max Horkheimer, Leo Lowenthal 

and Herbert Marcuse were primarily concerned with the social, political, and economic 

conditions informing practices of art. Adorno's adaptation of Thorstein Veblen's 

theories of consumption reiterated Marx's analyses of Western capitalist political 

economies. Adorno in particular, engages with the idea that in an era of mass 

consumption, art is marred by constraints imposed from above: the bourgeoisie and 

their and their ideologies.216

                                                 
215 John A. Walker, Art in the Age of Mass Media, Third Ed., London, Pluto Press, 1983, p. 3. 

216 John A. Walker, Art in the Age of Mass Media, p. 3. 

 In their expression of cultural phenomena, Frankfurt 

School members reflected a dual sense of articulation: as both speaking about and 

connecting to the world. 
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As key forms of cultural critique, Marxist approaches also form a reaction against 

formalism. Art and cultural theorists of the Marxist tradition have challenged the 

political and economic foundations of structural discourses. Schneider Adams observes 

how as 'early as 1857-59, in his Introduction to the Critique of the Political Economy, 

Karl Marx argued for tying art to the culture that produced it',217 based upon the premise 

that the production of art was influenced by social and political contexts. Marx's 

opposition to the formalist ideal of 'art for art's sake' was evident through his concern 

for production, and the social and economic contexts influencing content. As Schneider 

Adams attests, '[f]or Marx, art did not belong in an ivory tower inhabited by 

aestheticians, but rather in the larger context of society and the economic historical 

process.'218

This sense pervades the writings of German playwright Bertolt Brecht. In emphasising 

the importance of art's message over medium, he suggested that artists had a 'moral 

obligation to convey a social message. And he was dissatisfied with artistic displays of 

mere form.'

  

 

219 The Marxist theorist Ernst Fischer also championed that 'art, if it is 

truthful, must also reflect decay. And unless it wants to break faith with its social 

function, art must show the world as changeable. And help to change it.'220

'[a]s it became more feasible to reproduce works of art (by 
mechanical means) and to arrange for exhibits (through 
improved communication and more efficient travel), art lost its 
ritual aura and became a political commodity.'

 This is one 

of the key tenets behind Walter Benjamin's theories. Benjamin argues that  

221

                                                 
217 Laurie Schneider Adams, The Methodologies of Art, p. 59. 

218 Laurie Schneider Adams, The Methodologies of Art, p. 59. 

219 Laurie Schneider Adams, The Methodologies of Art,, p. 60.  

220 Laurie Schneider Adams, The Methodologies of Art, p. 62. 

221 Laurie Schneider Adams, The Methodologies of Art, p. 63. 
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Mechanical art's focus upon content – as opposed to the aesthetic ideals of form, aura 

and originality – is particularly pertinent to digital art, as a platform that can be 

seamlessly reproduced without degradation. 

 

In his critique of Aldous Huxley's Brave New World, Adorno highlights many of these 

tensions between mass culture and art production. Huxley's text, Adorno claims, 

exemplified the ways in which homogenisation was beginning to 'massify and destroy 

individual thought and action.'222 Under these conditions, the principles of 'Community, 

Identity and Stability',223 Adorno notes, 'came to replace the three ideals of the French 

Revolution.'224 A Frankfurt School reading of globalisation would probably focus upon 

the perceived destruction of individuality, and pervasion of homogenous cultural idioms 

through the global mass media. Jean Baudrillard's approaches to simulatory media,225

 
 
In a similar way to Frankfurt School theories, broad feminist approaches to cultural and 

political phenomena, might counter some of the assumptions of structuralist and 

formalist theory. Schneider Adams draws a connection between feminist and Marxist 

theories of art and history, writing that  

 

and Naomi Klein's alarmist readings of globalisation discussed in 'Chapter One', are 

sympathetic accounts.  

[l]ike the art historians who have been influenced by Marxism, 
feminist art historians object to Formalism on the grounds that 
works of art, as well as artists, reflect their cultural context.226

The argument made here is that both Marxist and feminist methods of analyses are 

heavily centred upon understandings of social and political contexts. While Schneider 

  
 

                                                 
222 Douglas Kellner, Media Culture: Cultural Studies, Identity and Politics Between the Modern and Postmodern, London, 

Routledge, 1995, p. 75. 

223 Douglas Kellner, Media Culture, p. 75. 

224 Douglas Kellner, Media Culture, p. 75. 

225 For more on Baudillard's discourse on simulation see: Mark Poster, (Ed.), Selected Writings by Jean Baudrillard. 
226 Laurie Schneider Adams, The Methodologies of Art, p. 79. 
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Adams somewhat reduces feminism to a single perspective, it is fair to say that a 

number of feminist writers have use cultural critique to question structuralist emphases 

upon form over content.  

 

In challenging Bell's 'eulogy of “significant form”, Schneider Adams posits: '[t]o whom 

must the form be significant to count as art?'227 Meaning, who has the right to impose 

the value of taste? And, what are the assumptions that underscore formal deals of 

aesthetics and 'good' art? Feminist analyses would likely reflect particular power 

dynamics within cultures, and reveal how 'Western art world has always been – and to a 

large extent still is – “constructed” by men.'228

Many art theorists have found the connections between structuralism, semiotics, 

formalism, and modernism problematic. In her text The Optical Unconscious, Rosalind 

Krauss uses cultural critique to describe modernism as 'an autonomous logical 

system'

 Through critiquing the imposition of 

structures and 'established' world-views, feminist readings of art have often challenged 

meta-narrative accounts. 

 

229 that is 'self-enclosed'.230 In her text The Originality of the Avant Garde and 

Other Modernist Myths,231

                                                 
227 Laurie Schneider Adams, The Methodologies of Art, p. 79. 

228 Laurie Schneider Adams, The Methodologies of Art, p. 99. 

229 James Elkins, On Pictures and the Words That Fail Them, p. 103. 

230 James Elkins, On Pictures and the Words That Fail Them, p. 103. 

231 Rosalind Krauss, The Originality of the Avant Garde and Other Modernist Myths, Cambridge, Mass., MIT Press, 1985. 

 Krauss distinguishes between 'logical' and 'enclosed' 

controlled theories, and open, fluid, and abstract thought. Krauss distinguishes between 

Modernist proponents such as Clement Greenberg, Frank Stella and Piet Mondrian, 'and 

those who stand against it [to] include Merleau-Ponty, Jacques Lacan, André Breton, 
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and Georges Bataille, and artists such as Pollock, Ernst Giacometti, Dalí, Man Ray, and 

Duchamp.'232

become reproducible through mechanical procedures such as 
photography, he claimed, art underwent a fundamental 
metamorphosis, losing its status as a unique object tied to a 
single time and place (its “aura”), but gaining in return a 
newfound flexibility, a capacity to reach a larger, indeed mass 
audience, and to effect a hitheto unimagined political impact.

 Krauss uses these positions to inform her discussion of content and form. 

 

THE PRODUCTION OF ART 

                                                                                                                                                              

In 'The Work of Art in the Age of Mechanical Reproduction', Benjamin shows how art 

forms produced through 'mechanical' or industrial means, might oppose formal 

assumptions of authorship, originality, and aura. In making these claims, he suggests the 

capacity for these expressions to be artistic and termed 'art', as opposed to 'graphics', 

'media', or 'design'. Benjamin's understanding of mechanised forms is premised on the 

idea that once art 

233

Through expanding the category of art, Benjamin arguably 'detailed a shift in the 

function and ontology of art in the age of technical reproducibility.'

 
 

234

Walter Benjamin's seminal essay 'The Work of Art in the Age of Mechanical 

Reproduction',

 

 

235

                                                 
232 James Elkins, On Pictures and the Words That Fail Them, p. 103. 

233 Mark B. Hansen, New Philosophy for New Media, p. xx. 

234 Mark B. Hansen, New Philosophy for New Media, p. xx. 

235 Walter Benjamin, 'The Work of Art in the Age of Mechanical Reproduction'. 

 discusses the liberation of art from traditional concepts of aura, 

originality, authenticity, and authorship. By exploring mechanical art and the principle 

of replica, he subverts constructed formal boundaries of artistry, production and 

display. Through articulating art in terms of its surrounding cultural and political 

contexts, Walter Benjamin perceives mechanical art's capacities for self-reflexive 
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critique. Through conversing with an industrial backlash to the 'academies' of Western 

Europe, Benjamin engages with wider questions concerning the nature of art, 

production, and cultural change. Benjamin's questions about the location of art in the 

industrial era continue affect the conceptualisation and articulation of digital art. 

 

In a return to the modernist notion of the creative industrialist, art critic Okwui 

Enwezor observes how 'on occasion artists are able to compete with computer 

researchers, rather than simply creating new demos for commercial software, thus 

functioning as “memes” for computer industry.'236 Enwezor suggests that digital artists 

might transcend the fixity of categorisations, and the binary of artist/theorist. Digital 

collectives such as Rhizome, ISEA, Critical Art Ensemble, MIT Media Lab and Ars 

Electronica, and the e-lists: eHumanities237 and Empyre238

Okwui Enwezor claims it is 'the artist who decides what an object of art is or what it can 

be, not simply the progressive, formal, transformation of art inside of the medium of 

art.'

 have provided buffer zones 

between digital art practice and discourse. The collaborative involvement of artists, 

designers, programmers and academics has challenged traditional notions of authorship.  

 

239

                                                 
236 Lev Manovich, 'The Death of Computer Art', (accessed 03 June 2004). 

237 See: <http://www.ehum.edu.au/>, E-humanities, (accessed 16 December 2007). 

238 See: <www.subtle.net/empyre/>, Empyre, (accessed 23 September 2007). 

239 Okwui Enwezor, 'The Postcolonial Constellation: Contemporary Art in a State of Permanent Transition', Research in African 

Literatures, Vol. 34, Issue 4, 2003, p. 58. 

 To Enwezor, the notion of art defined by technology imposes deterministic 

restraints. The writer proposes that the artist should control their work, and lead the 

interpretation of it. This interpretation challenges the role of the 'Academy' or formal 

gallery and academic institutions that traditionally determined aesthetics, value, and 

taste. Enwezor claims that '[a]rtistic genius emerges, then from a subjective critique of 

tradition by the artist, against all other available data, not from an objective analysis of 
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the fallacy of tradition.'240

In this thesis, I seek to create nuanced conversations between digital media and 

messages. While I agree with key elements of Enwezor's analysis, and his argument that 

the 'formal, transformation of art inside of the medium of art

 To this end, the notion of 'art as art' is valid when viewed 

purely as form, and in isolation from the realms of personal meaning, context, and 

experience. But, when we perceive 'art as meaning', we gain a new language for 

expressing the inaccessible: phenomena such as globalisation. 

 

241

One way in which digital expression converses with earlier art, is through self-reflexive 

engagement with its moments of production. The conversations created by 

contemporary digital works reveal conflicting perceptions of the Internet, its origins and 

the cultural impacts of digital technology. While the emergence of the Internet is 

debated, it is often linked to Joseph Licklider's notion of a network formed of globally 

 is problematic, in 

discounting the role of the artist in determining meaning, I maintain that there should 

also be scope for the experiencer to subjectively articulate meaning. I contend that while 

art offers an external language of criticism and intent, it also generates internal 

responses: the personal perceptions and bodily reactions of the experiencer. It is in this 

respect, as I reveal in the following chapters, that I introduce my own voice as author-

as-critic. Through positioning myself in this way, I do not seek to speak for the artists 

when critiquing their works but instead, provide a partial and particular account of how 

see them working. 

 

ART AND DIGITAL TECHNOLOGY 

 

                                                 
240 Okwui Enwezor, 'The Postcolonial Constellation', p. 58. 

241 Okwui Enwezor, 'The Postcolonial Constellation', p. 58. 
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connected computers.242 Licklider headed a computer research program in October 

1962, which would form the basis of the United States' Advanced Research Projects 

Administration (ARPA) and the development of ARPANET in 1969.243

The computer system was a complex network that would retain nuclear weapon control 

in the event of a Communist strike. ARPANET was designed so that if any element 

were destroyed, the remaining parts would retain operational autonomy for counter-

attack. While ARPANET is often attributed as the first global Internet, many of the 

ideas that influenced its inception can be found in earlier writings, to include Leonard 

Kleinrock's 1961 PhD proposal 

  

 

'Information Flow in Large Communication Nets' – a 

paper that described connected communication networks.244 Despite conflicting 

accounts of the Internet's origins, its association with the military administration ARPA 

may explain early perceptions of digital space as strategically structured, regulated and 

controlled. This sense underscores Rita Raley's notion that 'the machine that expresses 

the social forms of the control society is the computer'245

Fluxus, Art and Language, and The Art Workers' Coalition, for example, were also 

radically experimenting with technology at this time. Yet unlike ARPA, Fluxus was 

. While I examine this claim in 

relation to the art of Ross Mawdsley, ®™ark and The Yes Men in the following chapter 

'Globalisation and Political Revolt', other artists have engaged with more democratic 

bases for perceiving the Internet. 

 

                                                 
242 Vinton G. Cerf et al., 'A Brief History of the Internet', <http://www.isoc.org/internet/history/brief.shtml> Internet Society, n.d., 

(accessed 06 December 2007). 

243 Vinton G. Cerf et al., 'A Brief History of the Internet', <http://www.isoc.org/internet/history/brief.shtml>, (accessed 06 

December 2007). 
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breaking-down technological and artistic systems of control. Through locating the 

emergence of the Internet in these terms, theorist Andreas Huyssen describes how the 

[i]mplicit dependence on a traditionally structured system...which 
is put under erasure by the Fluxus event, is perhaps best 
expressed in what Adorno called the increasing 'Verfransung der 
Kunste.'246

Adorno's concept of Verfransung – or entanglement of boundaries – disintegrated 

traditional structures and merged artistic practices, creating a 'sense of evolving 

dissolution, of aesthetic entropy, a reciprocal emptying out of traditions, a loss of form 

and truth content.'

  
 

247

By rebuking the formal structures of distribution, criticism, and display, 1960s 

interventions in art and technology re-asserted their critical independence through 

challenging the limits of art and technology. During this period, figures like Dr. 

Desmond Paul Henry, were actively experimenting with art and digital technology. 

Henry created 'drawing 

machines' that produced 

digital imagery. Other 

artists, like the Fluxus 

collaborators, were 

exploring the use of 

mixed technologies. 

  

 

 
Figure 4 
Desmond Paul Henry 
Print No. 003 
1962248

                                                 
246 Andreas Huyssen, 'Back to the Future: Fluxus in Context', in Janet Jenkins (Ed.), In the Spirit of Fluxus, Minneapolis, Walker 

Art Center, 1993, p. 150. 

247 Andreas Huyssen, 'Back to the Future', p. 150. 
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Huyssen contends that the Fluxus 'intermedia work ultimately legitimised itself as a 

medium in its own right.'249

During the 1980s, the rise of personal computers changed perceptions of information. 

Digitisation transforms data into numerical code, meaning, 'the original waveform is 

digitally encoded and the information in it represented by the presence or absence of 

pulses of equal strength, making it less subject to degradation than a conventional 

analogue signal.'

 

  

250 The digital computer was central to this shift, becoming 'the first 

widely disseminated system that offers the user the opportunity to create, distribute, 

receive, and consume audiovisual content with the same box.'251

the availability in the 1980s of digital technology – primarily 
image scanners and software programs enabling the easy 
manipulation of digitised images – threatened to unsettle this 
epistemological model.

 Just as digital artists 

have engaged with Modern, Frankfurt School and 1960s interventions in art and 

technology, they have reflected upon 1980s art and technology movements.  

 

In considering these developments, Andrew Murphie writes that 

252

Artists during this period began to experiment with domestic technologies: fax 

machines, cassette players, and televisions, invoking earlier experiments in art and 

technology. Digital artists have also incorporated 'everyday' media into their art, from 

mobile phones, to televisions and computer game graphics. Leon Cmielewski and 

Josephine Starrs, for example, incorporated a 1980s 'table-top' arcade game interface for 

their installation Floating Territories. I will explore this work in more detail in 'Chapter 

Six: In the Line of Flight: Changing Practices in Digital Art'. 
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The 1980s also gave rise to the literary genre of cyber-punk, which has continued to 

influence the production of digital art. The Outlaw Technologists, the Eighties Wave 

and the Neuromantics, for example, experimented with themes of futurism, virtuality, 

and urban transcendence. William Gibson's 1984 text Neuromancer,253

The spatial, temporal and kinetic shifts of globalisation have, however, been met with 

alarm. Critics such as Jean Baudrillard have expressed concerns over the effects of 

digital simulation and instantaneity. As Anna Munster expresses, the critique is centred 

, for example, 

was one of the first to conceive of the cyber city. That interest in virtual metropolises 

has influenced contemporary works of digital art. From Shoba's post-apocalyptic New 

York in Blowing Zen in 'Metropolis: Imagining the Global City', to Marnix de Nijs' 

futuristic city streets in Run Motherfucker Run  ('Chapter Six: 'In the Line of Flight: 

Changing Practices in Digital Art'), the cyber city and the limits of digital space, time 

and speed, is a key theme in these works.  

 

During the 1990s, a number of artists engaged with globalisation's flows of time, speed 

and space. net.artists experimented with new digital technologies, using the media to 

articulate and even to simulate, globalisation's spatial, temporal and kinetic flows. Ross 

Mawdsley, ®™ark, and The Yes Men, explored further in 'Chapter Three', created 

works that dragged users across contexts, times and landscapes. Møeller and Sauter's 

digital installation Networked Skin of 1994 was an early articulation of globalisation's 

alteration of space. The artists used the façade of a building to project their interactive 

digital work. By enabling multiple users in different locations to interact with 

Networked Skin, they engaged with perceived spatial and temporal shifts under 

globalisation. 

 

                                                 
253 William Gibson, Neuromancer, New York, Ace Publications, 1984. 
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upon claims that digital culture and particularly computer-generated imagery have been 

associated for the main part with a relentless, obscene saturation of the image as 

representation. Paul Virilio and Jean Baudrillard have been probably the strongest 

critics of the 'relentless, obscene saturation of the image as representation.'254

According to their thesis, digitisation's speed of access to information creates a culture 

where there is little time to pause or connect with others, confirming the argument that 

'informatics primarily moves towards a hyperintensification of absolute speed.'

  

 

255

[c]ontemplation is impossible, images frequent perception into 
successive sequences and stimuli to which the only response is 
an instantaneous yes or no – reaction time is maximally reduced. 
The film no longer allows you to contemplate it, it interrogates 
you directly.

 Under 

these conditions, Gene Youngblood argues,  

256

As Timothy Allen Jackson explains, 'the evolution from analog to more digital forms of 

technological and social existence is a quantum and critical transition that requires 

radical shifts in how we relate to our world through our senses.'

 
 

The speed of digital technology is often linked to globalisation's rapid movements of 

finance, technology, people, ideas and ideology. That speed connects with perception of 

globalisation as spatially, temporally, and kinetically frenetic. Marnix de Nijs uses a 

treadmill in his installation Run Motherfucker Run to convey an altered sense of speed 

in a global-digital world. The artist uses use digital audio-visual strategies to replicate 

feelings of psychological fragmentation elicited by globalisation's space-time affects. 

 

257

                                                 
254 Anna Munster, 'Low-Res Bleed', p. 81. 

255 Anna Munster, 'Low-Res Bleed', p. 81 

256 Gene Youngblood, 'A Medium Matures', p. 63. 

257 Timothy Allen Jackson, 'Towards a New Media Aesthetic', p. 349. 

 The use of analogue 

and, increasingly, digital technology in the formation of cultural critique, forged a style 

of art with the capacity to create 'a rupture with our previous relationship to time and 
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space as well as to previous conceptions of the real and to larger metaphysical issues.'258

A SITUATIONAL ART 

 

As I discuss in the following chapter, 'Digital Art and Political Revolt', digital artists 

continue to draw upon the discourses and influences of earlier art. 

 

 

Early digital artists reflected a spirit of situationalism, as they experimented with the 

new media and applications made available in the early 1990s. As a form of digital art, 

'net.art' provided radical critiques of traditional art practice and cultural phenomena, 

such as globalisation. Digital artists such as This is Not Art, and Jodi.org, engaged with 

earlier artistic strategies like parody and mimicry, while incorporating the banal 

technical realities of digitisation into their works: computers crashing, pop-up banners, 

frozen screens, glitches, and hacker sabotage. Groups like ®™ark and The Yes Men on 

the other hand, used digital technology to construct 'corporate' web pages that parodied 

those of their opponents, namely global figures and institutions.  

 

Throughout the late 1980s and early 1990s period, digital artists were engaging with 

two contentious topics: consumption and technology. With the rising market economies 

of the Western world and the elaboration of a 'culture of consumption', artists used 

forms of mass communication, such as advertising, to articulate their concerns. Naomi 

Klein's text No Logo emerged as a powerful critique of Western commodification and 

the impact of the increasingly global mass media. Texts such as Klein's came to inform 

artistic movements, alarmed by the West's reign of influence over other cultures. Art 

began to vocalise what Jameson terms, 'the inner truth of that newly emergent social 

                                                 
258 Timothy Allen Jackson, 'Towards a New Media Aesthetic', p. 349. 
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order of late capitalism'.259

adopted and preyed on the rapidly evolving tricks of commercial 
display, sometimes placing them in a different frame, and 
rendering them strange; sometimes by adjuring them in favour 
of stark simplicity.

 Digital artists such as ®™ark re-situated corporate images, 

and 

260

The strategy was intended to disrupt the user's expectations, and construct moments 

where they doubt the authenticity and essential 'truth' of what they are viewing. In these 

anti-realist works, digital artists no longer referenced works in the way that 'a Joyce 

might have done, or a Mahler;'

  
 

261 they integrated and parodied them often without 

acknowledgement, and 'to the point where the line between high art and commercial 

forms seems increasingly difficult to draw.262

[p]astiche is...a neutral practice of such mimicry, without 
parody's ulterior motive, without the satirical impulse, without 
laughter, without that still latent feeling that there exists 
something normal compared to which what is being imitated is 
rather comic.

  

 

In drawing a distinction between parody and pastiche, Jameson explains that while 

parody is defined by irony, wry, and 'black humour',  

263

The author writes that much of this art had a need to conjure responses of shock, 

particularly in relation to controversial political and economic issues. However, in the 

current climate of media saturation, radical artists may be employing these tactics 

because as Jameson expresses: 'there is very little in either the form or the content of 

contemporary art that contemporary society finds intolerable and scandalous.'

  
 

264
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Jameson's discourse might be used to describe the current attention economy: a state 

where only the unexpected, obscene or grandiose art gestures succeed in attracting our 

attention. Under these conditions, '[a]rtworks must ensnare our attention to be successes 

as art.'265

the scarcity of attention and attempts to capture large amounts of 
it have become the central features of the postmaterial economy, 
then the attempt to create art is an increasingly central type of 
activity, whatever the medium used.

 Moreover, if 

266

Jameson argues further 'that even if contemporary art has all the same formal features 

as the older modernism, it has still shifted its position fundamentally within our 

culture.'

  
 

267

While attention economies can produce innovation through the construction of 'larger-

than-life' works, Amy Scholder and Jordan Candall propose that 'it is not necessarily a 

very equal world. There remains only so much attention to go round.'

 

 

ART AND ATTENTION ECONOMIES 

 

268

project has to be global, and if one isn't doing a big project, it is 
somehow an insult to computer capability, hypertextuality, and 
nonlinearity. If the project does not possess monumental scale or 
volume, it's considered just the work of a common user.

 This sentiment 

is echoed by Critical Art Ensemble's contention that if a 

269

In their own practice, digital artists Critical Art Ensemble recognise the levels of global 

visibility that 'larger-than-life' campaigns – simultaneously staged in virtual and 

physical arenas – can attain. Their art strongly contests the traditional severance of art 

and politics, and assumptions of formal display.  
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Many early digital works presented high impact, yet didactic articulations. In Ross 

Mawdsley's Journey into Darkness, for example, the artist offers a rather simplistic 

account of globalisation. The slow, fatalistic crawl of a fly across a corporate logo 

emblazoned razor blade in the work, seems to overstate the death of individuality under 

globalisation. These links re-emerge in the artwork 'Revolt', where the presence of 

expressionless Lego™ daleks signals the absence of freedom and originality. The most 

concerning imagery however, concerns his presentation of disembodied black torsos, 

which show a kind of crude empathy for the 'other'. Ross Mawdsley's focus upon 

grandiose Flash™ aesthetics and the digital 'medium' arguably compromises the depth 

of his message. Many of these early net.art works experimented with new forms and 

media, at the expense of a critical message. As the theorist Anna Munster claims, they 

were 'over-invested with revolutionary fervour'.270

The need for artists to compete with the 'attention economy', can lead to the 

commercialisation of their expressions. Julian Stallabrass contends that current digital 

art institutions like ZKM still 'set their agenda according to the pulse of Siemens and 

Deutsche Telekom; that is to say, they have to modify their levels of social criticism or 

'forget their deutschmarks.'

 I explore Mawdsley's art and this 

tension between form and meaning in the following chapter: 'Digital Art and Political 

Revolt'. 

 

271

                                                 
270 Anna Munster, 'New Media as Old Media: Strategies of Dislocation and Relocation', in (dis)locations, Karlsruhe, ZKM Center 

for Art and Media, 2001, p. 24. 
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 The ties between art and commerce arguably become 

stronger, when galleries and art institutions are forced to find private revenue in the face 

of government funding cuts. In the Australian context, 2008 Queensland Arts Minister 

Rod Welford has announced that 'the arts-as-business model [is] replacing the arts-as-
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welfare model',272 and that the sector needs 'to fight aggressively to maintain 

funding.'273 Galleries and art institutions have had to embrace what Rosemary Sorensen 

terms a 'shift in philosophical approach and that they had to change to compete. It was 

inevitable that, in terms of ranking, some were going to miss out.'274

Digital art can also be viewed by collecting institutions as less economically lucrative 

than traditional art, in terms of sponsorship, recognition, and visitation. Questions about 

archiving, classification and the location of digital works may have contributed to this 

issue.

  

 

275

uncertainty over the aesthetic status of Internet art, far from 
being a drawback, can be productive, and all the better is it is 
separated from the art institutions….There is no art if the 
aesthetic is disposed of, but equally, the presence of the 
aesthetic does not guarantee art.'

 Yet, as Stallabrass contends, the  

276

Some attempts by galleries to acquire digital works have also been met with resistance, 

from those who view their efforts as tokenistic or exploitative. The purchase of digital 

works has sometimes been construed by practitioners as no more than 'a relatively cost-

effective way to appear contemporary, and especially to be seen to address issues of 

globalisation.'

 
 

277

[w]e're trying to identify the activity that is net art. Since we 
know what older art looks like, we can start to develop standards 

 An interview conducted with David Ross, Director of the San 

Francisco Museum of Modern Art, highlights this concern. In one interview, Ross 

stated  
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and a critical evaluation framework for looking at net art based 
on our idea of what art should act or look like.278

DIGITAL ART TERMINOLOGIES 

  
 

While I see strong grounds for locating digital art as art, I acknowledge the dilemmas 

that some practitioners have with the association. These tensions however, can add to 

the richness and critical complexity of the forms produced, in a similar way to earlier 

styles such as situationist art. 

 

 
 
Issues of commercialisation have led some practitioners to reject the terminology of 'art' 

and politics of formal acquisition. As early as 1996, Internet provocateur Alexei Shulgin 

exhorted, 'Artists! Try to forget the very word and notion of art'.279 His call was 

premised upon the sense that: '[s]o much of art-world exclusivity clusters around the 

qualities of rarity, ownership, access and scale, all of which must be artificially imposed 

on the internet, or hardly apply.'280

                                                 
278 Julian Stallabrass, Internet Art, p. 119. 
279 Joline Blais and Jon Ippolito,  At the Edge of Art, p. 7. 

280 Julian Stallabrass, Internet Art, p. 137. 

 In his discussion of net.art, Steve Dietz 

problematises the style's associations with art. He engages with popular criticisms 

premised upon complaints that: 

The problem with net art is that it is so opaque. 
The problem with net art is that it is so obvious. 
The problem with net art is that not everyone can see it. 
The problem with net art is that it takes so long. 
The problem with net art is that it is ephemeral. 
The problem with net art is that anyone can make it. 
The problem with net art is that no one supports it. 
The problem with net art is that it is being usurped. 
The problem with net art is that it's boring. 
The problem with net art is that it's too challenging. 
The problem with net art is all those plug-ins. 
The problem with net art is that it is so reliant on industry standards. 
The problem with net art is that it's old hat. 
The problem with net art is that it's too new. 
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The problem with net art is that there is no great net art. 281

It is a sense that pervades many discourses on digital media, with the assumption often 

being that the democratic character of digital and online expression 'stands in marked 

contrast to the often secretive and disingenuous discourse of the mainstream art world, 

in which it can be most telling to dwell upon what is not said.'

 
 
 

The denial of digital art as art can often be to do with perceptions of elitism and 

exclusivity.  

 

282 However, that is not to 

discount the politics of elitism and exclusivity associated with digital art, ranging from 

inaccessible jargon (just what is a 'low-res bleed: congealed affect'?283), to forums such 

as nettime284 and Empyre,285 that can seem more like academic cliqués dominated by 

the same voices, than open discussions.,286

[e]ven supposedly privileged academic and institutional users 
often find it hard to access slow art sites over shared and heavily 
used lines. Faster lines for domestic users are naturally 
concentrated among the privileged.

  

 

In considering digital art elitism and exclusivity, there are also very real inequities of 

access, which limit the production and experience of digital art to those who have the 

capital, bandwidth, and technical infrastructure. As Stallabrass notes, 

287

                                                 
281 Julian Stallabrass, Internet Art, p. 143. 

282 Julian Stallabrass, Internet Art, p. 111. 

283 Anna Munster, 'Low-Res Bleed: Congealed Affect', pp. 77-95. 

      
                                 

The writer  qualifies  this  statement  by  asserting  that  '[t]he character of online elitism     

is of a different kind from that found in  the art world,  which is  embedded  in  location,  

 

284 See: <http://www.nettime.org>, nettime, (accessed 23 September 2007).   

285 See: <www.subtle.net/empyre/>, empyre, (accessed 23 September 2007). 

286 This is the case in the Australian context, though may partly owe to the emerging field of scholarship. 
287 Julian Stallabrass, Internet Art, p. 136. 
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architectural display and ownership of rare objects.' 288

The recombinatory nature of digital art transcends the traditional artistic boundaries of 

genre, artistry and production. The artist Barbara Kruger, for example, often 

appropriated motifs from advertising in her work, often without reference.

  

 
 

Just as digital practitioners have critiqued the elitism and exclusivity of the established 

art world, they have also questioned formal principles of artistry centred upon 

authorship and. With numerous individuals often involved in the realisation of digital 

works – from artists to developers and users – formalist principles of originality, 

artistry, and authorship, may have lost ground. iCinema's artwork T_Visionarium, for 

example, which I explore in 'Chapter Four', converses with the advent of Digital Rights 

Management (DRM) programs, which are beginning to address the need for flexible 

rights over collaborative digital works. But, as iCinema suggest, it is not simply an issue 

of how to enforce copyright; it is the question of whether copyright opposes the 

fundamental principles of digitisation and the Internet, which artists such as ®™ark and 

The Yes Men view as quintessentially democratic. 

 

289

                                                 
288 Julian Stallabrass, Internet Art, p. 136. 

289 Rachel Green, Internet Art, World of Art Series, London, Thames and Hudson, 2004, p. 13. 

 Her 

actions reflected a spirit of anti-authorship, in conversation with situationist and earlier 

art strategies. Works that incorporate real-time Internet access, in summoning global 

input from artists and users, have further challenged the principle of artistic autonomy. 

Through collaborative discourse and production, digital art collectives such as Radical 

Software, ®™ark, Jodi, and Critical Art Ensemble further disrupted the notion of 

individual authorship. As Andrew Murphie and John Potts write, the 'conviction of 
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many artists and theorists is that digital technology has made copyright – and the 

conventional notion of authorship – obsolete.'290

the advent of TV and video art…that a new, apparently 
dematerialized museum – i.e., the Web – will somehow drive us 
all indoors, away from public spaces like theaters, movie houses 
or museums

  

 

Through its global networks of communication, the Internet has facilitated 

unprecedented levels of art collaboration. In overcoming many of the constraints of 

physical distance, transport, construction, and display, the Internet operates as a 

simulated gallery space. In this way, it heightens opportunities for the encounter, 

discussion, and experience of art. In countering the argument that online viewing can 

never match the physical pleasure of visiting a gallery, Douglas Davis writes that the 

same fear surrounded 

291

Davis writes that '[t]he very reverse, of course, happened in the '60s and '70s…access 

leading to a hunger not only for more but for going out in search of different forms of 

art creation.'

  
 

292

From the late 1990s through to the new millennium, digital artists have experimented 

with new connective hardware such as: iPods™, Palm Pilots™, mobile phones, GPS, 

and wireless technologies. In doing so, they have explored new forms of artistry and 

modes of production, and engaged with Walter Benjamin's question of: what art has 

become in a mechanical age?

  

 

293
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291 Douglas Davis, 'The Museum of the Third Kind', in Art in America, Vol. 93, Issue 6, 2005, p. 75. 

292 Douglas Davis, 'The Museum of the Third Kind', p. 75. 
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 If the computer has altered the nature of production, it 
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also changed the ways in which art can be shared, produced, and understood. 'For the 

first time in history',294

users have greater accessibility to such technological processes 
as film editing, web-page creation, mp3 sampling, and online 
communication; all of which have been facilitated through 
digital infrastructures.

 argue Jay David Bolter and Richard Grusin,  

295

In a similar way, digital art often disrupts the traditional demarcations of artist and 

spectator. Darren Tofts' text Interzone: Media Arts in Australia, shows how [t]he notion 

of art being interactive rather than contemplative or participatory, heightened the basic 

challenges associated with the very concept of an art audience.'

  
 

The popularisation of digital art product shifts the definition of 'artist', while digital 

duplications and file sharing challenge formal ideals of authenticity and originality. 

 

296

a potentially confronting gesture, since it disrupts the 
philosophical comfort zone that has traditionally assigned well-
demarcated roles for audience and art work alike.

 Digital art's 

interactivity is 

297

empower users, encourage cultural activity, rather than mere 
spectating, and make art more responsive to its audience, 
opening art's exclusive and (for many) intimidating spaces and 
discourses to the breezes of inclusiveness and democracy.'

 
 

However as Tofts argues, this re-arrangement of roles also has the capacity to:  

298

Perhaps one of 'the most distinguishing feature of online culture is precisely that it is 

impossible to say where art starts and finishes'.

 
 

299
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TECHNOLOGICAL DETERMINISM 

 

The elevation of digital media to its own realm can also reflect technological 

deterministic assumptions underscored by the belief that digital expression is 

fundamentally different or 'new'. This notion is evident in the dialogues of Marshall 

McLuhan and Lev Manovich, and some early net.art expressions, as I explore in 

'Chapter Three'. As a formalist theory, technological determinism privileges form over 

content. In relation to digital expression, the discourse values digital technology for 'its 

own sake' over its relay of critical messages. Technological determinism often forges 

ruptures from the present and past, with some proponents asserting that 'the present is a 

bore…it takes too long for projects to get out of beta.'300

Lev Manovich writes that 'those of us who work with digital art often debate another 

convergence – the convergence between art world and computer world.'

 This sense, reflected by Patrick 

Lichty, is shaded by the idea that digital art is a novel and historically important form of 

creative expression. Technological determinist constructions cast analogue and other 

'old school' formats as a redundant technologies: static, outmoded, corrupt. The digital 

platform triumphs as the vanguard technology, capable of excessive speed and temporal 

dislocation, in replica of globalisation's time-space distanciations. 

 

301 Manovich 

creates a binary between 'Duchamp-land' and 'Turing-land',302

                                                 
300 Patrick Lichty,  'Alpha Revisionist Manifesto', <http://www.nettime.org/Lists-Archives/nettime-bold-0105/msg00391.html>, 

nettime, 2001, (accessed 23 June 2007). 

 and argues that in 

Duchamp-land, an art object is qualified by the level of meaning it attains, its level of 

'complication'; or the degree to which it provokes thought about culture and semiotics; 

and its sense of irony through self-reference 'and often literally destructive attitude 

301 Lev Manovich, 'The Death of Computer Art', <http://www.thennetnet.com/schmeb/schmeb12.html>, (accessed 03 June 2004).      
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towards its material, i.e., its technology'.303 Turing-land, Manovich advances, is 

diametrically opposed. Its 'orientation' moves towards the digital medium, rather than 

the message. As opposed to Duchamp-land, Turing-land Manovich argues, is often 

lacking irony in its critique of its artistic medium. 'Most important'304, Manovich 

contends, 'objects in Turing-land take technology which they use always seriously.'305

In support of a relativist approach to the subjects of digital media and art, Anna Munster 

and Geert Lovink contest the structuralist binaries created by medium-message 

analyses. To the contrary, they advocate approaches that negotiate the boundaries 

between subjects and objects. In conversation with Lovink's ideas, Munster perceives 

what she terms 'media art', as an indeterminate and 'distributed' aesthetic. However, the 

assumption that digital expression is not and should not be rendered art, as indicated by 

the title of Manovich's essay “The Death of Computer Art”

  

 

306 is not only reductive but 

also prescriptive, in defining what digital expression should be. His method, argues 

Anna Munster and Geert Lovink, requires 'a rethink of aesthetics beyond the twinned 

concepts of form and medium that continue to shape analysis of the social and the 

aesthetic.'307

Technological determinism I argue, offers a problematic account of digital expression. 

By removing digital technologies from their social and political contexts, the discourse 

regards form in isolation from its message or production concerns. Through privileging 

digital form over content, technological determinism presents universal assumptions 

  

 

                                                 
303 Lev Manovich, 'The Death of Computer Art', <http://www.thennetnet.com/schmeb/schmeb12.html>, (accessed 03 June 2004). 

304 Lev Manovich, 'The Death of Computer Art', <http://www.thennetnet.com/schmeb/schmeb12.html>, (accessed 03 June 2004). 

305 Lev Manovich, 'The Death of Computer Art', <http://www.thennetnet.com/schmeb/schmeb12.html>, (accessed 03 June 2004). 

306 Lev Manovich, 'The Death of Computer Art', <http://www.thennetnet.com/schmeb/schmeb12.html>, (accessed 03 June 2004). 

307 Geert Lovink and Anna Munster, 'Theses on Distributed Aesthetics. Or, What a Network is Not', 

<http://www.journal.fibreculture.org/issue7/issue_7munster_lovink.html>, Fibreculture eJournal, Issue 7, 2005, (accessed 12 

December 2005). 
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about digital potentiality. However, many of its assumptions have been centred upon 

fallible notions of objectivity and 'truth'.308

In reflecting upon technological determinist productions, Patrick Lichty observes how 

they often harbour the assumption that 'the present is a bore, and it takes too long for 

projects to get out of beta. The acceleration of culture demands the consumption of 

ideas at their peak of freshness.'

 In contesting the assumptions of 

technological determinism, I have located digital art in continuum with earlier 

discourses, interventions, and moments in time. That approach is sympathetic to my 

treatment of globalisation, which I have claimed emerges in connection to past 

movements, and is differentiated only by the phenomenal scale of its affects.  

 

309

INTERACTIVITY AND CRITICISM 

 To the digital determinist, the pure innovation and 

exhilaration of technology is the message in itself, with analogue technology rendered: 

static, outmoded, and corruptible. In works such as Mawdsley's Simian series, 

digitisation triumphs as the vanguard technology: capable of excessive speeds as it cuts 

through space and time. However, the exhilaration of the media was often at the 

expense of the critical message. 

 

 

The most critical works from the 1990s, showed high levels of nuance in their uses of 

digital technology to generate interactivity, and negotiate the bounds of media and 

message. These developments suggested a new approach to digital art, producing a style 

which was increasingly self-reflexive, and confirmed Thomas McEvilley's sense that 'a 

hybrid object attempts to incorporate into itself its own counterweight or critique – its 

                                                 
308 Lev Manovich, 'The Death of Computer Art', <http://www.thennetnet.com/schmeb/schmeb12.html>, (accessed 03 June 2004). 

309 Patrick Lichty, 'Alpha Revisionist Manifesto', <http://www.nettime.org/Lists-Archives/nettime-bold-0105/msg00391.html>, 

(accessed 01 July 2003). 
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other.'310

In iCinema's installations, for example, digital loops become metaphors for global and 

pneumonic flow. Jodi.org on the other hand, has actively conversed with digital 

operational issues, incorporating technical glitches, frozen screens, quitting applications 

and pop-up spam into the body of their work. As a 'diminishing and replenishing 

medium',

 Unlike some of the earlier examples that focused either aesthetics or 

technology, many of the new works of digital art have sought to incorporate both, 

revealing an awareness of the contexts and tools of production in conversation with 

globalisation.  

 

311 the computer is affected by these issues, as Rachel Green notes: 'software 

and applications become obsolete, web pages are abandoned and removed, software is 

upgraded, new plug-ins are brought onto the market, web sites are launched'.312 Scott 

Weiland argues that 'the most poignant works within digital media are those which, 

within the context of their predetermined structure, present the augmentation of that 

structure as the framework for meaning.'313 That is, they engage with their technology 

and system structure. Interactive qualities are present in earlier art practices and 

discourses: from Vertov's 'kino-eye, to Duchamp's notion that 'the artist begins the 

artwork and the witness completes it',314 and Berger's sense that to '[t]o look is an act of 

choice. As a result of this act, what we see is brought within our reach'.315

Yet, digital art has shown a capacity to 'go beyond', because of its unprecedented 

capacity to generate responses to the user. Artists that incorporate active Internet 

  

 

                                                 
310 Thomas McEvilley, Art and Discontent: Theory at the Millennium, Documentext, New York, McPherson and Company, 1991, 

p. 76. 

311 Rachel Green, Internet Art, p. 9. 

312 Rachel Green, Internet Art, p. 9. 

313 Scott Weiland, 'Sense, Memory and Media', <http://www.digitalartsource.com/content/featur/feat17/feat17p1.html>, Digital Art 

Source, 2004, (accessed 14 May 2004). 

314 Gene Youngblood, 'A Medium Matures', p. 47. 

315 John Berger, Ways of Seeing, London, Penguin Books, 1989, p. 8. 
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connections and generative technologies, for example, enable their art to evolve in real-

time, subject to users' interactions and movements. Julian Stallabrass claims that digital 

art's unique quality of interactivity, 'distinguishes it from much of other art 

production'.316 He claims however, that [t]he spectrum of interaction on offer shades 

from the minimal choice involved in clicking through a set sequence of pages to 

permitting users to create the work themselves.317

Digital artworks offer variant levels of interactivity subject to the media and techniques 

employed. However, some theorists like Alexei Shulgin, argue against this quality, in 

contending that 'interactivity is a very simple and obvious way to manipulate people',

 

 

318 

because it is 'always the author with his name and his careers behind it, and he just 

seduces people to click buttons in his own name'.319

Janet Murray argues that '[l]inear media such as books and films can portray space, 

either by verbal description or image, but only digital environments can present space 

that we can move through.'

 While some examples of early 

net.art were heavily directed as I discuss in 'Chapter Three', artists such as iCinema have 

given the user more scope to influence the narrative direction of their works. I explore 

these dynamic levels of immersion and interactivity in 'Chapter Four: T_Visionarium: 

Global Space, Speed, and Time'. 

 

320

                                                 
316 Julian Stallabrass, Internet Art, p. 61. 

317 Julian Stallabrass, Internet Art, p. 61. 

318 Julian Stallabrass, Internet Art, p. 61. 

319 Julian Stallabrass, Internet Art, p. 61. 

320 Janet Murray, Hamlet on the Holodeck: The Future of Narrative in Cyberspace, Cambridge Mass., MIT Press, 1997, p. 79. 

 In a discussion of iCinema's T_Visionarium, Dennis Del 

Favero writes that 'persons present become protagonists in a set of ever evolving 

interactive narratives. Central to all these innovations is the reformulation of narrative 
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itself.'321

For Lev Manovich, digital interactivity implies something more than the literal 

interpretation of 'pressing a button, choosing a link, moving the body'.

 Unlike more traditional cinema or video works, the images that unfold are 

generated at random, without a linear time horizon. The art evolves in response to the 

user's movements and directions. Under these conditions, the artwork's narrative 

becomes navigable. 

 

EXPERIENCING DIGITAL ART 

 

322 Rather, it 

involves a level of 'psychological interaction',323 a cognition of the ways in which 

actions determine the structure, sequence and narrative of a piece. While immersive 

principles are present in earlier forms, digital technology enables users to go further in 

transcending the limits of space, time and speed. When used in subtle ways, principles 

of immediacy, immersion and interactivity 'make the computer interface 'natural' rather 

than arbitrary'324

Many of the artworks on display at the exhibition In the Line of Flight, described in 

detail in 'Chapter Six', seek new levels of interface transparency to traverse the 

boundaries between artist/spectator. In Ruth Schnell's Territorism II, for example, the 

narrative progression is contingent upon the user's bodily movements and interactions. 

Through seeking to create a transparent interface, the artist encourages subtle 

negotiations between user and art. Through encouraging response through natural and 

approachable technologies, Schnell's art generates intimate kinds of experience. It 

.  

 

                                                 
321 Dennis Del Favero, 'Digitally Expanded Forms of Cinematic Narration', in Dennis Del Favero and Jeffery Shaw (Eds.), 

(dis)Locations, Karlshruhe, ZKM, Centre for Art and Media/Centre for Interactive Cinema Research, Sydney, University of New 

South Wales, 2001. 

322 Lev Manovich, The Language of New Media, p. 57. 

323 Lev Manovich, The Language of New Media, p. 57. 

324 Jay David Bolter and Richard Grusin, Remediation: Understanding New Media, Cambridge, Mass., MIT Press, 1999, p. 23. 
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creates a distinction between works that simply 'use' digital technology as a means, and 

those that use it to generate particular messages. 

 

In order to create these kinds of 'interfaceless' experiences, Bolter and Grusin argue that 

the interface needs to 'be one that erases itself, so that the user is no longer aware of 

confronting a medium, but instead stands in an immediate relationship to the contents of 

that medium.'325 This might actualise Richard Wagner's concept of the 'total art-work'326 

– where the artist comes to 'dominate, even overwhelm, flooding the spectator/hearer 

with sensory impressions of different kinds. It is not meant as information but as 

experience.'327

between the artist, the viewer, society, history, and art itself. In 
other words, it functions in human experience making 
everything relevant: its form, the artist's intention, the social 
and historical ideal of the times, the scientific spirit of the age, 
all these are part and parcel of my art.

 Of course, to participate in these kinds of experiences, a user must have 

basic digital skills to respond to sound cues, pop-ups, hyperlinks and the interface. 

 

Yet, digital artist Hisham Bizri posits that it is not necessary for the user to deduce 

every technical effect. Nor, he claims, should that be the artist's intent. He argues that 

his work is the product of iterations 

328

According to Bizri, individual encounter is just as critical as the artist's intent in the 

interpretation of a work of art. As Scott Weiland elaborates, 'the digital artist who 

controls the language, software and hardware manifestations of their product will rarely 

find a viewer sophisticated enough to know that the artist structured all of the resulting 

 
 

                                                 
325 Jay David Bolter and Richard Grusin, Remediation, p. 23. 

326 Adrian Henri, Total Art: Environments, Happenings, and Performance, New York, Praeger, p. 10. 

327 Adrian Henri, Total Art, p. 10. 

328 Hisham M Bizri, <http://www.hishambizri.com/artistic.html>, Hisham M. Bizri Website, 2004, (accessed 07 December 2004). 
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effects and environments'.329

In this thesis, I contend that digital art evolves from an iterative dialogue between its 

media and messages. Many of the most original examples of digital art emerge from a 

critical and sometimes ironic rearrangement of these relationships. While digital art 

may employ tools that are technically unique, its messages are arguably conceptually 

sympathetic to earlier art dialogues, and forms: from Modern cinema to Frankfurt 

School art. On these grounds, I defend the use of the term 'art' in relation to digital art, 

and debunk its 'newness'. In a review of Dan Harries' The New Media Book, Richard 

Edwards suggests strong grounds for an historical approach to digital art, particularly if 

one maintains '[m]ost new media have been developed in dialogue with existing “old” 

and established media formations such as cinema and television.'

 That is to say, a user does not require the same technical 

or artistic training as the artist to appreciate their work. That claim shifts the focus away 

from a user's technical proficiency, in favour of their experience of digital art. 

 

THE DIALOGUES OF DIGITAL ART 

 

330 Edwards reflects 

upon the use of “historical context and previous models of technological change to 

blunt any facile notion of “newness”.331

                                                 
329 Scott Weiland, 'Sense, Memory and Media', <http://www.digitalartsource.com/content/featur/feat17/feat17p1.html>, (accessed 

14 May 2004). 

330 Richard L. Richards, 'Review of Dan Harries (Ed.), The New Media Book', 

<http://muse.jhu.edu/journals/the_moving_image/v004/4.1edwards.html>, (accessed 28 April 2006). 

331 Richard L. Richards, 'Review of Dan Harries (Ed.), The New Media Book', 

<http://muse.jhu.edu/journals/the_moving_image/v004/4.1edwards.html> 

 Through situating digital works in 

philosophical continuity with earlier expressions in art, I challenge the levels of novelty 

ascribed by proponents of the field of 'new media'. 
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I argue for a flexible language in the articulation of digital art. In doing so, I seek to 

counter rigid frameworks that tend to produce, as Hansen elaborates, two equally 

problematic positions: 

[for] almost every claim advanced in support of the “newness” 
of new media, it seems that an exception can readily be found, 
some earlier cultural or artistic practice that already displays the 
specific characteristic under issue. This situation has tended to 
polarize the discourse on new media art between two (in my 
opinion) equally problematic positions: those who feel that new 
media have changed everything and those who remain sceptical 
that there is anything at all about new media that is, in the end, 
truly new.332

I advocate an organic approach to digital art and its location, one that is sympathetic to 

Manuel De Landa's discourses on digitisation and claim that '[t]he digital revolution 

should be thought of as one more element added to a complex mix, fully coexisting with 

older components (energetic and material), not all of which have been left in the 

past.'

 
 

333 It is a notion that I agree with, for it reinforces the differentiation of digital and 

analogue styles of art only in terms of the scale of their affects.334

digital machinery is simply a new node that has been grafted on 
the expanding autocatalytic loop. Far from having brought 
society to a new stage of its development, the information stage, 
computers have simply intensified the flow of knowledge.

  

 

In opposing the technological determinist differentiation of 'new media' from past 

formats, De Landa contends that 

335

As I examine in relation to iCinema's T_Visionarium, old technologies like Modern film 

take on new life, as they are integrated into digital art's mix. As I have explored 

throughout this chapter, there are a number of important questions concerning the 

location of digital expressions as 'art'.  

 
 

                                                 
332 Mark B.N. Hansen, New Philosophy  for New Media, p. 21. 

333 Manuel De Landa, A Thousand Years of Nonlinear History, p. 98. 

334 In 'Chapter Two' I claim that digital technologies resemble earlier forms of technological art, yet may be differentiated by the 
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The creative interventions of ®™ark, explored in the following chapter, might easily be 

confused with the political gestures of governments and multi-national corporations. 

Digital artworks like these are also often 'accidentally' discovered on the Internet, which 

can make contexts for interpreting or locating them less evident, than if they were 

situated in formal gallery spaces. Yet, even if situational contexts are unclear, that does 

not justify their severance from the realm of art, nor universalise the claim that 

digitisation produces 'a climate where the viewer cannot distinguish between the 

expressive and the canned effect'.336

In this chapter, I set out to explore how digital art may be connected to earlier forms of 

art and critique. In doing so, I looked at diverse expressions ranging from Modern 

painting to 1960s interventions in art and technology, and considered different forms of 

cultural critique. In this way, I sought to discover new ways of interpreting digital art. 

through 'generating some new thinking about new media'.

 Like any new intervention in art, digital art simply 

calls for new languages of articulation. 

 

CONCLUSION 

 

337

This chapter has established grounds for perceiving digital art as a critical voice – one 

that can both discuss and facilitate, particular experiences of phenomena. It has also 

 In doing so, I have located 

contemporary forms of digital art in terms of earlier art practices and dialogues and 

provide a context form which to frame the case studies in the following chapters. As a 

style borne of digitisation, I have begun to show how digital artists are experimenting 

with digital technology to create interactive, immersive, and responsive works of art.  

 

                                                 
336 Scott Weiland, 'Sense, Memory and Media', <http://www.digitalartsource.com/content/featur/feat17/feat17p1.html>, (accessed 
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337 Anna Munster, 'New Media as Old Media', p. 31. 
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presented a case for perceiving 'art as meaning', and not simply 'art as art' or form. In 

this chapter, I posited that through challenging formalist approaches to art and artistry, 

we could appreciate the novel affects of digital art, and gain a new language for 

expressing inaccessible phenomena. As such, this chapter informs the previous 

discussion on 'Globalisation and the Crisis of Articulation', and provides a critical 

framework for considering the following examples of digital art. 

 

From here, I will launch a discussion on a style of digital art that is uniquely engaged 

with its moment of production. In 'Chapter Three', I will suggest that the radical art of 

Ross Mawdsley, ®™ark, and The Yes Men is borne of a particular moment in time, 

sharing its history with globalisation and digitisation. In 'Digital Art and Political 

Revolt', I will connect the styles of net.art and hactivism to wider political protests to 

globalisation. In doing so, I will continue to argue that digital art offers diverse means 

for conceptualising the external world, and fresh ways of thinking about globalisation, 

as a cultural phenomenon. 
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CHAPTER THREE 

DIGITAL ART AND POLITICAL REVOLT 

 

INTRODUCTION 

 

In the previous chapter, I explored the 

emergence of digital art, and 

contextualised it in terms of earlier 

interventions in art and technology. I 

argued that art has the capacity to offer 

forms of cultural critique, and to reveal 

the politics and moment of its 

production. More specifically, I 

discussed situational art and suggested 

that digital art is at times reminiscent 

of this style. It is against the contextual 

framework established in 'Chapter 

Two', that I will now consider how 

politically radical forms of digital art 

can both perpetuate and break from, 

earlier discourses and practices in art.  

Figure 5 
®™ark 
Promotional Still 
2000338

                                                 
338 ®™ark, 'Promotional Still', <http://rtmark.com/ads.html>, ®™ark, 2007, (accessed 17 December 2007). 
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In this chapter I will explore the tactical art of Ross Mawdsley, ®™ark, and The Yes 

Men, and works reveal how political revolt can be innovative, creative, and essentially 

artistic. I will contextualise their works in terms of a backlash to globalisation and 

expressions of political revolt.339 In doing so, I will consider how digital media is used 

to construct key messages. In this chapter, I will use individual examples of the artists' 

works to explore some of the particular ways in which digital art can be used, to 

articulate global revolt. The pieces discussed in this chapter continue dialogues on art 

and technology established in 'Chapter Two', and show that while digital art may be 

technologically unique, its messages are 'different in degree and not kind'.340

As one of the United Kingdom's earliest and most renowned digital artists, Ross 

Mawdsley is a strong critic of globalisation. His opposition is manifested in a series of 

online 'volumes' published in 2000 as part of the anthology Simian.

 

 

ENACTMENTS OF GLOBAL REVOLT 

 

341

The world is a dangerous and unstable place at the moment. 
Riots, civil disorder, urban unrest and war are rife right across 
the globe. People are rising up and making a stand. This day has 

 The term 'simian' 

reveals something of his take: that globalisation is diminshing cultural difference, and 

turning individuals into ape-like replicas of each other. Mawdsley's art aligns 

globalisation to earlier projects of imperialism. In the volume Revolt, this connection 

becomes clear. The artwork slowly unfolds to reveal a man wielding a rifle. The image 

of an Asian gun-man, evokes the possibility of 'other' actors rising up against Western 

cultural and political regimes. The graphic is overlayed with the text: 

                                                 
339 Some of the text in this chapter on Ross Mawdsley is taken from my article: Melissa Milton-Smith, 'Creative Resistance in 

Digital Art', <http://ijh.cgpublisher.com/product/pub.26/prod.574/index_html?manage_tabs_message=Product+added+to+order>, 

International Journal of the Humanities, Vol. 2, Issue 3, 2004, (accessed 17 December 2007). 
340 Fredric Jameson and Masao Miyoshi, The Cultures of Globalisation, p. 54. 

341 Ross Mawdsley, <http://www.simian.nu>, Simian, 2000, (accessed 06 February 2001). 
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been coming a long time. The revolution will not be televised. 
The day of the simian is upon us.342

Mawdsley's appropriation of Public Enemy's slogan: 'the revolution will not be 

televised',

  
 

343

Ross Mawdsley's concern about the demise of individuality under globalisation, is 

expressed in his repetition of simian clones in Revolt and Journey Into Darkness. To 

'enter' Journey Into 

Darkness is to be struck 

by liminal images of 

chemical warfare, 

suicide, terrorism, ethnic 

exploitation, and 

prostitution. Each is 

articulated in terms of 

globalisation's political-

economic impacts. 

Mawdsley strongly 

attributes the rise of 

global corporate culture 

and ideology, to the 

decay of individualism.  

Figure 6 
            Ross Mawdsley 

Revolt 

 links his art to popular expressions of revolt.  

 

2000344

                                                 
342 Ross Mawdsley, 'Revolt', <http://www.simian.nu>, Simian, 1993, (accessed 06 February 2001). 

 

343 The phrase was used by the hip-hop group Public Enemy in their album: It Takes a Nation of Millions to Hold Us Back, New 

York, Def Jam/Columbia Records, 1988.  
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This theme is expressed through the emblazoning of UK pharmaceutical brand Boots™ 

on a razor blade, and contradictory brandishing of tribal or 'particular', insignia upon the 

disembodied black form. The slow, fatalistic crawl of the insect across the blade 

portrays a sense of hopeless imminence to the global 'take-over' of culture and 

individuality, while the disembodied male torso suggests a lack of resistance, and an 

absence of critical mind. The objectification of the black form, suggests that non-

Western actors have little say or opportunity for resistance, against the idioms inflicted 

upon them by Western corporations. 

 

 

Figure 7 
Ross Mawdsley 
Journey Into Darkness 
2000345

The ironic portrayal of simians wearing Che Guevara berets in Melbourne and 

references to 'The Revolution' engage with Frankfurt School uses of imagery in the 

formation of Marxist critique. Set to the sounds of a sombre aural refrain, Melbourne 

presents an ominous account of globalisation. As population dots move across a globe, 

the cities of Tokyo, Croatia, Norway, Havana, Liverpool, and Melbourne are identified. 

 
 
 

                                                                                                                                               
344 Ross Mawdsley, 'Revolt', <http://www.simian.nu>, (accessed 06 February 2001). 

345 Ross Mawdsley, 'Journey Into Darkness', <http://www.simian.nu>, Simian, 2000, (accessed 17 December 2007) 
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Moments later, six video screens appear, with the option of user selection made evident. 

Although each represents a different location, they all depict the same images of rioting 

and affray. The similarity in footage suggests parallel enactments of revolt and 

dissidence across the world.  

 

In the Simian series, Mawdsley personalises globalisation's affects through using 

interactive technology to generate individual response. In the volume Tokyo Love Hotel 

Revolt, he presents the user with distinct choices. There is the option, for example, to 

press 'play' on a video camera and watch an illicit prostitution scene. This action might 

be seen to make the user a witting consumer and voyeur, echoing Manovich's 

contention discussed in the previous chapter that 'making a choice involves a moral 

responsibility'.346 This claim is more applicable to didactic works, where users are 

required to make 'moral' decisions in order for the narrative to progress. Lawrence 

Grossberg however, argues that the very complexity of art's situation within 

Globalization indicates that 'such artistic practices, even if they situate the audience as 

consumer, may also situate them in other contradictory subject-positions.'347

In Tokyo Love Hotel Mistake, we are invited inside a Tokyo brothel. An Asian prostitute 

greets us in broken English. She attempts to gain our custom with the cliché: 'well baby, 

me so horny: me love you long time.'

 

 

348 Within seconds of this dialogue, a JVC branded 

video camera appears, with the 'play' button lit up. Pressing 'play' changes the blank 

screen to a video clip of a Western client engaging in her services. As the action plays 

out dollar signs scroll down, as does the slogan: '[w]hat can I have for $400?'349

                                                 
346 Lev Manovich, The Language of New Media, p. 44. 

347 Lawrence Grossberg, Dancing in Spite of Myself: Essays on Popular Culture, Durham, Duke University Press, 1997, p. 155. 
348 Ross Mawdsley, 'Tokyo Love Hotel Mistake', <http://www.simian.nu>, Simian, 2000, (accessed 06 February 2001). 

349 Ross Mawdsley, 'Tokyo Love Hotel Mistake', <http://www.simian.nu>, (accessed 06 February 2001). 
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followed by the client's defence: 'it was only one night'.350 Set to a rhythmic bass tone, 

Tokyo Love Hotel Mistake portrays the Asian sex-trade as another form of global 

discrimination. 

 

 

 
Figure 8 
Ross Mawdsley 
Tokyo Love Hotel Mistake 
2000351

Mawdsley's critique of globalisation is arguably compromised by his use of didactic 

imagery. Mawdsley's imagery of a Thai prostitute, Asian gunman and disembodied 

black figure, encourages a kind of a 'crude empathy'

 
 

Mawdsley's Tokyo Love Hotel Mistake offers a bleak insight into the Asian sex-trade 

and its abuse by Western nationals. It suggests that global consumption has influenced 

the strategic marketing of this exploitative 'product'. Tokyo Love Hotel Mistake shows 

how globalisation has facilitated a rise in international travel, and 'tours' such as these. 

352

                                                 
350 Ross Mawdsley, 'Tokyo Love Hotel Mistake', <http://www.simian.nu>, (accessed 06 February 2001). 

351 Ross Mawdsley, 'Tokyo Love Hotel Mistake', <http://www.simian.nu>, (accessed 17 December 2007). 
352 Jill Bennett 'Face-to-Face Encounters, p. 53. 

 to the understanding 'of 

generalisable 'unclaimed' experience that can be made available to anyone through art 
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and literature.'353

Mawdsley's art is seen to connect the rise of globalisation to forms of Western 

imperialism and exploitation. It reveals concerns over the 'ability of transnational 

capital, most often seen as US-dominated and mass-mediated, to distribute cultural 

goods around the globe',

 The clip playing from the video camera in Tokyo Love Hotel Mistake 

looks as though it has been streamed from the Internet. If the imagery is unauthorised, 

then the art raises questions about spectatorship, ownership of the image, and the 

objectification of others. 

 

354

culture governed by commodification and the imperatives of 
commercialism…goes hand in hand with the idea of a system 
within which differentiation occurs only within high degrees of 
regulation, repetition, customization and standardization.

 and exploit local cultures in the process. Ross Mawdsley's 

backlash to globalisation in Tokyo Love Hotel Mistake is underscored by the sense that a 

355

The writer Lawrence Grossberg shows how these kinds of expressions can be traced 

back to theorists such as Frith and Horne who describe the 'equation' of art and 

commerce'

 
 

356 in terms of a certain 'aesthetic effect'357 whereby 'texts cannot be 

separated from their market effects',358 to the extent that 'increasingly, art situates the 

viewer as spectator-cum-consumer.359

Having examined the art of Ross Mawdsley, I provide a context for perceiving the 

radical interventions of ®™ark and The Yes Men. As allied alliances of digital artists, 

programmers and activists, these anonymous collectives use digital art to address the 

 By 'inviting' the user to witness a prostitution 

scene, Mawdsley questions the limits of our spectatorship and consumption. 

 
 

                                                 
353 Jill Bennett 'Face-to-Face Encounters, p. 53. 

354 Jonathon Xavier Inda and Renato Rosaldo, The Anthropology of Globalization, p. 13. 

355 Andrew Darley, 'The Digital Image in the Age of the Signifier', p. 135. 

356 Lawrence Grossberg, Dancing in Spite of Myself: Essays on Popular Culture, Durham, Duke University Press, 1997, p. 154. 

357 Lawrence Grossberg, Dancing in Spite of Myself, p. 154. 

358 Lawrence Grossberg, Dancing in Spite of Myself, p. 154. 

359 Lawrence Grossberg, Dancing in Spite of Myself, p. 154. 
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perceived lack of critical press on globalisation. Through documenting and parodying 

the actions of political and economic hegemons, the artists arguably seek to reclaim 

autonomy through the repossession of global media. ®™ark and The Yes Men actions 

have included political interventions and depositions. Their use of interventionist tactics 

such as 'hacking', 'floodnetting', and 'phishing', culminating in forms of digital sabotage 

and hijack, connect their art to enactments of political revolt. 

 

Using a mixture of hacking and activism termed 'hactivism', ®™ark, and The Yes Men 

have targetted perceived pereptuators of global exploitation. The George W. Bush 

administration, World Trade Organization, World Health Organization and World Bank 

have each been attacked. The use of irony and parody in these campaigns connects their 

art to earlier political art styles, from Dadaism to Frankfurt School iconography and Pop 

Art. By locating ®™ark and The Yes Men's art in these terms, I construct an historical 

context for perceiving their articulations.  

 

®™ARK v. eTOYS 

 

I begin with the art of radical group, ®™ark. One of ®™ark's earliest interventions was 

a campaign against online toy distributor eToys™.360 The case began as a clash over 

domain names, with ®™ark arguing that it lodged the domain 'www.Etoy.com'361 

before the toy company's eToys domain.362

                                                 
360 See:  <http://www.etoys.com>, eToys, (accessed 3 March 2007). 

361 See: <http://www.etoy.com>, Etoy, (accessed 3 March 2007). 

362 See: <http://www.rtmark.com/legacy/etoymain.html>, ®™ark, (accessed 26 April 2007). 

 Yet, the similarity in names led to the 

company's concern at being mistaken with the art organisation. In late 1999, eToys 

made an offer of US$500,000 in cash and stocks to ®™ark for their domain name 

rights. Of course, a radical collaboration wary of corporatism was never going to 
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comply. ®™ark declined the offer, which led to a legal suit against the artists. eToys 

succeeded in gaining an injunction that prevented ®™ark from operating their similarly 

named site. Although ®™ark's site was lodged first and eToys had never been cited on 

the site, it was ruled that the similarity in names, and the nature of ®™ark's activities – 

seen to include 'pornography and calls to violence'363 – were damaging to the toy 

company's business. ®™ark however, vehemently opposed the claims that their site 

was violent and/or pornographic, arguing that 'only a primitive conception of art could 

lead one to see pornography or violence on its pages.'364

Evidently, a global corporation taking on an anti-globalisation collective, was always 

going to end badly. In 1999, ®™ark launched its counter-attack on eToys, in the form 

of a satirical multi-player game featuring Lego® men in military uniforms.

   

 

365 The 

objective was to force the crash of the eToys', thereby effecting customer access and the 

company's market share. The game's mission statement read: '[o]n your team, thousands 

of players. Your opponents: eToys and its shareholders – as long as they still own 

shares. The stakes: art, free expression and life on the Internet.'366 A key tactic used in 

the campaign was 'floodnetting', a program specifically designed for ®™ark's 

campaign. Floodnetting was centred upon an applet called 'FloodNet' developed by 

Electronic Disturbance Theater – a radical group that used art to instigate forms of civil 

disobedience. As Coco Fusco writes, the FloodNet applet produced 'a command that 

retools the usual “refresh” or “reload” button on a web server.'367

                                                 
363 <http://www.rtmark.com>, ®™ark, (accessed 4 March 2007). 

364 <http://www.rtmark.com>, ®™ark, (accessed 4 March 2007). 

365 ®™ark was later forced to remove all Lego® images from their campaigns. For a discussion of this outcome, see: 

<http://www.etoy.com/blog/archive/2000/10/>, Etoy. 

366 <http://www.rtmark.com>, ®™ark, (accessed 4 March 2007). 

367 Coco Fusco, 'The Unbearable Weightness of Beings: Art in Mexico after NAFTA', The Bodies that Were Not Ours: And Other 

Writings, London, Routledge, 2001, p. 70. 
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In December 1999, the applet was offered to users from around the globe to 

simultaneously login and crash the eToys site. ®™ark's 'web-jamming' had detrimental 

consequences for the company's trade. The tactic, coupled with the hacking of search 

engines so that 'Etoy' came up first, revealed the extent of ®™ark's revolt. The 

collaboration defended its use of invasive tactics, arguing that 'eToys says etoy.com is 

hurting sales by disturbing those who stumble upon it',368

disturbing people who want to see great Internet art but stumble 
upon eToys instead, and so why not say eToys shouldn't exist? 
Why should financial might make right? If they want to play by 
barbaric rules, we will too.

 but the company is also 

369

In constructing itself as a 'corporation' of artists, ®™ark blurs the boundaries between 

art and commerce. On their website they state that '®™ark is indeed just a 

corporation.'

 
 

The case of ®™ark versus eToys suggested an ongoing antagonism between radical 

artists and global corporations, as well as world leaders and NGOs seen to support 

globalisation's market economy.  

 

370 In their use of global media to extend operations, the group ironically 

replicates the actions of the companies it protests. The artists' name invokes corporate 

trademarks, while their 'dot.com' domain is evocative of commercial websites. The 

group's advertisement of projects with financial rewards strengthens this link.371 Yet, 

while ®™ark is constucted like a corporation – benefitting from corporate protections 

and share-holder investment – its artists contend that unlike its opponents, its 'bottom 

line' 'is to improve culture, rather than its own pocketbook; it seeks cultural profit, not 

financial'.372

ordinary corporations are solely and entirely machines to 

 They claim that just as: 

                                                 
368 <http://www.rtmark.com>, ®™ark, (accessed 4 March 2007). 

369 <http://www.rtmark.com>, ®™ark, (accessed 4 March 2007). 

370 <http://www.rtmark.com>, ®™ark, (accessed 4 March 2007). 

371 <http://www.rtmark.com>, ®™ark, (accessed 4 March 2007). 

372 <http://www.rtmark.com>, ®™ark (accessed 4 March 2007). 
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increase their shareholders' wealth (often to the detriment of 
culture and life) so ®™ark is a machine to improve its 
shareholders' culture and life (sometimes to the detriment of 
corporate wealth).373

®™ark insist that their members 'will never promote a project that is likely to result in 

physical harm to humans. That is ®™ark's only ethical compunction.'

 
 

374

The campaigns of radical art collective The Yes Men are strongly sympathetic to 

®™ark's protests to globalisation. They describe themselves as honest people 

impersonating 'big-time criminals' in order to humiliate them.

 Through an 

internal system of communications exclusively available to its 'share holders', the 

collective maintains its members' anonymity. The provision of an external 'face' via a 

website 'advertising' its activities and goals, simulates the organisation of a global 

corporation. On this public site, ®™ark encourages new members to 'invest' in its 

campaigns.  

 

THE YES MEN 

 

375

The Yes Men agree their way into the fortified compounds of 
commerce, ask questions, and then smuggle out the stories of 
their hijinks to provide a public glimpse at the behind-the-scenes 
world of business. In other words, the Yes Men are team 
players... but they play for the opposing team.

 As they declare on 

their website: 

376

conferences, releasing a documentary film and conducting 'spoof' television interviews, 

they have drawn wide public attention to their activities. Each intervention or 'hijink' is 

  
 

The Yes Men have besieged some of the world's most prominent  orporations through 

their physical and virtual attacks. Through 'hijacking' websites, staging  'sit-ins'  at press 

 

                                                 
373 <http://www.rtmark.com>, ®™ark, (accessed 4 March 2007). 

374 <http://www.rtmark.com>, ®™ark, (accessed 4 March 2007). 

375 <http://www.theyesmen.org>, The Yes Men, (accessed 08 October 2004). 

376 <http://www.theyesmen.org>, The Yes Men, (accessed 08 October 2004). 
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proudly listed on The Yes Men site.377

The artists use the principle of 'identity correction', to justify their form of hactivism. 

Central to their campaign is the program Reamweaver, a piece of software that gains 

website templates allowing the artists to 'spoof' or replicate opponents' sites. The point 

of spoofing, argue the collaborators, is to create a moment  where  users  question  what 

they are looking at. Like their ®™ark counterparts, The Yes Men show a sophisticated 

use of art, complementing their virtual and physical protests. Their virtual presence on 

the Internet – and physical calls for street action in cities 

like Salzburg and Melbourne – enables their forms of 

political art to reach wide audiences. 

                                                                  

 

Figure 9  
The Yes Men 

Promotional Still. 
2000378

 
 

In 1999, The Yes Men registered the web domain 

GWBush.com. Through their 'spoof' site, the artists 

sought to attract genuine users who intended to access 

the legitimate GeorgeWBush.com site. Using software to 

grab the graphics and layout form the original site, the 

artists created a spoof site in near replica. The point of 

spoofing was to create a moment when users question 

their knowledge of what they are looking at, doubting its 

authenticity, and whether its authenticity mattered. In 

following the principle of détournement, The Yes Men's 

                                                 
377 <http://www.theyesmen.org>, The Yes Men, (accessed 08 October 2004). 
378 The Yes Men, 'Promotional Still', <http://www.theyesmen.org> The Yes Men, 2000, (accessed 17 December 2007). 
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intention was to catch users unaware and, upon having their attention, explain what they 

saw as the real motives of George W. Bush: 'to help the rich at the expense of the poor 

and the environment'.379

the facts are that in the last 25 years the poor of the world have 
gotten even poorer...while the rich have gotten astronomically 
richer. And all that during the implementation of policies that 
the WTO claim will help the poor.

  

 

THE YES MEN AND THE WTO 

 

Like their protests to the Bush administration, The Yes Men's backlash to the World 

Trade Organization (WTO) have attracted global controversy. Their key objective in 

this campain was to cast light onto the human affects of the WTO's economic policies. 

The Yes Men claimed: 

380

On May 2000, The Yes Men gatecrashed the International Legal Studies Conference in 

Salzburg. Posing as members of the WTO, they presented a paper making outlandish 

calls for economic productivity at any cost. They suggested, for example, that Spain be 

forced to eradicate its tradition of 'siesta' because of its detrimental effects upon market 

  
 

Using the domain name http://www.gatt.org, reminicent of the acronym 'GATT' for the 

1999 WTO Global Agreement on Tariffs and Trade, The Yes Men set up a rival site 

with content appropriated from their opponents'. The timing was strategic, coinciding 

with the World Trade Organization's Seattle Ministerial held in November 1999. The 

WTO's reaction to the spoof site was immediate: on November 23rd 1999, a press 

release was given condemning The Yes Men's spoof site. Relishing the publicity, the 

collaboration responded with further tactical campaigns.  
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efficiency. They argued further that market principles should be extended into the 

political realm, with votes legally bought and sold on election 'sharemarkets'. Ironically, 

much of the audience was said to blindly support the claims made. In their own words: 

[s]ome audience members are intrigued, and ask interesting 
questions; some, however, are dismayed by the insults to 
Italians, and Andy must explain that he is simply being more 
frank than the WTO usually is, and is presenting its message 
more clearly than normal. No one objects to Dr. Bichlbauer's 
scheme for American voting; perhaps they are just being 
polite?381

On the 6th July 2001, The Yes Men received an email from the CNBC television 

program Market Wrap Europe. The station had located the 'GATT' domain and, 

confusing it with the legitimate WTO site, were seeking an expert to discuss the G8 

protests in Genoa. 

 
 

CNBC'S 'MARKET WRAP' 

 

382 'Andy', a member of The Yes Men, happily obliged. Disguised as 

a WTO representative in a business suit, Andy joined the live forum which was 

televised from CNBC's Paris studio. Seated alongside high profile lobbyist, Barry 

Coates, Andy assumed the identity of Granwyth Hulatberi. The host Nigel Roberts, 

proceeded to introduce the prominent World Development Movement anti-globalisation 

activist Barry Coates and Vernon Ellis, the International Chairman of Andersen 

Consulting. Ellis opened with the statement: 'I do believe that multinational 

corporations can be good for business'.383

                                                 
381 

 'Granwyth' agreed, in extolling the virtues of 

free enterprise, capitalism and the global economy.  

 

<http://www.theyesmen.org>, The Yes Men, (accessed 17 December 2007). 

382 The 'Group of Eight' refers to eight major economic powers: Canada, France, Germany, Italy, Russia, the United Kingdom, 
and the United States.  

383 <http://www.theyesmen.org>, The Yes Men, (accessed 17 December 2007). 
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Granwyth proceeded to inform his opponent Barry Coates that the privatisation of 

education would hail in a new era of thought, so that the next generation would think 

differently about global commerce. Granwyth argued that these youth would reap the 

rewards of free trade and revert to the philosophies of Friedman and Darwin, as they 

embraced the dictum: 'the rich are right because they have power, and the poor are 

wrong because they don't.'384

Figure 10 

 After the 

interview, the station was apparently 

none the wiser, politely sending a copy 

of the proceedings to The Yes Men.  

The Yes Men 
CNBC Market Wrap 
2000385

The Yes Men discuss globalisation in terms of the installation worldwide of western 

versions of basic social-cultural reality: the West's epistemological and ontological 

theories, its values, ethical systems, approaches to rationality, technical-scientific 

worldview, political culture, and so on.

 
 

386 Central to the ensemble's campaigns is the 

question of how economic globalisation affects non-western actors. In arguing that 

behind the WTO's actions, 'there is a bizarre logic that supported colonialism387

the installation worldwide of western versions of basic social-
cultural reality: the West's epistemological and ontological 
theories, its values, ethical systems, approaches to rationality, 
technical-scientific worldview, political culture, and so on.

, The 

Yes Men discuss globalisation in terms of  

388

                                                 
384 

 
 

 

<http://www.theyesmen.org>, The Yes Men, (accessed 17 December 2007). 

385 The Yes Men, 'CNBC Market Wrap Still', <http://www.theyesmen.org/en/node/112>, (accessed 17 December 2007). 

386 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 14. 

387 The Yes Men, 'CNBC Market Wrap Still', <http://www.theyesmen.org/en/node/112>, The Yes Men, 2000, (accessed 17 
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388 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 14. 
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GLOBALISATION AND POLITICAL PROTEST 

 

In their protests against the WTO, The Yes Men suggest that Western nations like North 

America have used their political and economic might to take advantage of weaker 

states. Those actions include making its currency the international reserve and 

exploiting cheap service and production opportunities within Asia and the Third World. 

As discussed in the first part of this chapter, this presentation is echoed in Ross 

Mawdsley's depiction of the Asian trade, and its abuse by Western subjects in Tokyo 

Love Hotel Mistake.  

 

These global outcomes, argues cultural theorist Pierre Bourdieu, ensure that powerful 

Western nations such as Noth America not only influence, but decide 'the rules of the 

game'.389

attributes the increasing synchronization of world culture to the 
ability of transnational capital, most often seen as US-dominated 
and mass-mediated, to distribute cultural goods around the 
globe.

 Yet, the perceived consequence of that control is that it entrenches a one-way 

flow of finance, culminating in an economic binary of advantage and discrepency. As 

the economic power of non-Western nations diminishes, so too their cultural and 

political visibility is lessened or overshadowed, by more powerful economic nations. 

What transpires, is a predicament in which the oppressed can never re-gain control.  

 

By challenging the political-economic platforms of the WTO, The Yes Men vocalise a 

fear that local cultures will be subsumed into a global cultural centrifuge. Their account  

390

This 'synchronization' or standardisation of culture and political economy is what is 

most alarming to opponents of globlisation. As Kenneth Frampton and Paul Ricoeur 

   
 

                                                 
389 Pierre Bourdieu, 'The Myth of 'Globalisation' and the European Welfare State' in Acts of Resistance: Against the New Myths of 

Our Time, Cambridge, Polity Press, 2001, p. 38. 

390 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 13. 
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note, this 'threat is expressed, among other disturbing effects, by the spreading before 

our eyes of a mediocre civilization'.391

[e]verywhere throughout the world, one finds the same bad 
movie, the same slot machines, the same plastic or aluminium 
atrocities, the same twisting of language by propaganda.

 For early opponents like Ross Mawdsley, ark 

and The Yes Men, it may have suddenly seemed like 

392

However, such alarmist accounts can be so critical of 'reality' that they fail to retain any 

of the real. 'Baudrillard's symbolic reductionism'

 
 

393 of digital technology, for example, 

'ignores both the material world and our reflexively assessed experience of social 

context'.394  Through raising these issues, we might argue that 'works that present the 

decay of local culture show only half the story of globalisation'395. The other side might 

acknowledge that 'deterritorialization of culture is invariably the occasion for the 

reinsertion of culture in new time-space contexts.'396

The artistic critiques of Ross Mawdsley, ark, and The Yes Men perceive 

globalisation in continuity with imperialist enactments: the expansion of the British Raj 

and the colonisation of indigenous people. Post-colonial criticism perceives 

globalisation as the generator of a particular power geometry; one in which political-

economic hegemony moves primarily in one direction: from the West to 'the rest'. The 

artists' expressions construct binaries between centres and peripheries; with the 

periphery cultures of the developing world, located well outside of the realm of 

 

 

PERCEPTIONS OF CULTURAL IMPERIALISM 
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political-economic influence. 

 

While Ross Mawdsley, ark, and The Yes Men show an awareness of digital 

technology's capacity to generate global publicity, their activities ironically emulate the 

actions of the corporations they protest. In their attempts to gain control of 

communications systems, ark, and The Yes Men recognise the power of the Internet 

and global communication systems, in generating publicity and support. The Yes Men's 

spoof campaigns against the WTO and George W. Bush clearly demonstrated this 

awareness. George Landow contends however, that '[i]n tracing our way through such 

intricate works...we should not forget their place within the strongly hierachical, well 

sign-posted and ordered space of the Net.'397

there are many parts of the world, even parts of Europe, 
where the Net has made little impact, and that some 
political struggles resonate more forcefully with online 
groups than others.

 

 

Ross Mawdsley, ark, and The Yes Men's calls for political revolt, as expressed in 

Mawdsley's Simian series, target marginalised actors. Yet, that very audience would 

probably have only limited access to digital communications systems like the Internet. 

As we become aware of the highly variant levels of digital access, infrastructure, speed, 

usability and literacy, we are reminded that 

398

  

 

 

 
 

Viewed it this way, digitisation might be viewed as the driving force of the global 

'technoscape', and the instigator of political, economic and technological inequality.  
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IDEOLOGICAL REVOLT 

 

In opposing the formalist ideal of 'art for art's sake', Karl Marx held that 'art did not 

belong in an ivory tower inhabited by aestheticians, but rather in the larger context of 

society and the economic historical process'.399

By connecting economic outcomes with cultural and political affects, Ross Mawdsley, 

®™ark, and The Yes Men also offer Marxist critiques of capital, art and politics. Laurie 

Schneider claims that 'Marx believed that the production of art necessarily depended on 

its immediate context';

 Through global collaboration, ®™ark 

and The Yes Men challenge the limits of art production, and the formal principles of 

originality, authenticity and authorship. While cooperation has long existed in the arts, 

digitisation enables artistic alliance to take place on a global scale. A digital artwork can 

be streamed from the Internet in 'real-time' or globally saved as data on CDs, thumb 

drives, and disks. It is in conversation with these discourses, that Ross Mawdsley, 

®™ark, and The Yes Men's political protests push the boundaries of traditional 

analogue art. 

 

400 in this case, globalisation. In his 1935-39 Notebooks, the 

Marxist and Social Realist Bertolt Brecht, argued that art, 'if it is truthful, must also 

reflect decay.'401 Brecht, writes Schenider Adams, believed that 'unless it wants to break 

faith with its social function, art must show the world as changeable. And help to 

change it.'402

Art, in this account, became something more than a sublime construct: it became an 

articulation of social critique. As I showed in 'Chapter Two', throughout the 1930s and 
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1940s, the tensions between art and production were drawn tight by the Marxist 

'revisionists' of the Frankfurt School: Theodor Adorno, Walter Benjamin, Max 

Horkheimer, Leo Lowenthal, and Herbert Marcuse. Through acting as self-appointed 

social 'watchdogs', artists like Mawdsley, ®™ark, and The Yes Men take on some of 

the responsibilities formerly attributed to nation states.  

 

While Ross Mawdsley, ®™ark, and The Yes Men's responses to globalisation's cultural 

and political impacts resemble earlier critiques, their use of digital media sets them 

apart. Digital technology is uniquely situated to engage with globalisation: a 

phenomenon affecting its inception and development. While Ross Mawdsley, ®™ark, 

and The Yes Men might 'test' that relationship more critically, their art responds to Janet 

Wolff's claim that: 

criticism, and the history of art and literature, then, are 
ideological, both in the sense that they originate and are practised 
in particular social conditions, and bear the mark of those 
conditions, and in the sense that they systematically obscure and 
deny these very determinants and origins.403

It is in terms of Marxist discourse and situationist practices, that the interventions of 

Ross Mawdsley, ®™ark, and The Yes Men might be understood as art. Their practices 

 
 

The art of Ross Mawdsley, ®™ark, and The Yes Men clearly 'bears the marks' of 

globalisation and digitisation. From advertising projects on the Internet, to globally 

sourcing funds; travelling around the world; seeking global collaboration; sharing ideas 

and information; and exploiting global media and communications; these artists 

ironically rely upon globalisation's flows of finance, people, media, information, and 

ideas, and technology in the realisation of their revolt. Their artworks however, do not 

critically reflect upon that dependence. 
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are defined by the freedom to appropriate and 'cut and paste' content without reference. 

The collaborators' encouragement of peer-to-peer (P2P) file sharing and collaborative 

production, presents a vision of art as open and democratic. Through encouraging their 

work to be appropriated and reproduced, Ross Mawdsley, ®™ark, and The Yes Men 

challenge principles of artistic autonomy, as they oppose the political-economic 

hegemony of globalisation's alleged puppeteers. Through engaging with globalisation's 

power-structures, Ross Mawdsley, ®™ark, and The Yes Men express a concern that its 

political and economic hegemons will compromise innovation and artistry. As 

discussed earlier in this chapter, this sentiment was expressed by ®™ark in relation to 

eToys' claim that their site was violent and pornographic. ®™ark's counter-argument 

that 'only a primitive conception of art could lead one to see pornography or violence on 

its pages',404

Although some critics have expressed concern that as art increasingly becomes a global 

commodity, artists will be alienated from their work,

 rejected outside authorities' definitions of art. 

 

405 ®™ark, and The Yes Men have 

embraced this commercialisation. By establishing themselves as 'corporations' and 

advertising projects for 'sponsorship', they control the political-economy of their art. 

®™ark and The Yes Men's organisation emulate the structure of a global corporation 

that is 'perfectly capable of acting in concert, of long-term forward planning, and of 

systematic destruction of their opponents.'406 In Internet Art: The Online Clash of 

Culture and Commerce, Julian Stallabrass argues that 'corporations remain highly 

structured and hierarchical entities with geographical bases (generally in global cities), 

and are far from being indifferent to vertical organization.'407

                                                 
404 <http://www.rtmark.com>, ®™ark, (accessed 17 December 2007). 
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Stallabrass maintains that global corporations have the capacity to enact the 'systematic 

destruction of their opponents. Indeed, the entire neoliberal and postmodern turn is 

proof of that.'408

[j]ust as ordinary corporations are solely and entirely machines to 
increase their shareholders' wealth, so ®™ark is a machine to 
improve its shareholders' culture and life (sometimes to the 
detriment of corporate wealth.

 These principles emerge in the political stategies of the artists, with 

®™ark claiming that their 'bottom line' is to improve culture: 

409

its ascendancy to economic might, which germinates principally 
from the actions of US-based transnational corporations, and 
communications knowhow, which has permitted US business and 
military interests to largely monopolize the development of 
electronically based systems of communication.

 
 

In making this statement, ®™ark shows a clear understanding of how its corporate 

structure benefits its 'wealth' and output. 

 

Ross Mawdsley, ®™ark, and The Yes Men illuminate global movements of goods, 

finance and ideology in their art. Their backlash is primarily levelled at North American 

targets such as George W. Bush. These actions reveal a perception of globalisation as 

owing 

410

In his critique of the global mass media, Ross Mawdsley invokes a Baudrillardian 

critique of digital culture's 'ghostly “representations of representations” '.

 
 

In their analyses of political-economic systems, the artists pose key questions about 

hegemony and political legitimacy. 

 

411
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409 <http://www.rtmark.com>, ®™ark, (accessed 17 December 2007). 

410 <http://www.rtmark.com>, ®™ark, (accessed 17 December 2007). 

411 Michael Heim, Virtual Realism, p. 3. 

 His 

depiction of simian clones in Revolt engages with Baudrillard's description of 'Disney-

like simulacra [entering] into every facet of cultural life, emptying active content by 



134 
 

exploiting images.'412

Baudrillard constructs the notion of the culture of simulation and 
the hyperreal. This – our present culture – exists and grows 
entirely through self-reference, definitively uncoupled from 
traditional notions of representation (which entails such 
concepts as 'the referent', 'innovation', 'authenticity' and 'the 
new').

 His notion of 'simulacra' is central to his thesis that under 

digitisation, simulation replaces reality, to the extent that we have now 'passed from the 

real to the hyperreal'4. As Darley elaborates, 

413

As the art of Ross Mawdsley, ark, and The Yes Men demonstrates, the Internet can 

operate as a critical space for the articulation of globalisation and digitisation's spatial, 

temporal and kinetic affects. Their art shows a deliberate use of digital technology, from 

their exploitation of 'free' spaces online, to manipulation of technical glitches and 

incorporation of 'spoofing', 'hacking', and 'floodnetting' techniques in their works. Geert 

Lovink claims that 'many struggles appear to have left the street and the factory floor 

and migrated into an ideological space of representation, constructed by and through the 

media'.

 
 

NET.ART STYLE 

 

414

[u]nfortunately, the Internet has not freed artists and activists 
from the necessity or perils of having to deal with institutional 
politics. There is no Internet without power, cable policy, money 
and access rights. Don't believe the hype of a disembodied, pure 
and unspoiled Virtual Organisation.

 He clarifies this claim however, in writing: 

415

The artists' use of virtual and physical forms of protest reflects Julian Stallabrass's claim 

 
 

ark and The Yes Men in particular, use the Internet to conjure comraderie for the 

fighting of these 'struggles'.  

 

                                                 
412 Michael Heim, Virtual Realism, p. 3. 

413 Andrew Darley, 'The Digital Image in the Age of the Signifier', p. 127. 

414 Geert Lovink, Dark Fiber, p. 263.  

415 Geert Lovink, Dark Fiber, p. 263. 
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that what 'activists have been realising with ever greater force, [is] they must at some 

point come together in wider strategic projects.'416 In negotiating online-offline and 

local-global space, ark, and The Yes Men show 'how radical politics and cultural 

activism can come into synthesis'.417

political-cultural fusion is found not only online but is matched 
by the actions of street protestors attached to the new anti-
capitalist politics, who have found ways of uniting actions 
comparable to performance, environmental and installation art 
with practical ends of subversion.

 Their revolt converses with Stallabrass' sense that 

418

The artists have adopted hybrid approach to revolt, through taking to the streets, targeting 

military bases, orchestrating simultaneous online action, constucting 'spoof' campaigns 

and holding guerrilla film screenings. Their strategies engage with one of the most 

striking characteristics of hactivist art: the fusion of physical and virtual action. As 

Internet Theorist Geert Lovink writes, an effective campaign 'constantly mediates 

between the real and the virtual, switches back and forth, unwilling to choose sides for the 

local or the global.'

 
 

419

®™ark and The Yes Men's hacking of search engines, staging of political sit-ins, and 

crashing of opponents' sites may be seen as 'guerrilla' tactics. Yet, ironically, in seeking 

to preserve the democracy of the Internet through giving voice to expressions of revolt, 

they thwart and, at times, destroy users' rights of access. The alliances do not apologise 

for these affects. The radical artists ®™ark and The Yes Men claim to 'attempt a 

redefinition of sabotage as social practice, but not in the usual destructive sense, rather 

in a constructive, innovative and creative way'.

 

 

420

                                                 
416 Julian Stallabrass, Internet Art, p. 95 

417 Julian Stallabrass, Internet Art, p. 94. 

418 Julian Stallabrass, Internet Art, p. 95. 

419 Geert Lovink, Dark Fiber, p. 262. 

420 Geert Lovink, Dark Fiber, p. 271. 

 That intent may be questionable to 

users who stumble upon their sites by mistake.  
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ark and The Yes Men's use of pop-ups, hyperlinks and construction of replica 

'spoof' sites, deliberately disorient users searching for legitimate sites. Although their 

techniques may be innovative in terms of art, the confusion and frustration caused can 

detract from the message. As Lovink observes, in many of these expressions there 'is the 

faint hope that if a campaign generates enough velocity and resonates with enough 

people, it might just take on some of the qualities of a movement.'421 Yet, as Stallabrass 

contends, many of these expression to the contrary, have 'an air of desperation to them, 

a panicked rush to occupy a new and important territory'422

In a scathing attack of early the net.artist Heath Bunting, critics Pit Schultz and Timothy 

Druckrey scorn the 'vanguard, innovatory, artist-on-the-edge'

.  

 

423 image, which they 

argue is 'not so far from the capitalist fantasy of Net pioneers exploring the new 

frontier.'424 In an attack on the so-called 'net intellegentsia', Schultz denounces artists 

like Bunting, and probably Mawdsley, who 'believe themselves to be the leading edge 

of the coming “Netzvolk”, updated modernist supermen riskily performing at the 

boundary of commercialisation and institutionalisation.'425 Yet, as Julian Stallabrass 

argues, '[t]here is a danger that the lack of context that enables this effect also limits the 

work, since mere confusion, rather than a radical undermining of expectations, could be 

the result.'426 As Stallabrass argues '[t]he making of such complex structures, using 

blind links which leave the user disoriented, is so regularly employed as to have become 

a cliché of internet art.'427

                                                 
421 Geert Lovink, Dark Fiber, p. 257. 

422 Julian Stallabrass, Internet Art, p. 90. 

423 Julian Stallabrass, Internet Art, p. 89. 

424 Julian Stallabrass, Internet Art, p. 89. 

425 Julian Stallabrass, Internet Art, p. 89. 

426 Julian Stallabrass, Internet Art, p. 94. 

427 Julian Stallabrass, Internet Art, p. 59. 

 The cultivation of critical context can be difficult for digital 

artists because of the range of online and offline spaces in which their art is displayed. 



137 
 

Their audiences are also so diverse, from radical users actively engaging with their art, 

to children looking to buy toys and accidentally happening upon ark's Etoy site.  

 

There is a clear cohesion in the politics of Ross Mawdsley, ®™ark, and The Yes Men. 

While their campaigns reflect cultural-imperialist understandings of globalisation, they 

tend to focus upon generic effects: Americanisation, political exploitation, cultural 

homogenisation, and capitalist forces of consumption. On ®™ark's website the artists 

write: 

[f]or those people caught in the vague uncharted territory 
outside of business – politics, art, dissent, community, or terror 
– there are clearly other standards. Is culture for everyone? It 
turns out that the gap between the "haves" and "have-nots" is 
just as great whether we're talking about economic capital, or 
"cultural" capital.428

While ®™ark, Ross Mawdsley, and The Yes Men vocalise concern for globalisation's 

impacts upon culture and capital, their approach is generally one-dimensional. From 

®™ark's punishment of eToys – to The Yes Men's limited explanation of what 

'Americanisation' and George W. Bush's mean in the context of globalisation – the 

commentaries are at times reductive.

 
 

429

As explored previously, cultural theorists Augé, Enwezor, and Appadurai approach 

globalisation as a series of movements, advancing an approach that is equally dynamic 

in accounting for the intricate flows of people, ideas, information, ideologies and 

technologies across the globe. These dialogues counter the alarmist tendency to reduce 

the phenomenon to either-or outcomes. Yet, in their examination of globalisation's 

human impacts and affects, Ross Mawdsley, ®™ark, and The Yes Men fail to offer that 

  

 
 

                                                 
428 <http://www.rtmark.com/rtcom/protester>, ®™ark, (accessed 10 May 2007). 

429   As Akhil Gupta and James Ferguson write in Beyond Culture, p. 6 that the  'fiction of cultures as discrete, object-like 

phenomena becomes implausible'. Accordingly, to generalise about what it means to be American or Americanised is arguably 

problematic.  

http://www.rtmark.com/rtcom/protester�
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level of critical nuance. Marc Augé, for example, challenges the inter-changeable use of 

terms 'globalisation' and 'Americanisation'. While he acknowledges the popular fear of 

'being colonised',430 he does claim 'we don't exactly know who by; the enemy is not 

easily identifiable, and one can venture to suggest that this feeling now exists all over 

the world, even in the United States.'431 In arguing that this sense of foray exists 'even in 

the United States',432

To base an analysis of globalisation on a 'North America versus the rest of the world' 

dichotomy is problematic in the assumption that North America – or any other nation – 

exhibits cultural uniformity. Augé denounces '[e]very generalised prophecy that is 

based on a single sector of the social'.

 Augé suggests that globalisation has no single 'colonist', with 

North Americans being just as affected by globalisation's shifts.  

 

433 He argues that categorical assumptions are 

'reckless'434 in their denial of the difference and 'complexity of innovation within a 

global totality which is still broadly diversified.'435

[i]t may very well be the case that culture is being dislodged 
from one locality and placed in another, thus generally 
weakening the ties of culture to particular sites. But this says 
nothing about the sort of culture that is being disembedded or 
about its origins and destinations.

 Augé claims: 

436

 
General and isomorphic accounts of politics and economy negate the 'particular' 

divergences of encounter and bodily affect.  

 

 

While Ross Mawdsley's art generates some user response, his deterministic engagement 

with digital media often compromises the effectiveness of his message. One might 

                                                 
430  Marc Augé, The War on Dreams, p. 6. 

431  Marc Augé, The War on Dreams, p. 6. 

432 Marc Augé, The War on Dreams, p. 6. 

433 Marc Augé, The War on Dreams, p. 7. 

434 Marc Augé, The War on Dreams, p. 7. 

435 Marc Augé, The War on Dreams, p. 7. 

436 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 13. 
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claim that '[w]ithout the ability to reflect, the viewer's perception is continuously 

structured by the totalizing environment.'437 Under these conditions, Scott Weiland 

contends, 'memory is read-only'438

                                                                                                                                          

As Julian Stallabrass posits, 'any conception of online space should connect 

infrastructure and content'

 that is, limited in its capacity to respond. ®™ark and 

The Yes Men's expressions however, show little engagement with individual experience 

and subjective response. This issue recurs in much of the early digital art, defined by an 

excitement for the technology rather than a critical awareness of how it might be used 

with subtlety.    

439 meaning, 'infrastructure and content cannot be separated 

into analyses focusing respectively on politics and culture.'440

The expressions of Ross Mawdsley, ®™ark, and The Yes Men reveal a particular style 

of critique; their art is understandable in terms of radical protests to globalisation. The 

tactical art of Ross Mawdsley, ®™ark and The Yes Men is an irreverent style that 

opposes formal systems and structures of control. The digital expressions of Ross 

Mawdsley, ®™ark, and The Yes Men also reflects strong postmodern tendencies, in 

 His argument contests the 

technological deterministic assumption that the 'medium' is political and thereby more 

important than the affective 'message'. Stallabrass claims that tactical artists must re-

negotiate the boundaries of medium and message – or politics and affect – in the 

address of globalisation. 

 

POLITICAL CRITIQUE 
 

 

                                                 
437 Scott Weiland, 'Sense, Memory and Media', <http://www.digitalartsource.com/content/featur/feat17/feat17p1.html>, (accessed 

14 May 2004). 

438 Scott Weiland, 'Sense, Memory and Media', <http://www.digitalartsource.com/content/featur/feat17/feat17p1.html>, (accessed 

14 May 2004). 

439 Julian Stallabrass, Internet Art, p. 55. 

440 Julian Stallabrass, Internet Art, p. 55. 
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their critique of hegemonic structures and re-situation of media and contexts. The use of 

tactics such as pop-ups, hyperlinks, stickiness and hacking bombard and disorient users, 

forcibly raising awareness of cultural, political and economic issues. 

 

Ross Mawdsley, ®™ark, and The Yes Men's radical art offers neo-Marxist analyses of 

capitalism and consumption. ®™ark and The Yes Men's construction of spoof 

campaigns against authoritative bodies such the G.W. Bush administration and World 

Trade Organisation, also engages with Frankfurt School ideals. Their shocking and 

subversive styles rely upon current contexts, which inform their opposition to 

globalisation and its cultural, political and economic cultures of production. The themes 

of Mawdsley's art in particular, demonstrate concern over globalisation's alleged 

standardisation of social values through modern mass communications technology and 

advertising'. His work Journey into Darkness that features a corporatised razor blade, 

powerfully expresses Frank Stilwell's notion that  

paralleling the ascendancy of the transnational corporation as 
the key institution of the modern economy is a more closely 
integrated international capitalist class and a powerful culture-
ideology of consumerism.441

Yet, the extent to which Ross Mawdsley, and for that matter ®™ark and The Yes Men, 

actively fulfil Fischer's ideal that 'art, if it is truthful, must also reflect decay. And unless 

it wants to break faith with its social function, art must show the world as changeable. 

And help to change it',

  
 

442

The compositions of Ross Mawdsley, ®™ark, and The Yes Men strongly oppose 

formalist notions of art through raising questions about ownership, production and 

intellectual property, that are paralleled in the debates that they raise through forums on 

 is questionable. 

 

                                                 
441 Frank Stilwell, Going Global, p. 7. 

442 Laurie Schneider Adams, The Methodologies of Art, p. 62. 
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the Internet. Central to their art, is the assumption that images should be freely accessed 

and manipulated, with the ability to cut and paste text and media and change their 

meanings. The freedom to appropriate text and imagery is central to ®™ark and The 

Yes Men's own creative practice. To enforce ownership over their content would 

contravene their own actions. These ideas reflect their understandings of art as open and 

collaborative, and their sense of global technology such as the Internet as a liberal and 

democratic space. A concern for divergent expressions underscores the art of Ross 

Mawdsley, ark, and The Yes Men. The artists use eclectic media to broadcast their 

messages: from the Internet to street protests, press conferences and graffiti. Net theorist 

Geert Lovink contends, that while the 'tactical media concept includes alternative 

media, it is not restricted to that category'443: [t]he term tactical was introduced to 

disrupt and go beyond rigid dichotomies that have restricted thinking in this area for so 

long.'444

adopted and preyed on the rapidly evolving tricks of commercial 
display, sometimes placing them in a different frame, and 
rendering them strange; sometimes by adjuring them in favour 
of stark simplicity.

  

 

Ross Mawdsley, ark, and The Yes Men's styles of tactical art are inherently 

concerned with the facilitation of opposing views that contravene mainstream or 'macro' 

accounts of globalisation. In their criticism of global economics and the affects of 

capitalism upon developing nations, the artists ark and The Yes Men set up rival 

'commercial' websites in order to express their opposition. Their art is commercially 

savvy, having 

445

                                                 
443 Geert Lovink, 'An Insider's Guide to Tactical Media', p. 256. 

444 Geert Lovink, 'An Insider's Guide to Tactical Media', p. 256. 

445 Geert Lovink, 'An Insider's Guide to Tactical Media', p. 73. 
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The artists however, would probably claim that their radical interventions were enacted 

in the name of freedom of expression, of parody and critique. Ross Mawdsley, ark, 

and The Yes Men's radical art critiques what Darley describes as a 

culture governed by commodification and the imperatives of 
commercialism, along with the necessary limits this is seen to 
place upon production, goes hand in hand with the idea of a 
system within which differentiation occurs only within high 
degrees of regulation, repetition, customization and 
standardization.446

The tactical net.art of ark and The Yes Men suggests a new approach to 

globalisation, centred upon a critique of macro systems and meta-narratives. These 

artists attempt 'a redefinition of sabotage as social practice, but not in the usual 

destructive sense, rather in a constructive, innovative and creative way',

 
 

Artworks such as Mawdsley's Revolt and ark's Etoy campaign against convey 

resistance to the global media's perceived perpetuation of cultural, political and 

economic homogeneity. In doing so, they engage with cultural imperialist critiques of 

globalisation. 

 

447 with the 

intention of generating 'a movement without organs or organizations, with a variety of 

perspectives.'448

by definition a corporate environment which, in specific 
circumstances should be attacked? Or is the net rather a neutral, 
open and, in principle, a freedom loving environment which, in 
specific circumstances should be attacked?

 Their art sparks dialogues on the structures and hegemonies of the 

Internet, as a global construct. The interventionist art of ark and The Yes Men 

launches a dialogue on whether the Internet is 

449

While expressions of net.artists such as ark and The Yes Men heighten awareness of 

issues such as economic exploitation and subjugation, the level to which they contribute 

 
 

                                                 
446 Andrew Darley, 'The Digital Image in the Age of the Signifier', p. 135. 

447 Geert Lovink, 'An Insider's Guide to Tactical Media', p. 271. 

448 Geert Lovink, 'An Insider's Guide to Tactical Media', p. 271. 

449 Geert Lovink, 'An Insider's Guide to Tactical Media', p. 268. 
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to the resolution of these issues is questionable. Many of their gestures appear tokenistic 

and cursory; Ross Mawdsley's depiction of prostitutes and black torsos, for example, 

appear as didactic constructions of the 'other' rather than active critiques. 

 

THE CENTRE AND THE PERIPHERY 
 
 
 

The art of Ross Mawdsley, ark, and The Yes Men also converse with post-colonial 

discourses underpinned by senses of 'centre' and 'periphery'. It reveals an understanding 

of globalisation as intrinsically inequitable: generating unequal levels of access to the 

core mechanisms of cultural and economic production: governments, corporations, 

trade organisations and the mass media. According to this reading, the 'centre' is much 

more likely to exploit the 'periphery'. As Hannerz elaborates, '[w]hen the center speaks, 

the periphery listens, and on the whole does not talk back'450

intimately connected to the blunt facts of economic, political 
and military power, that has confirmed America and the West's 
controlling cultural influence – including the magnetism of its 
mythologies and the control Western intellectuals exercise over 
communication systems and regimes of truth.

. Ross Mawdsley, ark, 

and The Yes Men's incorporation of post-colonial discourse, connects globalisation's 

cultural de-territorialisations to earlier colonisations.  

 

In the work Modernism/Postmodernism, Peter Brooker explores this construction of 

globalisation, and argues that it is  

451

Brooker presents globalisation as perpetuating the same Western 'mythologies' used to 

justify earlier projects of imperialism. Yet, the focus upon the West's 'controlling 

  
 

 

                                                 
450 Ulf Hannerz, 'Notes on the Global Ecumene', p. 38. 

451 Peter Brooker, (Ed.), Modernism/Postmodernism, p. 24. 
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cultural influence' creates a binary between Western cultures and 'the other', implying 

that globalisation's affects are universally either-or.  

As Inda and Rosaldo discuss, discourses led by cultural imperialism tend to present 

dichotomous accounts of globalisation.452 Central to this understanding, is the role of 

North American culture and ideology in 'leading to the cultural homogenisation of the 

world.'453

being one in which, as global cultural influences continuously 
batter the sensibilities of the people of the periphery, peripheral 
culture will step by step assimilate more and more of the 
imported meanings and forms, becoming gradually 
indistinguishable from the center.

 However, this construction of globalisation is centred upon a centre-periphery 

relationship, with the narrative  

454

In 'Chapter One', I discussed alarmism in relation to Naomi Klein's texts, and showed 

how this approach tends to systemise globalisation according to binary impacts. Yet, as 

Inda and Rosaldo elaborate, cultural imperialist understandings of globalisation largely 

reduce the phenomenon to two central affects: the first focusing upon 'the ability of 

transnational capital, most often seen as American-dominated and mass-mediated, to 

distribute cultural goods around the globe',

 
 
 

455 and the second, attributing the perceived 

'synchronization of the world to the spread of Western culture more generally.'456

The simplification of affect and vocalisation of others' experiences reduces the 

understanding of the complexity and variability of experiences. In their art, Ross 

Mawdsley, ark, and The Yes Men voice concerns on behalf of culturally, 

economically and sexually subjugated others, without actively letting them speak. Their 

approach to globalisation is at times didactic and culturally imperialistic. Their 

  

 

                                                 
452 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 13. 

453 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 13. 

454 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 13. 

455 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 13. 

456 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalization, p. 14. 
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expressions, while aesthetically captivating, show a limited understanding of affect. As 

Geert Lovink contends, in many early works, active criticism was often replaced with 

'the faint hope that if a campaign generates enough velocity and resonates with enough 

people, it might just take on some of the qualities of a movement.'457 The art of Ross 

Mawdsley, ark, and The Yes Men arguably lacks the levels of nuance required to 

offer an analytical account of globalisation, relying too heavily upon shock tactics and 

striking aesthetics. Lovink claims that this style is inconsistent with the methods of 

traditional activists for whom 'the equation is simple: discourse plus art equals a 

spectacle.'458 He observes however, that in more critical forms of art activism, artists 

'insist on a distinction between real action and the merely symbolic.'459

Arjun Appadurai claims that globalisation is not simply a battle-ground between 'centre' 

and 'periphery', nor is it just another term for cultural homogenisation. Through arguing 

that discourses must not be reduced to 'simple models of push and pull (in terms of 

migration theory) or of surpluses and deficits (as in traditional models of balance and 

trade)',

  

 

460 Appadurai challenges the tendency to regard 'the dominant' and 'the 

subjugated', or 'the West' and 'the rest' as discrete concepts. Pierre Bourdieu also offers a 

far more active position, by contesting the assumption that 'the other' is powerless in 

critiquing change or that 'economic forces cannot be resisted'.461

                                                 
457 Geert Lovink, 'An Insider's Guide to Tactical Media', p. 257. 

458 Geert Lovink, 'An Insider's Guide to Tactical Media', p. 257. 

459 Geert Lovink, 'An Insider's Guide to Tactical Media', p. 257. 

460 Ulf Hannerz, 'Notes on the Global Ecumene', The Anthropology of Globalization, p. 40. 

461 Pierre Bourdieu, 'The Myth of 'Globalization', p. 31. 

 Like Appadurai, 

Bourdieu contests monolithic assumptions about globalisation that produce simplistic 

understandings of affect and the experiences of the 'other'. 
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CONCLUSION  

  

In conclusion, we might consider the radical art of Ross Mawdsley, ®™ark, and The 

Yes Men in terms of Geert Lovink's statement that 'the current political and social 

conflicts are way too fluid to be dealt with in such one-dimensional models like 

propaganda, 'publicity,' or 'edutainment''.462

                                                 
462 Geert Lovink, Dark Fiber, p. 261. 

 In other words, a complex topic such as 

globalisation requires a polymorphic understanding of the different factors at play. The 

degree of critical superficiality in the work of Ross Mawdsley, ®™ark and The Yes 

Men may be partly attributed to their moment of production: the early to mid-1990s. 

The era was characterised by populist fears of globalisation, and a deterministic 

embrace of digital technology. 

 

As I explore in the following chapter, by the late 1990s many artists were beginning to 

see that globalisation's affects were far too complex to be addressed in uncritical ways. 

In relation to iCinema's installation T_Visionarium, I will show how digital artists were 

beginning to converse with the differences and nuances, of particular interpretation and 

response. In their responses to globalisation's human impacts, artists such as iCinema 

began to manipulate digital technology with greater levels of criticism: using advanced 

techniques to replicate globalisation's spatial, temporal, and kinetic affects. 
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CHAPTER FOUR 

T_VISIONARIUM: GLOBAL SPACE, TIME, AND SPEED 

 

 
Figure 11 
iCinema 
T_Visionarium Promotional Still 1 
2007463

The theory of networks'

 

INTRODUCTION 

 

464, writes iCinema's Jeffery Shaw, 'is providing us with radical 

new insights into the underlying processes of nature, economy, and society.465

                                                 
463 iCinema, 'T_Visionarium Promotional Still', <http://www.icinema.unsw.edu.au/projects/prj_tvis_II.html>, iCinema, 2007. 

(accessed 16 September 2007). 

464 iCinema, 'Web of Life', <http://www.icinema.unsw.edu.au/projects/prj_wol.html>, iCinema, 2004 (accessed 16 September 

2007). 

465 iCinema, 'Web of Life', <http://www.icinema.unsw.edu.au/projects/prj_wol.html>, (accessed 16 September 2007). 

 It is with 

this   trajectory in mind that I examine iCinema, T_Visionarium. Having in the previous 

chapter, discussed digital art constructed in the mid-1990s, I will now move forward to 

consider a 2001 installation. In this chapter, I will argue that T_Visionarium reveals a 
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more sophisticated understanding of the relationship between media and message, than 

the previous works discussed in 'Introduction'. 

 

The artists iCinema use digital technology in more subtle ways, to explore 

globalisation's contradictory shifts of space, time, and speed. While the art of Ross 

Mawdsley, ark, and The Yes Men is designed for more general global audiences, 

iCinema's T_Visionarium is specifically created for individual use. In this chapter, I will 

analyse the role of interactive, haptic, and generative technologies in triggering 

individual and affective responses to cultural phenomena. I will also suggest that 

iCinema approaches globalisation differently to some of the other artists discussed, by 

virtue of their respective academic backgrounds in digital theory and affect. 

 

Finally, I will use iCinema's installation to launch a dialogue between globalisation and 

digitisation, as contemporaneous phenomena perceived as eliciting similar spatial, 

temporal and kinetic shifts. Through this dialogue, I aim to show how digital art might 

disrupt the structural binaries of local and global; universal and particular; objective and 

subjective; artist and spectator. Using T_Visionarium to launch this conversation, I will 

suggest that as the product of memory, interpretation, and affect, human experience is 

unclassifiable.  

 

THE CONSTRUCTION OF T_VISIONARIUM 

 
 
T_Visionarium is a live digital environment set within an inflatable dome that is 12 

metres wide by 9 metres high. The installation features a Graphical User Interface 

(GUI) composed of a touch screen facilitating keyword searches, a headset and audio 

system, and a video projection system that draws upon archived and live satellite-
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streamed new footage. This projector is mounted on a motorised tilt/pan mechanism 

that allows it to beam imagery across the surface of the dome. As a responsive artwork, 

T_Visionarium reacts to users' movements and directions of gaze. If a subject looks at a 

segment for a length of time, the image increases in size until it dominates the dome. 

The sound levels also rise, which intensifies the affects.  

 

The footage projected is based upon users' searches typed on the keypad. Keywords 

such as 'environment', 'media' and 'warfare' generate audiovisual 'hits' composed of 

archival and real-time footage. The montage meshes old footage with new, blurring 

constructs of present and past, local and global, and the real and the simulated. The 

footage is obtained from channels as globally diverse as the conservative North 

American news station CNN, and the more radical network, the Arabic Al-Jazeera. To 

see such dichotomous imagery collide and intersect on the screen confronts the 

severance of 'the West from the rest' evident in Ross Mawdsley, ark, and The Yes 

Men's art. iCinema gives equal 'screen time' to Western and non-Western channels, 

questions disproportionate cultural influences over the media. 

 

T_Visionarium was developed in 2001, concurrent to The University of New South 

Wales' establishment of the iCinema Centre for Interactive Cinema Research. The 

digital research centre was collaboratively formed between the School of Computer 

Science and Engineering and the College of Fine Arts. The granting of a $1.25M 

Australian Research Council (ARC) Federation Fellowship saw Prof. Jeffrey Shaw 

return to Australia and take up the position of executive director. Supported by a 

council of digital artists and academics such as Neil Brown, Dennis Del Favero, and 

Peter Weibel, iCinema sought to give equal attention to practice and discourse.  
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The collaborators' earlier projects and research interests are strongly reflected in 

T_Visionarium. In 2000, for example, Jeffrey Shaw collaborated with Bernd 

Lintermann and Volker Kuchelmeister to produce Placeworld, an adaptable multiple 

user installation that enabled individuals to interact across space. The integration of a 

dynamic video projection system termed 'panoramic navigator' (PN), made Placeworld 

a clear precursor to T_Visionarium. Prior to the construction of T_Visionarium, the 

artists speculated that  

[w]hile the past implementation of the PN used the real 
environment as its frame of reference for interactive information 
delivery, this technology could also be an ideal interface to 
explore and interact with wholly virtual environments.466

One of the key issues with Placeworld was how to develop a 'method for generating a 

representation of the virtual environment around the PN, so that the touch screen can be 

used to interact with it.'

  
 

467 As the later work T_Visionarium demonstrates, the solution 

was to connect 'a video projector to the back of the PN behind the touch screen and a 

circular projection screen around the PN.'468

As the product of direct academic research, T_Visionarium reflects a different 

production style to many of the examples discussed previously. The installation engages 

with theories of distributed aesthetics, digital media and affect, following on from 

studies conducted at the iCinema Centre for Interactive Cinema Research, The 

University of New South Wales (UNSW), Australia, ZKM Institute for Visual Media 

 These immersive, interactive and 

instantaneous technologies make T_Visionarium's not only possible, but also 

understandable, as digital art.  

 

                                                 
466 iCinema, 'Placeworld', <http://www.icinema.unsw.edu.au/projects/prj_placeworld.html>, iCinema, 2007, (accessed 17 

December 2007). 
467 iCinema, 'Placeworld', <http://www.icinema.unsw.edu.au/projects/prj_placeworld.html>, (accessed 17 December 2007). 
468 iCinema, 'Placeworld', <http://www.icinema.unsw.edu.au/projects/prj_placeworld.html>, (accessed 17 December 2007). 
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(ZKM), Karlsruhe Germany, and EPIDEMIC in Paris. A fibre-optic communications 

link (iC_Link) enabled the global exchange of ideas between collaborators.  

 

T_Visionarium's very construction renders it 'globally-produced art'. Its trans-border 

production has involved artists, theorists, practitioners, digital programmers and 

engineers. The original production list reveals a broad level of involvement, ranging 

from project directors Dennis Del Favero, Neil Brown, Jeffrey Shaw, and Peter Weibel, 

to project co-ordinator Volker Kuchelmeister, and software engineers Bernd 

Lintermann and Matt McGinty. The 2006 re-launch of T_Visionarium II includes 

software engineers Keir Smith, Jared Berghold, Adrian Hardjono, Tim Kreger, Balint 

Seeber, Thi Thanh Nga Nguyen, and Gunawan Herman.469

THE USER TURNED ARTIST 

 

  

 

The collaborative production of T_Visionarium defies the traditional art imperatives of 

originality, authenticity, and individual authorship. The artists' collaborative practice 

forces a reconsideration of what art and intellectual property might be in an age of 

digitisation. iCinema's globally produced art defies formal conceptions of Academy, 

gallery and master artist. By employing artists, programmers, developers, theoreticians, 

and artists in the project, the collaboration unites the fields of art and science, 

traditionally differentiated along subjective/objective, and rational/abstract lines. 

 

iCinema disrupts the modern principle of 'spectatorship' through transforming the 

physically detached observer into a corporeally active user. Interactive and responsive 

technologies such as the PN and live search engine enable the user to affect some of the 

                                                 
469 In this chapter I  will focus upon the 2001 prototype of T_Visionarium. 



152 
 

narrative sequences, thereby in some sense becoming an artistic collaborator. iCinema's 

involvement of users in the artwork's narrative and sequential evolution defies the 

traditional severance of the artist and spectator. T_Visionarium's merging of these roles 

suggests a shift in the experience and production of art.  

 

The installation's design engages with a question that the artists sought to resolve: 'how 

to conceptualize and develop Internet interfaces which maximize the seamless 

integration of interface design and user input.'470

 
Figure 12 
iCinema 
T_Visionarium User 

 The answer to that problem would 

'provide   the  basis  for  the  development  of  interfaces  with  a  greater multi-sensorial  

2004471

                                                 
470 Neil Brown et al., 'Interactive Narrative as a Multi-Temporal Agency', Future Cinema, Cambridge Mass., MIT Press, p. 312. 

471 iCinema, 'T_Visionarium Promotional Still 2', <http://www.icinema.unsw.edu.au/projects/prj_tvis_II.html>, iCinema, 2004 

(accessed 16 September 2007). 
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responsiveness to the specific user.'472

the user the immediacy of touching, dragging, and manipulating visually attractive 

ideograms',

 iCinema argues that such a level of 

responsiveness would be particularly useful in exploring the realm of digital affect. 

While writers like Jay Bolter observe that the 'mouse and the pen-based interface allow 

473 with those interactions rendering the 'computer interface 'natural' rather 

than arbitrary',474

One way to oppose this contention would be to point out that interactions with digital 

technology require levels of technical ability, literacy, and understanding. The user's 

'naturalness' with the interface is contingent upon their technical proficiencies, and other 

issues such as connection speed, bandwidth, and education. It is for these reasons that, 

in '[r]esisting ideologies of seamless, utopic connectivity,' digital commentators like 

Blast, analyse and 'politicize the state of representation within the network, positioning 

the net as a field of complex struggles for the terms of communication and 

materialization.'

 these claims can be contested.  

 

475

While many aspects of the art are user influenced, iCinema still directs key elements of 

the work. Their video recording of each participant's 'private' encounter suggests the 

artists' retention of control over the artistic experience. iCinema's deliberate selection of 

footage and subscription to news channels reveals their influence over the artwork's 

content. Further, there is an assumption about how the user will behave: that they will 

enter the dome, don the headset and interact with T_Visionarium's interface. Yet, if the 

subject simply entered the environment, remained inert, and watched the narrative 

  

 

                                                 
472 Neil Brown et al., 'Interactive Narrative as a Multi-Temporal Agency', p. 312. 

473 Jay David Bolter and Richard Grusin, 'Immediacy, Hypermediacy and Remediation', p. 23. 

474 Jay David Bolter and Richard Grusin, 'Immediacy, Hypermediacy and Remediation', p. 23. 

475  See: <http://www.blast.org>, Blast Theory, (accessed June 15 2004).  
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unfold, they would challenge the artists' intentions: becoming a physically disconnected 

spectator instead of an active user. 

 

Having examined how T_Visionarium confronts questions of artistry and authorship, I 

will now explore questions of authenticity and originality in relation to digital art. In the 

current oeuvre, artists and theorists contribute to the global flow of people and ideas: as 

they travel to international symposia and exhibitions, and converse with each other 

online. As iCinema's use of the technology iC_Link reveals, digital communications 

programs and networks have facilitated an unprecedented exchange of information and 

ideas between artists. Innovative projects such as T_Visionarium would not be possible 

without global communications and technologies. The globalisation of communications 

can however, make originality, ownership and authenticity more difficult to determine, 

in a climate where everyone subscribes to the same blogs, discussion lists, and online 

journals. 

 

DIGITAL ART AND CINEMA 

 

In terming their collective 'iCinema', the group recognises and relies upon theoretical 

and conceptual links to analogue cinema, while acknowledging the specific influence of 

digitisation. Their very name creates connections between digital art and traditional 

cinematic forms. Both digital art and cinema arguably share a similarity in style: the use 

of projection, montage sequencing, and cinematic editing. The artists employ tactics 

akin to directors like Dali, Lang, Antonioni, and Lynch whose experimental narratives 

challenge formal principles of narrative linearity. Within these works, the frequent 

narrative confusion makes meaning much more contingent upon the viewer's formation 
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of context and particular construction of space and time. Neil Brown posits that 

T_Visionarium negotiates cinematic principles of 'duration and movement'.476

iCinema artist and theorist Dennis Del Favero, also posits that 'unlike literary narrative 

cinematic narrative is distinctively eventful.'

  

 

477 In dialogue with Deleuze, he describes 

two essential elements of cinematic narrative as being 'duration and movement'478. Del 

Favero argues that 'even in conventional cinema the beholder's direct awareness of 

unfolding events is complicit in bringing narrative to closure'.479

To this end, the user may be construed as an artistic producer or collaborator, a notion 

that opposes the distinctions between artist and spectator, discussed in 'Chapter Two'. It 

is at this point, that digital art transcends conventional cinema's limitations. iCinema 

clearly recognise the conceptual and symbolic ties shared by conventional cinema and 

digital art, through presenting T_Visionarium as a manifestation of what Michel Serres 

terms, 'the dramatization of pre-existing forms.'

 He qualifies this by 

arguing that in digital artworks such as T_Visionarium – where the spatial and temporal 

sequencing of information are user-directed – the user can become a director of 

narrative.  

 

480 Yet, through employing generative, 

responsive, and interactive technologies unique to digitisation, they suggest that digital 

art has the unique capacity to make the user a narrator.481

                                                 
476 Neil Brown et al., 'T_Visionarium: The Aesthetic Transcription of Televisual Databases', Present Continuous Past[s] – Video 

Art, Bremen, Strategies of Presentation and Mediation, Bremen, Hochschule fur Kunste University of the Arts, 2004, p. 6. 

477 Dennis Del Favero, 'Digitally Expanded Forms of Cinematic Narration', p. 3. 

478 Dennis Del Favero, 'Digitally Expanded Forms of Cinematic Narration', p. 3. 

479 Dennis Del Favero, 'Digitally Expanded Forms of Cinematic Narration', p. 3. 

480 Neil Brown, T_Visionarium: The Aesthetic Transcription, p. 3. 

481 Dennis Del Favero, 'Digitally Expanded Forms of Cinematic Narration', p. 3. 

 iCinema's provision of a 

multi-temporal, recombinatory narrative enables heightened opportunities for user 

interaction and engagement. 
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Yet, the experience of T_Visionarium arguably differs from that of going to the cinema 

or, even more notably, to theatre, in that it provides a walk-in environment where the 

user is physically and virtually connected to the work through an immersive and 

responsive interface. The installation aims to disconnect the user from space-time 

references outside of the dome: it is devoid of clocks, atlases, signs, and other spatial-

temporal signifiers. This action aims to sever the individual from any local sense of 

reality. Unlike conventional cinema, which generally features linear narratives directed 

at mass audiences, T_Visionarium engages with individual users at the level of bodily 

affect. The user's literal connection – through a headset and GUI – defies the limits of 

physically detached spectatorship. To the contrary, the installation aims to completely 

immerse the viewer in its world, conjuring generative responses in real-time. 

 

TRANSCRIPTIVE NARRATIVE 

 

In their installation T_Visionarium, iCinema engage with the principle of transcriptive 

narrative – an idea that is resonant with the thematic and stylistic concerns of their 

piece. iCinema's principle of transcriptive narrative is sympathetic to the Duchampian 

idea that 'the artist begins the artwork and the witness completes it'.482

an extension of the cinematic enterprise – the interactive movie, 
in which the viewer essentially creates his or her own 
personalized experience as they branch through a relatively 
open-ended cinematic space in ways made possible, but not 
directly determined, by the author of that space. 

 In this way, 

iCinema use digital technology to build upon conventional cinematic principles of 

immersion and interactivity. Through this process, T_Visionarium becomes 

483

While interactive digital cinema builds upon conventional cinematic forms, it facilitates 

heightened levels of user input into a work's narrative direction. iCinema does not 

  
 

                                                 
482 Gene Youngblood, 'A Medium Matures: Video and Cinematic Enterprise', p. 47. 

483 Gene Youngblood, 'A Medium Matures: Video and Cinematic Enterprise', p. 47. 
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however, refute their role in directing the user's journey. This is reflected in their pre-

selection of some footage, subscription to particular news stations, and recording of the 

user's 'private' experience. Yet, their incorporation of interactive searches and 

responsive audiovisual technology seeks to offer the individual a central role in the 

artwork's realisation. 

 

The freedom to manipulate and interact with diverse images and media, underscores 

iCinema's T_Visionarium. Yet, what separates T_Visionarium from Ross Mawdsley, 

®™ark, and The Yes Men's art, is arguably its construction of a responsive, generative 

and physically immersive digital environment. The installation's hardware allows the 

user to search through real-time an archived footage, according to specific search 

constraints. Analogue video and television in contrast, provides a more passive user 

experience, with its pre-determined narratives and audiovisual sequences.  

 

T_Visionarium's recombinatory search engine is adaptive and responsive to the 

individual user. This function enables different stories, or 'transcriptive narratives'484

limitations in the understanding of narrative as opposed to 
technical understanding, which have restricted the aesthetic 
development of new media and digital cinema in terms of 
interactive narrative.

 to 

be constructed, in a manner which might align with cultural anthropological and 

affective discourses. The resulting montages emulate the subjective processing and 

imagination of, global media and events. Transcriptive narrative might facilitate the 

conceptualisation of globalisation and art, as organic and contingent constructs that defy 

static and objective schematisation. In reflecting upon the narrative possibilities 

afforded by artworks like T_Visionarium, iCinema posit that it is the  

485

                                                 
484 Neil Brown, 'T_Visionarium: The Aesthetic Transcription', p. 1. 

485 Neil Brown, 'T_Visionarium: The Aesthetic Transcription', p. 2. 
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By facilitating the creation of montages based upon world events, iCinema explores 

particularised experiences of global media. Through T_Visionarium, the artists point to 

the new ways in which art is being created and experienced.486

iCinema theorist Dennis Del Favero writes that while 'a great deal of debate has been 

expanded over the death of narrative',

 The work's multi-

temporal, recombinatory matrix enables new opportunities for individual narrative 

constructions, testing the traditional limits of authorship and originality that formerly 

defined art. 

 

487 'limited attention has been given to its powerful 

persistence, albeit in new and emergent forms'488. He views what he terms 

'monochromatic' accounts as reducing the complexity of narrative 'to a mechanical 

single-layered process that fails to account not only for the potential of interactive 

digital narration but also the workings of conventional cinematic narrative.'489

[f]ar from the traditional epicentres of artistic production and 
distribution, creative people sitting at computer keyboards are 
tearing apart and rebuilding society's vision of itself. Though 
they may call themselves scientists, activists, or entrepreneurs 
rather than poets or artists, many of these visionaries are playing 
the roles of Dante or da Vinci.

 iCinema 

presents the relationship between cinematic and digital narrative as one that involves 

elements of cinematic linearity, as well as post-structural disjuncture. 

 

While interactive digital cinema draws upon earlier narrative conventions, principles of 

immersion and real-time responsiveness give it the capacity to go beyond. As Blais and 

Ippolito contend,  

490

                                                 
486 Neil Brown, 'T_Visionarium: The Aesthetic Transcription', p. 1. 
487 Neil Brown, 'T_Visionarium: The Aesthetic Transcription', p. 6. 
488 Dennis Del Favero, 'Expanded Cinematic Forms of Narration, p. 1. 

489 Dennis Del Favero, 'Expanded Cinematic Forms of Narration', p. 8. 

490 Joline Blais and Jon Ippolito,  At the Edge of Art, p. 7. 
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Through its own global production, T_Visionarium raises questions about originality 

and the authorship of art in an age of digital communications. 

 

'MULTI-MODAL' EXPERIENCE 

 

Jeffrey Shaw, one of the founders of iCinema, writes that one of the collaboration's key 

objectives was to create a spatially distributed and multi-temporal environment that not 

only generated but also captured the affects on film. The rationale, as discussed in their 

essay 'Interactive Narrative as a Multi-Temporal Agency', was to address what they saw 

to be the limited understandings of 'multi-modal time systems'491, arguing that 'multi-

modal forms of digital interactivity are technically over-determined and fixated on the 

simulatory.'492 In exploring how digital technology might generate responses to 

globalisation, iCinema 'recycles the abundance of readily available cultural information 

into significant multi-temporal episodes.'493 By creating an organic flow, iCinema's 

recombinatory software provides, in Brown's words, 'multiple entry and exit points to 

the information'494, while at the same time providing 'the facility to rehearse it as 

narrative content on the fly'.495 It is for these reasons that iCinema describe their work 

as a 'dramatization of pre-existing forms',496

The concept of organicism pervades the narrative realisation of T_Visionarium. This 

sense infiltrates its construction as an installation that seeks to remove the boundaries 

between interface and user activity. The work's recombinatory search facilitates an 

 or a digital adaptation of traditional artistic 

and cinematic styles.  

 

                                                 
491 Neil Brown et al., 'Interactive Narrative as a Multi-Temporal Agency', p. 4. 

492 Neil Brown et al., 'Interactive Narrative as a Multi-Temporal Agency', p. 4. 

493 Neil Brown et al., 'Interactive Narrative as a Multi-Temporal Agency', p. 4. 

494 Neil Brown et al., 'Interactive Narrative as a Multi-Temporal Agency', p. 312. 

495 Neil Brown et al., 'Interactive Narrative as a Multi-Temporal Agency', p. 312. 

496 Neil Brown et al., 'Interactive Narrative as a Multi-Temporal Agency', p. 3. 
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adaptive narrative that echoes the sometimes abstract, at other times ordered, processes 

of memory, information processing, conceptualisation, and cognition. The installation, 

write Brown et al., constructs an 'aesthetic transcription',497 which questions principles 

of cinematic duration, and re-casts elements of authorship and creative control. A useful 

concept for thinking about digitisation and globalisation as connected phenomena is 

Manuel De Landa's perception that 'structures as different as rock, animal species, and 

social classes may be viewed as historical products of the same structure-generating 

process,'498

De Landa's claim concerning the integration of biological and non-biological 

components reflects the artists' fusion of 'hard' digital technologies with the 'softness' of 

human memory and affect. To this end, the individual becomes no longer a spectator, 

but a user that is directly affected by globalisation's space-time shifts. The dissolution of 

real and conceptual borders operates as a pervasive theme in the work. It manifests in 

the artists' presentation of globalisation as simultaneously public and private, local and 

global, past and present, and simulated and real. This cognition of the fraying of 

boundaries reflects Andreas Huyssen's description of a sense of 'evolving dissolution, of 

aesthetic entropy, a reciprocal emptying out of traditions, a loss of form and truth 

content'.

 emerging at the same time and creating similar spatial, temporal, and kinetic 

disruptions. This understanding of organic and inter-related structures informs 

iCinema's literal connection of the individual to their environment. That concept of 

organicism reflects a notion of globalisation as simultaneously fragmented and 

integrated, universal, and particular.  

 

499

                                                 
497 Neil Brown et al., 'Interactive Narrative as a Multi-Temporal Agency', p. 1. 

498 Manuel De Landa, A Thousand Years of Nonlinear History, p. 271. 

499 Andreas Huyssen, 'Back to the Future', p. 149. 
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This notion contests the idea that digital experience is one thing or another. As such, 

iCinema create a space between binary accounts that render the Internet as either: highly 

regulated or democratic; ordered or manoeuvrable; or, static or transcendent. 

T_Visionarium shows how the 'symmetrical world of linguistic simulacra can never 

actualize new narrative content or unfold narrative events.'500 Their claim suggests that 

discourses aligned with traditional linguistic and sociological theorems, betray the 

diversity of experiences that works like T_Visionarium create. To the contrary, they 

present memory as a series of 'episodic reflection(s) on the contingencies of a self-

conscious passage through temporal reality'.501

T_Visionarium's re-ordering of news footage challenges the spatial and temporal co-

ordinates of print media, where ideas are bound to context, fixed to pages, and attributed 

to individual authors. The work's fragmentation and ironic re-integration of space and 

time through montage invokes Theodor Adorno's concept of 'Verfransung der 

Kunste.'

 This vision is achieved through audio-

visual montage, layering, and juxtaposition. 

 
 

SPATIAL, TEMPORAL, AND KINETIC FLOW  

 
 

502

                                                 
500 Neil Brown et al., 'T_Visionarium: the Aesthetic Transcription', p. 7. 

501 Neil Brown et al., 'T_Visionarium: the Aesthetic Transcription', p. 7. 

502 Andreas Huyssen, 'Back to the Future', p. 150. 

 It is evocative of entanglement, as well as a bleeding of boundaries that 

challenges segregation and classification. Within T_Visionarium, these ideas are 

manifested through the random projection of content, dynamic mélange of sound, and 

re-orientation of past and present through montage techniques. As I have discussed 

elsewhere in this thesis, sympathetic negotiations of space, time, and speed are also 

found in the writings of Arjun Appadurai, Gilles Deleuze, and Manuel De Landa. 
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While T_Visionarium's content might appear chaotic and mosaic, it also displays strong 

structural elements as exemplified by the artists' deliberate selection of footage, choice 

of news stations, and the technical architecture of the work. The artists critically explore 

the iterations between fluidity and tangibility, autonomy and loss of control, and 

physicality and virtuality. In this way, the works go beyond conventional cinema's 

limitations. T_Visionarium not only offers a heightened immersive experience, but a re-

orientation of the linearity typical of cinematic narrative. The iCinema artist and theorist 

Neil Brown claims that if 'the opportunity to direct the duration and movement of 

information is also seized by the viewers',503 then the spectator gains 'possession of the 

tools necessary for the production of 

narrative'.504

2004 

 It is at this point that the 

distinctions between artist and 

spectator begin to disintegrate. Their 

re-negotiation through a platform like 

digital art forces a reconsideration of 

what art might be in a global/digital 

world. An expression like 

T_Visionarium suggests that art 

emerges as a product of the original 

dialogues and re-mediations that it 

provokes. 

Figure 13  
iCinema 

T_Visionarium Promotional Still 2 
505

                                                 
503 Neil Brown et al., 'T_Visionarium: The Aesthetic Transcription', p. 6. 

504 Neil Brown et al., 'T_Visionarium: The Aesthetic Transcription', p. 6. 

505 iCinema, 'T_Visionarium', <http://www.icinema.unsw.edu.au/projects/prj_tvis_II.html>, iCinema, 2004 (accessed 16 

September 2007). 
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T_Visionarium disrupts senses of closeness and nearness, through its fusion of past and 

present, local and international footage. Through this strategy, the artists question 

whether a subject might respond differently to news reports, if their contexts of 

production were unclear. The projection of an event like September 11, 2001, for 

example, would elicit different responses, contingent upon the subject's recognition of 

the event, and senses of physical and psychological 'closeness'. A sense of globalisation 

as simultaneously universal and particular plays out in the art. iCinema's T_Visionarium 

engages with contradictory experiences of globalisation. While on the one hand, we 

might feel that we are residents of an increasingly intimate   global village many of us 

also crave local familiarity and authenticity. Under these conditions, local values are 

often pitted against global objectives, and particular ideals can be threatened by global 

idioms such as 'McDonaldisation',506

The projection of television content across the surface of T_Visionarium points to the 

ubiquitous presence of the global media in local life. The artists present a vision of a 

world altered by the rise of mass communications, and the proliferation of mass 

imagery. The installation simulates the transmission of information in one of its most 

cinematic forms: the news broadcast. Through their integration of live and archived 

news footage, iCinema questions what is real and simulated, through making the 

rootedness of place, standardisation of time, measurability of speed, and co-ordination 

of space less relevant. T_Visionarium's hardware allows the user to search 'through 

every shot in the last 24 hours to find just those that had fast camera movement, loud 

 and Western capitalism. T_Visionarium's 

'recombination' of local-global imagery reflects an interpretation of globalisation as 

simultaneously particular and universal. 

 

                                                 
506 George Ritzer, The McDonaldization of Society, Thousand Oaks CA, Pine Forge Press, 2004. 
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noises or both and then having the capacity to combine them in fresh ways.'507

The installation offers 'an alternative, active and potentially creative engagement with a 

familiar data set, one which may lead to new, unexpected and, often unintended 

synchronities.'

  Within 

this metaphorical globe, the user can define the search parameters. Through this 

process, the user can localise or globalise their 'world'.  

 

508 T_Visionarium does this is through its negotiation of the boundaries 

between space and time, the past and present, the real and the simulated. Under these 

conditions, as David Vincent writes, 'the specific question concerns how we know what 

happens to our relationship with the real when the conditions of symbolisation 

change.'509

T_Visionarium audiovisual saturation converses with the constant momentum of digital 

flow: the sense of time as perpetual, and space as boundary-less. T_Visionarium also 

mimics the virtual experience of trawling the Internet and physical activity of traversing 

the globe: in an age where transport, communications, and infrastructure advances have 

altered the dynamics of human flow. It reflects this through rapid access to real-time 

satellite news, temporal dislocation and frantic speeds drag us across political, 

historical, and geographical contexts; forging 'rupture[s] with our previous relationship 

 Within the artwork, live news merges with archived footage, challenging the 

fixity of constructs such as: fact, truth, history, and the present. 

 

                                                 
507 Keir Smith, 'Rewarding the Viuser: A Human-Televisual Data Interface Application', 

<http://72.14.253.104/search?q=cache:s3oXhII19jUJ:www.icinema.unsw.edu.au/pdf/rewarding_viuser.pdf+Keir+Smith+'Rewardin

g+the+Viuser:+A+Human-Televisual+Data+Interface+Application'&hl=en&ct=clnk&cd=1&gl=au>, iCinema, 2003, (accessed 01 

January 2005). 

508 Keir Smith, 'Rewarding the Viuser: A Human-Televisual Data Interface Application', 

<http://72.14.253.104/search?q=cache:s3oXhII19jUJ:www.icinema.unsw.edu.au/pdf/rewarding_viuser.pdf+Keir+Smith+'Rewardin

g+the+Viuser:+A+Human-Televisual+Data+Interface+Application'&hl=en&ct=clnk&cd=1&gl=au>, (accessed 01 January 2005). 

509 Marc Augé, The War on Dreams, p. 8. 
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to time and space as well as to previous conceptions of the real and to larger 

metaphysical issues.'510

The movements and iterations of the user's imagination and interpretations add 

unchartered elements to the mix. T_Visionarium's narrative in that sense, becomes 'a 

recursive system made up of a large number of self-organising and interdependent 

elements',

 

 

GLOBALISATION AND AFFECT 

 

Through responsive and recombinatory technology, T_Visionarium presents 

globalisation as a series of individually felt affects. The narrative sequences emulate 

individual selections of imagery from the world: the integration of current information 

with past memories, layering of global news with local experiences, and juxtaposition 

of private thoughts with mass opinions. This synthesis of constructs is achieved through 

cinematic montage and audio-visual layering. The installation's multi-temporal and 

recombinatory narrative simulates the slipperiness of human consciousness.  

 

511 endowing the user with a kind of multi-temporal, multi-spatial agency.512 

Experiences that are 'ascriptive and episodic insofar as they allow the dramatisation of 

freely available information into forms that are eventful and cinematic in character'513

The layered and differential structure of subjective response is seen to replicate the 

dynamic movements of globalisation's spatial, temporal, and kinetic flows. If we think 

of the layering of cognition as a metaphor for global flow, then iCinema's location of 

 

may mimic perceptual responses to globalisation. 

 

                                                 
510 Timothy Allen Jackson, 'Towards a New Media Aesthetic', p. 349. 

511 Neil Brown et al., 'Interactive Narrative as a Multi-Temporal Agency', p. 4. 

512 Neil Brown et al., 'Interactive Narrative as a Multi-Temporal Agency', p. 4. 

513 Neil Brown et al., 'Interactive Narrative as a Multi-Temporal Agency', p. 4. 
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the individual at the centre of its globalised world provides a critical enactment of the 

analogy, and a 'way in' for thinking about globalisation and digitisation's particular 

affects. T_Visionarium presents the relationship between individual and phenomena as 

one of mutual affect: globalisation and digitisation forge an onslaught of media and 

imagery. However, the critical subject retains powers of counter-attack. While their 

autonomy can be circumscribed – as their limited influence over the art's narrative 

suggests – the individual maintains the power of choice. In the case of installation, this 

may be to disengage, thwart, or exit the work.  

 

iCinema's juxtapositions articulate globalisation and digitisation as dynamic, 

contradictory, and relative phenomena subject to individual conceptualisations. To view 

each as the sum of their affects is to privilege relational analysis centred upon the 

changeability of context, the indeterminacy of cognition, and difference of subjective 

response. Within the installation, information is re-ordered so that the signification of 

the past and present, and the local and global loses relevance. iCinema express interest 

in the individual's spatial, temporal, and cognitive reformulations of media, through 

observing how 

the great mass of broadcast or recorded televisual information is 
received indirectly by the viewer and sorted retrospectively in 
memory. This information is encountered through techniques 
such as channel hopping, muting, multi-screens, assembly in 
different contexts, or fragmented through time-delay and by 
report. 514

 

 
 

iCinema's negotiation of objectivity and subjectivity in relation to global news, imagery 

and ideology, suggests the fallacy of empirical accounts centred upon what 

globalisation is – and is not. 

  

                                                 
514 Neil Brown et al., 'T_Visionarium: The Aesthetic Transcription', p. 1. 
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ENGAGING WITH THE PAST AND PRESENT 

 

In his text The Language of New Media515

[w]hen a new literary or artistic group makes its presence felt in 
the field of literary or artistic production, the whole problem is 
transformed, since its coming into being, i.e. into difference, 
modifies and displaces the universe of possible options; the 
previously dominant productions may, for example, be pushed 
into the status either of outmoded (déclassé) or of classic 
works.'

 Manovich downplays the convergence 

between past and present, old media and new. Equally, his relegation of message and 

media to separate fields is not only structurally reductive, but limiting as an account of 

digitisation's possibilities. If governed by its 'message', a digital work simply becomes 

discourse. If perceived purely as a technological object, it is simply 'media'. What 

makes T_Visionarium a critical work of art is its original re-orientation of medium and 

message. 

 

The dialogues that T_Visionarium launches with its moment of production make it 

understandable as a work of art. By engaging with past practices such as cinema it 

creates an original message about the nature of art production, collaboration, and 

discourse in a digital age. As Pierre Bourdieu observes, this tendency is indicative of 

other transactions in the arts, noting that:  

516

What is novel about T_Visionarium as a digital work is that it does not displace the 

practice of cinema – a traditionally analogue format. While more technologically 

deterministic expressions are often concerned with displacing the past, the collective 

embraces modern cinema's spatial and temporal elements, integrating them in a 

continuous rather than disjunctive way. That subtle mediation, which is quite contrary 

 
 

                                                 
515 Lev Manovich, The Language of New Media. 

516 Pierre Bourdieu, 'The Field of Cultural Production', in Anthony Giddens (Ed.) The Polity Reader in Cultural Theory, 

Cambridge, Polity Press, 1994, p. 53. 
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to the severances created by ®™ark discussed earlier in the thesis, suggest visions of 

globalisation and digitisation as continuous with earlier moments in time, differentiated 

only by scale. 

 

iCinema's creative enterprise seems to reflect Youngblood's thesis that these kinds of 

strategies are sympathetic to post-structuralist cinema, as a practice that negotiates: 

two traditions previously regarded as incompatible - first, the 
cinematic tradition (including surrealist and mythopoetic 
traditions of avant-garde personal cinema, whether actor/dialog 
based or purely formalistic) with its emphasis on illusion, 
spectacle, and external reference through metaphoric or 
allegorical narrative; and secondly, the post-modernist tradition 
in the fine arts, characterized by minimalism, self-reference, and 
a rigorous, didactic investigation of the structures and materials 
of the medium. 517

The installation's integration of these traditions, and the investigation of them, connects 

well to Foucault's idea of a 'field of strategic possibilities'

 
 

518, whereby 'the regulated 

system of differences and dispersions within…[sic] each individual work defines 

itself.'519 While Munster challenges digital artists and theorists who 'avow the necessity 

of this historical gesture, the basis of which amounts to a requirement of thinking new 

media in relation to old media',520

In conceiving of their project, Brown et al. wrote that '[o]nly within the technical 

possibilities afforded by digital technology can the beholder, retaining their role as 

 I argue that the severance of art and digital media 

from earlier technical and aesthetic forms creates a problematic distance that is 

reminiscent of the structural 'segregation' that underpins deterministic claims.  

 

CONCLUSION 

 

                                                 
517 Gene Youngblood, 'A Medium Matures', p. 48. 

518 Pierre Bourdieu, 'The Field of Cultural Production', p. 53. 

519 Pierre Bourdieu, 'The Field of Cultural Production', p. 53. 

520 Anna Munster, 'New Media as Old Media', p. 22. 
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beholder, assert autonomy over the temporal direction of the narrative.'521

                                                 
521 Dennis Del Favero, 'Expanded Cinematic Forms of Narration', p. 3. 

 While 

elements of T_Visionarium are highly structured and directed, there is still the sense that 

the user – as 'beholder' – directs the audiovisual revelation of globalisation and the 

sequence of its narratives. Through an emphasis upon the fleeting and particular, 

iCinema counters deterministic accounts of globalisation and art.  

 

Through localising and particularising experience, iCinema provides opportunities for 

the user to subjectively reflect upon globalisation's movements in terms of space, speed 

and time. The construction of T_Visionarium emphasises the arbitrariness of affect, 

differences of human response, and the overlapping of constructs such as: the local and 

global; real and simulated; past and present; and local and global. It is with these 

notions in mind, that I will examine the highly personal vignettes that comprise the 

exhibition Metropolis. In 'Chapter Three', I will explore how global cities can provide 

new contexts for locating the self, and imagining globalisation.  
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CHAPTER FIVE  

METROPOLIS: IMAGINING THE GLOBAL CITY 

 

Figure 14 
National Gallery of Victoria 
Metropolis Exhibition Brochure  
2004 522

My analysis of the cinematic installation T_Visionarium in 'Chapter Three' provides a 

context for framing the digital films exhibited in the National Gallery of Victoria's 

(NGV) exhibition Metropolis. In this chapter, I explore a collection of predominantly 

North American cinematic works, ranging from animation to documentary. The art is 

connected by a central question: what is the nature of existence within the global city? 

The films show lives punctuated by thoughts of: individuality, the need to connect, 

questions of cultural identity, terrorism, and the remembrance of home.  

 
 

INTRODUCTION  

 

                                                 
522 National Gallery of Victoria, 'Metropolis Catalogue Image', 

<http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, National Gallery of Victoria, 2004, (accessed 10 December 

2006). 
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In this chapter, I will focus upon seven stand-out works from the exhibition Metropolis: 

Shoba's Blowing Zen  (2003), Nicholas Golebiewski's This is Where I Live (2003), Tom 

Otterness' Nine Eleven (2003), Cristian Alexa's Ten-Second Couples (2000), Abbey 

Williams' Yes (2002), Andy Diaz Hope Financial District Infiltration: Everybody is 

Somebody's Terrorist (2004), and PHAT's Harlem: The Ghetto Fabulous (2004). I will 

show how each artist presents particular accounts of unique urban spaces. I will contend 

that while the global city is similar to earlier metropolitan forms, heightened flows of 

people, media, finance, ideas, and technologies are having unprecedented affects upon 

the individual experience and cognition of key metropolitan spaces. The global city 

provides the critical context for understanding and locating these digital artworks. 

 

Each digital film selected by curator Anonda Bell uses a cross-section of digital 

techniques to present different articulations of global city life. Many of the works blur 

the formal boundaries of what art is, or may be. Their hybrid constructions converse 

with Benjamin's sense that:  

 
[a]s it became more feasible to reproduce works of art (by 
mechanical means) and to arrange for exhibits (through 
improved communication and more efficient travel), art lost its 
ritual aura and became a political commodity.523

In Metropolis, artists use digital technology to both emulate and articulate some of 

globalisation's diverse cultural, political and historical impacts upon the city. As these 

films reveal, digital art offers a rare space for the private contemplations of these 

impacts. The artists create private sinfoniettas as they traverse the city spaces. Some of 

 
 
 

The Metropolis films are digital art installations, in as much as they are performance 

pieces, cinematic enactments, literary narratives and sounds capes.  

 

                                                 
523 Laurie Schneider Adams, The Methodologies of Art, p. 63. 
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the works – like Nicholas Golebiewski's This is Where I Live – suggest that 

globalisation creates new 'spaces in between' the universal and the particular, with 

individuals simultaneously globalised and localised. While I will explore these 

contradictions further in relation to Andy Diaz Hope's, Financial District Infiltration: 

Everybody is Somebody's Terrorist, this construction of globalisation echoes iCinema's 

creation of 'inter-spaces' in their negotiation of local/global; past/present; and 

real/simulated binaries.  

 
SHOBA: BLOWING ZEN 

 
 
 

 
 

 
Figure 15 

Shoba 
Blowing Zen 

2003524

I begin with the artist Shoba's haunting rendition of a post-apocalyptic New York in 

Blowing Zen. Originally from Sarajevo, Shoba has lived and worked in New York since 

 
 

                                                 
524 Shoba, 'Blowing Zen', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, National Gallery of Victoria, 

2004, (accessed 10 December 2006). 
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2002. His art incorporates mixed media such as photography, performance art, and 

digital film. In this 2003 film, the artist renders Times Square a symbolic cultural space. 

Shoba makes the city devoid of human traffic, and in doing so, presents it as a realm for 

private contemplation. He replaces the frenetic urban sounds with the sombre tones of a 

Buddhist flute. Through the numbing of street sounds and dearth of momentum, New 

York City becomes a timeless and liminal space.  

 

In recalling a visit to Times Square, Shoba describes 

thousands of people are stepping over your feet, pushing you 
around. Noise is unbearable, smell of burned meat from nearby 
food stands, hundreds of advertising panels decorated by 
millions of flashing lights, outbursts of shopping hysteria.525

In his emptying of the city's streets, the artist challenges us to imagine a global 

metropolis devoid of people, traffic, information, and media. The stillness of Shoba's 

piece suggests that even a space as chaotic as Times Square can provide moments for 

quiet contemplation. The empty streets, punctuated by the colours of billboards and 

commercial iconography, construct New York as a bland template for any other global 

city. The scrolling stock prices, and digital transmission of news updates, confirms 

Baudrillard's fear that digitisation merely simulates 'reality'.

 
 

526

With the city devoid of consumers, the construction of New York as a global centre of 

finance becomes redundant. In the wake of lost citizens, billboards for global brands 

such as TDK,™ Panasonic,™ and Swatch™ are left to blink helplessly. With the 

emptying out of consumers and thereby consumption, Blowing Zen poses the question: 

what happens to the city in a global oeuvre? By removing the consumers that give the 

billboards their context, they become meaningless images. Through that ironic shift, we 

  

 

                                                 
525 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, National 

Gallery of Victoria, 2004, (accessed 10 December 2006).  

526 See Baudrillard's theories of digital simulation in: Jean Baudrillard, 'From 'Simulcra and Simulations''. 
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are left wondering: to what extent do corporate politics shape cultural imperatives? 

Through engaging with Shoba's art, we might wonder how we can make cities creative 

and culturally generative spaces. 

 

To the experiencer, Shoba's presentation of New York is both recognisable and obscure. 

In presenting a vacant zone devoid of humanity, he disrupts our expectations of 

dynamic city space. The only movement within the square is the ebb of advertising 

imagery and the sublime flow of streetlights: from red to green. Shoba's art arguably 

questions the disposability of the products that each advertisement represents. His art 

might be seen to engage with Baudrillard's concern that in an era of digitisation,  

old distinctions and orientations are abolished: objects no longer 
relate at all to their processes of human production, there is a 
loss of emotional content and of 'objective' or critical 
distance.527

The reflections of the U.S. flag in the mirrored glass of a skyscraper act as an eerie 

reminder of the culture that coloured the city. With the city devoid of people, the 

Modern notion of flânerie is given currency in Blowing Zen. The early Twentieth 

century notion of the flâneur introduced the idea of the individual observing the 

metropolis. In Blowing Zen, the concept is reversed: it is the metropolis that looks back. 

The blinking billboards and reflections in the skyscraper windows become the city's 

eyes. In emptying New York of its people, Shoba suggests that a global city might 

serves as a hub for commerce, politics or technology, but it is nothing without its 

people. In the absence of their individual traditions, values and aspirations, the city 

 
 

 In Blowing Zen, this is evident as the digitised human figures of the advertising 

billboard come to replace life itself. The alarmist concern that virtual simulations will 

replace 'real' humanity arguably pervades the art. 

  

                                                 
527 Jean Baudrillard, 'From 'Simulcra and Simulations'', p. 22. 



175 
 

becomes like any other space. There is nothing in Shoba's landscape that is culturally 

defining or unique. The billboards advertise the same generic products found in other 

metropolises, rendering New York indistinguishable from global cities such as Sydney 

and Tokyo.  

 

Shoba's art makes us wonder: what happens to a city when it is emptied of its people? 

This question was raised in the wake of September 11, 2001. The mass emptying of this 

city's people reinforces the notion that the people makes it what it is. The hush that fell 

after the human evacuation was haunting to say the least. Shoba's use of silence 

becomes all the more powerful as we cast our minds back to that moment in history. 

The transmission of imagery from September 11, 2001 was rapid, facilitated by global 

media networks such as satellite news broadcasts and the Internet.  

 

Three days after the September 11 tragedy, I travelled to Las Vegas. To my 

incomprehension, depictions of the U.S. flag followed by the caption: 'God Bless 

America', flooded the billboard spaces usually reserved for corporate advertising. That 

inadvertent misappropriation raised questions about the boundaries of 

cultural/commercial space. In reflecting upon that moment, I wonder how 'real' it would 

seem viewing imagery of the tragedy projected on Times Square's billboards instead of 

on television, the Internet, and at cinemas. 
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NICHOLAS GOLEBIEWSKI: THIS IS WHERE I LIVE  
 
 
 

 
 

 
Figure 16 

Nicholas Golebiewski 
This is Where I Live 

2003.528

                                                 
528 Nicholas Golebiewski, 'This is Where I Live', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, National 

Gallery of Victoria, 2004, (accessed 10 December 2006). 

 
 
 
In contrast to Blowing Zen, Nicholas Golebiewski's 2003 film This is Where I Live 

provides an intensely private and particular account of the global city. This 

personalisation is achieved through first-person voice-over and handheld camera work. 

The sudden movements of the camera seem to present the world through the narrator's 

eyes. The protagonist speaks directly to the audience, inviting them on a tour of his 

Brooklyn apartment. Black and white film, a 1950's-style broadcast, and imagery of 

photographs, artefacts, and souvenirs give This is Where I Live a retrospective and 

nostalgic feel. The instructive tones of the narrator are reminiscent of early television 

and radio broadcasters. Through these techniques, Golebiewski creates a dialogue 

between the past and present. In doing so, he emphasises the role of memory, affect, 

individual interpretation, and encounter in the construction of globalisation.  
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As I explored in 'Chapter One', globalisation elicits eclectic responses, from senses of 

spatial, temporal and kinetic shift, to feelings that the world as we knew it, has 

somehow changed. These affects alter our perception of social and cultural constructs 

such as history, individuality, reality, community and homeland. The concept of home 

or homeland is one of the strongest in Golebiewski's work. Contrary to concerns over 

globalisation's de-territorialisation of culture, the artist shows how phenomenon can 

consolidate the personal and affective, through demonstrating the powerful presence of 

particular rituals, local tradition, private memories and individual responses. Instead of 

presenting a generic account, This is Where I Live reveals a highly personal and 

affective interpretation of the global city. 

 

In conversing with globalisation, and the different spaces it creates within urban 

contexts, Golebiewski creates a sharp contrast between interior and exterior space. 

Through the protagonist's window, we see bustling street scenes. The juxtaposition 

between private and public space shows us that globalisation lacks uniformity, in 

creating different and dichotomous landscapes, generating divergent social, political 

and economic impacts. The artist arguably uses the spatial contrast of outside and inside 

to discuss the construction of identity and self, within global environs. 

 

The motif of the individual versus the rest of world is beautifully articulated in 

Golebiewski's art. This is Where I Live provides an intensely personal expression of life 

within the frantic, over-populated city of New York. Like Shoba's Blowing Zen, 

Golebiewski's presentation of urban calm and stillness contrasts against popular images 

of chaos and commotion. While Shoba's New York provides a space for contemplation 

and meditation, Golebiewski's This is Where I Live constructs a private world centred 
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upon emotion, imagination, and remembrance. Both works reflect how digital art can 

prompt the contemplation of globalisation's spatial, temporal and kinetic impacts. 

 

In This is Where I Live, Golebiewski uses montage sequences and audio streams to 

emulate the layering of memory, identity and reverie in a global city context. In 

Golebiewski's film, the protagonist describes his varied cultural background, through 

referencing photographs and personal artefacts. In a similar way to iCinema's 

T_Visionarium, This is Where I Live creates individual mosaics of experience. 

T_Visionarium's projection of random imagery across its diorama can be compared to 

the eclectic cutting of film and sound, in This is Where I Live. Both digital artworks 

provoke contemplation of the differential mind-flows of interpretation and imagination. 

Golebiewski's art reflects upon different aspects of individuality and experience.  

 

The artist reveals the impact of external forces – the world outside the subject's window 

– upon the construction of individuality. In doing so, he shows how within a frantic city 

such as New York, there is a need for privacy and respite. At one point in the film, the 

narrator jokes: 'the only place to go for privacy is an uninteresting art exhibition.'529

 

 

While his apartment is constructed as a personal space, outside that realm, he suggests, 

life is public and exposed. The notion of an unpopular exhibition providing a space for 

private escape reflects the narrator's negotiation and re-interpretation of cultural spaces, 

and awareness of the role of public taste in discerning art's popularity. Art and artistic 

taste are seen as being shaped by external factors, such as commercial viability and 

principles of consumption, in conversation with global flows of finance, values, and 

ideas. 

                                                 
529 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2006). 
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In This is Where I Live, Golebiewski converses with globalisation's rapid movements of 

people and ideas. Through commenting upon the different cultures that have migrated 

to New York since the early 1900s, the artist asks the audience: '[a]t which point or in 

what generation does an individual have the right to feel they belong to a place with all 

the responsibility, pressures and pleasures that this entitlement may entail?'530

As previously discussed, Inda and Rosaldo observe that globalisation's 

'deterritorialization of culture is invariably the occasion for the reinsertion of culture in 

new time-space contexts.'

. 

Questions of what it might mean to be a New Yorker, or a citizen of North America, are 

brought to the fore. The existence of Little Italy, Chinatown, and the ethnic precinct of 

Brooklyn within New York, suggests the layering of local-global affiliation in the 

formation of cultural identity. In This is Where I Live, the artist breaks down binary 

interpretations of globalisation, in providing a more subtle account of its iterations. As 

examined in 'Chapter One' in relation to the writings of Saskia Sassen, globalisation 

generates micro cultures, identities, and experiences. Through raising issues of ethnic 

versus national identity, Golebiewski suggests the possibility of  'narrating' our own 

cultural realities. 

 

531

                                                 
530 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>. 

531 Jonathon Xavier Inda and Renato Rosaldo, (Eds.) The Anthropology of Globalization, p. 11. 

 Golebiewski 're-inserts' the individual in the global 

landscape through showing the capacity to generate highly personal and intimate 'time-

space contexts'. Through this process, he counters reductive accounts of globalisation, 

focused upon universal outcomes and affects. While 'top-down' systems analyses may 

provide macro explanations of globalisation, their generality leaves little space for the 

nuances and contradictions of individual encounter. Nicholas Golebiewski addresses 

this limitation in This is Where I Live. 
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PHAT: HARLEM: THE GHETTO FABULOUS 

 
 

 

Figure 17 
PHAT 

Harlem: The Ghetto Fabulous 
2004532

The collaboration PHAT is formed of the artists: David Meslin, Nathaniel Belcher, 

Adam Wheeler, and Stephen Slaughter. In 2004, the collaboration created the film 

Harlem: The Ghetto Fabulous. In the film, the artists engage with questions of cultural 

identity in the face of globalisation. They describe their work as a historic look at the 

changing face of the city: 'from settlement in the late 1800s…to the present day when 

proximity to mid-town Manhattan has again simulated interest in real estate 

development.'

 
 

533

                                                 
532 PHAT, 'Harlem: The Ghetto Fabulous', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, National 

Gallery of Victoria, 2004, (accessed 10 December 2006). 
533 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 
(accessed 10 December 2006). 
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Within the film, the artists describe Harlem as a city of great cultural significance to 

African Americans. They claim that within its streets, new movements in art and music 

have emerged alongside political movements led by figures like Martin Luther King and 

Malcolm X. PHAT uses a range of music, from 1920s jazz, through to 1980s rap and 

contemporary hip hop – to narrate this historical progression. Fundamentally, the artists 

describe Harlem's tranformation from a poor and politically radical space to a wealthy 

and 'santitised' neighbourhood.  

 

In challenging the motives behind this process, the artists provoke cultural-imperialist 

thoughts, leading us think of other territorialisations: the influence of the West over the 

'Other'. The artists engage with critical questions raised by Inda and Rosaldo's: 

[d]oes culture, for example, flow equally from and to all 
locations? Or does its dissemination involve some form of 
asymmetry? In other words, is there a power geometry to 
globalisation and what might it be?534

Viewed alongside these issues, PHAT's presentation of Harlem engages with the thesis 

that these kinds of impositions of 'Western versions of basic social-cultural reality'

 
 

535 

reflect 'the dissemination of all facets of the West's way of being.'536

PHAT's art provokes thoughts of cultural territorialisation, linking their art to the 

expressions of Ross Mawdsley, ark, and The Yes Men. Through tracing the 

'gentrification' of Harlem, PHAT suggests that this traditionally African-American 

locale has been forced to adopt 'global' standards, values, and tastes. For many years, 

they claim, Harlem was a border-city 'watched-over' by its Western neighbours. It was 

  

 

                                                 
534 Jonathon Xavier Inda and Renato Rosaldo, (Eds.) The Anthropology of Globalization, p. 12. 

535 Jonathon Xavier Inda and Renato Rosaldo, (Eds.) The Anthropology of Globalization, p. 14. 

536 Jonathon Xavier Inda and Renato Rosaldo, (Eds.) The Anthropology of Globalization, p. 14. 
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the epitome of 'The Black Rebellion',537

PHAT renders Harlem as a metropolis empowered by its ghetto status. Like post fin de 

siècle Paris, Harlem is shown as a city enjoying a belle époque. The artists contend that 

it is 'fabulous' just the way that it is. In making this claim, PHAT interrogates global 

efforts towards inner city 'gentrification'. Through tracing Harlem's cultural evolution, 

PHAT suggests that current re-claims of autonomy represent a new joie de vivre, 

underscored by a raw vibrancy, and at times profanity, reminiscent of earlier artists and 

resistance movements.

 harbouring a culture seen to threaten the ways 

of Middle-America. Yet, in Harlem: The Ghetto Fabulous PHAT suggest that the 

power dynamic has shifted, with the predominantly African American ghetto re-gaining 

control of its precinct.  

 

538

TOM OTTERNESS: NINE ELEVEN  
 

  

 

In Nine Eleven, Tom Otterness claims that New York is 'the great predictor'539 of 

Western culture. As was evident in Shoba's Blowing Zen, New York is cast as symbolic 

for the West. This was no more evident than in the September 11 2001 attacks on the 

city. Many commentators believed that New York was targeted because of its popular 

symbolism for North American and Western values.540

                                                 
537 The 'Black Rebellion' refers to the civil backlash of the 1960s, which responded to ongoing racial tensions, and the failure of 

North American governments to rectify social, political, and economic injustices experienced by African Americans. 

538 Here, I think of Modern artists such as Lautrec, Banuel, and Baudelaire. 

539 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2006). 

540 See Surya Deva's claim that 'New York now stands not only for the Statue of Liberty but also for an attack on what the Statue 

of Liberty symbolises', in 'From 3/12 to 9/11: Future of Human Rights?', 

<http://papers.ssrn.com/sol3/papers.cfm?abstract_id=644882>, Social Science Research Network, 2004, (accessed 16 December 

2007).  

 As Otterness' 2003 film 

suggests, the crumbling of the World Trade Centre's twin towers on September 11 2001, 
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led many artists to question the city's structural permanence and resilience to these 

kinds of attacks. 

 

Figure 18 
Tom Otterness 

Nine Eleven 
2003541

Otterness' use of animation in Nine Eleven conjures in the experiencer, a comical 

disbelief over those events. The artist's loose framing of the work around the 'Gulliver' 

myth

 
 

542 reflects his incredulity that a city of such mammoth cultural and political 

proportions could be targeted. Like the fabled tower of Babel,543

                                                 
541 Tom Otterness, 'Nine Eleven', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, National Gallery of 

Victoria, 2004, (accessed 10 December 2006). 
542 Jonathon Swift, Gulliver's Travels, World's Classics. New York, Oxford University Press, 1998. 

543 The tower of Babel is described in the Bible as a giant tower, watching over the city of Babel – the Hebrew name for Babylon. 

 the twin structures 

crumble to the ground in Otterness' work. The use of the fairy tale genre is a common 

trait in Otterness' work. In Nine Eleven, the details of the event appear more sinister 

when illustrated with naïve figures, reminiscent of a children's picture book. 

 

The pixelated characters leaping with clasped hands from the skyscraper, bear a fanciful 

resemblance to the real people upon which they are based. The affect is to make the 

audience question the boundaries of fact and fiction, the real, and the simulated. In 

describing his art, Otterness claims: 
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there's a dark edge underneath a lot of the work. You can never 
predict what is going to happen day-to-day, so this work is all kind 
of disjointed vignettes, like small chunks of meaning.544

The use of animation in the re-telling of September 11 2001 is a powerful strategy 

employed by the artist. It creates a moment where the audience questions what they are 

seeing, forcing them to construct new contexts of understanding. That confusion mirrors 

the disbelief experienced by many seeing the footage live on television and computer 

screens. The imagery of September 11 2001 spread quickly across the globe; displayed 

on global news networks and Internet sites.

  
 

Otterness' Nine Eleven might appear as a fanciful diorama. Yet, the bold colours and 

jovial characters make the message all the more sinister.   

 

545

                                                                                                                                           

In the past, Tom Otterness' art has taken on a number of forms: from appearing in 

formal galleries as well as public spaces such as the New York subways.

 The global telecast of the event 

epitomised the movement of media, ideas and information in a new era of globalisation.  

546

                                                 
544 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2007). 

545 For images of the event taken from news sites see: <http://www.september11news.com/AttackImages.htm>, September 11 

News, (accessed 16 December 2007). 

546 For a description of the artist's other works see: <http://www.tomotterness.net/>, Tom Otterness, (accessed 16 December 2007). 

 His fluid 

concept of art and exhibition, defies the traditional politics of construction and display. 

In reviewing an emotive event such as September 11 2001, Otterness' use of a 

surprising animated format, and unconventional narrative style, generates shock and 

confusion. Yet, the artwork has a powerful resonance, encouraging the experiencer to 

think in fresh ways about the globally televising of this tragedy. 

 

 
 
 
 



185 
 

ANDY DIAZ HOPE: FINANCIAL DISTRICT INFILTRATION:  
EVERYBODY IS SOMEBODY'S TERRORIST  

 

 
'For many people', writes curator Anonda Bell, 'those events of 2001 continue to evoke 

a sense of utter sadness and anger, and a suspicion of those we do not directly know.'547

Bell argues that in the wake of September 11 2001, 'the social perception of threat has a 

power almost equivalent to that of the threat itself.'

  

548

 

 The artist Andy Diaz Hope 

engages with repercussions of the tragedy, in his film: Financial District Infiltration: 

Everybody is Somebody's Terrorist (2004). Within his piece, the suspicion of others 

often turns to paranoia, as fictions are created about who is or isn't a terrorist.  

 
 
 
 
 
Figure 19 
Andy Diaz Hope,  
Financial District 
Infiltration:Everybody is 
Somebody's Terrorist 
2004 549

 

 

 

 

 

The phrase 'Financial District Infiltration' from the film's title is indicative of another 

key theme in Diaz Hope's work: the pervasiveness of the global economy. The 

                                                 
547 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2007).. 

548 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>. 

549 Andy Diaz Hope, 'Financial District Infiltration: Everybody is Somebody's Terrorist', 

<http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, National Gallery of Victoria, 2004, (accessed 10 December 

2006). 
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balaclava worn by the protagonist – a businessman – is arguably symbolic not just of 

terrorism but the facelessness of corporate culture in a global oeuvre. Anonda Bell 

argues that the mask comments upon the faceless and 'bland nature of the suited brigade 

of corporate workers who frequent city spaces'.550

While the tracking mimics the actions of urban closed circuit television (CCTV) 

cameras, the ATM operates as another point for surveillance, with the bold caption 

above the machine stating 'you may be video recorded during this transaction'.

 The subject's corporate 'uniform' 

makes him indistinguishable from the other workers in the financial district. 

 

In Financial District Infiltration: Everybody is Somebody's Terrorist, a hand-held 

camera traces the movements of a man dressed in a business suit and balaclava. What 

makes the piece comical is the normality with which he pursues his daily activities. As 

he moves through the streets of San Francisco in outlandish attire, he casually checks 

his watch, reads the newspaper, completes an ATM transaction, and crosses the road; 

unaware of the attention he has attracted. The hand-held camera creates a visually 

jarring effect. While the camera records the mixed reactions of passers-by – from shock 

to curiosity to apathy – it also creates the sense that the viewer is the pursuer. Shot at 

close range, the camera captures the suspect's every movement. This 'over-the-shoulder' 

technique provides an intrusive level of surveillance.  

 

551

                                                 
550 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2006). 

551 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2006). 

 The 

theme of video surveillance links the art to the digital realm, and dialogues on the 

monitoring of users' actions online. Webmasters scrutinize and record usage of their 

sites, while online businesses tailor advertising campaigns based upon user movements 

and 'hits'. However, online identities can also be concealed, in a similar way to Diaz 
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Hope's balaclava-clad subject. Financial District Infiltration: Everybody is Somebody's 

Terrorist therefore poses questions about identity and perhaps more critically, the basis 

of our judgements about others and suspected 'terrorists'.  

 

In creating Financial District Infiltration: Everybody is Somebody's Terrorist, Diaz 

Hope claims he was strongly influenced by reactions to terrorism post-September 11 

2001. The artist writes that: 'events of recent years have taught us that the key strength 

of terrorists is the unexpected nature of their activities – the traditional boundaries of 

warfare have dissolved and a seemingly mild-mannered office worker may have ulterior 

motives.'552

[f]ollowing the man who undertakes a series of routine activities 
that culminate in him retrieving cash from an ATM, we are left 
feeling deflated, amused, and slightly guilty for having been so 
paranoid without due cause.

 Yet, the surveillance footage fails to provide the evidence to incriminate our 

target. As the tape ends, we might contemplate our disappointment at our lack of 

'findings', or feel shame for having made false accusations. Diaz Hope reflects upon 

these mixed emotions in claiming:  

553

While cities such as San Francisco are characterised by human flow, globalisation 

heightens the movement of individuals between places, so that almost everyone is a 

  
 

Financial District Infiltration: Everybody is Somebody's Terrorist encourages us to 

think about our judgements of others, and vilifications of suspected terrorists – be they 

colleagues, neighbours, local shopkeeper or simply those from a different culture. 

However, as the title of the artwork suggests, no one is exempt from this unfounded 

pillory: everybody is a terrorist to someone else. 

 

                                                 
552 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2006). 

553 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2006). 
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stranger to someone else. Yet, the great fear is that these people unknown to us will 

threaten our jobs, our children and fundamentally, our way of life. This notion of a 

'unified' way of living is clearly simplistic. 'As the government continues its War on 

Terror',554 Bell writes, 'who will fall under the scrutiny of the government as traditional 

terrorists become harder or more difficult to find?'555 Hope's question suggests two 

things: firstly, that terrorists are no longer 'traditional' in their actions and appearances 

and secondly, that in the absence of clear, identifiable targets, governments may hunt 

and detain the wrong suspects. The notion of democratic freedom is pertinent here, with 

civil liberties potentially threatened by unjust terrorism claims. New York subway 

slogans stating: '[i]f you see something, say something',556

 

 point to the frightening 

banality of terrorist policing. 

ABBEY WILLIAMS: YES 

 

Abbey Williams further explores this idea of the 

stranger in her 2002 film Yes. In her work, the cramped 

physical space of a New York subway train forces 

individuals to make contact through minor collisions and 

crossed  lines  of gaze.  The  awkwardness  of  being in  

 
Figure 20 

Abbey Williams 
Yes 

2002557

                                                 
554 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2006). 

555 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2006). 

556 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2006). 

557 Abbey Williams, 'Yes', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, National Gallery of Victoria, 

2004, (accessed 10 December 2006). 
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close proximity to unknown others is brilliantly evoked in Williams' piece. Williams 

shows how resisting contact is simply a matter of down casting eyes, or creating 'buffer 

zones' of space between bodies. Abbey Williams' Yes evokes senses of human 

transience and disconnection in a global city space.  

 

William' film Yes explores the notion that friendships and relationships are difficult to 

sustain, in a city where life is often too fast to catch one's breath. Her use of a New 

York subway space emulates the cyclical turnover of love, and the difficulty of making 

lasting connections in a global world. The jagged movements of the hand-held camera, 

coupled with the flicker of the train's neon lighting, emphasises the fleetingness of 

human exchange. As the train passes between stations, new passengers alight, replace 

those that have recently disembarked. The action replicates the movement of partners 

through others' lives. The words 'I love you' have been uttered before, each seat has 

been occupied and vacated, and old graffiti has been forgotten and overlaid with new 

expressions. The idea of continuum in relation to globalisation is evident in William's 

Yes as well as Shoba's Blowing Zen.  

 

 The artist's interest in the plight of the urban individual is expressed through close-ups 

and point-of-view camera work. Through eye-line camera shots, Williams identifies 

potential love mates. After a brief assessment of the candidate, the text 'yes', 'no', or 

'maybe' is typed over the image. This captioning constructs a narrative of the romantic 

possibilities that could occur between these strangers. From time to time, the judgement 

changes from 'yes' to 'no' to 'maybe'. This shift reflects the arbitrariness of our decisions 

about others, while challenging the rigidity of our judgements.  
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Williams' handheld camera enables the audience to be the adjudicator, in decreeing the 

suitability of the relationships that the artist suggests. As we witness each assessment, 

we apply our own critical notions of who may be suitable based upon such surface 

criteria such as presentation, ethnicity, allure, and appeal. Through involving us in this 

process, Williams encourages us to question the basis of our judgements about 

strangers. As Anonda Bell notes: 

[t]here is no time to be wasted on someone who is not up to par. 
Williams states that through her work she traces 'the line between 
ecstasy and the constraint of my consumption as an attempt to 
break down the fuzzy binarism of our yes-or-no culture.558

Williams reveals the carnality underscoring our sexualisation of others. In Yes 

judgements are re-visited based on having gained 'a better look', as the close-ups upon 

legs, breasts, and buttocks reveal. Our reasons for choosing a mate can be brutal and 

predatory. That process might be seen to replicate the experience of online dating, 

where assessments of others are based upon at times falsified and superficial qualities: 

'tall blonde', 'model looks', 'athletic build'. Within chat rooms and dating forums, 

desirable human traits are often 'bought and sold'. The sale of self to a potential partner 

is reminiscent of other online transactions, facilitated through virtual auction houses like 

eBay

 
 

Within the work, 'yes-no' judgements are ruthlessly made. But when the assessment 

fluctuates between a 'yes', 'no' or 'maybe', it is often because the camera has lingered on 

the subject and taken a closer look, thereby making a more critical assessment of the 

candidate.  

 

559 and TradeMe.560

                                                 
558 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>. 

559 <http://www.ebay.com>, Ebay, (accessed 15 September 2006). 

560 <http://www.trademe.com.nz>, TradeMe, (accessed 15 September 2006). 

 Yet, despite the frequent 'editing' of reality, personal 

descriptions and specifications (or 'specs'), can give users the impression that they 
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intimately know the candidates on offer. This sense arbitrarily shifts their status from 

'stranger', to a potential 'partner'.  

 

In a similar way, the exchange of eye contact, or the brief meeting of hands in Yes can 

psychologically shift a 'stranger' into a 'friend'. That change reveals the arbitrariness of 

our perceptions of others, and the at times unfounded fear and mistrust, which 

underscores our assessments. Here, we might create links between the categorisation of 

strangers in Abbey Williams' art and the would-be terrorist in Andy Diaz Hope's 

Financial District Infiltration: Everybody is Somebody's Terrorist. Through these 

comical works, we are encouraged to question the foundations of our thinking, in 

relation to the 'other'. 

 

Throughout this thesis, I have discussed some of the limitations to positivist approaches 

to globalisation. In Williams' art, we are encouraged to interrogate our categorical 

scrutiny of others. The artist reveals the fallacy of questions based upon strict yes-no 

answers: is he handsome? Does she have a nice figure? Does he have a good income/? 

Abbey Williams' art shows us how we often judge others just as superficially, as we do 

commodities. The ruthlessness of our categories seems more exaggerated in a world 

where limited time and space in frantic cities such as New York, have sped up the 

urgency to make decisions about the people that we want in our lives. Love it seems is 

simply another commodity up for grabs. Abbey William's Yes shows how through 

fleeting encounters in the global city, we can flippantly shift senses of distance or 

mistrust, into feelings of connection. This fleetingness of human encounter is explored 

in the following work: Ten-Second Couples by Cristian Alexa. 
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CRISTIAN ALEXA: TEN-SECOND COUPLES 

 
 

 

 

 

 
 
 

 
Figure 21 

Cristian Alexa, Ten-Second Couples 
2000561

As the female protagonist continues on her way, she establishes a pattern of linking 

hands with strangers, only to break the connection and re-join with another. Her actions 

leave strangers dumbfounded, particularly when she unclasps hands and continues on 

her way, without looking back. With each new 'relationship', the actor shows no 

recognition of the individual by her side. Each transaction is fleeting and arbitrary, with 

 
 

The theme of human transience also pervades Romanian-born artist, Cristian Alexa's 

Ten-Second Couples. In Alexa's work, a woman is shown striding down a pavement in 

'down town' New York. A hand-held camera tracks her movements from behind, 

providing the audience with a voyeuristic perspective. As the protagonist walks on, she 

casually links her hands with passers-by. However, her facial expressions and body 

language show no recognition of the act. The activity seems to suggest a failure to 

recognise the act of emotional connection or commitment.  

 

                                                 
561 Cristian Alexa, 'Ten-Second Couples', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, National Gallery 

of Victoria, 2004, (accessed 10 December 2006). 
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the connection typically lasting no more than a couple of seconds. The 'partners' walk 

hand-in-hand to the same rhythm until one invariably falls behind. It is always the 

protagonist who moves on, suggesting her indifference or flippancy. 

 

In Ten-Second Couples, human relationships are shown to be disposable and 

replaceable. The fleetingness of human encounter resembles the innumerable 

friendships and communications exchanges that people maintain, facilitated by global 

communications such as mobile phones, email and online chat. The point at which these 

contacts are deemed no longer 'relevant', and are deleted from mobile phone and email 

address lists, is pertinent issue relevant to Alexa's art. Cristian Alexa presents a cynical 

vision of love in a world affected by global movements of people, and limited senses of 

time. The film converses with Joseph Nye's notion that  

in the 1990s globalization sped up. Though it's been around for 
centuries, it's been increasing in pace during the recent 
period...you could say that what's happened to globalization is 
that it's become quicker.562

Alexa's protagonist approaches love in a clinical way. Her dress, which resembles a lab-

coat, reinforces that methodological approach to others. The stark black and white hues 

of the actor's dress, is reflective of our judgements about others, not just in romantic 

terms, but cultural, ethnic, religious and political. The subject's lack of emotion and cold 

body language, suggests that dating in cities such as New York is much like a business 

transaction, based upon random conjugations and rendering low probabilities of 

success. This reality is contrasted against romantic conceptions of love. The provincial 

 
 

Ten-Second Couples suggests that in rapid spaces such as the global city, there is little 

time to forge lasting human connections. 

 

                                                 
562 Joseph Nye, 'Globalization and its Discontents', <http://209.85.173.104/search?q=cache:Iykpey-

GIkwJ:unpan1.un.org/intradoc/groups/public/documents/APCITY/UNPAN005944.pdf+sped+up+time+globalization&hl=en&ct=cl

nk&cd=3&gl=au>, UN, 2001, (accessed 15 December 2007). 

http://209.85.173.104/search?q=cache:Iykpey-GIkwJ:unpan1.un.org/intradoc/groups/public/documents/APCITY/UNPAN005944.pdf+sped+up+time+globalization&hl=en&ct=clnk&cd=3&gl=au�
http://209.85.173.104/search?q=cache:Iykpey-GIkwJ:unpan1.un.org/intradoc/groups/public/documents/APCITY/UNPAN005944.pdf+sped+up+time+globalization&hl=en&ct=clnk&cd=3&gl=au�
http://209.85.173.104/search?q=cache:Iykpey-GIkwJ:unpan1.un.org/intradoc/groups/public/documents/APCITY/UNPAN005944.pdf+sped+up+time+globalization&hl=en&ct=clnk&cd=3&gl=au�
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Yiddish score, which plays throughout the work, ironically evokes the traditional match 

making ceremonies of the past. The faint drumbeat however, suggests a modern 

primordialism built upon carnal and arbitrary desires.  

 

In Ten-Second Couples, the protagonist makes no differentiation between partners; it 

does not seem to matter whom she is with, as long as she is with someone. This reality 

is seen to emulate the actions of 'serial monogamists', who may simply want to be with 

someone for its own sake. That indiscriminate need to be in a relationship may reflect 

feelings of insecurity in a world where globalisation can be seen to debunk feelings of 

cultural stability, homeland, former traditions, and perhaps most fundamentally, senses 

of self.563

Cristian Alexa executes the work as one long cinematic take. Alexa's use of a single 

cinematic frame dramatises the impact of those actions. In doing so, the artist questions 

the unwritten and often unequivocal conventions of 'acceptable' behaviour that 

determine how individuals control surveillanced activities 'such as moving along a 

sidewalk.'

 

 

564

functions as an 'equalising place where people are forced to 
mingle, however briefly, with other occupants of the city, 
irrespective of gender, class, or occupation. It is a place where both 
predetermined and involuntary interactions occur, sometimes in 
stifling proximity.

 The pavement Bell writes, 

565

 In reviewing Ten-Second Couples, Bell wonders '[w]hat does a chance encounter 

entail?'

 

566

                                                 
563 Much has been written on the location of self in relation to globalisation. For a sociological perspective see: Roland Robertson 

and Kathleen E. White, Globalization: Critical Concepts in Sociology, London, Routledge, 2003. 
564 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 
(accessed 10 December 2006). 

565 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 
(accessed 10 December 2006). 

566 Anonda Bell, 'Metropolis Exhibition Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 
(accessed 10 December 2006). 
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CONSTRUCTING THE CITY 

 
 
Lewis Mumford wrote that the city is 'the seat of the temple, the market, the hall of 

justice, the academy of learning.'567 He claimed that '[h]ere in the city, the goods of 

civilization are multiplied and manifolded; here is where human experience is 

transformed into viable signs, symbols, patterns of conduct, systems of order.'568

The films that comprise the exhibition Metropolis engage with the concept of the global 

city: a metropolitan space fundamentally defined by heightened flows of technology, 

people, finance, information, and ideas. As I discussed in 'Chapter Two', the rise of new 

technologies, and a growing social and political awareness of the Modern epoch, 

significantly influenced a number of works made during that period. While the scale of 

these impacts is unprecedented, similar affects have been documented in earlier periods 

of history.

 

Modernism further shifted in perceptions of the metropolis, and the role of the 

individual within it. The early twentieth century notion of the flåneur introduced the 

idea of the individual looking back at an increasingly industrialised landscape. This new 

awareness inspired new ideas about metropolitan life in cinema, literature, and art. The 

digital films examined in this chapter reflect upon these earlier constructions of the city. 

 

569

                                                 
567 Lewis Mumford, The Culture of Cities, New York, Harcourt Brace and Co., 1938, p. 4. 

568 Lewis Mumford, The Culture of Cities, p. 4. 

569 See: 'Chapter Two' for a discussion of altered consciousnesses in fin-de-siècle Europe, and the influence upon Modern painting 

and cinematic forms. 

 As a global city, New York figures prominently in the Metropolis films. In 

Tom Otterness' Nine Eleven, Abbey Williams: Yes and Shoba's Blowing Zen, New York 

is depicted as the epitome of the global metropolis: a key generator of political, 

ideological, media, human, and economic flows.  
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This presentation is consistent with Stuart Hall's construction of global cities as cultural, 

political, and economic hubs, acting as 

centres of political power, both national and international, and of 
the organizations related to government; centres of national and 
international trade…centres of banking, insurance, and related 
financial services; centres of advanced professional activity of 
all kinds…centres of information gathering and diffusion, 
through publishing and the mass media; centres of conspicuous 
consumption, both of luxury goods for the minority and of mass-
produced goods for the multitude; and centres of arts, culture, 
and entertainment.570

In his articulation of globalisation and digitisation, Shoba reconfigures Benjamin's 

notion of flânerie. Yet, if early twentieth century modernism re-defined the flanêur – 

through the rise of industrialization and consumption – in Shoba's contemporary 

account, the spectator is ironically capitalist: an advertising image observing the city 

below. Through engaging with these ideas, Shoba's art presents a post-structuralist 

rendering of the metropolis – one that emerges in historical synchronisation with the 

rise of the global mass media and capitalist systems of market exchange. The 

continuous flicker of traffic lights from green to red and continuous refrain of the flute, 

 
 

Shoba's ironic rendering of New York in his sublime digital film Blowing Zen, 

specifically explores the aftermath of the September 11 terrorist and subsequent 

'emptying out' of the metropolis. Shoba's use of desolate flute sounds contributed to the 

sense that a city without a people was a city without a soul. A further trajectory 

explored by Shoba is the idea that the digital image was beginning to simulate 

humanity. As if to confirm Baudrillard's fears, the artist shows only remnants of 

civilisation: flickering billboard images and the American flag – refracted in the 

mirrored glass of skyscrapers. 

 

                                                 
570 Stuart Hall 'Globalization and the World Cities', in F-C Lo and Y-M Yeung (Eds.), Globalisation and the World of Large Cities, 

Tokyo, United Nations University Press, 1998, p. 17. 



197 
 

render the city as a timeless and transcendent space, which counters structuralist 

orderings of space and time. 

 

While Shoba's apocalyptic vision might present New York in the aftermath of 

September 11, 2001, Tom Otterness' Nine Eleven directly engages with the event. 

Through employing mythology and allegory, Otterness' animation challenges the notion 

that New York is indestructible. Otterness' art converses with the idea that New York 

was targeted because of the perception that it operated as a symbol for Western culture. 

The artists observes how New York 'is the great predictor' Western political and 

economic trends.571

is both growing and dying; it is subject to continuous change. 
The adaptive prowess of both the physical structure and the 
inhabitants make New York a city that leads the world in 
economic and cultural activities.

 The city, he writes,  

572

This sense is sympathetic to Frank Stilwell's notion that global 'cities are focal points of 

structural change, caught between contradictory pressures,'

  
  

573 that often yield to 'strong 

pressure to cater to the concerns of capital.'574

detritus of human life exists in the corporate logos stamped onto 
the environment, the inane clutter of electrical cords in a 
deserted room and technicolour balloons remaining form an 
office party.

 

 

Otterness' use of vibrant primary colours, and innocent storybook-style characters 

makes the events of September 11 2001 seem more sinister. As National Gallery of 

Victoria curator Anonda Bell expresses, Otterness reveals how the 

575

                                                 
571 Anonda Bell, 'Metropolis' Exhibition Brochure, <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2007). 

572 Anonda Bell, 'Metropolis' Exhibition Brochure, <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2007). 
573 Frank Stilwell, 'Going Global', p. 2. 
574 Frank Stilwell, 'Going Global', p. 2. 
575 Anonda Bell, 'Metropolis' Exhibition Brochure, <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>. 
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In his art, Alfred uses an array of media derived from popular sources. Through these 

techniques, Bell writes, 'we derive some comfort in the familiarity of the vistas, yet 

simultaneously experience a sense of unease as we recognise the biohazard logo alerting 

us to potentially perilous environments.'576 Through playing with détournement, 

Otterness presents New York as an uncertain and unstable landscape. In this way, 

Otterness' art, like Shoba and Williams' works, might be seen as 'salutary manifestations 

of Postmodernism, encouraging the realisation that texts are borderless, being collages 

of other textual elements, and are created by the reader as much as the writer.'577

and moving apart, short-term relationships of patterns of fleeting 
encounter, which offer the contexts in which globalization 
occurs as the personal experience of a great many people in 
networks where extremely varied meanings flow.

 

 

In revealing the nuances of individual interpretation and encounter, I have shown how 

three different artists present different takes on the same theme. In contrast to Otterness' 

and Shoba's art, Abbey Williams' Yes focuses on love and the difficulties of making 

lasting human connections in a global city like New York. By setting her film on a New 

York subway train, Williams constructs metaphors for human transience and 

momentum. The landscape that she presents juxtaposes with Shoba's de-humanised city. 

The constricted space of the train carriage exaggerates the surge of human traffic in the 

metropolis, reiterating the sense explored in 'Chapter Five', of individuals colliding  

578

These three diverse artworks reveal how a single theme such as New York City in an 

era of globalisation, can generate three very different responses, and unique ways of 

framing them through digital art. Those differences highlight the danger of making 

macro or general claims about the experience of phenomena. 

  
 

                                                 
576 Anonda Bell, 'Metropolis' Exhibition Brochure, <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2007). 

577 Julian Stallabrass, Internet Art, p. 59. 
578 Anonda Bell, 'Metropolis' Exhibition Brochure, <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, 

(accessed 10 December 2007). 
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A central idea of Metropolis is the notion that the city is the sum of its people. From 

Tom Otterness' Nine Eleven to PHAT's Harlem: The Ghetto fabulous, the cultural 

values, practices, and aspirations of people are what shape its identity, and give it its 

raison d'être. Shoba's message in Blowing Zen, for example, is that a city devoid of 

people is a city without a soul. That claim is also evident in Nicholas Golebiewski's This 

is Where I Live, Tom Otterness' Nine Eleven and PHAT's Harlem: The Ghetto 

Fabulous, which provide highly personal accounts of life within global cities. These 

artworks suggest that 'we must rather regard every citizen as belonging to the city, since 

each is a part of the city; and the provision made for each part will naturally be adjusted 

to the provision made for the whole'.579

CONCLUSION 

 

  

 

Each artwork discussed in this chapter, provides a diverse account of globalisation, its 

affects upon the city and the individuals that inhabit its spaces. The Metropolis artists' 

eclectic expressions converse with Adam Kuper's claim that 'globalisation occurs as the 

personal experience of a great many people in networks where extremely varied 

meanings flow.'580

The Metropolis films suggest new readings of globalisation, as a relational and 

essentially 'human' phenomenon creating new spaces beyond traditional borders and 

 This statement reflects the subtle iterations between the local and 

global, in the formation of collective meaning and individual response. This interplay is 

expressed as a juxtaposition of public and private space in This is Where I Live, and in 

the contrast between local and global politics evident in PHAT's Harlem: The Ghetto 

Fabulous.  

 

                                                 
579 Aristotle, Politics, (Trans. E. Barker), Oxford, Oxford University Press, 1998, p. 298. 

580 Adam Kuper, (Ed.), Conceptualizing Society, London, Routledge, 1992, pp. 146-147. 
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constructs. The digital works suggest that individual perceptions and affects are as 

essential to globalisation's tale as macro political-economic processes. Finally, the 

Metropolis artists have used digital technology to create art that is liberated in form, and 

makes room for divergent messages. In the following chapter: 'In the Line of Flight: 

Changing Practices in Digital Art', I will further explore this new awareness of art and 

in the context of globalisation and digitisation. 
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CHAPTER SIX 

THE LINE OF FLIGHT: CHANGING PRACTICES IN DIGITAL ART 

 

 

 
Figure 22  
No Author 
In the Line of Flight Promotional Still 
2005581

                                                 
581 'Digital Art User', <http://newmediabeijing.org/md2005/exhibition.php?section=2>, NewMediaBeijing.org, 2004, (accessed 22 

September 2007). 

  
INTRODUCTION 

 
 

 
In 'Chapter Five' I discussed the exhibition Metropolis, and explored the use of digital 

film to express globalisation's impacts upon the city. I showed how digital art can 

localise the phenomenon's affects. In this chapter, I continue tio engage with this idea as 

I examine an eclectic array of works displayed in the exhibition In the Line of Flight. 

This international digital art exhibition was held at the China Millennium Art Museum, 

in Beijing 2005. The event occurred in synchronity with an academic symposium that 

attracted digital artists and theorists from around the world. A key theme of the 

exhibition concerned changes to art production and distribution in an era of 

globalisation.  
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The exhibition title In the Line of Flight conjures a sense of dynamism and the politics 

of the current moment. The term 'flight' suggests motion and transcendence from 

restrictive practices and traditions. It also reflects the consciousness of homeland, 

destination, the remembrance of place, and the departed. The eight key works that I 

have chosen from the exhibition are: Ruth Schnell's Territorism II (2002-2005), Leon 

Cmielewski and Josephine Starrs' Floating Territories (2004), Blast Theory's Can You 

See Me Now? (2001-2007), Justine Cooper's Transformers (2002), Marnix de Nijs' Run 

Motherfucker Run (2004), Kaho Abe and Jung Sin's Haptic Glove (2004), and Joanna 

Berzowska's Intimate Memory Shirt (2004), and Feathery Dresses (2004). Each case 

study has been deliberately chosen, based upon its original use of digital media, and 

critical commentary on globalisation.  

 

It is in reference to the exhibition In the Line of Flight that I will show how 

globalisation gains context and meaning through affective expression. I will explore the 

idea that digital art can offer rich and individuated expressions of globalisation, through 

technologies that engage with the user. In making this claim, I will argue that the unique 

interactive, haptic, and responsive 'tools' of digital art can create multi-layered 

understandings of globalisation, and provide new modes of interpretation. In selecting 

eight standout works from the exhibition, I will examine the degree to which digital 

artists observe changing practices in the field, and engage with globalisation's 

influences upon production. 

 

GLOBAL COLLABORATION  

 
The exhibition and symposium that comprised In the Line of Flight were hosted by 

Tsinghua University, in conjunction with Karlsruhe's ZKM: Centre for Art and Media, 

and V2_Institute for Unstable Media, Rotterdam. The artistic director, Zhang Ga 
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(China), worked in close association with curators from around the world, to include: 

Alex Adriaansens (The Netherlands), Sara Diamond (Canada), Antoanetta Ivanova 

(Former Soviet Union), Yukiko Shikata (Japan), and Peter Weibel (Australia). The 

exhibition was the product of global endeavour: it was organised through digital 

communications, created through global collaboration, featured works from around the 

world, and was held in Beijing, a leading global city. As a collaborative project between 

artists, theorists and curators, In the Line of Flight emulates the global construction of 

T_Visionarium, described in 'Chapter Three'.  

 

All of the works are quintessentially global art: some of the pieces, such as Marnix de 

Nijs' Run Motherfucker Run, have been co-produced through the global collaboration of 

individuals and research centres to include: Productiehuis (The Netherlands); The 

Netherlands_V2_lab (The Netherlands); and ZKM: Centre for Art and Media 

(Germany). Others artworks – such as Blast Theory's Can You See Me Now – have been 

distributed over the Internet, and have employed global technologies, and modes of 

communication, such as GPS technology, and online chat forums. These practices 

suggest new levels of mobility, communication, and transferability in the production 

and display of art. Global exhibitions like In the Line of Flight signify new trends in art 

collaboration, creation, distribution, and display.  

 

Many of the artworks also explored the symposium's themes of cultural change, 

ideological flow, Westernisation, consumption, global travel, and diaspora. This fusion 

of artistry and academic discourse converses with the Modern notion of the 'creative 

industrialist' discussed in 'Chapter Two', and reflects a new style of production, 

evocative of iCinema's critical art. This relationship between digital art practice and 
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discourse, confirms artistic director Zhang Ga's claim that these works wittingly use 

digital media in the construction of critical messages.582

[n]o longer sufficient are simple questions of ideology, 
economical determinism, the new condition demands ad hoc 
improvisation, rapid prototyping, instantaneous sampling. A 
new kind of alchemy that operates not only on the production of 
objects but also on the (re-)construction of subjectivity.

 Ga writes that: 

583

The curator describes digital art as 'laboratory experimentation exercised both locally 

and globally in collective efforts as well as individual endeavors.'

 
 

584

'In the Line of Flight' presents representative works of telematic 
art, virtual reality, net art, robotic art, interactive cinema, 
software art, nano art, and other new forms facilitated through 
media technologies. It testifies to a new aesthetic sensibility 
accentuated by the struggle of city dwellers, proposing new 
perspectives on contemporary urban conditions from around the 
world.

  

 

In creating linkages between these eight works, I return to Ga's statement that 

585

The first implication of this claim is that the artworks reveal a shift in the construction 

and facilitation of art. In their experimentimentations with mixed technologies – from 

digital software to robotics, and nanotechnology – they are seen as representative of the 

digital art genre. The second is that the exhibition 'testifies to a new aesthetic sensibility 

accentuated by the struggle of city dwellers'.

 
 

586

 

 If the artists indeed convey this 

'sensibilty', then how is it demonstrated and further, how might it contribute to our 

understandings of globalisation? In considering these questions, I engage with Ruth 

Schnell's 2002-2005 installation: Territorism II. 

                                                 
582 Zhang Ga, 'Section One: New Media Art as Global Cultural Alchemy', 

<http://newmediabeijing.org/md2005/symposium.php?section=3>, NewMediaBeijing.org, 2004, (accessed 22 September 2007). 

583 Zhang Ga, 'Section One', <http://newmediabeijing.org/md2005/symposium.php?section=3>), (accessed 22 September 2007). 

584 Zhang Ga, 'Section One', <http://newmediabeijing.org/md2005/symposium.php?section=3>), (accessed 22 September 2007). 

585 Zhang Ga, 'In the Line of Flight - Transcending Urbanscapes', 

<http://newmediabeijing.org/md2005/symposium.php?section=2>, NewMediaBeijing.org, 2004, (accessed 22 September 2007). 

586 Zhang Ga, 'In the Line of Flight', <http://newmediabeijing.org/md2005/symposium.php?section=2>, (accessed 22 September 

2007). 
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RUTH SCHNELL: TERRITORISM II  
 

 
 

Figure 23   
Ruth Schnell 

Territorism II 
2002-2005587

In Ruth Schnell's Territorism II (2002-2005), an image of a hand moving a tank is 

projected over two walls. As the image negotiates the gallery's space, it shifts and 

reconfigures: stretching across crevices and boundaries. The seemingly impromptu form 

of projection suggests the fluidity of digital art in defying traditional boundaries: be 

they physical or discursive. Schnell's Territorism II 're-claims' the gallery as an 

exhibition space, through its uncoventional style of projection. In this way, Schnell's art 

converses with the claim that the 'interoperability of object and subject'

 
 

588 in 

contemporary digital art, negotiates 'the boundary between the virtual and the real'589

A strong theme in Schnell's art is the arbitrariness of war, and the unpredictability of its 

human affects. The tank's indiscriminate movements, and their meandering projection, 

 

and other formal relationships. The collisions between media and message in 

Territorism II, create an iterative and reflexive dynamic. 

 

                                                 
587 Ruth Schnell, 'Territorism II', <http://newmediabeijing.org/md2005/exhibition.php?section=2>, NewMediaBeijing.org, 2004, 

(accessed 22 September 2007). 
588 Zhang Ga, 'Section One', <http://newmediabeijing.org/md2005/symposium.php?section=3>), (accessed 22 September 2007). 

589 Zhang Ga, 'Section One', <http://newmediabeijing.org/md2005/symposium.php?section=3>), (accessed 22 September 2007). 
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reflect this idea. Her art can be contextualised in terms of current military campaigns in 

the Middle East, and the irregularity of insurgent attacks. The non-linear sequencing of 

the video – and the lack of a clear narrative and time horizon – suggests that war is 

fickle, with the attack upon civilians indiscriminate.  

 

Schnell's art is thematically tied to its moment of its production: it reflects feelings of 

political uncertainty following the September 11, 2001 terrorist attacks, and ensuing 

'War Against Terror' from 2002 onwards.590

the multiple-dimensionality of the images makes it clear that we 
are not dealing with a story or with a narrative sequence of 
images, but that we are being misled on purpose, and that 
unfolding before us is a labyrinth of fiction and reality, of 
images from our memories and from the artificial – media and 
virtual – worlds of images.

 One of the defining military tactics of the 

North American offensive was the use of air raids. More than once, air-attacks besieged 

the wrong target, with tragic consequences for the innocent. Schnell's haphazard 

projection – lacking clear motive and aim – emulates these random affects. Territorism 

II's 'looped' narrative takes advantage of continuous digital editing. As such, the film 

lacks a clear or consistent, introduction, climax, and conclusion.  

 

In Territorism II, Schnell points to the arbitrariness of war, by casting a military tank as 

toy, directed by the unstructured and often accidental movements of a child's hand. The 

war becomes a game, defined by fluid concepts of fact and fiction, innocence and guilt. 

Villains and heroes are indistinguishable in this piece, with the tank's enemy and 

commander, difficult to ascertain. As Cathrin Pichler posits in the exhibition catalogue, 

591

                                                 
590 Anonda Bell discusses these altered senses of security in relation to the exhibition Metropolis. See: 'Metropolis Exhibition 

Brochure', <http://www.ngv.vic.gov.au/metropolis/resources/rb_metropolis.pdf>, (accessed 22 September 2007). 

591 Cathrin Pichler, 'Territorism II', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=21&title=Territorism+II+%28AT%29&artist_id=

21_5>, NewMediaBeijing.org, 2004, (accessed 22 September 2007).  
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The merging of 'fiction and reality' draws on another interplay explored in the art: that 

of passivity and perpetration. 

 

Schnell's art makes us question what is real and what is merely make-believe. Through 

relating the unregulated and inconsequential actions of child's play to the real violence 

of war, the digital artist encourages us to think more critically about how we respond to 

these images in the global press. Much of the footage from September 11, 2001, for 

example, seemed as graphic and 'unreal' as Hollywood blockbusters, or as fanciful as 

the animations in Tom Otterness' Nine Eleven. This reading of Territorism II echoes 

Pichler's interpretation of the artwork's concern as: 

the discrepancy between the real and the transformations of our 
perception, to be more precise, it is how the real differs from the 
concentrated complexity of the media, virtual, and imaginary 
images that command our attention.592

The statement: 'unfolding before us is a labyrinth of fiction and reality, of images from 

our memories and from the artificial – media and virtual – worlds of images'

 
 

In this way, we might link Ruth Schnell's Territorism II to the saturation of media, ideas 

and ideoogy, facilitated by global communication technologies such as satellite 

television, mobile phones, and the Internet. We might describe their affects as de-

sensitising or threatening to our constructs of truth, reality and simulation.  

 

593

                                                 
592 Cathrin Pichler, 'Territorism II', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=21&title=Territorism+II+%28AT%29&artist_id=

21_5>, (accessed 22 September 2007). 

593 Cathrin Pichler, 'Territorism II', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=21&title=Territorism+II+%28AT%29&artist_id=

21_5>, (accessed 22 September 2007). 

 made in 

relation to the exhibition, engages with earlier ideas discussed in 'Chapter Two' 

concerning Baudrillard's claims about digitisation's simulation of reality. In her 

interrogation of these concepts, Schnell creates an iterative dialogue between the virtual 
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and physical, simulated and real. Within the work, the physical manoeuvre of the tank 

juxtaposes the virtuality of the projection. The simulated depiction of the child's play is 

cast through its projection against the gallery's physical walls.  

 

In presenting a tank manoeuvred by a boy's white hand, Schnell depicts the Western 

male as commander, in a space where global power is often determined by military 

control. Within Territorism II, man is a virtual construct, who takes physical control 

over materialities: people, land, infrastructure. Global warfare, in Schnell's account, 

becomes a series of virtual and physical enactments. As Pichler observes, the artist's 

images of war are not just artificial images, they also 
demonstrate the past decade's 'virtual war', a way of waging war 
that isn't just robbed of its semblance of reality in its 
reproduction, but which by virtue of its strategy and control is 
conducted in a technological sphere far removed from the 
territory of battle, invisible and intangible.594

In continuing the examination of the boundaries between virtuality and physicality, 

Schnell's art is reminiscent of a digital war game, where virtual narratives can 

physically engage the user. The depiction of the hand manoeuvring the simulated 

object, is comparable to the users' manipulation of articles within digital video games. 

Within artillery games such as Quake™, players can become so absorbed that the lines 

between the virtual and physical, real and simulated are diffused. While these kinds of 

immersive experiences are evident in earlier artforms such as cinema and theatre, as 

 
 

Schnell's 'virtual wars' takes on new meaning, as we explore online guerrilla campaigns. 

As 'Chapter Three: Digital Art and Political Revolt' revealed, cyber 'warfare' against 

corporate hegemons and conglomerates, reveals the staging of new kinds of global 

conflicts.  

 

                                                 
594 Cathrin Pichler, 'Territorism II', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=21&title=Territorism+II+%28AT%29&artist_id=

21_5>, (accessed 22 September 2007). 
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iCinema argue in 'Chapter Three: T_Visionarium: Global Space, Speed, and Time', 

generative and responsive digital technologies takes the experience to another level.  

 

In Territorism II, Ruth Schnell's objective is arguably to create new spaces between 

established constructs. The notion that the binary of 'medium and message' and 'object 

and subject' can no longer be simply applied, is reflected in fluid art practices such as 

hers. We might extend this idea more broadly, to the construction of globalisation as a 

static system or structure generating 'testable' affects. While Schnell does not make 

these connections between art, digitisation and globalisation explicit, her exploration of 

unstable boundaries provides an articulative tool for conceptualising globalisation, in 

dynamic terms.   

 
 

LEON CMIELEWSKI AND JOSEPHINE STARRS: FLOATING TERRITORIES 
 

 

 
Figure 24 

Josephine Starrs and Leon Cmielewski 
Floating Territories 

2004 595

 
 

                                                 
595 Ruth Schnell, 'Territorism II', <http://newmediabeijing.org/md2005/exhibition.php?section=2>, NewMediaBeijing.org, 2004, 

(accessed 22 September 2007), (accessed 22 September 2007). 
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Floating Territories is a collaborative project between Australian artists Josephine 

Starrs and Leon Cmielewski. Both practitioners are known for creating works that 

transcend the boundaries of art, in creating cross-sections between digital video and 

games.596 They use the platform of the video game 'as a springboard for exploring 

contemporary issues around real and virtual territory.'597

If one chooses the option 'petition', a Lego™ styled figure appears within a rotating 

sphere. By interacting with the console, the user can direct the avatar to pick up written 

petitions. Manoeuvrability is however, highly limited. This may be designed to 

encourage the user to contemplate wider issues, such as the difficulty of gaining support 

for petitions against global threats. The artists ark and The Yes Men, which I 

explored in 'Chapter Three', similarly depict this impenetrability. To 'wander' in the art, 

is to create 'boundaries' that appear in response to the user's movements. Grid-lines are 

constructed and illuminated in vibrant paintbox hues such as yellow, white, and red. 

Through constructing differently coloured zones, Starrs and Cmielewski's art evokes 

 The artists' 2004 interactive 

Floating Territories is presented as a digital video game. A typical experience consists 

of the user entering the small, darkened space to be confronted by an interactive 

console, connected to a projection screen and speaker system. Five options are marked 

on the display: escape; defend; petition; colonise and wander. If a user selects 'defend', 

they are confronted with gridlines reminiscent of early computer games. An ominous 

grey cloud slowly passes across the screen; it can only be repelled through user 

response. The conquering mass is threatening, and might be seen as being symbolic of 

globalisation's cultural, political and economic de-territorialisations.  

 

                                                 
596 Starrs is a lecturer at The University of Sydney's College of the Arts. Her academic interests in digital media theory inform the 

themes of her art. 
597 Antoanetta Ivanova, 'Floating Territories', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=8&title=Floating+Territories+%28AU%29&artist

_id=8_3>, NewMediaBeijing.org, 2004, (accessed 22 September 2007). 
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globalisation's cultural divisions and segregations of 'haves' and 'have-nots'. Klein's 

'fences and windows' analogy, explored in detail in 'Chapter Two', might articulate this 

conception of globalisation.598

As a work of art Floating Territories converses with the rise of digital technology that 

has facilitated global communication. The graphics of Floating Territories are designed 

along Mondrian lines, revealing the artists' remediation of 'old-school' art graphics in 

dialogue with the latest digital art forms. If not for the provocative game titles, the 

installation might appear as benign as a children's game. In doing so, it engages with 

curator Antoanetta Ivanova's claim that 'when playing, gamers are asked to make 

decisions, placing them in the arbitrary position of being, for example, a defender of 

territory, a nomad or a wanderer'

  

 

599

Cmielewski and Starrs' installation suggests that digital art has the capacity to explore 

'spaces in-between', particularly in relation to globalisation and digitisation. Their art 

defies the fixity of boundaries, through its fluctuations and negotiations of space. The 

artists' installation provides a framework for articulating globalisation's movements of 

people and impacts such as migration, colonisation and human disapora. The artists 

argue that the installation 'provide(s) pathways for gamers to engage with and explore a 

. In Floating Territories, this is certainly the case. 

The use of a innocent frameworks has resonances with Schnell's Territorism II and 

Blast Theory's Can You See Me Now? The tactic accentuates the malignance of global 

events. 

 

                                                 
598 Naomi Klein, Fences and Windows. 

599 Antoanetta Ivanova, 'Floating Territories', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=8&title=Floating+Territories+%28AU%29&artist

_id=8_3>, (accessed 22 September 2007). 
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range of issues around territory and space.'600

Floating Territories casts globalisation and digitisation as a series of causal processes, 

that involve: escape; defence; petition; colonisation; and wandering. As these categories 

suggest, Starrs and Cmielewski's perception of globalisation is largely pessimistic. In 

games such as 'petition', the joystick and interface were often difficult to manoeuvre or 

unresponsive, making it difficult to gain a positive outcome. Despite having effective 

gaming abilities, I continually achieved the worst possible result: my territories were 

invaded, my regions were conquered, and I was unable to gain the petitions required to 

progress. This was not only frustrating, but seemed to pre-determine a negative 

outcome, and accordingly, engage with only one side of globalisation's story. While 

Starrs and Cmielewski's articulate globalisation's movements of people across 

geographical borders, only one side of the story is presented. While the artists contend 

that Floating Territories  produces 'a trans-local, multifaceted experience'

 The notion of individual accountability 

comes into play, as users are made to feel responsible for their actions. Their slowness 

in response, for example, can see a territory conquerered, leading to political 'game 

over'.  

 

601

 

, I 

challenge that claim in arguing that the artwork presents a largely singular persepective 

of globalisation, which in turn limits the complexities of its affects.                                                                                                                              

 

 

 

                                                 
600Antoanetta Ivanova, 'Floating Territories', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=8&title=Floating+Territories+%28AU%29&artist

_id=8_3>, (accessed 22 September 2007). 

601 Antoanetta Ivanova, 'Floating Territories', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=8&title=Floating+Territories+%28AU%29&artist

_id=8_3>, (accessed 22 September 2007). 
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BLAST THEORY: CAN YOU SEE ME NOW?  

 
 

 
 

 
Figure 25 

Blast Theory 
Can You See Me Now? 

2005 602

 

 
 

Blast Theory is a UK group of artists intrigued with the boundaries between reality and 

simulation. Using performance, video games, and mobile technologies in their art, they 

raise questions about surveillance, regulation and control. Modelled on the children's 

game Scotland Yard™, Blast Theory's Can You See Me Now? is produced as an 

interactive game: with a video screen, speaker system and interactive console. The live 

video feeds, reveal the locations of six players located on the streets of Rotterdam. The 

artwork uses GPS data that is fed back into the system. The game takes place over five 

days, and is constructed as a battle between virtual users at their computers, and the 

Blast Theory gamers on the streets.  

                                                 
602 Blast Theory, 'Can You See Me Now?' < http://www.blasttheory.co.uk/bt/work_cysmn.html>, Blast Theory, 2005, (accessed 6 

December 2008). 
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When users log in to the game, a white pawn appears as their virtual representation. The 

objective is for the online users to locate and corner, the orange pawns representing the 

members on the street. Through this dynamic, Can You See Me Now? stages an ironic 

battle between digital artists and users. The participants are able to influence the 

narrative direction of the art. Advanced digital communications enable virtual and 

physical players to communicate with each other, devise tactics and create alliances. 

Through communicating by digital radio transmitters, the online users can attempt to 

track the Blast Theory members through analysis of the audio feeds.  

 

Through merging the constructs of physicality and virtuality, object and subject, game 

and art, Can You See Me Now? mirrors Ruth Schnell's approach in Territorism II. The 

collaboration blends complex digital media with everyday communication technologies. 

Blast Theory uses a simple game concept, adopts video game principles and 

incorporates GPS enabled mobile phones, satellite feeds, digital radio transmitters and 

Palm Pilot™ technologies. The work may be perceived as work of digital art, an 

interactive video game, an experiment in recombinatory technology, or a discursive 

construct. Through highlighting some of the more intrusive and voyeuristic aspects of 

global communication technologies, Can You See Me Now? demonstrates high levels of 

self-reflexivity: it uses digital media to pose questions about surveillance, simulation, 

and the fluidity of boundaries.  

 
 

In this way, digital art such as Can You See Me Now? emerges from a two-way dialogue 

between medium and message. As I examined in 'Chapter Two', this relationship has 

often been weighed differently. For formal artists, the onus was upon aesthetics, and the 

level of artistry and 'aura' attained. Post-structuralists however, placed a greater 

emphasis upon the message, and the artwork's deconstruction of its media. What 
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artworks such as Can You See Me Now? and Territorism II achieve, is a more subtle 

negotiation of subject and object, or message or medium. As I explore further in this 

chapter, many of the more critical expressions in digital art have wittingly used the 

digital 'medium' to create critical messages about global technologies, and their impacts 

upon art and experience.  

 

In conceptual terms, Can You See Me Now? is not dissimilar from analogue games. Yet, 

the incorporation of online gaming, digital avatars, chat groups, and global surveillance, 

specifically connect it to this moment in time. The artwork only makes sense in terms of 

globalisation and digitisation, as phenomena that share the same historical space. While 

the makers' stance on global surveillance is not explicitly expressed, we might assume 

from the tensions within the game, that these issues are met with some trepidation. The 

capture of victims, and online archival of their 'blue prints', highlights digital 

technology's systems of control, and issues such as the ownership of the image, 

classifications of information, and restrictions of access.  

 

Self-referencing tendencies and ironic misuses of media, might locate Can You See Me 

Now? in terms of post-structuralist interventions, reminiscent of Ross Mawdsley, 

ark, and The Yes Men's art. Yet, Blast Theory arguably goes further, in exploring 

the limits of digital media-message dynamics. Through hybrid elements that incorporate 

video gaming, installation art, Internet art, online chat rooms and performance art, Can 

You See Me Now? tests the boundaries of digital art practice and discourse. 
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Rosemary Klich engages with N. Katherine Hayles' theories of subjective embodiment 

in her discussion of Can You See Me Now?603 The installation, she argues, upsets the 

formal dichotomy of physical presence/virtual absence. The binary, Klich claims, is 

founded on the notion that 'live performance involves the disappearing presence of the 

body, while mediated representation denies presence, presenting an absence of the 

body.'604 As I discussed in 'Chapter Six', the digital work Can You See Me Now? merges 

real-time street action with virtual play. Klich states that 'the concept of presence is no 

longer associated with corporeality and the distinction between absence and presence 

becomes blurred.'605

Through employing Hayles' 'semiotics of virtuality',

  

 

606 Klich suggests that 'the dialect of 

presence/absence, and by association the dialectic of live/mediated, has become limited 

frameworks through which to articulate the complexities of mixed-reality 

performance'607

the doubling of reality in Can You See Me Now? places the 
participant simultaneously in three spatialities. They exist as a 
body in front of the computer, as a constructed identity in the 
online gaming world, and then they are also represented by the 
locative technology of the runners as a “blip”, a “data-body”, a 
disembodied entity moving through the streets of the city.

 works such as Can You See Me Now? The installation provides new 

ways to interact, create, and play, using global technoscapes and media. Instead of 

suggesting an absence of presence, Klich argues that  

608

                                                 
603 Rosemary Klich, 'Performing Posthuman Perspective: Can You See Me Now?', 

<http://scan.net.au/scan/journal/display.php?journal_id=91>, Scan Journal of Media Arts Culture, Vol. 4, No. 1, 2007, (accessed 11 

December 2007). 

604 Rosemary Klich, 'Performing Posthuman Perspective: Can You See Me Now?', 

<http://scan.net.au/scan/journal/display.php?journal_id=91>, (accessed 11 December 2007). 

605 Rosemary Klich, 'Performing Posthuman Perspective: Can You See Me Now?', 

<http://scan.net.au/scan/journal/display.php?journal_id=91>, (accessed 11 December 2007). 

606 Rosemary Klich, 'Performing Posthuman Perspective: Can You See Me Now?', 

<http://scan.net.au/scan/journal/display.php?journal_id=91>, (accessed 11 December 2007). 

607 Rosemary Klich, 'Performing Posthuman Perspective: Can You See Me Now?', 

<http://scan.net.au/scan/journal/display.php?journal_id=91>, (accessed 11 December 2007). 

608 Rosemary Klich, 'Performing Posthuman Perspective: Can You See Me Now?', 

<http://scan.net.au/scan/journal/display.php?journal_id=91>, (accessed 11 December 2007). 
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In this way, digital artworks like Can You See Me Now? re-centre understandings of 

globalisation around embodiment and affective subjectivities. While I do not invalidate 

the value of other approaches, I simply argue that for the articulation of human 

phenomena, discourses that make room for conflicting accounts can provide rich 

understandings of their divergent affects. 

 
 

JUSTINE COOPER: TRANSFORMERS  

 

 
 

Figure 26 
Justine Cooper 

Transformers  
2002-2003609

Justine Cooper's 2002-2003 installation Transformers was created after a visit to China, 

which, the curator Antoanetta Ivanova claims was a culturally confronting experience 

that made her reconsider the boundaries of culture and identity. Ivanova writes that for 

Cooper, '[b]eing an outsider to Chinese culture was both a confronting and revelatory 

 
 

                                                 
609 Justine Cooper, 'Transformers', 

<http://www.adelaidebiennial.com/cocoon/adelaidebiennial/cooper_justine.xml?thing=/adelaidebiennial/xsl_project.xsl>, Adelaide 

Biennial, 2002, (accessed 6 December 2008). 
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experience that prompted her to look deeper into and question how we communicate 

difference.'610

                                                 
610 Antoanetta Ivanova, 'Transformers', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=8&title=Transformers+%28AU%29&artist_id=8_

4>, NewMediaBeijing.org, 2004, (accessed 1 October 2007). 

 Themes of cultural transference and memory and representation, pervade 

the artist's work. Depictions of fingerprints, human faces, English, and Chinese text 

engage with globalisation's cultural and human surges. Hybrid media such as a 

projection screen, DVD system, audio channels, and photographic imagery, contribute 

to the artwork's themes of unification and eclecticism.  

 

Through conducting interviews, Justine Cooper collected testimonies and photographs 

from a diverse range of participants. She deliberately chose immigrants, or individuals 

who had travelled between different cultures and geographical regions. To support her 

exploration of individual memories and experiences, the artist acquired DNA samples 

of hair strands from the subjects that were then incorporated into the art. Cooper used 

them as a premise from which to explore genetic differences, leading to arguments 

about nature and nurture, and the impacts upon socio-cultural affiliation.  

 

In exploring questions of identity, Transformers reveals a concern for the dynamics of 

information flow, or how ideas about culture and identity are globally 

transmitted.Cooper's art also expresses an interest in how scientific data is calculated, 

shared, and stored. The artist's incorporation of scientific principles such as DNA and 

X-Ray imaging, challenges the parameters of art, and the tendency to cast art as 

emotional, irrational and abstract, in direct contrat to the sciences. Cooper's integration 

of qualitative and quantative concerns, defies binary generalisations. Her practice sheds 

new light on globalisation, as the sum of its dynamic and differential affects.  

 
 



219 
 

Justine Cooper's use of audio-visual montage complements the theme of cultural 

connectedness and inter-spatiality. Through those strategies, her art poses the questions: 

can culture be defined? How are local and global allegiances balanced? And, how might 

we interpret cultural histories and traditions? Cooper's style of biological digital art is 

apposite to address these questions, through its incorporation of hybrid artistic-scientific 

principles, practices, and ethics. The physical construction, and discursive themes of 

Transformers, creates collages between the universal and the particular, the political 

and the affective, and traditional notions of the artistic (irrational and abstract), and the 

scientific (logical and material).  

 

Through integrating individual memories and anecdotes, Cooper strengthens these 

threads. Her integration or 'real' materials such as photo media and hair stands and 

exploration of human memory and reverie, question the borderlines between the actual, 

real and metaphysical. By doing so, the artist provides a new way of perceiving digital 

art, as a form of expression grounded in the material traditions of art: painting, 

sculpture, photography, and simultaneously 'un-bound' from the trappings of physical 

construction and display. Through Transformers, Coopers shows how digital artworks 

resist formal categorisation, in the same way that globalisation forges cultural hybridity. 

These questions, posed by the exhibition curators, further point to that intent:  

[d]oes identity really rest purely in our genetic programming? Is 
being an individual an oxymoron if we are fated to become what 
we are? To change our nature do we merely tinker with the 
human genome? Can genetic determinism really account for the 
complexity of human consciousness, the beauty of being, the 
contingency of existence and the randomness of speciation?611

                                                 
611 Antoanetta Ivanova, 'Transformers', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=8&title=Transformers+%28AU%29&artist_id=8_

4>, (accessed 6 December 2008). 

 
 



220 
 

Justine Cooper's examination of individual experiences and cultural consciousnesses 

creates windows from which to perceive, and begin to articulate, that 'contingency of 

existence' that globalisation arguably instigates.  

 

Cooper's use of China as a case study disrupts post-colonial fears that local cultures are 

being dominated by North American and Western ideals.612 In revealing a culture that is 

assured of its present and past, she depicts a nation that is confident of its own cultural 

path. While the artist invokes some of the Western idioms that have been embraced, she 

suggests that the fusion of local-global ideals makes Chinese culture richer. To this end, 

Cooper's subjects are presented as vibrant and contemporary hybridisations, a notion 

that is replicated in the installation's mosaic construction. As a collage of identities, the 

artist presents these individuals as cultural works in progress. She claims '[t]here was an 

observable plasticity in who these people were and what they could become, and an 

ability to use this plasticity in navigating contemporary society.'613

[f]or Cooper it is about the small and intricate personal details 
that we uphold as true and meaningful. It is where the incredible 
beauty and transcended humanity of our difference is to be 
found.

  

 

The narrative of Transformers is temporally and sequentially unstructured, and is 

evocative of iCinema's T_Visionarium. The use of audiovisual layers in both works 

supports the arguable iterations of memory, culture, history, and imagination. In 

commenting upon this strategy, Ivanova writes: 

614

                                                 
612 See the reference to Naomi Klein, and her discussion of 'locked out people' in 'Chapter One'. 

613 Antoanetta Ivanova, 'Transformers', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=8&title=Transformers+%28AU%29&artist_id=8_

4>, (accessed 1 October 2007). 

614 Antoanetta Ivanova, 'Transformers', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=8&title=Transformers+%28AU%29&artist_id=8_

4>, (accessed 1 October 2007). 
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Digital artists ranging from Golebiewski to PHAT, similarly show the importance of 

local, private, and particular accounts, in the face of globalisation's potentially 

subsuming affects.  

 
MARNIX DE NIJS: RUN MOTHERFUCKER RUN 

 
 

 

 

 
Figure 27 

Marnix de Nijs 
Run Motherfucker Run 

2004615

'You have left a party late at night or in the early hours of the morning and you find 

yourself in a transformed city. You start to run.'

 
 
 

616

                                                 
615 Marnix de Nijs, 'Run Motherfucker Run', <http://newmediabeijing.org/md2005/exhibition.php?section=2>, 

NewMediaBeijing.org, 2004, (accessed 22 September 2007). 

616 Alex Adriaansens, 'RMR - Run Motherfucker Run', 

http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=2&title=RMR+-

+Run+Motherfucker+Run+%28NL%29&artist_id=2_1>, NewMediaBeijing.org, 2004, (accessed 1 October 2007). 

 Alex Adriaansen's description of 

Marnix de Nijs Run Motherfucker Run is an apt description of the kind of experience 

that a user might expect. Constructed in 2004, Run Motherfucker Run is composed as a 

digital installation incorporating a treadmill, interactive sound and video system, and an 
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8x4 metre projection screen. Upon the user's approach, the work's visuals grow and 

diminish in intensity, tempting the subject onto the larger-than-life 5x2 metre treadmill.  

 

Marnix de Nijs is renowned for art that explores the contingencies arising from the 

bodily experience of digital technology. He provides limited instruction on how to 

approach the art, yet the user soon determines that their bodily position and running 

speed guides the audio system, sequence of imagery, and its visual intensity. In an 

explanation of his piece, curator Alex Adriaansens writes:  

The distance you run on the conveyor belt is the same distance 
you will cover in the virtual city in front of you. By quickening 
your pace, the acceleration of the belt as well as the speed of the 
image increases and depending on your running behaviour and 
the directional choices you make, the progress of the film is 
determined.617

                                                 
617 Alex Adriaansens, 'RMR - Run Motherfucker Run', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=2&title=RMR+-

+Run+Motherfucker+Run+%28NL%29&artist_id=2_1>, (accessed 1 October 2007). 

 
 
The urban imagery projected is formed of 2D and 3D video footage taken from real, 

global cities. It incorporates images of deserted streets, a night train, and urban 

obstacles.  

 

Run Motherfucker Run presents the global city as an ominous space. Its streets are 

deserted and poorly lit: reminiscent of the journey home that night-clubbers or shift 

workers might make. De Nijs' art reveals a darker side of metropolitan life, contrasting 

to the brightness of day, and the optimistic portrayals of global cities, and their human 

potential. The emptying of the city of inhabitants is reminiscent of Shoba's Blowing 

Zen. The desertion of a usually busy metropolis challenges our expectations of the city 

as being the product of its people. De Nijs' installation presents the global metropolis as 

a faceless and generic landscape, hostile to its citizens or 'motherfuckers'.  
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In artistic terms, Run Motherfucker Run creates intersections between game art, cinema, 

installation, soundscape, and real-time performance. The artist uses mixed media to 

discuss the presence and affect of human bodies within global metropolitan spaces, 

raising questions of purpose, individuality and identity. Yet, the opportunity to create an 

original path or history does exist within the work. The interactive video interface and 

fluctuations of speed and visual display mean that no single journey is the same. To 

begin the experience is however, a conscious choice. As Adriaansens explains, 'you 

must move in order to see the image.'618

 In order to function effectively, the installation requires moderate momentum to 

maintain the brightness and clarity of the visuals. The work's dynamic 'creates a 

temperamental balance between control and non-control of the situation you voluntarily 

entered into when you first stepped on the treadmill.'

 While the user maintains some control, through 

using their pace to adjust the speed of the belt, a fair level of adeptness is necessary.  

 

619

Marnix de Nijs' Run Motherfucker Run generates physical and perceptual responses to a 

stylised global city. In doing so, he suggests that understandings of global spaces 

 Run Motherfucker Run is 

dangerous art. With a top speed of 30 kilometres per hour, there is a high chance of 

being hurled backwards onto the soft 'catchment' at the base that seems to pre-empt a 

fall. If the user takes too long to discover that user pace determines the speed of the 

treadmill, they can be left desperately clutching for the rails. Inevitably, they will be 

dragged backwards, and the narrative will end. The title of the art acknowledges with 

mirth, the probability of that outcome: for the user to become a helpless 'motherfucker'.  

 

                                                 
618 Alex Adriaansens, 'RMR - Run Motherfucker Run', 

http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=2&title=RMR+-

+Run+Motherfucker+Run+%28NL%29&artist_id=2_1>, (accessed 1 October 2007). 

619 Alex Adriaansens, 'RMR - Run Motherfucker Run', 

http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=2&title=RMR+-

+Run+Motherfucker+Run+%28NL%29&artist_id=2_1>, (accessed 1 October 2007). 
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emerge from a nexus between interpretation and bodily response. This reading 

converses with Marjorie O'Loughlin's sense of 'embodied subjectivity'620 that 'captures a 

sense of the human being's "immersion" in places, spaces and environs in which, as 

gendered subjects, they encounter the world as dwelling place.'621

Digital art such as de Nijs' has the capacity to provide affective understandings of 

globalisation through haptic, immersive, and responsive technologies that engage with, 

and can articulate the dynamic realms of experience and affect. While the artworks 

might represent the artists' individual perceptions, the use of tactile and responsive 

digital media directly engage with the body and, in some cases, enable the user to direct 

the narrative and audiovisual sequencing. If we view subjectivity and experience as 

malleable constructs, then we might begin to see how digital art can flexibly articulate 

individual encounters with globalisation. This notion echoes the sense that the 

individual body is the ' "glue" that underpins consciousness and connects it with 

subperceptual sensorimotor processes.

 What we might take 

from O'Loughlin's claim, is that subjectivity is not 'outside' or detached from the body, 

but directly informed by corporeal encounters with spaces, and times. As I have 

suggested in relation to globalisation and digital art, specific contexts, phenomena, and 

environs significantly shape interpretation and experience. Yet, as shifting and 

contingent triggers, they generate impacts that can be difficult to define. In this way, 

responsive and generative forms of digital art might generate new understandings of 

subjective embodiment, and encounters with globalisation and art. 

 

622

                                                 
620 Marjorie O'Loughlin, 'Intelligent Bodies and Ecological Subjectivities: Merleau-Ponty's Corrective to Postmodernism's 

Subjects” of Education', 

 This understanding builds upon Hansen's 

construction which 'wants materially to link the flow of information in the digital image 

<http://www.ed.uiuc.edu/EPS/PES-Yearbook/95_docs/o'loughlin.html>, Philosophy of Education, 1995, 

(accessed 10 December 2007). 

621 Marjorie O'Loughlin, 'Intelligent Bodies and Ecological Subjectivities', <http://www.ed.uiuc.edu/EPS/PES-

Yearbook/95_docs/o'loughlin.html>, (accessed 10 December 2007). 

622 Mark B.N. Hansen, New Philosophy for New Media, p. xxiv. 

http://www.ed.uiuc.edu/EPS/PES-Yearbook/95_docs/o'loughlin.html�
http://www.ed.uiuc.edu/EPS/PES-Yearbook/95_docs/o'loughlin.html�
http://www.ed.uiuc.edu/EPS/PES-Yearbook/95_docs/o'loughlin.html�
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and the body as frame.623 Hansen claims that 'by placing the embodied viewer-

participant into a circuit with information, the installations and environments they create 

function as laboratories for the conversion of information into corporeally apprehensible 

images.'624

In his articulation of phenomena, Hansen writes that what digital media 'ultimately 

yields is less a framed object than an embodied, subjective experience that can only be 

felt,'

  

 

625 so that 'as media lose their material specificity, the body takes on a more 

prominent function as a selective processor of information.'626

the viewer must participate in the process through which the 
mediated digital data is transformed into a perceivable 
image…it is the body – the body's scope of perceptual and 
affective possibilities – that informs the medial interfaces.

 Digital art's emphasis 

upon sensory affects might shift the focus away from static, 'framed', or universal 

definitions of subjects such as globalisation. As Hansen elaborates, 

627

In digital artworks, 'selection becomes even more crucial'.

 
 

628 Hansen claims this is 

because 'the artist must select medial interfaces most likely to realize her aesthetic 

aims'.629

The user of this work learns that they do not determine the rules of this game. In this 

way, Run Motherfucker Run expresses some of the fears associated with globalisation: 

that individuals will succumb to its over-bearing technologies, floods of information 

and systems of control, for example. It might also be seen to reflect Anna Munster's 

contention that computerised bodies 'work as differential, qualitative fields within the 

 

 

                                                 
623 Mark B.N. Hansen, New Philosophy for New Media, p. xxiv. 

624 Mark B.N. Hansen, New Philosophy for New Media, p. 11. 

625 Mark B.N. Hansen, New Philosophy for New Media, p. 14. 

626 Mark B.N. Hansen, New Philosophy for New Media, p. 22. 

627 Mark B.N. Hansen, New Philosophy for New Media, p. 22. 

628 Mark B.N. Hansen, New Philosophy for New Media, p. 22. 

629 Mark B.N. Hansen, New Philosophy for New Media, p. 22. 
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art work introducing the capacities of bodies, whether social, historical or biological to 

sustain different speeds and intensities in relation to informatic speeds.'630

[d]igital culture provides a stark contrast between different 
vectors of speed, informatic and organic being the most obvious, 
and it also multiplies the opportunities for these contrasting 
vectors to cross each other's paths.

  

 

The installation's momentum and displacement of user control, mirrors the sensation of 

'surfing the web', the timelessness of digital space and the difficulty of physically 

detaching ourselves, once we'revirtually engaged. As Anna Munster advances,  

631

In arguing that '[i]n this way they introduce a break in the machine flows of the 

information economy and move us in the direction of a computer image capable of 

producing new affects'

  
 

632

Run Motherfucker Run reflects a central idea: that the global city is a foreboding 

landscape, with dark and beguiling streets. The installation's disjointed narrative 

structure – coupled with graphics that rise and diminish in clarity – bewilder and 

alienate the user. Matrix grids connect this work to early speculative science fiction 

texts such as Steven Lisberger's 1982 film Tron. In countering the notion of the global 

city as a landscape promising hope and opportunity to its citizens, Marnix de Nijs' Run 

Motherfucker Run presents a city that is hostile to its inhabitants. If a user runs too fast, 

they inavriably meet with adversity: as they are hurled backwards, the narrative comes 

to an end. If they slow their pace, the visuals diminish in clarity and the sound begins to 

flatline. Either way, an experience of Run Motherfucker Run culminates in the death of 

either the city, or the individual. 

, she suggests a way of thinking about the art as a metaphor for 

the global city, and a generator of differential experiences and affects. 

 

                                                 
630 Anna Munster, 'Low-res Bleed', pp. 85-86. 

631 Anna Munster, 'Low-res Bleed', p. 90. 

632 Anna Munster, 'Low-res Bleed', pp. 85-86. 
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Figure 28  
Steven Lisberger 
Tron 
1982633

KAHO ABE AND JUNG SIN: HAPTIC GLOVE 

 
 

 

 
 

Haptic Glove, designed by Kaho Abe and Jung Sin, is a set of interactive gloves that 

responds to users' hand movements. The artists are intrigued by the intersections 

between art and technology, and their surrounding contexts. Jung Sin studies interactive 

technology and design. His colleague, Kaho 

Abe works as a fashion designer, 

constructing garments that  utilise wearble 

technology. Abe's art explores human 

applications of technology and the ways in 

which digital media can generate connection 

and interaction. 

Figure 29  
Kaho Abe & Jung Sin 

Haptic Glove 
2005634

                                                 
633 Anon., 'Tron', <http://en.wikipedia.org/wiki/Tron_%28film%29>, Wikipedia, 2007, (accessed 1 October 2007). 
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Abe and Sin claim that a handshake is a globally understood gesture of trust, friendship 

and alliance.635 In building upon this concept, they constructed gloves that could 

interact with each other and generate sound rhythms. Music is used in the work, because 

it arguably 'transcends language barriers, creating opportunities for people to 

communicate even if they do not understand each other's spoken words.'636

 

 The gloves 

explore the boundaries of global contact, where non-verbal, and text-based 

communication can become as important as verbal communication. By grasping hands, 

users can create refrains in synchrony. Through encouraging non-verbal means of 

interaction such as touch, play, and sound, the artists instigate a new form of cross-

cultural dialogue.  

 

Through using a simple, and globally understood gesture such as as a handshake, 

Haptic Glove shows how digital media can be familiar, approachable, affective. 

Through incorporating digital technology into the gloves, the artists may seek to counter 

trepidation associated with digitisation and perceived affects of immateriality, 

simulation, and displacement. Through devising a form of digital art that is fun and 

universally understood, Jung Sin and Kaho Abe's Haptic Glove challenge the critique 

that digital art is hostile, intimidating, and alienating. By using 'soft' and tactile 

technology, Sin and Abe's art aims to bring individuals humans together. The artists 

strive to create a work that is understandable to young and old, individuals from 

different cultures, and those with different levels of digital literacy.  

                                                                                                                                               
634 Kaho Abe & Jung Sin, 'Haptic Glove', <http://newmediabeijing.org/md2005/exhibition.php?section=2>, NewMediaBeijing.org, 

2004, (accessed 22 September 2007). 

635 Zhang Ga, 'Haptic Glove', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=18&title=Haptic+Glove+%28USA%29&artist_id

=18_5>, NewMedia.org, 2004, (accessed 1 October 2007). 

636 Zhang Ga, 'Haptic Glove', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=18&title=Haptic+Glove+%28USA%29&artist_id

=18_5>, (accessed 1 October 2007). 
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Haptic Glove might be understood in terms of Inda and Rosaldo's thesis that in an era of 

globalisation and digitisation, human connection can be broken into two essential 

forms: the first characterised by direct, or face-to-face contact, and secondly, by virtual 

interaction 'made possible by transport and communications systems.'637

 
 
 

 Yet, the 

artwork arguably goes further in creating a new realm 'in-between'; one that negotiates 

the separation of physical and virtual space. Through this process, they provide a more 

nuanced perspective on digitisation, suggesting a dual capacity for human connection 

and disjuncture.  

 

Through centralising the individual in their art, Sin and Abe emphasise the role of the 

affective body in discourses on global technologies. Although users are restricted by the 

gloves' boundaries and tones, they can effectively influence and manipulate the pre-

existing system. Haptic Glove thereby suggests that the individual is a central element 

in the experience of global-digital systems. Although this idea is not always explicitly 

expressed, Haptic Glove provides new ways of understanding digitisation and 

globalisation, as phenomena interpreted by subjectively embodied individuals.  

JOANNA BERZOWSKA:  
INTIMATE MEMORY SHIRT AND FEATHERY DRESSES 

 
 
 
Jung Sin and Kaho Abe's Haptic Glove provides a useful framework for contemplating 

Joanna Berzowska's Intimate Memory Shirt and Feathery Dresses. Berzowska is a 

digital artist and Assistant Professor in Design and Computation Arts, at Concordia 

University. Her academic background informs her conceptualisation of memory and 

                                                 
637 Jonathon Xavier Inda and Renato Rosaldo, (Eds.), The Anthropology of Globalisation, p. 8. 
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affect in her works of art. Berzowska's memory-rich garments, which recall users' 

whispers and touches, arguably make sense in terms of affective discourses. 

 

 
 

Figure 30 
Joanna Berzowska 

Intimate Memory Shirt 

2005638

Berzowska's art suggests that the body is part of wider system, influenced by the world 

and the contexts that surround it. Affect to this end, is seen as 'the active discharge of 

emotion, the counterattack'

 
 
 

639

Berzowska's garments counter the contention that 'in its obsession with developing a 

'machine' aesthetic digital artwork might stand accused of neglecting affective, aesthetic 

. What this understanding gives to Berzowska's art is an 

awareness of her intent in presenting garments that are intimate, in as much as they 

'remember' their histories of touch. Through haptic technologies, the pieces construct 

discursive linkages between affective interpretations of globalisation and digitisation. In 

doing so, they contest categorical and macro accounts, that overlook the particularities 

of individual encounters and affects.  

 

                                                 
638 Joanna Berzowska, 'Intimate Memory Shirt', <http://newmediabeijing.org/md2005/exhibition.php?section=2>, 

NewMediaBeijing.org, 2004, (accessed 22 September 2007). 

639 Anna Munster, 'Low-Res Bleed', p. 87. 
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experience.'640

                                                 
640 Anna Munster, 'Low-Res Bleed', p. 78. 

 In contrast to that claim, Intimate Memory Shirt and Feathery Dresses 

use tactic and feminine technologies that facilitate intimacy and sensual touch, in 

dialogue with digitisation. The artist's 'soft' affects privilege bodily responses over 

political articulations. The application of her approach, to discourses on globalisation 

and digitisation, might particularise the phenomena, through making them familiar and 

seemingly within 'reach'. Affect illuminates issues such as the haziness of recollection: 

the personalisation of memory, and the subtleties of cultural difference. 

 

Berzowska's Intimate Memory Shirt and Feathery Dresses have the capacity to 

remember human touches, and the time lapses between interactions. Intimate Memory 

Shirt incorporates a digital microphone, which is sewn into the collar of the garment. 

The reverberations of voice or breath are recalled, stimulating a pattern of lights that 

light up from the waste to the collar of the shirt. The symbolic feathers encourage 

subjects to explore questions about sensual touch and intimacy, animalistic behaviour, 

and femininity in a digital oeuvre. Through using soft, haptic technologies, and 

traditionally feminine emblems such as whispers, feathers, and flowers, the garments 

interrogate the perceived hostility, inoperability and masculinity of digital technologies. 

By integrating digital technology into wearable examples of art, Berzowska challenges 

the traditional limits of art production, while opposing an either-or construction of 

digitisation. In Joanna Berzowska's art, affective experience is just as important as the 

politics of the objet d'art.  
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Figure 31 

Joanna Berzowska 
Feathery Dresses 

2005641

Berzowska's garments have the capacity to 'remember' interactions. That recording of 

events contests the perceived ephemerality of digital events. The garments' 'memories' 

bind users to their actions, thereby challenging the perceived diminishing of 

responsibility, anonymous sexualisation of others and concealment of identity, in a 

digital age. Within these works, the body becomes a critical platform expression. In 

making it so, Berzowska draws attention to the themes of localisation, particularisation, 

and individuality. 'A worn object', the curator Sara Diamond writes, 'carries the 

evidence of our identity and our history. Digital technologies allow us to shape and edit 

that evidence to reflect more subtle or more poetic, aspects of our identity and our 

history.'

 
 

 

642

                                                 
641 Joanna Berzowska, 'Feathery Dresses', <http://newmediabeijing.org/md2005/exhibition.php?section=2>, 

NewMediaBeijing.org, 2004, (accessed 22 September 2007). 

642 Sara Diamond, 'Feathery Dresses', 

<http://newmediabeijing.org/md2005/exhibition_display.php?section=2&link_id=4&title=Feathery+Dresses+%28CND%29&artist

_id=4_2>, NewMedia.org, 2004, (accessed 1 October 2007). 

 In this way, Berzowska's digital art encourages physicality rather than 

virtuality. 
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Berzowska offers contrary accounts of globalisation and digitisation, centred upon the 

intimacy of touch, emotional connection, sensuality, and subjective interpretation. She 

uses digital media to re-materialise human connection, while opposing the supposed 

'hardness' of the technology. In these ways, Berzowska's art might contest the perceived 

masculine control of global politics, economy and technology. This is the strength of 

the artist's work: the disruption of worn assumptions about globalisation's affect that 

limit its potential to be anything else. Joanna Berzowska's Intimate Memory Shirt and 

Feathery Dresses instead, shows how digitisation can enable individuals to grasp 

globalisation's reins, using its flows of technology and ideas to defy restrictive 

assumptions, in creating avenues for human connection and liberation. 

 

CONVERSATIONS ON GLOBALISATION 

 

In their eclectic treatments of globalisation, In the Line of Flight artists suggest the 

fallacy of unified approaches to phenomenon. As many of these works illustrate, 

globalisation does not create simple binaries between the local and global, the particular 

and universal, but eclectic experiences that move in, and between these constructs. The 

exhibition's theme is the lynchpin that brings these diverse expressions together. In 

reflecting upon the themes of globalisation and 'flight', the art 'testifies to a new 

aesthetic sensibility accentuated by the struggle of city dwellers, proposing new 

perspectives on contemporary urban conditions from around the world.'643

                                                 
643 Zhang Ga, 'In the Line of Flight - Transcending Urbanscapes', <http://newmediabeijing.org/md2005/exhibition.php?section=2>, 

NewMedia.org, 2004, (accessed 1 October 2007). 
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As the curators of In the Line of Flight propose, 'the exhibition suggests integrity in 

diversity, possibilities derived from multiplicity'.644

[w]hile in a material sense, the Internet is a globally 
homogenous network with common tools and protocols, and 
while it is contributing, perhaps more than any other technology, 
to the globalization of economies and cultures…it nevertheless 
means different things in different parts of the world.

 This is reflected in the variant 

platforms used, from virtual reality systems to interactive cinema, net.art, robotics, and 

haptic media. The difference in the artists' approaches to globalisation however, 

confirms Mark Tribe's perception that  

645

                                                 
644 Zhang Ga, 'In the Line of Flight - Transcending Urbanscapes', <http://newmediabeijing.org/md2005/exhibition.php?section=2>, 
(accessed 1 October 2007). 
645 Mark Tribe, Foreword, pp. xi-xii. 

 
 

The artists' employment of different media and techniques facilitate diverse experiences, 

in as much as they provide means to articulate different perspectives on the 

globalisation and digitisation of daily life.  

 

Some of the more powerful works examined in this chapter, are arguably Justine 

Cooper's Transformers and Joanna Berzowska's Intimate Memory Shirt and Feathery 

Dresses. Cooper shows high level of innovation, through weaving human DNA into her 

installation – literally centralising the individual in her art. To this end, Transformers 

operates as an active critique of globalisation's particular impacts. Similarly, Joanna 

Berzowska's memory-rich fabrics critically simulate and interrogate, affects such as 

intimate touch and response. Through these processes, the artist enables the subject to 

personally experience and cognate, the global technoscape's capacities to impart senses 

of physical embodiment, particularisation, and connectivity. By breaking down 

categorical assumptions about globalisation and digitisation, Berzowska and Cooper 

show how digitisation can be relatively experienced. 
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The artists Leon Cmielewski and Josephine Starrs, for example, reveal a different 

application of digital media. In their installation Floating Territories, Cmielewski and 

Starrs employ 'old school' gaming technologies to construct a contemporary critique of 

globalisation's flows of politics, people, and ideology. The simplicity of the format 

ironically heightens the gravity of the themes: world domination, colonisation, and 

corporate takeover. The often disastrous outcomes that result from the user's decision to 

'escape', 'defend' or 'petition' present a construction of globalisation that is in some ways 

sympathetic with the reactive net.art of Ross Mawdsley, ®™ark, and The Yes Men. 

The artists' portrayal of simplistic toy figures resonates with the Lego-like™ characters 

in ®™ark's Etoy campaign. 

 
 

Cmielewski and Starrs' use of a highly structured grid system ironically sheds light onto 

perceived spatial, temporal and human disruptions, under globalisation. The title 

Floating Territories, and search options like 'Wander', address themes of diapora, 

travel, and escape; engaging with globalisation's facilitation of virtual and physical 

travel across borders. The artists' work creates interplays between ordered and 

regulated, fluid and democratic space. As I discussed in 'Chapter Six', Cmielewski and 

Starrs' conflicting spatial and temporal arrangements might emulate the haphazard 

experiences of online gaming, and traversing global spaces such as the Internet.   

 

While Cmielewski and Starrs' use a mix of new and old formats, Marnix de Nijs 

employs the latest haptic and kinetic technology to depict the metropolis of Run 

Motherfucker Run. The use of potentially 'hostile' technology, such as a treacherous 

treadmill, and audiovisuals that seemingly shift of their own accord, portray a 

dehumanised and indifferent global city. While Cmielewski and Starrs create 

disjunctures between their media and messages – a tactic that raises awareness through 
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shock – Marnix de Nijs' use of hostile technologies supports his portrayal of a de-

humanised digital city. 

 

In Run Motherfucker Run, de Nijs exploits techniques and technologies unique to 

digitisation. As the central interface, the treadmill is not only interactive, but also 

responsive to the user's movements in real-time. The installation's visual sequencing 

and audio frequencies are generated in response to the user's footsteps. In this way, de 

Nijs illustrates digital art's potential to deconstruct globalisation's spaces and times, and 

reconfigure these constructs according to individual encounters, bodily rhythms and 

flows. To that end, Run Motherfucker Run becomes a personal projection of the 

phenomenon, which while influenced by the artists' selection of audiovisual material, 

provides scope for the individual to 'choose their own adventure', and construct their 

own narrative sequence. 

 

Like Cmielewski and Starrs, de Nijs' presents an ominous rendering of globalisation. 

Through the trajectory of the global city, he presents a threatening landscape, composed 

of dark, labyrinthine streets. The installation's disjointed sequencing adds to this sense. 

While the cushions at the base of the treadmill seem to pre-empt the user's (down)fall. 

Like Floating Territories, Run Motherfucker Run might stand accused of presenting 

only one side of globalisation's story, a claim which would align it with more alarmist 

accounts, associated with some early net.art renderings of globalisation, and 

speculations on digitisation by Baudrillard. 

 
CONCLUSION 

 
 
In this chapter, I have examined an eclectic array of works, made by different artists 

from diverse parts of the globe. I have shown how despite their points of departure, 



237 
 

each artist explores questions concerning the production, and experience of art in a 

global age. Moreover, I have revealed how many international artists are exploring 

critical theories and ideas concerning subjectivity, embodiment, cultural identity, the 

universal, and the particular. Through this process, I have revealed how new 

expressions in digital art are conveying heightened levels of criticism and nuance, in 

their engagement with globalisation and digitisation's impacts. 

 

Haptic and tactile art I have argued, can engage with individual bodies and 

subjectivities, and present globalisation as something more layered than a universal 

construct. Artworks such as Joanna Berzowska's tactile Feathery Dresses and Intimate 

Memory Shirt draw out this idea: the notion that as a technological process aligned with 

globalisation, digitisation is a complex phenomenon that can be personally 'felt'. By 

engaging with an eclectic array of contemporary works, I have showed the richness and 

diversity of digital artistry and affect. At the same time, I have revealed how haptic art 

such as Marnix de Nijs' Run Motherfucker Run creates two-way dialogues with the user, 

by physically responding in real-time and encouraging the contemplation of themes 

such as the global city, rapid digital speed and temporal transcendence. In this way, de 

Nijs encourages the user to perceive and determine globalisation's affects. 

 

In the Line of Flight's exciting mélange of works suggests the variances and inter-flows 

of subjective construction, personal experience, particular interpretation and physical 

response. In my exploration of these diverse artworks, I have engaged with changing 

methods in art production and display, in dialogue with a particular moment in time. I 

have analysed each artwork in terms of its engagement with globalisation, and the 

artist's cognition of the phenomenon's affects upon the art's construction. Through this 

process, I have shown how through subtle negotiations of media, digital artists are 
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generating novel and luminary messages about globalisation. Their practice suggests the 

need for new conceptualisations about globalisation and digital art, as phenomena that 

might inform each other. It is an argument that I have made throughout this thesis, and 

one that I consider in the final section of this thesis: the conclusion.  
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CONCLUSION 

DIGITAL ART AS A PLATFORM OF ARTICULATION 

 

INTRODUCTION 

 

In this thesis I have argued that as individually experienced phenomena, digital art and 

globalisation require particular languages to articulate their affects. Through a close 

engagement with case studies I have shown how digital art can act as that critical voice, 

through haptic, affective, and interactive technologies that re-centre understandings 

around the intricacies of human encounter and response. By creating an iterative 

conversation between globalisation and digital art, I have shown how globalisation and 

digital art might 'speak' to each other, and provide new ways of seeing phenomena as 

experiential and contingent constructs. 

 

A concern about universal and binary articulations of globalisation led me to adopt a 

more particular approach. While not discounting the value of macro analyses for general 

studies, I felt that positivist articulations of phenomena had problematic implications, 

particularly for the realm of experience. I was concerned that deterministic or schematic 

frameworks might negate the dynamic, contingent, and ephemeral qualities of 

phenomena and response. As discussed in 'Chapter One' in reference to formalist 

accounts of globalisation, and in 'Chapter Two' in regards to technological determinist 

constructions of digital art, affirmations of uniformity can often be at the expense of 

difference. The divergent understandings of globalisation expressed by digital artists 

seemed to question the value and applicability of universal claims. 
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In 'Chapter Three' through to 'Chapter Six', I engaged with diverse examples of digital 

art. From the radical art of Ross Mawdsley, ®™ark, and the Yes Men in 'Chapter 

Three', to iCinema's installation T_Visionarium in 'Chapter Four', and works from the 

Metropolis and In The Line of Flight exhibitions in 'Chapter Five' and 'Six', I showed 

how artists were using different tools and techniques to convey globalisation's impacts. 

Case studies such as Shoba's Blowing Zen and de Nijs' Run Motherfucker Run 

illuminated some of the fluid and indeterminate qualities of globalisation, while 

challenging the boundaries of art. Through their dialogues centred upon experience, 

touch, interaction, and response, the artists generated new languages of understanding 

globalisation and art, as active and experiential phenomena. 

 

My arrangement of case studies reflected an historical progression in the production of 

digital art. I organised the case studies in this way to reveal shifts in responses to 

globalisation, and stylistic developments in the field. From my discussion of reactionary 

net.art in 'Chapter Three', to my critique of iCinema's individuating technology in 

'Chapter Four', and the affective Metropolis films in 'Chapter Five', I aimed to show 

new levels of nuance and gradation in digital art practice and criticism. In reflecting 

upon the In the Line of Flight artworks discussed in 'Chapter Six', I predict that future 

artists will take advantage of emerging haptic, tagging, mobile, and locational 

technologies, to generate new ways of thinking about art and its times. 

  

DIGITAL ART AS ART 

  

A further objective of this thesis was to provide grounds for locating and understanding 

digital artworks as art. I contended that digital art is art by virtue of its innovative re-

orientations of media and messages in dialogue with cultural contexts and external 
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phenomena like globalisation.646 Some of the pieces that I explored explicitly 

questioned the nature of art, and tested its limits. In 'Chapter Two', for example, I 

engaged with issues concerning the commercialisation of art in connection to attention 

economies. In the following chapter, I explored the work of ®™ark (ironically 

pronounced 'art mark'), their critique of cultural commercialisation and satirical choice 

to 'describe themselves as corporations rather than artists'.647

These forms of resistance to the established realm of art reveal as Stallabrass observes, 

that 'the very notions of greatness and of timeless masterpieces do not sit comfortably 

with an art so dependent upon and responding to fast-changing technology'.

 I also highlighted The Yes 

Men's description of their situationist-style campaigns as 'hijinks' instead of 

performance art.  

 

648 As I 

discussed in 'Chapter Two', the denial of digital media as art can have much to do with 

perceptions of the established art world as elitist and exclusive. Further, as principles of 

authenticity, originality, and authorship are reconfigured, the formal notion ‘of the lone, 

inspired creator conflicts with the consistent practice of borrowing and collaboration'.649

We might question then why, despite these perceived trappings, digital artists continue 

to align themselves with the field of art. Cynics might argue that this is a pragmatic 

move; that as the pre-requisites for funding change, there is a need for digital works to 

be deemed 'artistic' to gain revenue and publicity through formal acquisition. As the 

theorist Geert Lovink observes, 'political climates in Western countries wildly vary. 

Whereas e-culture funding in the Netherlands has gone up over the past years, the 

 

 

                                                 
646 See: 'Chapter Two' for a discussion of the implications of the term 'new media' versus 'digital art'. 

647 Julian Stallabrass, Internet Art, p. 137. 

648 Julian Stallabrass, Internet Art, p. 143. 

649 Julian Stallabrass, Internet Art, p. 143. 
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situation in Berlin, Paris and London, for instance, remains bleak.'650 Lovink also 

suggests that the relative isolation of new media arts could, in part, also explain the rise 

of the 'creative industries' discourse.651 Yet, he also notes the 'irony however is that 

'creative industries' themselves do not exist outside of the realm of state policies.'652

a series of unwanted transformations: the unambiguous brand of 
'art', through display in places devoted to worship; the tearing of 
online from its environment; the contamination of corporate 
propaganda; and its materialisation into saleable, hoardable 
objects and installations.

 

 

Looking to the future there remain many unresolved questions about the formal display 

and acquisition of digital art. These are complicated by the fact that many digital works 

change their meaning or function when exhibited in gallery spaces. This was the case 

with the works Can You See Me Now and Haptic Gloves, for example, which lost some 

of their functionality. As Stallabrass claims further, the changing of a work to suit 

physical, technical, or pragmatic constraints can impart 

653

There is also the issue of deliberate alteration: the process of galleries making works 

more palatable to mass audiences, and 'protecting viewers from the glut of Internet art, 

and finally encouraging artists to make sure that their work will pass through the 

institutional mesh.'

 
 

654 For some digital media practitioners 'perhaps the most pernicious 

aspect of showing Internet art in the gallery is that it becomes unambiguously art.'655

                                                 
650 

 

 

Geert Lovink, 'New Media, Art and Science: Explorations Beyond the Official Discourse', 

<http://laudanum.net/geert/files/1129753681/2005>, Laudanum, 2005, (accessed 16 December 2007). 
651 Geert Lovink, 'New Media, Art and Science: Explorations Beyond the Official Discourse', 

<http://laudanum.net/geert/files/1129753681/2005>, (accessed 16 December 2007). 
652 Geert Lovink, 'New Media, Art and Science: Explorations Beyond the Official Discourse', 

<http://laudanum.net/geert/files/1129753681/2005>, (accessed 16 December 2007). 
653 Julian Stallabrass, Internet Art, pp. 128-129. 

654 Julian Stallabrass, Internet Art, p.119. 

655 Julian Stallabrass, Internet Art, p 128. 

http://laudanum.net/cgi-bin/isengine.pl?o=geert&action=search&string=Geert%20Lovink&sort=01�
http://laudanum.net/cgi-bin/isengine.pl?o=geert&action=search&string=Geert%20Lovink&sort=01�
http://laudanum.net/cgi-bin/isengine.pl?o=geert&action=search&string=Geert%20Lovink&sort=01�
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In seeking to locate digital art I engaged with technological determinist theories in 

'Chapter Two'. I showed how the articulation of the Internet and digitisation in more 

positivist terms could ascribe a false coherency and 'tangibility' to its dynamic affects. 

This sense of affective dynamism built upon theories of globalisation discussed in 

'Chapter One', and the fluid discourses of Appadurai, Enwezor, Augé, and Sassen. 

Through my engagement with the case studies I concluded that while digital technology 

informs the production and experience of digital works, it rarely dictates the message in 

itself. In consolidating that thesis – and challenging some of the premises of 

technological determinism – I showed how contemporary artists such as Justine Cooper, 

were using digital media in subtle and unobtrusive ways to generate ‘soft’ affects. 

 

In reflecting upon technological determinism, I also considered the nature of the global 

technoscape. I saw that while the Internet can appear shifting, unstructured, and 

boundary-less in a rhizogenic sense, it also has a very structural basis of servers, 

software, hardware, cabling, and infrastructure. As Stallabrass suggests, the equivocal 

alignment of digital art to these dialogues implies universality, and many 'thinkers, 

artists and activists close to the online scene objected to the blanket application of 

postmodern conventions to their novel and fast-changing situation.'656

In reference to the work of iCinema in particular, I contemplated how global 

technologies could contribute to new forms of artistic collaboration, production, display 

and distribution. I revealed how the rise of digital technology was generating new forms 

of artistic exchange, and facilitating global exhibitions such as Metropolis and In the 

 This 'fast-

changing situation' largely owed to globalisation's technological impacts: the rise of the 

Internet and the proliferation of digital technologies examined in 'Chapter One'.  

 

                                                 
656 Julian Stallabrass, Internet Art, p. 144. 
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Line of Flight. To this end, I suggested that globalisation had been an impetus for the 

questioning of art and its terminology. With art increasingly operating as a global 

construct – facilitated by flows of information, ideology, finance, technology, and 

people – I claimed that traditional definitions of art drawn from Modern Western 

traditions were losing their relevance or universal applicability. To this end, I re-iterated 

claims made in my ‘Introduction’ that the category of art should be expanded to 

accommodate new forms. 

 

While I argued that many of digital art's technical elements were unique, I also 

demonstrated how works conversed with earlier art formats and dialogues. I re-traced 

earlier interventions in art and technology in 'Chapter Two', and contextualised digital 

art in continuity with these precedent styles, such as Modern cinema. In 'Chapter Two: 

Art and Cultural Commentary' I made a case for viewing digital art as art through 

acknowledging its capacity to act as an innovative new voice of cultural critique. I 

argued that digital art had the potential to fulfil the same role as early art commentaries. 

 

As I argued in my ‘Introduction’, and re-iterated in ‘Chapter Two’, many of these 

questions surrounding the location, acquisition, and display of digital art suggest the 

need for new thinking on how to contextualise it in relation to other art forms. In 

dialogue with Rachel Dixon, Darren Tofts reflects upon how  

the technological demands 'unique to interactive art' didn't 
translate easily into traditional museum and gallery contexts, 
and therefore different strategies and philosophies were required 
to ensure 'a flourishing culture of interactive art'. 657

Tofts writes that although many of these issues are still unravelling, there is a 

requirement for 'public institutional education to do with the nature of interactive art 

 
  

                                                 
657 Darren Tofts, Interzone, p. 133. 
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and its relationship with contemporary art generally.658 In response to these questions, 

new spaces dedicated to digital art are beginning to emerge: from purpose built 

institutions, such as the Australian Centre for the Moving Image (ACMI), to websites 

and forums such as nettime659

Throughout this thesis, I have challenged claims that globalisation and digital art 

produce only positive or negative human affects. For example, I questioned the 

argument that digital art is de-humanising through referring to the art of Joanna 

Berzowska, and showing how her garments create moments of sensory connection and 

human intimacy. Further, in ‘Chapter Four’ I showed how digital works such as 

T_Visionarium converse with individual bodies and senses, through the use of 

immersive, interactive, and particular technologies. I uncovered digital art's sensual, 

connective, and tactile qualities and in doing so challenged Baudrillard's claims that 

simulatory media is de-sensitising or de-humanising.

 dedicated to the theorising of digital art and media. 

 

DIGITAL MEDIA AS A HUMANISING TECHNOLOGY 

 

660

Through a progressive ordering of case studies I showed a growing awareness of digital 

art’s humanising qualities. In ‘Chapter Three’, I explained how early experiments in 

digital art often featured hard and non-tactile technologies, which produced limited 

understandings of the body in relation to the interface. However, in ‘Chapter Four’, 

‘Chapter Five’, and ‘Chapter Six’, I revealed how new works were showing greater 

levels of affective concern; realising Janet Murray’s prediction that 'a new narrative art 

  

  

                                                 
658 Darren Tofts, Interzone, p. 133. 

659 See: <http://www.nettime.org>, nettime, (accessed 23 September 2007). 

660 See: Baudrillard's writings on digitisation's simulation of reality in Jean Baudrillard, 'From 'Simulcra and Simulations''. 

http://www.nettime.org/�
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will come into its own expressive form.'661

In presenting digital art as a new language of particular response I showed how it was 

individually constructed and subjectively experienced. From Shoba's apocalyptic and 

de-humanised vision of New York in Blowing Zen, to Nicholas Golebiewski's deeply 

personal account of the global city in This is Where I Live, the difference in the artists' 

responses highlight some of the difficulties of defining human experience. By selecting 

works made by diverse artists – in different locations and moments in time – I 

 Through my engagement with Joanna 

Berzowska's memory-rich garments, to Nicholas Golebiewski's highly personal 

presentation of New York in This is Where I Live, I demonstrated how digital artists 

were finding new ways to simulate and critique globalisation's affects. 

 

Each artwork that I examined produced individual reactions to globalisation. While 

Marnix de Nijs' Run Motherfucker Run treadmill directly responded to users' 

movements, ®™ark's 'hactivist' forms of revolt summoned users to physically act. The 

digital films of Metropolis lacked these levels of interactivity, yet their focus upon 

private experiences of global cities emphasised the importance of individual testimony, 

encounter, and response. Metropolis' dark and intimate viewing theatre also emulated 

the realms of mind space, accentuating themes of memory, contemplation, imagination, 

and reverie. Despite the diversity of formats explored in this thesis each piece examined 

shows a unique understanding of what it might mean to be globalised, in a particular 

place or time. 

 

 DIGITAL ART AS A PARTICULAR LANGUAGE 

 

                                                 
661 Janet Murray, Hamlet on the Holodeck, p. 93. 
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conversed with these quintessential differences to present rich and colourful tapestries 

of globalisation's flows.  

 

As a sensory, subjective, and expressive form of articulation, I highlighted how digital 

art can provide new means of expressing 'felt' responses. In ‘Chapter Four’ in relation to 

T_Visionarium, I claimed that digital art's spatial, temporal, and kinetic affects might 

emulate or express, conflicting senses of globalisation. Feelings, for example, that the 

world is closer or more dispersed; that life has sped up or slowed down; that linear time 

has become more relevant or less critical in a globalised world. I deliberately chose 

artworks that juxtaposed, through contrasting Joanna Berzowska's soft and sensual 

garments with Starrs and Cmielewski's hard game infrastructure and controls, for 

example. Through revealing these contrary expressions, I problematised universal 

approaches to encounters of globalisation and art.                                                                              

 

In ‘Chapter Two’ in relation to cultural commentary I suggested that through its 

emphasis upon the experiential and particular, digital art may 'change our view of art 

itself, especially if we come to understand how art affects us, and if works are made 

using that knowledge.'662

                                                 
662 Julian Stallabrass, Internet Art, p. 154. 

 Digital art, I argued, has the potential to offer unique 

articulations of globalisation, through exploring and generating differential happenings. 

In ‘Chapter Five’, I explored how the artist Tom Otterness uses simple animation in 

Nine Eleven to express complex human emotions of despair and detachment, in the 

wake of September 11, 2001. Arguably, these uneasy subjects might have been 

communicated less powerfully and affectively, if not articulated through this emotive 

platform. Human feelings are not always easily conveyed in linear text, and hyper and 
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non-linear formats can provide what Peter W. Foltz terms: 'associative retrieval paths'663 

that are 'similar to the way retrieval is performed from human memory.'664

In discussing digital art as a particular language I suggested that the platform might 

provide new ways of articulating and understanding cultural phenomena like 

globalisation. While there have been many attempts to 'popularise' globalisation, by 

writers like Naomi Klein and Thomas Friedman,

  

 
 

665 for example, there still remains the 

sense as Mark K. Smith expresses, that '[m]uch of the talk of 'globalization' is confused 

and confusing'.666

(new) media art is an extremely young art, and the search 
for self-articulation is an important process. Although 
even at this point two essential things are already missing: 
a healthy, preferably external, mediatory art criticism, and 
strong theoretical methodologies, which would help to 
demystify existing obscurities.

 Similarly, understandings of digital art's terminology, boundaries, and 

location as art are also lacking. As Eric Kluitenberg posts on the nettime thread 'New 

Media Art Mythologies':  

667

However, alarmism and fear have often reduced the understanding of globalisation and 

of digital forms, with each being variously described as 'isolating people'

  

 

668 or 'de-

humanising to the core'.669

                                                 
663 Peter W. Foltz, 'Comprehension, Coherence, and Strategies in Hypertext and Linear Text', in Jean-François Rouet (Ed.), 

Hypertext and Cognition, Mahwah, Lawrence Erlbaum Associates, 1996, p. 110. 

664 Peter W. Foltz, 'Comprehension, Coherence, and Strategies in Hypertext and Linear Text', p. 110. 

665 The Economist, 'Thomas Friedman on Globalisation', <http://www.economist.com/books/displaystory.cfm?story_id=3809512>, 

The Economist, March 31st 2005, (accessed 3 November 2008). 

666 Mark K. Smith, 'Definitions of Globalization', < http://www.infed.org/biblio/defining_globalization.htm>, Informal Education 

Organisation (Infed.org), (accessed 3 November 2008). 

 These expressions have often fuelled senses of dislocation in 

response to these subjects. 

 

667 Eric Kluitenberg, 'New Media Art Mythologies: Cool Media Hot Talk Show', <http://www.nettime.org/Lists-Archives/nettime-

nl-0705/msg00076.html>, nettime, 28 May 2007, (accessed 4 November 2008). 

668 Stephen Wilson, Information Arts: Intersections of Art, Science, and Technology, Cambridge, Mass., MIT Press, 2002, p. 414. 
669 Sukomal Sen, 'The Fantasy of “Fair Globalisation” ' <http://www.countercurrents.org/gl-sen150704.htm>, Counter Currents, 

15 July 2008, (accessed 4 November 2008). 

http://www.nettime.org/Lists-Archives/nettime-nl-0705/msg00076.html�
http://www.nettime.org/Lists-Archives/nettime-nl-0705/msg00076.html�
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CONCLUSION 
 
 

 
In seeking to address the questions raised in my ‘Introduction’, I used the realms of 

experience and affect to provide more particular ways of locating globalisation and 

digital art. By creating a dialogue between these phenomena, I discovered expressions 

that re-centred understandings around the peculiarities of encounter and response. 

Through a close engagement with my case studies I uncovered new means for locating 

ourselves in relation to globalisation and digital art, and for perceiving the micro 

impacts of these often confounding phenomena. I showed how digital articulations 

centred upon differing senses of cultural identity, de-territorialisation, connection, and 

dislocation, could return the autonomy of experience to the individual.  

 

Through a commutative conversation between phenomena I claimed that digital art 

could offer polychromal articulations of globalisation through haptic, interactive, 

responsive, and immersive techniques. I argued that while universal expressions might 

illuminate general trends, the particular languages of digital art could open up dialogues 

through presenting emotive, interpretative, and differential forms of response. In doing 

so, I emphasised the value of difference and divergence in the contextualisation of art 

and globalisation, and revealed how digital art could overcome some of the constraints 

of formal conceptualisations. From my discussion of interactive forms of narrative in 

relation to T_Visionarium, to my examination of haptic technologies at In the Line of 

Flight art, I explored digital art's capacity to raise human and ontological questions. 

 

As part of this process I discussed diverse articulations of globalisation. In 'Chapter 

Four: T_Visionarium: Global Space, Time, and Speed', I contextualised the 

phenomenon's impacts in spatial, temporal, and kinetic terms. I also engaged with 
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Appadurai's cultural anthropological construction of globalisation as a series of human, 

ideological, media, financial, and technological flows. This was one of many 

approaches explored in 'Chapter One: Globalisation and The Crisis of Articulation'. It 

framed my presentation of globalisation as a series of flows, which reflected the 

particular surges of memory and response, and dynamic inter-changes of digital art. 

 

In undertaking this thesis, I wanted to show how digital art could encourage us to 

reconsider what art is or may be. In choosing the term 'digital art', I located digital 

expressions within the realm of art while defending the style's artistic capabilities. In 

doing so, I explored the disruption of the formal principles of aura, originality, 

authorship, production, and display, and showed how opposition could form part of 

digital art's constitution as art. By demonstrating how the style subverted formal ideals 

through replica, misappropriation, collaboration, and spatial-temporal dislocation, I 

suggested that challenges to traditional conventions have underscored the history of art. 

In 'Chapter Two', for example, I revealed how post-structuralist cinema and Modern 

interventions in art and technology re-defined and expanded the field, in a similar way 

to digital art.  

 

Secondly, I suggested that experience, interpretation, and affect are central to the 

understanding of art. I contended that digital art in particular, is technically and 

discursively equipped to engage with individual bodies and consciousnesses. As such, I 

created a dialogue between digital art and globalisation to show how both phenomena 

can be accessed through affective articulations. Further, I demonstrated how these 

expressions could both localise and contextualise globalisation’s impacts. More 

critically, I suggested that digital art has the capacity to become one of the most 
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important expressive styles of this age: through its conversations on globalisation and 

current moments in time. 

 

Finally, I explored diverse examples of digital art in this dissertation to examine the 

thesis that digital art's responsive, interactive, and generative qualities might offer new 

means for articulating globalisation as a series of experienced and 'felt' impacts. When 

understood in this way, globalisation and digital art arguably become particular 

constructs defined by the experiencer. To reveal digital artist's spatial, temporal, and 

kinetic re-arrangements, I offered presentations of globalisation as unbound from 

physical place. I posited that global flows could facilitate new forms of cultural 

expression across geographical boundaries. Most critically, I showed how digital art 

could offer fresh ways of accessing the difficult subjects of globalisation and art.  
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