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Abstract:
How might our understanding of “data” change if we were to use different language to describe
it? Does our verbal language limit our understanding of the ideas behind/within data? Once data
is represented visually, does this guarantee a more meaningful understanding of its content?
What might networked art contribute to our understanding of data? In my paper, I explore these
questions by discussing artworks that address the invisible processes and the relational and
organizational aspects of data in our network culture. Art that challenges our interpretation of
data has the potential to challenge the notion of data itself. I argue for a networked art in which
technology is not the defining characteristic, but the meanings that emerge between the multiple
relations are. Discussing a range of media, yet focusing on works that address digital
information, I present examples that perceive the imperceptible and make visible the aesthetics
of data.
Presentation:
- Introduction + Overview (challenging linguistic knowledge through art)
- Aesthetic Representations of Invisible Processes
- Examples: traditional art media and the materialization of data
- Relations With/in Networks and Data
- What might networked art contribute to our understanding of data? (redefining network
and redefining data)
- “network”
- “networked art”
- Examples: networked art
- What is Represented in a Data Visualization?
- Group Discussion: deciphering “art” and “visualizations”
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Introduction
Art has the ability to personalize information and questions ways of knowing. Artists
often make visible the seemingly invisible workings of everyday life, ultimately questioning the
construction of knowledge. Understanding art today requires a conceptual shift away from the
aura of the art object, to the encounter with the artwork and an acknowledgement of the relations
that make up this experience (Bishop, 2004, 2006; Bourriaud, 1998/2002). In order to understand
art that incorporates digital media, it has been argued that we need to understand the dynamics of
information aesthetics – design symbols and concepts now being what pulls us into the work.
Information aesthetics is the combined understanding of information society, human experience,
and visualization techniques. As the amount of digital information increases in our society, artists
and researchers exploring new media continue to propose separate, yet somewhat related,
understandings of database aesthetics (Vesna, 2007), network aesthetics (Sack, 2007, and web
aesthetics (Campanelli in Lovink, 2007), each of which can be understood in direct relation to
the individual ways data is structured, stored and accessed. In other words, artists and designers
are responding to the variety of ways in which we interact with and experience forms of data.
A common thread I see amongst these artistic and theoretical pursuits is the desire to know and
express ephemeral aspects of the information and technologies we live with and use – the
invisible processes that ultimately affect how we communicate and connect with one another.
Network or networked art, sometimes described as participation art (Frieling, Pellico, &
Zimbardo, 2008), consists of multiple connections made through generative processes, often, but
not always, incorporating digital technology. In many cases, the production and dissemination
processes become the artwork itself, existing as a verb rather than a thing. The ideas behind this
paper are influenced by an understanding of “networked art” that is not based on art objects, nor
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digital instruments alone, but on the relationships and processes that occur between individuals
(Bazzichelli, 2008; Kimbell, 2006; Saper, 2001). Warren Sack (2007) describes the term
“network aesthetics” as the data of interpersonal interaction on the internet and the “invisible
aspects of organization” (p. 203). Network aesthetics aligns with Deleuze’s work with the
rhizome and theories of complexity and chaos. However, Sack suggests that by using the word
“network,” the internet itself “forces all other ideas of networks out of one’s head” (p. 204)
creating a problem for talking about and understanding this abstract notion of network aesthetics.
Similarly, the term “data,” typically understood as facts and statistics, might also prevent us from
really understanding what it is we are referring to. How might our understanding of certain data
change if we were to use different language to describe it? Does our verbal language limit, or
perhaps dictate, our understanding of the ideas behind/within the data? Once data is represented
visually, does this guarantee a more meaningful understanding of its content? and, What can
contemporary art that explores the notions of “data” and “network” contribute to our
understandings of and relationships with/in a contemporary network culture?
In this presentation I explore these ideas by discussing artworks that address the invisible
processes and the relational and organizational aspects of data in today’s society. I argue for a
networked art in which technology is not the defining characteristic, but rather the meanings that
emerge between the multiple relations. I question the authoritative nature of data visualizations
and appeal for art that inquires into what we can not perceive from these representations. By
examining artworks that explore the physical, conceptual, and aesthetic structure of data, the
understandings associated with the notion of data itself becomes challenged.
...
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Aesthetic Representations of Invisible Processes
Digital technology aside, contemporary artists continue to explore not only working with
data as their choice of medium, but they may also attempt to visually represent aspects of data
that are not readily apparent to the human eye, creating new understandings of data through a
range of artistic practices. I will first discuss a few cases in which data, and our experience of
data, is materialized through more traditional forms of art: painting, sculptural installation, and
computer prints.
Traditional art examples:

Ingrid Koenig, Navigating the Uncertainty Principle, 2007+

(see Figure 1 for slides)

Ingrid Koenig is an artist based in Vancouver, Canada. Her recent series of drawings and
paintings Navigating the Uncertainty Principle 1 investigates the language of physics through the
lens of domestic scenarios from everyday life. Through traditional media, she explores scientific
principles, such as Heisenberg’s uncertainty principle from quantum physics, developed in 1926,
that states that it is impossible to determine at the same time exactly where a particle is and how
fast it is moving. Koenig is interested in how these underlying laws permeate our lives both
literally and metaphorically, describing these drawings and paintings as an exploration of the
poetics of scientific theories (Koenig, 2008). While looking at these works, I can’t help but
wonder if the questions Koenig explores are better understood when articulated in an abstract
language such as visual art, a form that might be considered closer to the actual experience of
quantum physics, than when these ideas are articulated in the written word.
These works represent things in process...identities and entities in flux. Koenig
reinterprets and recodes concepts taken from physics to not only illustrate the invisible processes
that occur in our daily lives but to also function as a “metaphor for conditions that we can sense
1

Links to artworks are provided throughout this text.
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but are difficult to explain” (Koenig, 2008). The diagrammatic language she uses in these works
oscillates between “factual explanation and subjective experience” (Koenig, 2008) as she
attaches a complex visual language to what we normally understand to be simple experiences
with items such as cups and saucers. Similar to contemporary artist Julie Mehretu (see Figure 2 for
slide),

Koenig moves between macro and micro representations of these forces of nature,

allowing the viewer to contemplate his or her own existence within the presence of the scientific
data. The meticulous detail and quality of traditional mark-making in this series reveals an
obsessive drive that is inherent to the identity of the researcher and the artist. The viewer is
compelled to consider the extent to which art might function as “research” as they become
absorbed into the artist’s process.
As Ingrid and I met to discuss her work she told me how the ancient Greeks continued to
communicate scientific and other knowledge in poetic form even after writing was introduced.
Exploring questions about what lies beyond the limits of language allows us to try to articulate
an understanding of “what we do not understand and for which we may not at present have
words” (Smith, D., 1999, p. 128). As a creative thinker, Ingrid Koenig recognizes the overlaps
and a repetition of certain forms within scientific concepts and contemporary life. From her
research of the Second Law of Thermodynamics she discovered that the amount of disorder in
the universe always increases, yet she insightfully observes that in contradiction to this ongoing
process we occupy our daily lives by constantly ordering, maintaining, and fixing (Koenig,
2008). “Navigating the Uncertainty Principle” demonstrates a fascination with this tension,
particularly in how things don’t fit together perfectly and in the lack of solidity (Koenig, 2008).
Koenig questions how much we can maintain an illusion of monitoring chaos considering the
level of chaos we continue to create in our contemporary world.
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Other art examples of data materialized:

Aymeric Mansoux and Marloes de Valk, hello process!, 2008 (see Figure 3 for slides)
Within the installation work hello process! data processing is the actual subject of the work:
“hello process! shows a machine doing what it does best, deleting, copying and moving
blocks of data. The installation consists solely of a computer and a printer. The computer
functions as it usually does, as a black box theatre of processes. The only output comes
through the printer, giving us clues about the activity inside, while in the background, the
raw noise of the machine creates a sound scape, a sonification of this theatre of naive
computation.” (http://metabiosis.kuri.mu/hello-process/)

In accompanying text, the artists describe processes as actors in a machine theatre. Further
discussing how they have assigned each piece of code a name (ie. copycat, destroyer, etc.) to
anthropomorphize the digital characters that produce the work.
Thomson & Craighead, London Wall, 2010

(see Figure 4 for slides)

Another contemporary example of data materialized to physical form is Jon Thomson and
Allison Craighead’s London Wall, which builds on the current fascination with social network
behaviours: “London Wall is a physical manifestation of the invisible city all around us; a
poetic snapshot of social networking traffic from within a three-mile radius of the Museum of
London” (artist website). The artists selected status updates from Twitter and Facebook over a
ten-day period and then published them as typeset posters, functioning like concrete poetry, and
then pasted them up in the Museum’s foyer in chronological order.
...
Relations With/in Networks and Data
What do we mean by “networked” art and how might it contribute to our understanding of “data”
as an art medium?

Art that Decodes 7

> “network”
The phrase “network society” has become widely popularized through the writings of
Manuel Castells (1996, 2001), in which he focuses on electronically processed information
networks, describing them as the basic units of modern society. However, for Castells,
technology does not determine a networked society, rather it enables the social and economic
activities to emerge (Castells, 2001). As I write this paper in 2010, the word “network” is too
readily associated with computer technology and business management, even though the
electronic network is merely one network amongst many. The Internet, and its dominant position
in our fast-paced and globalized society, has perhaps overshadowed all other meanings of the
word “network.” And, instead of networking eliciting communication and transmission of data
within a group of people, we immediately conjure up a mental image of competition and
financial gain.
“Network” is listed in most dictionaries as both a noun and a verb, but there is emphasis
on it being a thing – a group of objects, machines, or people. The relational aspects of that which
defines a network, the assemblings and links between its multiple components, as well as the
process of making connections, receive less than adequate attention in our contemporary society.
Ted Aoki, a prominent scholar in curriculum studies, wrote that we are habituated to dwell in a
noun-oriented world, stating,“this may be a sign of our Western epistemological imaginary that
centers on naming things, commodity-oriented as we have become” (Aoki, 1996/2005, p. 420).
Within one of Aoki’s insightful essays “In the Midst of Slippery Theme-Words,” he reminds us
that every word has possibilities of multiple meanings and there is a legitimating process that
goes into our deciding which meaning to choose, whether this decision is conscious or
unconscious. Aoki encourages us to examine the seemingly insignificant words (and, with, or,
etc.) and the linguistic pauses ( ... / ; / , / - / etc.) between nouns and things, in order to be aware
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of that which exists alongside and in relation to the elements – elements that often include
ourselves.
French philosopher Jean-Luc Nancy argues that we exist in the “with,” meaning it is the
connections to others that form who we are as human beings, and it is these connective
experiences that actually constitute our Being: “... the with is strictly contemporaneous with all
existence, as it is with all thinking” (Nancy, 2000, p. 41). Author Philip Armstrong, in his book
Reticulations: Jean-Luc Nancy and the Networks of the Political (2009), describes how in Being
Singular Plural, Nancy detaches the concept of networks from various technological
determinations as if to remove the mediated system and expose the “bare and ‘content’-less web”
that enables the communication, further stating:
...the path that Nancy opens up here, the path that leads us toward a “bare and
‘content’-less web,” is not a return to the origin or essence of communication hidden
behind the contemporary flourishing of technologies and its accompanying theories. For
this web or network of communication is the enabling condition in which to think the
very disposition and exposure of Being...the “with” or cum which – and in which –we
“ourselves” communicate in and as a network. (p. 119)

By removing the mediated system and exposing the bare structure, we gain a deeper
understanding of what constitutes a network and, further, what enables the mediated system.
Networked art has the ability to draw attention to the bare structure, thus inviting us to ‘see’ the
underlying processes and relations. Within these processes and relations exist data that flows
back and forth - elements that make up systems of communication and information collected and
archived. Data might be considered merely assemblings of information.
> networked art
The art of networking is shaped by weaving open relational dynamics that are coming into being, and, in
many cases, difficult to define. Even those who produce this type of art (or have produced it) often do not
define it as such, or rather prefer to not limit it with some agreed upon categorization ... it is no longer
enough to define these practices in terms of the medium used. The art of networking is transversal to the
arts that are characterized by a medium of communication and realization. (Bazzichelli, 2008, p. 18-19)
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This art need only have one object or no object at all. There is no such thing as a singular object, a thing on
its-own. There is always some kind of relating. There is some kind of flow, or circulation of giving and
receiving. (Kimbell, 2006, p. 155)

Similar to the majority of associations with the word “network,” the label “networked
art” is often used to describe computer generated works made up of multiple components.
However, artists and critics argue for an understanding of network or networked art that is not
based on digital technology as a defining characteristic, and not based on the use of any
particular medium. Instead, many networked art practices evolve out of an experience related to
some aspect of social, cultural and economic impact – assemblings and interpretations of data.
In his book Networked Art, Saper (2001) analyzes the artistic process of assemblings,
while proposing ways of understanding future networked practices. Referring to Fluxus mail art
practices of the 1960s and 70s, Saper describes how the work produced does not fit neatly into an
art historical context because the individual works in any given assembling may lack aesthetic
sophistication, often intentionally: “The works are about process, contingencies and group
interactions, not lasting truth or eternal beauty” (p. 150). Another important phrase Saper uses to
discuss networked art is “sociopoetic,” stating, “In sociopoetic works, this inherently social
process of constructing texts is expanded to the point that individual pages or poems mean less
than the distribution and compilation machinery or social apparatus” (p. 11). I feel this also
relates to contemporary artworks that are not necessarily produced by a network of artists per se,
but which incorporate a social process of construction, utilizing and perhaps questioning the
system of a social apparatus that processes data.
Networked art examples:

Lucy Kimbell, Audit, 2001
Audit is conceptual project in which the artist attempts to “audit” how she is perceived by
others, as well as the interactional process of doing so. Kimbell designed and distributed a nine-
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page questionnaire form to 69 people that she was acquainted with on various levels and
basically asked people what they thought she was worth. The questionnaire included ridiculous
and sometimes intrusive questions, such as, did they think she earned a reasonable living, would
she be a good parent, and how would they rate her contribution to contemporary art. The book
that was produced from this project included the artist’s selective feedback made in response to
the participants’ responses. When discussing the actual format of this work in her essay “If
networked art is the answer what is the question?,” Kimbell (2006) writes, “The project could
not ever reach a conclusion – having begun as a questionnaire-doodle, it was now designed to
produce a book, a thing for reading, which showed something about the spaces between me and
the respondents...” (p. 159). The design aesthetics of this piece are suggestive of a mail art
aesthetic, however, Kimbell works within the “trappings” of the research questionnaire format in
order to challenge it through personal tension and humour (see Figure 5).
From 2002 to 2003, Kimbell was commissioned to do a year long performance titled LIX
Index, in which she collected data about herself in a range of categories from financial to
emotional to social, and uploaded them to a database to measure her own performance,” It went
up if she was busy on her own creative projects or spends time with close friends, and it went
down if world events affected her negatively or if her credit card bill was too high” (http://
www.lucykimbell.com/lix/). (see Figure 6 for slides) When discussing networked art in general,
Kimbell summarizes much of my own thoughts about data and networked art, when she writes,
There is no such thing as a singular object, a thing-on-its-own. There is always some kind
of relating ... As contemporary art staggers from visual spectacle to relational aesthetics
to politics to beauty and back again, it is worth asking what the emergent category of
networked art can add to what is already happening elsewhere within visual and live art
practices. The foundation myths of networked art in cybernetics, systems art, art &
technology, kinetic and performance art point to the importance of information and
data rather than technology. (Kimbell, 2006, p. 155)
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Kimbell points out that the networked artist’s interest is in the information and data rather than
the technology, which is similar to other writers (Munster, 2008; Stallabrass, 2003) interested in
art that is concerned with data, and reevaluating how we understand data. In some cases, such as
my own recent online artwork Selfpost|Postself, which examines the networked self from within
the constraints of a blog, the artist’s interest in the data is somewhat equivalent to the critical
inquiry of the technology. Some artists are using social media and blogs in order to create
conceptual and participatory artwork that provides for self-reflexive critique of our everyday
interactions with/in digital culture. The use of online technologies and social media websites
provide artists the opportunity to merge the audio-visual with text, creating a multimedia account
that appropriately reflects our relationships with data.
Since its beginning, the Internet has inspired artists to utilize its text-based data in a
visual and poetic way. Some contemporary artworks that utilize and transform digital input from
mobile devices and home computer are reminiscent of net.art aesthetics from the 1990s. A classic
example of net.art is Vuk Cosic’s ASCII History of Moving Images, in which Cosic transformed
pixels from print and video images into ASCII2 characters to form a new image that reveals the
aesthetic nature of the data (view work here). (see Figure 7 for slides) Cosic revealed the normally
hidden coded properties of the digital medium we see on screen, which makers of web browsers
work very hard at concealing from us. In a catalogue essay titled “Cinema by Numbers,” Lev
Manovich (1999) describes the experience of these films, stating, it is “as satisfying poetically as
it is conceptually - for what we get is a double image, a recognizable film image and an abstract
code together” (Manovich, 1999, para 14). It’s as if the code becomes part of the narrative,
performing for us. The code provides visual information for us to mentally merge with that

AASCII is an abbreviation of American Standard Code for Information Interchange. The code was originally developed for
teleprinters and was only later adopted for computers in the 1960s. Towards the end of the 1980s, it was commonplace to make
printouts of images on dot matrix printers by converting the images into ASCII code. (Manovich, 1999)
2
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which our mind recognizes from reality. We begin to perceive representational figures, as our
memories fill in the gaps between code and visual narrative.
Julie Andreyev, *glisten)HIVE, 2010
With Julie Andreyev’s *glisten)HIVE, participants are asked to send text messages via
Twitter based on what their companion animals are thinking, feeling, or doing. The messages
then transpire, via digital projection, onto the semi-transparent screens that line the wall of an
exhibition space experienced in real-time. Visitors to the exhibition space can also contribute
messages using an on-site computer terminal. (see Figure 8 for slides) The participatory interaction
mimics the “acute form of self-reflection” (Thompson, 2008) that occurs on social networking
websites, such as Twitter and Facebook, but requires humans to reflect on the subjective
experiences of animals. Snippets of text, restricted to the 140 character limit of the Twitter social
media program, are generated into swarms of social-insect patterns, resembling the movement of
bees navigating themselves toward a hive. The concept of “emergence,” and the related
underlying theory of complexity science, is exemplified in the visual arrangement of messages
that are assembled and projected in the darkened room. The artist describes this emergent pattern
as a “collective effect”, in which “each organism is primarily reliant on the movement of others
in its immediate vicinity.” The viewer of the piece is therefore required to work through the
overall aesthetic experience and, whether the texting participants are aware or not, they are also
involved in a self-reflexive act.
*glisten)HIVE demonstrates ongoing processes of narrative, yet requires the viewer to
work through its aesthetics in order to decipher the actual messages – words and letters are
playfully rearranged and presented backwards once the messages are filtered through the
computer software program. The emphasis is therefore placed more on the aesthetic relationships
between the invisible data processes, rather than the individual content of each text message.
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...
What is Represented in a Data Visualization?
Data visualizations present an interpretation of collected information and knowledge. The
understandings we obtain from viewing these models will change depending on the actual visual
or textual form of interpretive knowledge. If we are to critically inquire into this visual
representation of data, encompassing an understanding of philosophical and phenomenological
theories, the line between what is an “artwork” and what is a data “visualization” becomes
extremely blurred. There is of course a need and purpose for diagrammatic visual language in
contemporary society, but when it comes to the discussion of “data as art medium,” I feel it is
important for artists to address that which we can not perceive from the data, which in many
cases ironically includes what we cannot perceive from the data visualization. Within data
visualizations, patterns detected in collected sets of information are made visible but what often
remains invisible are the processes and relationships that organize the data: “What is not usually
visualized are the parameters, relations and arrangements that organize and make sense of data.
These nonvisualized processes have become the imperceptible of data visualization” (Munster,
2008, para 5). The artworks I discussed in the previous sections creatively respond to that which
surrounds and/or our relationship to itemized data - the processes, the relations, and the spaces
in-between the nodes and nouns. These works convey an attempt to make visible this intangible
knowledge, through either abstraction, critical reflection, or methods of assembling.
The following three examples of visualizations containing data, I propose, extend beyond
the standard designs flooding the web, primarily because of the attention devoted to aesthetic
processes and conceptual concerns related to relational aspects of contemporary culture.
However, I would like to open the floor for discussion of these works, as well as the previously
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shown slides, because I feel it is important to deliberate and elaborate as a group. Questions to
think about are:
Do these works address our experiential relationship to data?
Do these visualizations possibly rely too much on digital spectacle, distracting the viewer from
thinking about our understandings of data? (perhaps viewers should not have to think or be
exposed to new understandings of data)
How are processes and relations of data conveyed in these works? and
What is it that blurs the line between “art” and “data visualization”?

1) Aaron Zinman, Personas, 2008 (created for the Metropath(ologies) installation at the MIT
Media Lab) (see Figure 9 for slide)
- link to screen recording of personal interaction (my own name) > http://vimeo.com/17657164
- description from MIT Metropath(ologies) installation website video:“Upon entering a name,
Personas searches the web for information and attempts to characterize the person, to fit them
to a predetermined set of categories...here we receive uncanny insights of inadvertent errors,
such as the mischaracterizations caused by the inability to separate data from multiple owners
of the same name.”
By including the mischaracterizations, the participant with this work is forced to question
the “truth” of the findings and acknowledge the flaws (some constructed and others unintended)
of the networked system that compiles our personal information. For me, this brings to mind
other artists’ work that address the broken aspects of technology (Penelope Umbrico, Broken
Sets (eBay), 2009-2010, a member of this panel), and embrace the glitches of computer software
systems (Jon Satrom and BenSyverson, Satromizer, 2008+) perhaps influenced by the master of
breaking down technology to point towards the potential of new possibilities, Nam June Paik
(Magnet TV, Participation TV, etc.).
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Because this visualization is time-based, we get a greater sense of the invisible processes of
data collection, however simplified within a stylized format that resembles the user-friendly
templates of social media. We are also exposed to the data that belongs to our fellow namesakes
which might create awareness to that which connects and disconnects us from others living with/
in the online world.
Is the design of this work too simple, too slick, or does it include just enough of a
resemblance to the “clean” design of current user interfaces? When presented in the context of
the Metropath(ologies) installation, this piece fed into a larger, more complex and fully sensorial,
embodied experience of networked space and time (see link). How does it function as a data
visualization or artwork on its own?

2) Yunchul Kim, (void)traffic, 2004 (see Figure 10 for slide)
- description from MoMA website for “Design and the Elastic Mind” 2008 exhibition:
“(void)traffic provides a spectacular experience of data traffic: a direct, real-time visualization of
the code being executed on a specific server,” explains designer Yunchul Kim. “By monitoring
this server it visualizes the ongoing traffic of digital information in a selected area of the Internet.
The code is displayed in waves of activity. High activity results in protuberant eruptions that can
be compared to constantly ongoing nuclear fusion processes on the surface of the sun. The data
traffic is translated into sound and visualized as a cascade of ASCII signs thrown up from the
floor as a black-and-white digital organism.”

3) Jonathon Harris and Sem Kamvar, I Want You to Want Me, 2007+ (see Figure 8 for slides)
- description from MoMA website for “Design and the Elastic Mind” 2008 website: “Harris and
Kamvar havest the Internet for the most delicate and personal human feelings and behaviors. In
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this exploration of Web dating, developed for this exhibition, each balloon represents a single
person’s dating profile collected from the Internet and offers a video silhouette of one person
looking for somebody else. The balloons fly through the sky on the wind, and you can touch any
balloon to open it and see text snippets from the person’s dating profile. Many other commands
and degrees of interaction with the interface are available that allow the viewer to perfect and
complete each screen, and each screen is only one of the many possible ways to look at the
complexity and delicacy with which people interact online.”

- The piece has five formal movements: Who I Am, What I Want, Snippets, Matchmaker, and
Breakdowns.
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Figures
(please zoom in to enlarge screen resolution images)

Figure 1
Ingrid Koenig, Navigating the Uncertainty Principle, 2007+. (artist based in Canada)
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Figure 1 (contʼd)
Ingrid Koenig, Navigating the Uncertainty Principle, 2007+. (artist based in Canada)

Figure 2
Julie Mehretu, Congress, 2003. Ink and Acrylic on Canvas (artist based in United States)
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Figure 3
Aymeric Mansoux and Marloes de Valk, hello process!, 2008. Installation. (artists based in The Netherlands)
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Figure 4
Thomson & Craighead, London Wall, 2010. Installation at Museum of London. (artists based in UK)
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Figure 5
Lucy Kimbell, Audit, 2001. top: front + back book cover; bottom: example page layout (zoom in for
details). London: Book Works, 2002. (artist based in UK)
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Figure 6
Lucy Kimbell, LIX Index, 2002-2003. Web art commission by Lucy Kimbell, one of 4 projects in a
series called Identinet commissioned by Film and Video Umbrella. (credits) (Artist based in UK)
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Figure 7
Vuk Cosic, screenshots, ASCII History of the Moving Images, 1998 / view films here; left - Star Trek; right - Blow Up

Figure 8
Julie Andreyeve (with Simon Overstall and Maria Lantin), *glisten) HIVE, 2010. Installation. (artist based in Canada)
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Figure 9
Aaron Zinman, screenshot, Personas, 2008

Figure 10
Yunchul, Kim, installation shot, (void)traffic, 2004

Figure 11
Jonathan Harris & Sep Zamfar, I Want You to Want Me. left - A single balloon couple from the
Matchmaker movement; right - The Breakdowns movement, showing the zeitgeist of dating.
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