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ABSTRACT

Internet Art is an art form that uses the Interast its primary medium from its

production to presentation. Internet Art charastes and attributes bring about
presentation, preservation and colleting challengebke curatorial practice; especially if
presented in a museum or gallery structure. Sfiedaised by early Internet Artists were
influenced by the characteristics of this mediuhese are variability and technological
obsolescence. Internet Art is inherently proceasetl, ubiquitous, ephemeral and
dynamic in nature. This challenges the traditiomdé¢ of the curator in a gallery and
museum structure. The curator is increasingly ebgoeto create platforms of exchange
of ideas between the viewer of the artwork andpitegect itself. Additional the curator

also has to provide some insight in the decisiokingaprocess regarding maintenance,

support, contracts and documentation.

Internet Art questions the principles in which gaks and museum structures are based,
these include objectification, not touching objestsl authorship of Internet Art projects.
These projects are collaborative in nature andtedely more than one artist, normally
geographically dispersed. Internet Art demand faw modes of presentation,
documentation and preservation that are more stotednline art. These new modes of
presentation fundamentally change the role of thrator. If galleries and museums want
to start or continue growing their Internet Artlections, they need to start understanding
challenges facing the Internet as a medium, develppropriate presentation and

preservation strategies that seek to address figeihthallenges.
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INTRODUCTION

The use of digital technologies is pervasive in liwgs. Technology has changed and
revolutionalised the way we produce and experiearten contemporary culture. New
forms of arts such as Internet Art, Software Arigifal Installations and virtual reality

have emerged as recognised artistic practicesy @mtwick in Voyeurschisn{2001)
defines digital art as art created with computetecor digitised information. Digital art
includes a broad range of genres including vidstaltations, sound art and Internet Art.
The focus of this study is on a specific genre il Art, and that is Internet Art.

Internet Art is often referred to as Online Art,tMet or Web Art.

This study transpired after an observation | magdgrding showcasing and collecting of
Internet Art in South Africa. Internet Art is amghly one of the least showcased or
collected art forms in South Africa, at least besw@008 and 2010. This report seeks to
provide clarity on whether the observation madmdeed valid. This study sets out to
explore challenges faced by Artists and art cdlecinstitutions when showcasing and
collecting Internet Art; a comparative study betweéénited States of America, United
Kingdom and South Africa. In so doing, it additdy outlines a brief overview of
Internet Art history, with a specific focus on strgies applied by early Internet Artists in

creating and showcasing this form of art.

The initial study will briefly highlight how Inteet Art grew globally using online modes
of distribution and organisation by artists, in attempt to provide insight to these
challenges faced in showcasing and collecting hetteArt. This will additionally begin

to highlight the intent behind the creation of et Art and further provide clarity on
how the Internet has become the artistic mediuntermet Art academics like Christian
Paul and Steve Dietz writing on this topic hightighat Internet Art’s attributes and
characteristics are amongst other key challengas liinder growth of Internet Art

collections. Christiane Paul in_Challenges for laiquitous Museum; From the White

Cube and Beyondlohn Ippolito in_Death by Wall Lahebteve Deitz in Curating Net




Art: A Field Guide Charlie Gere in New Media and the Gallery in Bgital Age and

Michelle White in_Body and the Screen: Theoriedrdérnet Spectatorshipriting on

this topic have brought up two common characteristf Internet Art, these are:
variability and technological obsolescence. Khewn that variability and technological

obsolescence create a massive hindrance to shogaasil collecting Internet Art.

Presentation and preservation of Internet Art fafection, appear as major challenges
for curators and art collecting institutions. $hiar, no Internet Art has been formally
collected in the country though various exhibitidtva/e been curated. | intend to better
understand the circumstances around this clainbsemation in my study. In my dual
investigation | will take cognisence of the diffeces in the infrastructure and economy
between South Africa, UK and North America. Intews were conducted with artists
and curators based in South Africa, namely: Martleustetter (Internet Artist),
Antoinette Murdoch (The Johannesburg Art Galleggrbara Freemantle (Standard
Bank Corporate Collection) and Neil Dundas (The @oan Gallery); in trying to
ascertain whether the observation with regardfitevsasing and collecting Internet Art
is valid and further look at underlying reasons fiois seemingly low interest in this
genre of art. Further discussions were held withators based in the US and UK
respectively; Joanne Greene (Turbulence.org), DaoeQuaranta (Bressia- Italy) and
Joasia Krysa (Kurator). These curators revealatl ttte process of collecting Internet
Art has slowed down considerably in the past twargdoth in the US and UK. Further
interviews were conducted with Nathaniel Stern,cait® African born artist currently
residing and creating Internet Art in North Americahis study will also provide clarity

on why there is seemingly a decline in the coltecon Internet Art abroad.

Following this | look at a more positive outlook lmbw other Internet Art theorists such
as Steve Dietz, Sarah Cook, Patrick Litchy, JoKsysa and Sara Diamond provide an
alternative way of rethinking the curatorial praetin relation to Internet Art with the

hope of sustaining and growing Internet Art coll@es. These theorists suggest that
although the collection of Internet Art may havevgtd down in the past few years,

discussions aimed at identifying possible solutians taking place around the globe;



amongst others, th@uggenheim Foundatis Variable Media Networkand The Pool
collaborative environment. Christian Paul in Nevedéa The White Cube and Beyond:

The Curatorial models for New Media Astates that these new curatorial possibilities are

brought about by the “shifted focus from objeciptocess: as an inherently time-based,
dynamic, interactive, collaborative, customizalaed variable art form, new media arts
resists “objectification” and challenges traditibmstions of the art object” (Paul, 1).
The new curatorial possibilities Paul is referriogwill provide clues on how to present
and preserve forms of art as ubiquitous as Intefuniet This shift has inevitably placed
stress on the curator’'s main role in the gallescgp The central aim for my research is
to critically assess these two contradictory vigtw®ugh interviews and reflection on
current Internet Art practice, curating and collegtin order to highlight a possible
change in rethinking the role of the curator, &stiand gallery as a platform for
showcasing Internet Art. The spin off would hoplgfie to sustain and grow already
existing collections of Internet Art. In additidnelp in encouraging other art collecting

institutions to start showcasing and collectinginet Art.

! The Variable Media Network is a consortium project of the University of California, Berkeley Art Museum and Pacific
Film Archive, the Solomon R. Guggenheim Museum, Cleveland Performance Art Festival and Archive, Franklin Furnace
Archive, and Rhizome.org



CHAPTER 1

Internet Art is a form of cultural production thages the Internet as its primary medium
and main platform for the creation of artworks.ehmet Art often includes e-malil
projects, text based performances, and other letdrased forms. Steve Dietz (2009) in

Curating The Wepstates that the term Internet Art does not uguatilude “artworks

that are retroactively ported to the Internet fewing purposes, typically as an online
gallery, portfolio or archive and in certain ingtas the Internet is the explicit subject
matter of the piece” (Dietz,

<http://www.archmisuse.com/mw98/papers/dietz/dietizatingtheweb.html#artist muse
um_t, 29 January 2009).

1.1 History of Internet Art

Origins of Internet Art approximately date to therlg 1990’s. The World Wide Web
was launched in 1989 but only gained popularitytha mid 90’s. According to Tim
Berners-Lee the World Wide Web was originally designed as, lateractive world of

shared information through which people could comitate with each other and with

machines” (Berners-Lée < http://www.w3.org/People/Berners-Lee/1996/ppf.ml

03/12/08) Christiane Paul in Digital A(2003) states that initially "the internet was
designed for academic use, research and sharimgfarfation”, (Paul, 111). Dietz
states that over the past two decades the intbasegrown beyond its primary use as a
research and information sharing tool to includer@ad user community and increased
commercial activity (Dietz,

<http://www.archmisuse.com/mw98/papers/dietz/diatzatngtheweb.html#artist muse

um_t> 4 January 2009)

3 Tim Bernes Lee is the founder and inventor of the World Wide Web. In 1989 he invented the World Wide Web, an
internet-based hypermedia initiative for global information sharing while at CERN, the European Particle Physics
Laboratory
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1.2 Internet as a Medium

The Internet provided instant connectivity easaafess to communication amongst its
users and created a global communication platfoitnshould be noted that the Internet
was not designed as an artistic medium, but agramtmications platform; as a site for
both social and commercial engagement it has aweg &lso become a valued and
critical artistic medium and platform.  When theernet is refereed to as an artistic
medium, Paul in_Digital Arbelieves it implies that the work is exclusivelsing this
platform from production to presentation. Idedle work should additionally exhibit

and explore the platform’s inherent possibilitiBaugl, 2000, 67).

Michele White and Rachel Green writing on the mgf Internet Art highlight amongst
others some of the characteristics of the Inteasett medium, i.e. variability and the
ephemeral nature of the technology. These areactarstics of early Internet Art.
Whites (2002) states that:

Internet and computer engagements are punctuatesrby messages, software
that malfunctions and “crashes”, slow and stallextessing, unreadable texts and
graphics, web sites and webcams that do not loadl,cdher failures. Internet
Artists engage with the Internet and computer bieritionally quoting such
failure (White, 88).

White argues that the variability of the Internetdaits failures, the employment of
misquotation and misdirection of the spectatoruficed most of the early Internet
Artworks. Art collecting institutions usually d@ad with static objects are somewhat
challenged with showcasing and collecting Interdgtas it changes and mutates with
new trends and developments in the technologyerriiet Art's erratic nature makes
presentation of Internet Art challenging and regsiiart collecting institutions to think of
new way of curating, showcasing and collecting Raul points out that what makes

Internet Art unstable are the rapid changes aneldpments in hardware, software and

11



changes in operating systems and screen resolutidocording to Paul collecting
software and hardware as it changes rapidly idehst elegant solution to preservation
(Paul, 2008, 25).

The process of collecting Internet Art also entatgistant maintenance and support of
the artwork. This is arguably one of the majorliemes that Internet Art poses. The
erratic and ephemeral nature of Internet Art maikedifficult to collect just like a
performance. Additionally Internet Art requiresntiauous maintenance and a flexible
and technologically equipped exhibition environm@aul, 2008, 59). Whilst Rachel
Green (2003) believes that the ephemeral natuteabinology is what most artists are

critiquing when she states that:

...by virtue of its constantly diminishing and regkdring medium and tools (e.qg.
software and applications become obsolete, web spage abandoned and
removed, software is upgraded, new plug-ins areidgitoonto the market, web
sites are launched), Internet Art is intertwinedhwssues of access to technology

and decentralisation, production and consumptiea (Breen, 2000; 8).

These issues surrounding the Internet influencastaiaround the globe engaging with
this medium and they started to critique the stmes and content of the Internet (White,
2002, 178). The ephemeral nature of Internet Aakes preservation a challenge as this
art form leaves no permanent trace on the netntifgisng boundaries of each individual

Internet Artwork then becomes a challenge. Mi@hé&White in_Body and the Screen:

Theories of Internet Spectatorshipthe chapteifhe Aesthetics of failure: Net Art gone

wrong, highlights that strategies used by early InterAdist resisted the continued
institutionalization and commercialization of Imet Art (White 2002; 178). From
White’s statement it is clear that early Internet was not meant to be collected and
institutionalised because of the strategies it eygd; strategies not meant to be
implemented within a confined gallery space or gigga of art collection. These Artists
were rather challenging the medium by creating wotkat were meant to be

performances and not to be collected. Michael Ralo concurs with White's

12



suggestion when he states that for some Interngtéyrgalleries and museums are not

their goal; these are considered as outposts m#-agi-historic time (Rush, 2005, 222).

1.3 Net Art and New Modes of Distribution and Organisation by
Artists

In the early 90’s Internet Art gained popularity @mgst Internet enthusiast; already
exploring endless communication possibilities pnése by this medium. Vuk Cosic,
Heath Bunting, Alexia Shulgin and Jodi were amorthstfirst artists that engaged with
the Internet in an artistic and critical mannerg&r 2000, 1).  According to Rachel

Green (2000, 3) in_A History of Internet Attie term Net Art is not a short version of

Internet Art but this term came about:

...in December 1995 Vuk Cosic, a Slovenian artishediNet Art after opening
an “anonymous e-mail with conjoined phrases buntigd technical glitch (a
morass of alphanumeric gibberish, its only legilglen was ‘net art’), which he

began using to talk about on-line art and commesifGreen 55).

The term Net.Art was first used on the occasiothef'net.art per se" series, a meeting of
artists and theorists in Trieste, Italy in May 1996 point to a group of people who
worked closely in the first half of the 1990s (antb the 2000s). These meetings gave
birth to the online website “net.art per se/CNNehattive", which is a fake CNN website
commemorating the event and is additionally coneidi¢he first form of artistic parody
made on and about the web. Rachel Greene sumseupotk ideas discussed at this
meeting, “ideas that were to become the basish®mtorks related to net.art: "a serious
engagement with popular media, a belief in parodg appropriation, a skepticism
towards commodified media information and a serfsth@ interplay of art and life.
(http://en.academic.ru/dic.nsf/enwiki/49008@etrieved 23.08.2010). E-mails were of

paramount importance as a mode of communicatiothenNet Art community as it

enabled anyone who was wired to communicate onleguaind across the globe
instantaneously (Green, 2000, 1), and thereforarheart of their medium.
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Just like the military and the academy were ciiticathe Internet's early years as a
communication tool, Eastern Europe—and Russia weueial to the Internet's early
years as an artistic medium. Early to mid 1990&encharacterised by media openness
and pluralistic politics after the birth of the vdi society” in Eastern Europe. (Green
2000) The Internet presented a utopian halo teeBagurope artists. Few NGOs such
as the Ldjudmila in Ljubljana, Slovenia and the @eoSoro’s Open Society initiative
funded media centers and in that way create oppitigs for motivated artists to
participate in the brave new world of internatior@mmunications (Green 2000).
Around the globe Artists were starting to collalteran developing new forms of art
using the Internet as the medium sometimes as mwonta 1994, the Internet was still
comparatively uncluttered. Rachel Green_in Histofyinternet Art (2000) highlights
that,

Populated largely by homepages flaunting hobbied personal histories,
advertising technology companies, or promoting remlicommunities of all
stripes, the Net was far removed from the asceticwhite-cube galleries or the
high ironies of neo-ConceptualiémIndeed, the exhausted, commercially
exploited art culture that had soared in the '8t @ashed in the early '90s was
in recovery when the Internet began to take offtyMew people who associated
with  art-world  institutions were logged on at thattime
(http://findarticles.com/p/articles/mi_m0268/is_9/8865649375/ April 2010)

In 1994 some artists were already congregatingniihe nodes likeThe Thing, Echo
Nettime and The Well These took form of mailing list and bulletingasd systems
which were more than structures of distribution anghnisation by artists. Rachel Green
states that “these were nodes of discussion wignobuged up internationally. The Thing
hosted discussions, reviews and art projects, aslfar a long time a standard — bearer

4 In Britain, the rise to prominence of the Young British Artists (YBAs) during the 1990s, generated a media backlash,
where the phrase "conceptual art” came to be a term of derision applied to much contemporary art. The Stuckist group
of artists, founded in 1999, proclaimed themselves “pro-contemporary figurative painting with ideas and anti-
conceptual art, mainly because of its lack of concepts.” They also called it pretentious, "unremarkable and boring" and
on July 25, 2002 deposited a coffin outside the White Cube gallery, marked "The Death of Conceptual Art".

14



for many art platforms” (Green, 2008, 56). Thisswhe first platform that sold and
distributed arts on-line. These platforms wereo adeen as content and community;
allowing subscribers to mailing lists and forminiglzal communities (Green, 2000, 3).
These provided artists with an opportunity to pn¢sleeir works in different ways online
and form different relationships to art structuf@éite 2002, 176). The Internet allowed
Internet Artists to work and communicate indepetigesf any bureaucracy or art world
institution without being marginalized or depriveicommunity. (Green, 2000, 1) It is
clear that collaboration amongst artists arounddglobe grew substantially during the
mid 1990’s. The Internet allowed artists to organihemselves and create artworks that
were essentially for the Internet and for the wsseshjoyment and consumption.
According to Paul artists creating Internet Artwgriairly quickly, establishing their own
world in the net with online galleries, curatorglamitics (Paul, 2008, 112).

In 1996, as the Internet use and popularity gregraup of artists predominantly in
Europe formed a movement called Net.Art. This graas based on the previous online
intervention by Vuk Cosic, which drew a lot of aien to the genre of the art of the
Internet. These artists were connected througbrdine mailing list —Nettimewhich
was devoted to Internet culture and criticism. Toge group of artists that formed
Net.Art included amongst them “Russian artists Qlaina(b.1971) and Alexei Shulgin
(b.1963), British artist and activist Heath Buntin§lovenian Vuk Cosik, and the
Barcelona-based team Jodi (Joan Hemskeerk andPagkmans)”( Paul, 112 ). Over the
years Internet Artists have built digital art commities through an active practice of
web-hosting and web art curating. These Artistge defined themselves through an
international and network mode of communication, @erplay of exchanges,
collaborative and cooperative work htifp://en.academic.ru/dic.nsf/enwiki/490080
retrieved 23.08.2010).

1.4 Internet Art Challenges

These new on-line modes of distribution and orgema of Internet Art by artists have

challenges and limitations. One of which is thihg structure of the Internet makes it
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difficult to identify limits of a website; resultgnin difficulties in identifying boundaries
of an individual Internet Artwork (White, 2002, 176 This lack of clear boundaries
within Internet Art may discourage some art collegtinstitutions in showcasing process
based artworks as apposed to static objects; wheghare accustom with. The ubiquity
of Internet Art makes it difficult to physically gplay in a museum structure and some
artists rely on the Internet Arts’ position outsitte art market for its impact. According
to Dietz curators are now spending lot of time tiBgig assets which, is not dissimilar
from the historical function of the museum to preseartifacts. According to Dietz this
process lacks contextualizing of artworks but ratleeuses on creating the content as
opposed to presenting context for it (Dietz, 1998, Since one of the roles of a curator is
to identify, contextualize and present a point iefwabout artworks it seems that a gap
exists with regards to contextualizing Internet. ArAccording to Dietz, The Musee d’art
contemprain de Montreal has one of the most orgdnand comprehensive on-line
listings of contemporary arts but they do not pgevmuch contextualization for the links
appearing on their website and online artworks Di&998, 6). It is clear from Dietz
suggestion that contextualization of artworks i @f the challenges with growing
Internet Art collections. Artworks should be cotitealized for collection. According to
Dietz thinking in terms of information in a gallecpntext almost validates collection of
immaterial or intangibles including Internet ArThis shift in museum’s perception of
their mission has placed stress on the curatorgralerole in the museum. Dietz
suggests that museums and curators can then betasedpond to the web in the
Interface culture (Dietz, 1998, 6).

Internet Art is commonly created by various amgisiups connected through the Internet,
this questions authorship of the artwork. Thgseups often consist of theorists,
programmers, and activists as much as artistsptiad no single person is named as the
originator of a project (Cook, 2008, 31). Whiteggests that museums and other
structures used for displaying and selling artfaced with new challenges online as they
fail to fully transform digital reproductions intariginal and aura-imbued works of art
(White, 2002, 176). With Internet Art it is di€filt to determine original artworks as it is

created by a networked community and changes ower with each input or navigation.
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As the majority of net based artworks are collabeeaone would assume to see a wall
label on an artwork that lists artist’'s assistaanrtsl technicians working on the project.
However Internet Artists normally go by an “e” nanmh@r the groups likeetoy.
According to Ippolito these artist group namestilate and change over time. It would
then be inappropriate to publish these groupsxasl fartist group names. Ippolito point
out that, artworks created by many artists, oftexoggaphically dispersed, create
documentation issues if collected in a gallery spacSuch artworks require more
information and details which may not be readilgitable for the longevity and success
of the artwork being exhibited in the future. Hmwer Ippolito point out that many
artists groups choose such group names intentiotta#ivoid the art star system (Ippolito
in Paul, 2008, 109). These artist group namesterdacumentation and preservation
issues; critical information about members of theug vital for the preservation of the
artwork may not documented. It is clear that doentation strategies used in traditional
museums and galleries need to take cognisencenofarens of art that are collaborative
in nature. This would help in ensuring that docotagon of artworks to be collected
reflects the artistic production and curatorialgass involved in selecting and presenting

each collected net based artwork.

Galleries and museums are commonly tasked witlrdleeof maintaining the aura and
the originality of each artwork that is collected preservation and future display. Rush
suggests that museum and other websites whichteeakintain the aura of objects still
struggle with issues of authorship. The collabweatnature of Internet Art makes
authorship a huge hindrance in the collection aérimet Art mostly by galleries and
museums. Steve Dietz points out that museum haen Iperceived as institutions
responsible to collect and preserve objects froouradt world, as well as places for
scientific study of their collection and displayi€ix, 1998, 1). Dietz and other theorists
writing on this topic have questioned whether gadke and museums should be used to
showcase Internet Art as it is inherently time blasiynamic and ubiquitous. One of the
key roles of a museum is to preserve art objectsttave been collected. Internet Art is
similar to a performance; it changes over time.rat8gies used in maintaining such

artworks should reflect and take cognisence of whgable nature of the medium.
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Additionally maintaining the authenticity of eaclersion of the artwork becomes a
problem for registrars in a controlled environmik# a museum or gallery. Internet Art
projects are often expensive to show and idealipire consistent maintenance (Paul,
78). The question is who provides the support amntenance; the artist or the
institution? This question is imperative as itigectly linked with preservation process

of an artwork. This is explored further in the helapter.

Galleries and museums face infrastructural chaiengshen it comes to presenting

Internet Art. Steve Dietz in curating Net &008) highlights that the primary argument

on Internet Art in a museum structure is that ihd$ presented in its natural state (Dietz
in Paul, 2008, 5). Presentation of Internet Araminstitutional context raises its own set
of issues since the work itself may run countewhlat an institution represents. Some
institutions are weary that artworks may createflats that museums are not willing to

face (Paul, 2008, 211). Museums and galleriesad@avithin set hours and rules. Brian

O’Doherty in_Inside the White Cul{@986), states that museums and galleries openate

the lines of the “white cube” that operate withat Bours of selected days. Yet Internet
Art is created to be seen from anywhere and anytiyeanyone, which makes the

presentation of the art created for the Internghiwia public physical space a problem.
O’Doherty describes the gallery space as “congttliatong laws as rigorous as those for
building a medieval church” (O’Doherty, 7).

According to Christiane Paul museum and gallerydngs are mostly based on the
white cube model than being completely wired andiggged with flexible presentation

systems to cater for new works in new media (P2008, 23). If Internet Art is

presented in a museum or gallery structure, itfisnopresented in a separate public
space. Paul refers to this as ghettoisation wkloh claims raises a lot of criticism
amongst art practitioners. Even though it has bseen that separating the pieces
encourages participants to spend more time withadwork, Paul believes that this
prevents the art from being seen in the contexa dfaditional media. Curators and
institutions need to facilitate exchanges with abdut the artwork in order to grow their

audience (Paul, 2008, 24). According to Paul thi e an important step in “getting
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new media out of the ghetto and integrating it itite art world” (Paul, 2008, 66). The
exclusivity that Internet Art promotes may be adnance in the promotion of this genre
of art.

This identifies another challenge for the gallepas in showcasing Internet Art.
Engagement with Internet Art is encouraged thraaggractivity; touching or clicking of

a mouse. This behavioral trait is somewhat unwae&on a museum structure where
artworks are hung high up, specifically so that thelience cannot touch. Brian
O’Doherty further states that the basic princigéedind these laws are that “the outside
world must not come in, so windows are usuallyexalff. Walls are painted white, the
ceiling becomes the source of light....The art ig fr@s the saying used to go, to take on
its own life. (O’'Doherty, 7) The visitor at the llgay is scared to touch or feel the
artwork because of the way if has been placed wisiclontrary to the norms of Internet
Art. The interactivity element of Internet Art perceived as a challenge by some of the
curators interviewed specifically Neil Dundas of ddman gallery in Johannesburg,
South Africa. According to Dundas some particigantentionally break artworks whilst
exploring the piece. Whilst some gallery and museusitors are not techno savvy
enough to fully engage with exhibited artworks.

According to Michael Rush (2005) art that requiveswer participation to be complete
has emerged as a new medium and is central ton&ttért (Rush, 2005, 213). Internet
Art addresses the radical impermanence of intefiacin that once engaged it forces the
user to move around or by clicking the mouse ortesex is on screen disappears (Rush,
2008, 220). The danger with this is that the pgodint looses track of where they started
with the navigation of the artwork; blurring bouniés between each individual artwork
and the next. Without a doubt this creates cuiatchallenges where boundaries of an
individual work are difficult to determine. How é® a gallery develop preservation
methods or techniques for something that seems entlless? Michael Rush states that
“reading, as is often noted, has re-emerged astagral of the interactive art experience.
The computer and the Internet are, at least atrtiument, dependent on words and
require reading skills that popular visual mediand® (Rush, 2008, 218). Coupled with
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this digitised works including Internet Art requsraudience engagement and do not
reveal their content at a glance Internet Art oftequires private engagements over a
longer period of time (Paul, 2008, 23). Gere begethat Internet Art requires a degree of
media literacy or else exhibitions, presentatiord awllections will never grow as

expected (Gere in Paul 2008, 5). Discussions Weld curators based in Johannesburg,
South Africa, Antoinette Murdoch, Neil Dundas andriara Freemantle - revealed that
there is a lack of public interest in this genredf They suggested that this is attributed
to the fact the Internet Art requires relativelyivate engagements and a degree of
computer expertise from the participant. The la€kpublic interest in Internet Art is

explored further in more detail in the next chapter

It is important to note that artists creating ednlernet Art did not want their artworks to
be collected, institutionalised and commecialisednyway. However galleries and art
collecting institutions commenced collecting thisnge of art. The Internet’s attributes
influenced new modes of distributing and organizingernet Art on-line. The new
modes of distributing and organising Internet Aregented a set of challenges with
regards to presentation and preservation. Onleoinain challenges with Internet Art is
its characteristics; variability, ubiquitous, presebased, dynamic and ephemeral.
Audience engagement has been highlighted as oneofchallenges including low
interest in Internet Art by the general public. ddiionally structures of the Internet
makes it difficult to identify limits of a websit®hich makes identification of boundaries
of an individual artwork blurred. Most online warkincluding Internet Art lack
contextualization. In additional Internet Art ieated by various artists groups located in
different parts of the world. This questions aushdp of the artwork. Internet Art is
created to be seen anywhere at anytime whilstalierg and museum structures operate
within a set of hours which runs counter to hoveinet Art is presented. Maintenance
and support of Internet based artworks still p@seballenge to art collecting institutions;
the question is; who is ultimately responsiblerf@intenance and support of the artwork
post sale? Is it the artist or the institution widqg the artwork? Lastly promotion of

any art form requires funding. The ephemeral matfr Internet Art require constant
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maintenance which maybe costly. Internet Art shavesoften expensive to put up and
require financial support. The next chapters balexploring these issues in more detail;

comparing the international to the South Africanimdustry.

1.5 Internet Art Case Study

One of the early Internet Artworks with attributakeady mentioned and employing
strategies of instilling frustration and confusienreadme (Own, be owned or remain
invisible - 1996) by Heath Bunting; an Internet Artist basedthie United Kingdom.
Readme.htmis presented in a form of on-line bibliography abohe Artist, Heath
Bunting. Words in the bibliography are dismembeaed hyper-linked to multiple dot

com websites of the corresponding namigp(//www.medienkunstnetz.de/works/readme/

retrieved 26.11.2010). When this artwork went omlin 1997 most of the links ran into
dead ends. This brought a sense of discomforfraisttation to the viewer; whether the
computer was malfunctioning or Internet not workprgperly. As years went by most
of the names were subsequently bought as domaieség organisations entering the
Internet space. To dateadme.htmbprovides casual endless surfing experience to the

viewer; casual language linked to various websistered with similar names in the

information space http://www.medienkunstnetz.de/works/readmeyetrieved on
26.11.2010) Strategy employed in this artwork was aimedrdtqaing the hirachical
structure of the Internet and its variability. tWdugh to dateReadme.htmivorks;
provides endless surfing as opposed to providimgslihat lead to dead ends, mimicking
computer crashes, this piece has never been comnesgsnor collected. The artwork
exists in the artist's webpage and Media Art Nethares. (Bunting, Addendum A
26.11.2010)
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CHAPTER 2

2.1 OVERVIEW OF ISSUES FOR CURATING INTERNET ART

Technological transformations have forced art ctitg institutions to consider new

forms of art like Internet Art into their practicend collections. The shift from

showcasing objects to process based artworks hatengly presented curatorial

challenges. This chapter discusses challengéd®iguratorial practice in presenting and
preservation of on-line artworks. According to Pdmternet Art challenges the

customary techniques used by the traditional aridsan presenting, documentation as
well as the approach to collection and preservafraul, 2008, 1). Charlie Gere_in New
Media Art and The Gallery2008) points out that, art forms like Internett Are still

underrepresented in museums today. Michael Rugimgvion New Media in Art (

2005), also concurs with Gere’s claim that art exilhg institutions have not done
enough in embracing and engaging with Internetwtren he states “ the art world has
done little to encourage the future of the artlmnet” (Rush, 2005, 221). Itis his belief
that most art collecting institutions fail to engagith this art form unless they are
devoted to new media (Gere, 2008, 22). Cook lgptd that in North America very few

galleries and museums are devoted to new medi# cbluld be partly attributed to the
fact that the Internet as a medium presents a nuofbehallenges to the traditional art
world because of its characteristics. Additiondhys form of art requires funding as
technologies used is often too expensive and cottpl@resent in a traditional museum
and gallery structure (Cook in Paul, 2008, 23). eSéhtechnologies normally require
constant maintenance and support. Most gallenésnauseums are not equipped with
such technologies nor have the right technicall-skil to provide support for digital

artworks.

In 1994, new modes of presenting on-line arts Heehdy emerged in the US. These

include amongst other Rhizome.org and Turbulenge.&hizome.org is an Internet Art
portal that was created by Rachel Green, Alex @alloand Mark Tribe. These were
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online portals used for presenting, curating amstridution of Internet Art (Cook in Paul,
2008, 33). Ted Byfield’s writing on the history &hizome in thenettime-1(2003)
highlights that Rhizome was started as a mailisgvihich was hosted by desk.nl. The
idea behind Rhizome was to build a web-based asctiv e-mail discussions amongst
artists and also serves as a collaborating plati@yfield, 2003, 1). Discussions about
Internet Art have taken place on Rhizome as it pesl over years into a community
platform for Net Art in particular (Paul, 2008, )12According to Byfield most of these
discussions and lists were about lack of stateifighdnd support for the arts in the US
(Byfield, 2003, 1).

Cook points out that, Rhizome gained popularity agst the art community because this
platform was not dedicated to just any old art, dntithat wrestled with its relationship to
technology. Platforms like Turbulence and Rhizowere influenced by the Internet
Art's characteristics. Rhizome was registerecamsnon-profit organisation in 1998
when Rachel Green took over running it as a solpl@yee. At the time Rhizome did
not have any physical space and had minimal fundidgcording to Sarah Cook in

Immateriality and Its Disconten{2008), Internet based artist’'s primary activigdheen

to administer bulletin board systems and hostimgad-lists — in addition to artworks on
their servers.  With the new platforms for préseninternet Art, new on-line dialogues
emerged, new projects conceived, discussed anduatt. Cook suggests that this is
when the hierarchies of the museum structure anchtanal “gatekeeping” are
sidestepped with the networked culture (Cook, 2@08, Although Rhizome news and
e-mails were similar in style to the bulletin bogrthese were totally different in content

and artist intention.

In 1995 one of the first online organisations Adeb by Benjamin Weil released its first
project offering spectators with access to worksleath Bunting, Jodi and prominent net
artists but the term net art was never used. €hity online gallery, Ada web was
considered as a digital foundry that featured wdmksiew as well as established Internet
Artists (Paul, 2008, 113). Michel White suspediattsome spectators would have

immediately marked this as an art site (White 2A08). Ada web went out of business
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when it lost its financial support. Its holdingsdaarchives were donated to the Walker
Art Centre in Minneapolis, which relinquished itst+art initiatives in 2003 (Rush, 2005,
221). It is important to note that financial sugpis an important factor in promoting

new art forms especially Internet Art.

Although new modes of presenting online arts hadrged and were becoming popular
amongst artists led groups, these platforms indebigsues presented by the internet as a
medium. These issues place stress in the curigpoaetice in that preservation of online
artworks, particularly documentation still posesajor problem as online art mutates
and changes over time. Christian Paul states‘fisa&n inherently process-oriented and
participatory art form Internet Art has a profouimfluence on the roles of the curator,
artist, audience and institution” (Paul, 2008, Mternet Arts characteristics’ forces the
curator to consider how to best engage an audienceich artworks. According to Cook
this process takes place both on the technical thedretical level. Theoretically,
Internet Art challenges the curator to rethink éxing static objects in favor of
presenting dynamic, durational and ephemeral pi®je©n the technical level the curator
has to consider security appropriate flexible emwvinents, equipped with technologies
and networks that would allow for longer period¥igiwing. Both on the theoretical and
technical level, the curator has to work with titéisgs to create a platform for the
exchange of ideas; between the viewer and the girdagelf (Cook in Paul, 2008, 28).
This presents challenges not only to the instingidraditionally mandated with the

collection and preservation of arts but also todimatorial practice.

Responding to this curatorial challenge Cook suiggakernative models of presenting
and curating on-line arts to be considered to enpuoliferation and growth of this art
form. New media including Internet Art redefineg tinaditional role of the curator, artist
and audiences that contribute towards the artwditke artist often becomes a mediator
and collaborator with other artists contributingte artwork. The role of the public or
audience is also altered as they have to parteipathe artwork. In addition Cook
believes that, there are political aspects of #igvarked culture that impact and change

the role of the curator; “rather than play a rofeeghibition caretaker, collector, and
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conservator, curators increasingly act as filtersl a&commissioners, seeking out
opportunities for meaningful exchange betweentaatisl community partners” (Cook in
Paul 2008, 32). The curatorial practice has béamging to accommodate process based
methods that focus on temporal exhibitions withc#pe context for their audience.
According to Paul “one of the greatest challengesuoating and presenting new media
art to a traditional art audience is to balancedimands of the art and of visitor” (Paul,
2008, 64). Participants familiar with the mediundats history are likely to enjoy a
richer experience of art as opposed to those moiliga with the medium. However art
institutions neglect to involve the audience in tueatorial process. According to Paul
the idea of involving the public in curating islisin the experimental stage. However,
Paul believes that efforts are growing in develgpicuratorial models for such
collaborations (Paul, 2008, 73). In 2001 the Mabkschussetts Museum of
Contemporary Arts (MASS) explored this method dblpricurators in the project called
Your Show Here Visitors of the gallery were invited to partiaip to use curatorial
software to project their selection of images fri@ museums collection. Visitors could
browse through the database of images accordiagtisi name, date, title and medium.
The virtual exhibition remained in the gallery lirttie next participant installed new
choices. Printouts of each participant’s curatatecisions were posted on the bulletin
board near the gallery entrance (Paul, 2008, T8)s curatorial model blurs boundaries
between the audience and the curator; allowingrataual model that is more aligned

with the tastes, demands and approaches of anraadie

Paul points out that the process of presentingaakisvstarts with agreements and loan
forms specifying what will be shipped and showrhisTis an important requirement for
museum registrars and curators preparing for aimbidm. With new media, physical
components are normally delivered to the museum eodfigured according to
specifications. According to Paul, categories imaaitional loan forms do not cater for
new genres of art forms like Internet Art. Critickdta for the presentation about artworks
like dimensions, screen sizes, pixel specificatiamsl others are not identified and
captured (Paul, 2008, 55). Traditional loan agre®s) have been seen to be outdated

when Internet Art is shown as part of an onlinevsh@®he loan agreement specifies
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consent to establish a link to the artist’'s wele.sitPaul point out that the ephemeral
nature of this transaction has often led orgarosatb assume that they do not need
permission to link to someone’s websites as thisoimmon practice on the net. This
practice has been called dubious and unethicah®@mstitutions part and curators should
ensure proper contextualization of artworks throaglequate documentation strategies

and obtain permission from artists (Paul, 2008, 55)

Responding to these curatorial issues, the Guggeniieseum in New York established
a foundation called Variable media Network thatues on identifying solutions
pertaining to documentation and preservation oinenart. The Guggenheim Museums is
one of the most prominent and recognised art daligcinstitutions with its early
involvement in new media and art created for th&.w&uggenheim launched its first
artist project for the web in 1998 (Rush, 2005,)214

Ippolito point out that initiatives by the VariabMedia Network andrhe Poolproject
were aimed at developing adequate documentationpeeskrvation strategies. These
included reviewing and replacing the standard \eddel used in galleries with variable
media methodologies. These include taking cogoisef the collaborative nature of
Internet Art projects, diverse geographical artigtations, mutability of artworks and
others. Jon Ippolito suggests that art collectirsgitutions should start by reviewing the
standard method used for defining artworks; thd labkl. According to Ippolito the wall
label imposed on any artwork defines fixity, yet fhgital culture, fixity equals death
(Ippolito in Paul 2008, 102). The challenge witte twall label is that it focuses on
documenting details about the artwork and lessamtextualization; which is critical for
the artworks presentation and preservation. Iifgpbelieves that documentation issues
are posed by the variable authors, titles and me#ia suggests that a variable media
guestionnaire be used as an alternative to usiagtédmdard wall label (Paul, 2008, 7).
The structure of the questionnaire attempts to wentloe blinders that prevent curators in
understanding that artworks can have more than aut®or, title, date, medium,
dimension and credit line (Ippolito in Paul, 20089). Steve Dietz critically looks at the

Guggenheims’ Variable Media Questionnaire —
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"an interactive questionnaire that enables artestsl museums and media
consultants to define how artworks behave indepathdef media and to identify
artist-approved strategies for preserving artworkslppolito proposes an

alternative to the standard wall label".(New Medim The White Cube and

Beyond 7).

The Variable Media Network suggests that if IntérAg collections are to grow in the
future then online art should be presented in &qgota that would accommodate its
characteristics. Additionally also be curated gsimodels that will take cognisence of its
nature and challenges. Documentation strategiepoped by the Variable media
network recognise the collaborative nature of imé€rArt projects and that artworks are
created by more than one artist; the wall labelsdoet. Ippolito points out that
collaboration in net based projects is the rulbeathan an exception. It is important
then that strategies, technigques and tools useddonmenting net based arts recognise
the need, not only to record details about eackvoakt but also include critical
information that is required for the preservatidnrgernet Art (Ippolito in Paul, 2008,
108).

Ippolito highlights that, to safeguard the legadynew media, Internet’s revolutions
requires something more than storing of an artesite as a data file on a CR ROM.
Ippolito points out that in twenty to thirty yeatse technology including browsers used
to read those files would have changes and obsaletaning for new media fixity equals
death (Ippolito in Paul, 2008, 107). Ippolito gaesto stating that “yet fixity is what the
wall labels impose on artworks in any form of newdi” (Ippolito on Paul, 2008, 107).
Registrars spend a lot of time recording detailsualthe artwork whilst neglecting
information about the work critical to its presdita and preservation. Ippolito believes
that “eyes trained in traditional conservation amt necessarily prepared to see what
matters in new media installations, where adaptgldhd change are the means, rather
than an obstacle to survival” (Ippolito on Paulp20107). Ippolito suggest that as the

production process of online artworks can changgirae that “variable title” is used for
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naming such artworks; project names are sometirhasged when adding or scaling
down project. Just like the art form itself, t#lassigned to artworks mutate multiple
times due to numerous releases of different vessafnthe artwork (Ilppolito on Paul,
2008, 107). New media artists and techniciansusesd to this fast pace of media
turnover, but for the curators and archivists chdrgvith capturing an artwork’s vital
statics are not (Ippolito in Paul, 2008, 115) Ipj@okuggest adapting to the numbering

systems derived from software development.

In 2002 Turbulence.org had already started usiigyrthmbering system in the project
calledApartmentwhere the first public release was assigned witaraant 1:1. The next
release could then be assigned with the next lbgmaant, 1:2. and so on. What is
important with this numbering system within the a3 opposed to the software
development industry is that, version 1:2 doesmean that version 1:1 is obsolete or 1:2
supersedes 1:1. However in the arts, the lateioes hold better and richer experiences
for the user as more nodes or module are addedopped in an artwork. What this
means is that lower numbers in the series of nedianariants will most likely become
technologically obsolete before higher numbers; dva@w this will not make them
aesthetically obsolete. In fact Ippolito pointst dbat “the main difference between
numbering versions of software and of new mediak&as that the latter gives user
experience priority over software and hardware enmntation” (Ippolito in Paul, 2008,
115).

The variable Media Network also suggests that Hreakle medium should be explored
when it comes to preserving new media. This ambraavites creators of arts to imagine
how the work might be translated into new mediumeseothe current medium expires.
Workshops and interviews are conducted with artistsed on the questionnaire which
challenges what aspects of the work might changhenfuture. These are stored in a
multi institutional database, where participantsn cghare and compare different
perspectives on the long term maintenance of twerk (Ippolito on Paul, 2008, 117).

Artist and Berkeley Art Museum/Pacific Film Archiveurator, Richard Rinehart

speaking at a conference on variable media in 288td that, an opportunity exists for
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museums to engage with preservation strategieshwdre commonly used in the world
of information technology in relation to digitalfarmation; that is data redundancy.
Rinehart suggests that a good preservation strafi@gyligital information including
Internet Art is to back it up, create multiple cepiand distribute them geographically
(Ippolito in Paul, 2008, 123).

In line with the Variable Media Network, Cook sugtgealternatives to the traditional
museum exhibition space for curating and presentitgynet Art. Cook point out that
presenting new media work in a museum and galkeugtsire always reconfigures it and
recontextualises it due to its variability and miadity. It is important for the curator and
the artist to work together in establishing a catioa between the physical and virtual
space as it ultimately affects the aesthetics efattworks (Cook in Paul, 2008, 56). It is
Paul's belief that traditional exhibition spacegate presentation models that are not
suited for Internet Art. Paul points out that ditions for new media can take form of a

software program, exhibition as a trade show ofletibn as a broadcast.

2.2 Presentation of Internet Art

2.2.1 The exhibition as a software programs or data flows

Cook highlights an alternative way of presenting Nased artworks as they generally
challenge a museum or gallery structure. This otethas been used in the UK, Cardiff
as early as in 2002 in the exhibition calked for Networkdy artists like Heath Bunting,
Rachel Barker, Nina Pope amongst others. This took of a “travel group exhibition
focusing on a practice engendered by networkinggred in a range of media and art
forms. The premise for this project was that ldobe modified with each new gallery
exhibition; offering an ever changing data flowttlbauld be modified to demonstrate
aspects of each project and produce differentoooés depending on audience and
organizers (Cook in Paul, 2008, 33). The advantagasing this approach is that it can
be used as a network building exercise; adding s\aake the project grows whilst

understanding expected outcomes and consequences.
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2.2.2 The exhibition as a trade show

Cook suggest that instead of having net based gesnahowcased for periods between
six weeks to three months, Internet Artists mayehivconsider hosting one day shows
with the artists present to explain conceptual @etinological challenges (Cook in Paul,
2008,35). Paul suggests that it is crucial to g®wocumentation that translates the
project to the audience during the time when tlogept is not actively used (Paul, 2008,
65) As opposed to hiring equipment to fit a tradial-term gallery exhibition; standard
museum exhibition would prove to be costly. Thistihod of presenting Internet Art has
been tried and tested. It is has been used bst artEurope, North America and South
Africa; 2009 Joburg Art Fair. The Joburg Art fa@rorganised by the Art Logic, which
also provided wireless network connection to theerimet. According to Bristow this
project was organised partly as a research andighrthe Digital Arts Division of the
Wits School of Arts.  Bristow point out that a qoamy called Core Group lent the
project 4 iMacs desktops for the duration of théilkition period. The Core group

considered this as advertising for Apple Mac praslfiom their end.

Cook highlights that in Europe artists including)/D, Furtherfield, among others, have
previously organised their own networks within thieler community of Internet Artists
(Cook in Paul, 2008, 35). According to Cook thestists recognised that presentation
structures for new media essentially work if theg aelf-generated. Cook claims that
most Internet Art works have failed to translatéointhe gallery. This is due to
differences in networks and operating systems bgetteators of artworks and galleries
(Cook, in Paul, 2008, 35)

2.2.3 The Exhibition as a Broadcast

This method of presenting new media art has beed by artists like Nina Pope for

example in a project callelvV Swansong These often begin with a research question
about the inherent attributes of the medium. Astigere invited to create projects under
the umbrella of the Nina Popes’ initiative using thternet as broadcasting medium. In

addition to Popes workV Swansongnclude eight works of other artist. These works
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were about websites or events made famous by s&evi Cook points out that “this
commissioning aspect of their work makes theirstidipractice inherently curatorial,
geared towards project management and the creatioantext” (Cook in Sarah, 2008,
37). One of the challenges presented by collaiomsis that funders or audience might
interpret the artist-led activity as taking ovesace and, by extension, perceive visitors

as attendees of a live broadcast (Cook in Sard8,23Y).

These alternative ways of exhibiting new mediauduoilg Internet Art challenges the
traditional museum structure; new media is variabnld is often developed by more than
one artist. Web based artworks also depend orcdh&ext; they are site specific and
cannot be separated from the network connectidosairgallery or museum space. Not
unless these artworks are totally redesigned foh swesentations (Cook in Paul, 2008,
38). In comparing the three techniques for eximgiinternet Art, Cook points out that
the trade shows method is often appealing to funded exhibitions organizers; cost of
renting the necessary equipment for longer peramus getting technical support when
the artwork breaks down maybe costly. These ptasen models suggested by Cook
also require different curatorial practice to thested in a traditional gallery context.
These curatorial models are most appropriate fofoams using technologies and the
Internet as a medium; they challenge traditionak@wmm exhibition which normally

showcases static objects. Cook highlights thesgefawf curating as, iterative, modular
and distributive. These curatorial methods areceored with practical and the technical

aspects of a curator’s job.

2.3 New Curatorial Models

Models used for curating online art should takentegnce of technical and practical

aspects of the curators’ role.
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2.3.1 Iterative model

According to Cook this method of curating propose#ing artists to investigate a topic.
The curator would then filter and select projetist tare most successful or interesting
and build another show around those; which might ilbea different venue or
environment. The challenge with this model is v exhibition concepts explicitly
recognise work that is not complete; work thathist tstill susceptible to changes. Cook
points out that institutions prefer work that iswquete as they expect predictable results
they can count on. Branding of such exhibitionsntbecomes a problem; because the
exhibition is movable, this often supersedes th&ards of the artworks (Cook in Paul,
2008, 40). Securing flexible financial suppfsdm funders for projects using this
curatorial model is often a challenge; these ptej@ormally have longer development
time and changes in location. Unless outcomeseaguaranteed at some point funders

are unlikely to support such projects (Cook in Pa0D8, 40).

2.3.2 Modular model

This curatorial method is often used in projectpested to run for longer periods.
Independent curators would build their projectsafaborative modules with a network
of institutions and exhibiting venues. The curatan drop or add an element of the
artwork as the project progresses; as long asntieati of the work is not affected. The
degree of interactivity maybe scaled down or augethecause of a technical difficulty;
preferable than dropping a single artwork from a&hilgtion. According to Cook this

model of curating is mostly useful where technatagigoalpost and funding criterion

constantly changes (Cook in Paul, 2008, 43). Tdrative and modular curatorial model
“overlap however they both reflect the variable aotlaborative characteristics of new
media art” (Cook in Paul, 2008, 43). AccordingRaul the modularity of the digital

medium offers an advantage in configuring a workgdoysical space which is as a good
thing. The benefit to this curatorial model isttd#ferent versions of an artwork exists

which can be exhibited in different venues.
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2.3.3 Distributive model

This model of curating entails having a groups wfators organised into institutions or
organisations. According to Cook these curatoesaodiice based and commission work
in a non-museum context; they emphasize on gettiok out to the public with little
interference from anyone. Cook point out that thisdel has been prevalent mostly in
the UK where funding is more flexible than in NoAmerica. This model has been used
by various organisations including Low-fi, New Madbcotland, Forma and ArtAngel.
These organisations have intentionally avoidedbéistang resources such as a gallery
space instead; they have dedicated media labs sdugiion facilities. In this way
projects can be allocated the most appropriatepegnt and resources for the exhibition
(Cook in Paul, 2008, 43). Cook states that “thisatarial model reflects that curators
dealing with new media art must increasingly foll®ivategies employed by artists
themselves (Cook in Paul, 2008, 45).

One of the on-line portals that employ this curalanodel is Runme.org. Runme.org is
a software art on-line repository that was stabigdlga Goruinova and Alexei Shulgin
in 2002 (Kyrsa in Paul 2008, 97). Although thistpbdoes not host Internet Art per se,
software art shares similar attributes and chariatits when it comes to its presentation
and preservation. In light of the differences iegé genres of art, Runme.org has been
selected as an example of an on-line repositormgugiroposed curatorial models.
According to Krysa, Runme.org represents a newagmpr to the curatorial process. The
aim of the Runme.org is to create an exchangefaterfor artists and programmers,
which works towards the contextualisation of subeditsoftware artworks. According to
Krysa this repository functions as an archive, eyl software aided systems for
selecting, categorising and contextualizing, présgnand evaluating software art.
Runme.org employs a model that is collective andlypautomated. The process of
selecting works is handed over for the most pathéouser which takes away curatorial
control from the curator. According to Krysa tharatorial control is only exerted by

setting initial categories and by review systemw/ich experts highlight works that are
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most suited for exhibiting. This model can alsosbited for net based artworks as they
are distributed over networks and are self rephgatself generating, mutating and
unpredictable (Krysa in Paul, 2008, 89). Krysggests that this curatorial approach be
used in a mainstream museums or galleries in agratnline art. It is her belief that the
difference would be profound (Krysa in Paul, 2098). In Runme.org authors play an
active role in developing context rather than tgkia passive role as objects of

classification, description and curating.

Ippolito point out that, discussions have been ldgtiveen the Museum of the Modern
Art in New York, San Francisco Museum of Modern,Aahd London Tate Gallery to
establish a shared collection of their media altectbons. An initiative called Open Art
Network has been exploring the new economic andllé@mework that encourages
artists to distribute duplicable jobs. Ippolitoiqtoout that, many artists still want to keep
control of their work during their lifetime. Howew it is important for those artists to
recognise that their legacy may be lost to histbrpaster copies of their artworks are
damaged or source code corrupted before beingféraed to a public trust (Ippolito in
Paul, 2008, 124). Additionally the Open Art Netwas exploring legal possibilities of

deferring access to source materials by suchsrtlppolito states that;

According to such an agreement, an artist mighteeto a collector or museum a
duplicate master along with the artwork, with thelerstanding that the artwork’s
owner cannot access the master until the artigsgpermission or die. A neutral
third party could serve as an artistic escrow antololding artist's source code
until the time when a need for open access outveeigheir proprietary interest in

keeping it secret ( Ippolito in Paul, 2008, 124).

2.4 Funding strategies

One of the major problems with new forms of arelikternet Art face is funding. In the
early years Paul claims that funding strategieslritegrnet Art and online galleries was

said to be experimental just like the art form lftseThat is how Ada web lost its
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financial support and had its collection permaneatthived at the Walker Arts Museum
in Minneapolis. Another prominent organisation Hhighted with regards funding
Internet Art would be the Machida City Museum o&@hic Arts in Tokyo.

It has been shown that galleries and museumsastito engage with Internet Art, unless
the institution is devoted to new media. The shifim showcasing object to process
based artworks in a museum and gallery structuseimavitably places stress on the
curators traditional role. The curatorial practitas to adapt to new exhibition and
curatorial models that recognise and the mediunmkerient characteristics and
challenges. Curators are increasingly expectextdate platforms of exchange of ideas
between the artist, viewer of the artwork and thejgut itself. It appears that self

organised environments equipped with flexible pnéston technologies are ideal for
showcasing this form of art. Alternative models msenting digital arts include

exhibition as a software program, trade show armoadcast. The most challenging
aspect about these presentation models is thatateeyenerally expensive to put-up.
Security financial support to host digital art exitions is often expensive. Perhaps this
is why sponsors prefer the trade show exhibitioml@hevhich runs for few days and less
costly.
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CHAPTER 3

3.1 INTERVIEWS ON CURRENT CURATORIAL PRACTICE -
INTERNATIONAL AND SOUTH AFRICA

This chapter will focus on presenting current comiat challenges in the practice of
showcasing, preserving and collecting Internet iArthe North America, Europe and
South Africa; a comparative study. Interviews weenducted with curators from
prominent art collecting institutions based in MoAmerica, Europe and South Africa
respectively. Amongst others these include Jodare=n from Turbulence.org in the
US, Dominico Quaranta based in Brescia, Italy; eelance curator who also teaches
Internet Art in various places including at the Aemia di Brera in Milan, Italy, Joasia
Krysa an Independent Curator residing in Plymouthnited Kingdom. Joasia is
affiliated to a number of on-line galleries inclndiKurator, and Nathaniel Stern , born
and studied in the United States but did residemc§outh Africa in 2008. Stern is still
producing Internet based art projects and exhilpitirem abroad with some of his digital

artworks collected in South Africa.

Discussions held with curators representing vargmeors of international art collecting
institutions already highlighted revealed that itngibns that have collected Internet Art
in the past have now slowed down their collectiore do various reasons. Amongst
others these could be attributed to the strategiraployed by some Internet Artists
posing challenges in the curatorial practice oéinét Art. There is a notion that there is
a lack of public interest in Internet Art whethey Iparticipants or art collecting
institutions whose role is to promote arts in ooeisty. User engagement has also been
identified as a challenge in presenting this fofmad. In addition the nature of digital
artworks requires for constant maintenance and@tpp ensure longevity, accessibility
and preservation of artworks in the future. Thepomsibility of providing maintenance
and support after the sale of the artwork is atthallenge across the industry since there

is no agreed industry practice providing guidance.



Internet Art development in South Africa has beenywslow in comparison with the rest
of the world. This is according the art collectiexperts representing various sectors of
institutions responsible for art collection in Sowfrica. These include Neil Dundas
Chief Curator at The Goodman Gallery — commercadlegy; Barbara Freemantle, Chief
Curator of The Standards Bank Corporate Art Calbecand Antoinette Murdoch, Chief
Curator at The Johannesburg Art Gallery (JAG) —liputpllector. These experts also
come from the art collecting institutions that hakieen selected for this study.
Discussions with each expert were conducted throomgh on one interview which
occurred between September and October 2010 im thspective areas of practice;

(Johannesburg, South Africa).

The curatorial and archival practice of Internet Ar South Africa is still fairly new.

Arguably the 2009 Joburg Arts Fair was the firsjonglatform where such works have
been exhibited locally. A number of reasons uhksed in this chapter could provide
insight to this and include the following consideras; strategies employed by artists,
user engagement and public interest in the artdifign strategies, maintenance and
support, lack of education and awareness and inadegoromoting, presenting and

archival of Internet Art including other forms ofw media arts.

3.2 Curatorial issues leading to Preservation and Collection Challenges

3.2.1 Strategies by Artists

Jon Ippolito in_At the edge of afR006), states that “some digital artists are eonfor

museums to collect the by-products of their ingzgtons even if they no longer preserve
the executability that attracted those artistsigital media in the first place. For others,

the ability to run a work is more important thag éibility to save it.”

One of the few early Internet Artists; Jodi, Peteiining and Michael Samny’s who

employed strategies that makes the collection tefriret Art a problem, i.e. anti-aesthetic
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art, resisted being institutionalised and commésad. According to Cook these
Internet Artists
“often respond to the failure to understand thereakable link between the
medium and networked culture. Bringing together tbehnological stages of
production and distribution in creating exhibiti@trategies seems the most
sensible way to proceed, reflecting the collabweatvariable, and participatory

characteristics on Internet Art” (Cook in Paul, 2085).

This presents the view that not all Internet Astigstant their art works to be preserved
and collected.

US/UK

Strategies employed by early Internet Artist wemaeal at critiquing the Internet as
medium due to its instability, ubiquitous, epherheture and other reasons. Michelle
White in Body and the Screen: Theories of InterSpectatorshipthe Aesthetics of

failure: Net Art gone wrongighlights that strategies used by early InteArést resisted
the continued institutionalization and commercigian of Internet Art (White
2005:178). From White's statement it is clear gty Internet Art was not meant to be
collected and institutionalised because of theegias it employed; strategies not meant
to be implemented within a confined gallery spa&®me strategies employed by artists
currently producing Internet Art to date still aligo those used in early Internet Art
pieces i.e. anti-aesthetic, anti- commercialisatma anti- institutionalised. Nathaniel
Stern, an active Internet Artists based in Bost@merica stated that some strategies
employed in his work “certainly question, or inteme in, or accent the problems of
aesthetics, commercialization — whether of thewantld or structures of the Internet’
(Stern in Addendum A, 2010, 1). However Stern tegnout that he does not prefer
using the phrase “anti” because he is not inhereagfainst all things powerful but
believes power should be critiqued in all forms ihternet somewhat heralds that power

Stern is referring to.
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Joasia Krysa believes that the Internet is morklestand more widely available which
has brought about advancements in technologieasial&rysa is an independent online
Curator who also runs an online curatorial agenoy a research platform Kurator is
based in Plymouth —United Kingdom. Krysa furtheghlighted that recently she has
had a lot of interesting critical work that dealshaemerging technologies as opposed to
critiquing the medium; works that examine relatiops between new platforms or tools
and a wider social, political and economic conteAiccording to Krysa the challenge
now for Curators is to remain critical and expernia as technological changes emerge
(Krysa in Addendum A, 2010, 31). Itis clear tetrategies employed by Internet Artists
who are currently in practice are adaptive in tihaty reflect issues facing the Internet

and they will continue to change as long as theimme@hanges.

Joanne Green, curator at Turbulence.org also mbiate that strategies employed in
recently submitted projects engage new platfornastaals which make them interesting.
It seems that in North America artists’ strategies changing somewhat. Green states
that;

“Turbulence.org has seen a rapid evolution of audatk reality applications,

location aware devices, hybrid games, and netwotk&tlal narratives using

tools like Twitter for instance. Works that contento explore binaries such as
physicall/virtual, connection/distance, material/iaterial, object/experience,
open/closed, production/consumption are also sfillte prevalent.” (Green,

Addendum A2010, 10)

Maybe artists are beginning to recognise the ingpae of art collecting institutions in
the survival of their artworks; although most thstsrwriting on history of early Internet
art believe its not artist's intention to be cotkxt. Green believes that in the United
States, there hasn’t been a question about thditstalb the Internet’s infrastructure for
many years; it's simply been a matter of fasterivdey and more users. (Green,
Addendum A2010, 9) Mobile technologies on the other hamnehadded an interesting

component, allowing people to navigate physicatspas they access the Internet
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SA

Marcus Nuestetter, South African artist creatinginet Art highlighted that some works
that he has created in the past was respondinglzalténging the industry. Neustetter
was mostly critiquing the establishment on the stduas well as what it symbolised on
the Internet. Nathaniel Stern before going backht® US together with Neustetter
created an Internet Art piece that tackled theamotf the sign and the signifier as being
something that could be more personal and localiylgced and handmade. The name
of the piece isthegatwayexperiment.net In this piece Stern and Neustetter have
transformed several information-based web pagee @ullaboratively constructed
communication sites. According to Neustetter iflitighey commissioned Johannesburg
based sign-makers to manipulate and re-mix fiwge lvebsites by painting stylised
versions of each image on their main pages. Netwslpoints out that for a limited time,
participants from anywhere in the world could ediy one of these web pages. This was
done by uploading their replacement images. When editing a given page, each
individual image would be randomly pulled from tisée’s live database, thereby
transforming these websites into dynamic collapes $ignify something completely new
(http://turbulence.org/Works/getawayexperimeetrieved on 24.01.2011). Coupled with

artists strategies there seem to be a general mauns@amongst the Curators claiming that

there is a lack public interest in Internet Art;etther it is in promoting or collecting it.

3.2.2 Audience Participation and public interest

Christiane Paul suggests that presentation ofcaeted for the Internet within a public
space generally complicates exhibitions. The sgcoésan exhibit and the audience’s
appreciation of the art is invariably dependanttiom effort the museum puts into the
exhibition; including technical and educational edp. It is her belief that Internet Art
does not need to be presented or introduced tpubkc; it is created to be viewed by
anyone and anywhere at anytime (Paul, 2008, 23hweder Paul believes that the
physical art space has an important role to playrnoviding context for the work,

assisting in its preservation and growing its ancke (Paul, 2008, 24). Internet Art

40



projects are often marginalized in public placed #rrequires specialised and technical
skills to maintain and support. Often they alsguiee relatively private engagement over
a long period of time. As a result Internet Arbisen presented in a separate space of a
public area. According to Paul this has receivddtaof criticism in that Internet Art
often enjoys exclusivity which prevents the artnirdoeing seen in a context of a
traditional media and allowing the audience to et a dialogue with the art (Paul,
2008, 23). Paul point out that, the audience plysmportant role in integrating new
media into the museum gallery structure. AccordmBaul the museum audience can be
categorized into experts; those familiar with thefarm and the medium, those who are
highly technical but don’t know much about art ahdse that are open to and need
assistance using it and navigating it (Paul, 2@83, Getting it right for all these people
is almost impossible Paul adds. It is importantidentify the audience the art is

presented to as it may impact the success or éaifiones project or art piece.

USIUK

Joasia Krysa argues that art collecting institigibave done enough to stimulate interest
and growth of Internet Art amongst the general pubKrysa states that Internet Art, or
more broadly Digital Art, entered the public andvate art institutions, amongst others;
the Whitney Museum of American Art (Artport portalate Modern In London-Britain —
for instance the exhibitonArt and Money Onlinein 2001. According to Krysa even
commercial galleries were actively promoting antibiing Internet Art for instance the
Bitform gallery in New York and commercial arts riaisuch as ARCO International
Contemporary Art Fair in Madrid. (Krysédddendum AO5 Nov 2010). ARCO has been
exhibiting digital art including Internet Art in ¢lir dedicated section ‘Black Box’
showing key artists of the field such as Ubermome2009, Jodi in 2010 and others.
There are also dedicated awards and prizes estatdlte stimulate and promote the field
for example ARCO/Vocento 2.0 award held in Mad&gain. (Krysa Addendum A05
Nov 2010

Joanne Green of Turbulence.org believes that flegaece of Internet Art resides in the

size of its audience; and that a small audiencddvioet a measure of the “genre’s” (lack
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of) importance. Green stated

“It's impossible to gauge the size of Internet Arpublic without resorting to the
usual art world reliance on mainstream media cage@ gallery and museum
shows; how often they include Internet Art in extidms, and how the public
responds to it. Internet Art utilizes the Intermst a site of both production and
transmission. It can often be accessed througlalgastich as Turbulence.org; but
it also resides on artists’ websites where, offerfails to attract very much
attention. The more one cloisters it within site€ls as Rhizome.org, the less
likely the general public will want to experien¢eliecause it is perceived as “art”
and, for many that means “not for me.” (Gregddendum A2010, 7)

What sets Internet Art apart from traditional astthat anyone can access it from
anywhere at anytime. This grants works a much l@oadand larger — audience than it
might have in a gallery or museum. According tonfea Green most of the works
Turbulence has commissioned have enjoyed thousahdssitors; some well over
250,000, far greater in number than most contemmpoast enjoys in traditional art
venues (GreenAddendum A 2010, 7). Discussions held with US based Cusator
revealed that Internet Art collection has slowegvdan the US in the past two years or
so. The perceived lack of public interest could dme of the contributing factors
attributed to the decline in the collection of imiet Art in the US and Europe.

SA

The Johannesburg Art Gallery which is referred 20JAG in this study is the largest
public art collecting institution in South Africaitlv its oldest collection dating back to
1914. Antoinette Murdoch, Chief Curator at JAGn¢& 2009) expressed her views
during an interview. When asked whether there wasugh public interest amongst
South Africans in Internet Art, Murdoch’s opinias that the South African public

interest in Internet Art is quite minimal (Murdoehddendum A2010, 27). This includes

the art world in South Africa Murdoch adds. Thene varied reasons behind the

minimal interest amongst South Africans. Accorditty Murdoch these could be
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attributed towards amongst others; “slow technaalg& infrastructural developments,
limited access to technology, limited IT skill samongst general public, lack of
education and funding” (MurdociAddendum A2010, 29). JAG as an art collecting
institution has not purchased nor collected anri@ebased artwork to date. However
JAG has hosted projects where people from diffe@nintries used blogs to share
outcomes of public programs hosted by the JAG.s Tnoject used the internet as the
medium for hosting communication amongst participagiobally. One square milé
project was a community outreach project that eraxged participants to use the Internet
as a communication platform through blogging. Tree square milés the only Internet
based art project that the JAG has been involvedTihis is the closest this public art
collecting institution has been with Internet baaed Murdoch Addendum A2010, 29).

In ‘One square mileommunity — “which comprises individuals who limear, or
bide their time in, Joubert Park — assist thetartiscreating various maps of their
experiences of the neighborhood. These maps,H&@sycho geographic records
created by the Situationists in Paris in the 1980d 1960s, suggest that the
apparent character of the city is derived from datiouy truths — things
discovered in the thick of Joubert Park’s frenatiet life — rather than from
official historical narratives. 1mile? are therormected to other, similarly
construed communities around the world through themile? website”
http://www.artthrob.co.za/Reviews/Review-of-1-m#guared-by-Anthea-Buys-
at-Johannesburg-Art-Gallery.aspx retriees29 October 2010

The Goodman gallery is a commercial gallery whosadate or role is to sell art. Nell
Dundas, Chief Curator at the Goodman Gallery inadoksburg South Africa concurs
with Murdoch’s opinion regarding South African gesdepublic’s interest in Internet Art.
Dundas highlighted that in his opinion “South A#ids still lagging behind with
technological developments which hinder technolalgactogression and public interest in
comparison to the developed countries” (Dund&ddendum A 2010, 21). Despite

general public’s low participation and interestnternet Art, Dundas believes that:
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“an opportunity exists for the growth of InternettAn South Africa; if South
African Artists produced artworks of interest to uBo Africans and
simultaneously have institutions of higher educdatiomuseums and galleries
promote Internet Art adequately amongst South Afrec(DundasAddendum A
2010, 18).

According to Dundas South Africa is still years inehin comparison with other parts of
the world where Internet Art has become prevalé@puestions like “is this art” are still
being asked by the general public when new mediaogks are showcased. Paul also
states that This does not mean however that thdicpigb not intrigued by use of
computers in gallery space. P Neil Dundas goe® aitating that

“South African general public has a large gap t# Viith regards to arts
education. The South African society is being $athe old art for the past 40
years or so in magazines, television programs whiictier progress with keeping
up with contemporary arts” (Dundasddendum A2010, 18).

A plausible solution for bridging this gap accoglito Dundas could be initiatives
launched by magazines like Art South Africa; topht#le general public by focusing on
promoting the idea that the contemporary art wesldhoving and shifting barriers and
simultaneously grow the magazine’s circulation, Begr this shouldn’t be done in
isolation, Dundas adds. All key role players ia gfromotion of arts should be involved,;
those who run the museums, galleries and art ¢wifpanstitutions. It is their role to

educate the greater public with the understandmgew media especially Internet Art.
(Dundas Addendum A2010, 21).

Antoinette Murdoch feels that what is fundamentalppening with Internet Art is not
isolated to this genre of art but common to otles media art forms. “Internet Art has
not gained much popularity amongst South Africareduiding other types of new media

art forms; video installations, software art andens” (Murdoch,Addendum A2010,
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27). Murdoch’s suspects that this could be atteduo the fact that artists themselves
are reluctant to create this genre of art partlyabee artists are aware of the low or lack
of interest in the market for new media. Furthementhe general public is still
intimidated by technology. Antoinette Murdoch fet highlighted that if one had to
look at exhibitions currently running in 2010 ardufohannesburg only one artwork had
used the Internet as the medium. However thigaskt cannot be classified as Internet
Art; Hotel Yeovill¥' a community website and an interactive exhibitinstallation
directed by a Johannesburg based artist Terry Kurgalose collaboration with a hybrid

mix of professionals. http://www.hotelyeoville.co.za/component/contertie/556-

hotel-yeoville-a-public-art-project 29 Oct. 2010

Barbara Freemantle, Chief Curator of the StandatkBCorporate collection claims that
the bank has not received any submissions of letékrt in the past. Standard bank does
not own nor has it showcased any Internet Art ¢eriret based artworks. According to
Barbara the bank does not have any experiencealimdewith Internet Art (Freemantle,
Addendum A2010, 16). Antoinette Murdoch, responsible foblpu collection shared

similar concerns with regards to submissions adrimét Art. Murdoch highlighted that

“during the last JAG’s Board Committee meeting, vehe@ wide genre of
contemporary art is represented, a question wasdaskether any board member
had identified artworks that JAG could possibly @og which has been
showcased or submitted anywhere?” (Murddatgendum A2010, 27).

None of the artworks that were discussed during tineeting fell in the digital or new
media genre, let alone Internet Art. From theseudisions it is clear that a lot of work
still needs to done to raise public awareness atetdst with regards to understanding
what Internet Art is in South Africa.

With interactive digital artworks audience partatijon is always a challenge. Most web

based projects require familiarity with the intedaand navigation paradigm. Cook

highlights that one cannot expect every membehefaudience to be an expert (Cook in
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Paul, 2008, 54). According to Murdoch thequare milgroject hosted by JAG was not
Internet Art per se, it used the Internet as a camaation platform thus faced similar
challenges as any digitised work may face. Murdaghlights that the most challenging
part of this project was that it was not user fiignand therefore did not generate
adequate attention; especially since the projest tamyeted to the youth. The audience
that JAG attracted for this project was teenageysfpoor schools and youth around
Joubert Park. Generally, this youth is not dijtadavvy enough or familiar with
computers to navigate through such that enoughinérest is generated. The IT skill
set amongst the majority of the youth on this proyeas low, Murdoch claims. The level
at which this project was pitched was also not eppate which contributed towards the
success and failures of using blogs and the Intennelis project. (MurdochAddendum

A, 2010, 29). Another set-back was that computedsthabe set-up at the foyer of the
gallery where children fiddled with computers uniiistalled programs broke or
malfunctioned (MurdochAddendum A2010, 29). Another problem that the JAG has
encountered is that most digital art works thatythmave collected have so many
technological restrictions in terms of presentatidrartworks in a public space. These
include connectivity and network problems, slowpmsse times, power cut in the CBD
and so forth. Antoinette Murdoch further highliglihat she understands why galleries
and museums steer clear of digitised artworks lsxduis so complex to set-up, run,

maintain and eventually to keep.

Christiane Paul believes that any experience withagwork is interactive; whether
painting, sculptures or new media works. However interaction remains a mental
event for viewers when it comes to traditional otms. Internet Art allows for
navigating, assembling and contributing to the arkwwhich surpasses the mental
interactivity (Paul, 2008, 67). Neil Dundas of tBeodman Gallery pointed out that in
his experience “the audience is sometimes nervdusawing to touch the mouse or
computer thinking maybe it is an installation” (R&s, Addendum A2010, 20). The
audience that the Goodman gallery attracts is famwith computers and technology in
general. Dundas pointed out that “the way th@i@te is presented then becomes critical

in that it should allow for people to still haveetinteractivity and their fun without
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messing with the art piece” (Dundasddendum A2010, 20). Cook highlights that
interactive artworks work counter to what museumucitire demands; not to touch
artworks. According to Cook a larger segment @& dludience still hesitate to engage
physically with the artwork in a gallery space (€ao Paul, 2008, 54). Institutions need
to take more initiatives to overcome the reluctaatéhe public to engage with the art.
An artist may create some artwork using the Inteasethe medium and have techno

savvy participants, not interested in the art ltralentionally breaking the artwork.

3.3.3 Maintenance and Support

One of the most challenging aspects of Internet i&rtthe need for continuous
maintenance and a flexible exhibition environmestthhologically equipped with the
most appropriate technology. Galleries and musearadased on a white cube model

and often struggle to always provide such enviramsig@Cook in Paul, 2008, 54).

USUK

It appears that maintenance and support is th@megplity of the artist until the artwork
has been purchased. At least that is what Steygests. Stern further elaborates his
statement by stating that “Internet Art is contaktjust like performance”. (Stern,
Addendum A, 2010, 2) In Stern’s practice he trtesarchive his works in the
technology, time and place in which it makes thesinsense. (Sterd\ddendum A2010,

3)

Krysa also shares similar views as Stern regarditey sale maintenance and support.
Krysa believes that after the art piece has beéibiad the copyright remains with the
artist(s) and hence also the responsibility formaaning the work. Joanne Krysa further
highlights that in a commercial gallery context sheuld imagine that contracts are
drawn between the artist and the gallery or museudeally these documents should
outline responsibilities of the institution as wad the artist in relation to maintenance of
the artwork. (KrysaAddendum A2010, 30) In Krysa’'s practice being involved wikie
ARCO/Vecento 2.0 prizes, the awarded project wdaddnormally maintained by the
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artist for a period of a year and thereafter becdéimeeresponsibility of the Vocento.
(Krysa,Addendum2010, 30).

“Contextual information about the work and the srtfs) would normally be
included in a form of documentation, the work its®l a link to an external page
where the work is hosted. Depending on the nattitiee project, these would be
often accompanied by visual material such as imageleo, or sound files”
(Krysa,Addendum2010, 30).

Commissioned artists at Turbulence retain copyrighttheir work. Joanne Green
explains that artists are required to allow Turbhaée exclusivity for a period of three
years. During which Artists are expected to kémpwork running. After that, Artists are
not responsible for maintaining the work, and aee fto host copies of it elsewhere.
(Green, Addendum,2010, 10) Currently Turbulence does not have omruation
strategy for their online work. However there g@tans in place to commence with
documenting works that have been collected thus faétarting with 50 works,
Turbulence began (in June 2010) to record each wwodording to the hardware and
software technologies it was designed and builtamd for; what was the typical
processing speed of a PC. Joanne Greene furtbhlights that documentation will
extend to even include “which browsers were avétalwhich plug-ins and players were
available?, how fast was Internet delivery service(Green, Addendum,2010, 10)
According to Green if this information is not relgdavailable, Turbulence would then
interview the Artist about his/her intentions foetwork; “what was possible when it was
made; how (if) they would want the work to be restomcted”. (GreenAddendum2010,
10) The chief Curator at Turbulence would themehto collect reviews, mentions in
articles and books; and, if the work was shown #gstival or in a gallery, how was it
installed. The server at Turbulence has trails ags|which are also examined to
document how many times the work has been seenyhiuth sites referred the traffic to
it. Finally, all digital files are then copied td2/D. The resulting book and DVD will be
archived at the Rose Goldsen Archive for New Me&tiaat Cornell University, Ithaca,
New York (GreenAddendum2010, 10).
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Stern as an Artist would like his artworks to bdexded though. In fact one of his pieces
hector.nethas been archived by the Rose Golden Archive o N&edia at Cornell
University. JAG has not collected Internet Artdate but has collected few artworks in
the genre of interactive digital or new media. 2008 JAG acquired an interactive
software installation by Nathaniel Stern caleep Insidd’. “Step Insidehas presented
many challenges after acquisition regarding aftale smaintenance and support”
(Murdoch, Addendum A2010, 27). Step Insides broken however and does not work
anymore due to lack of adequate maintenance anddhfdechnical skill set at JAG
(Murdoch,Addendum A2010, 27). Stern however goes on to stating thanaArtist he
does not worry himself about copyright. It is bdief that “the job of the museum or the
collector, as well as their passion, is the ownersgind archive of the original work. If
there is no original, they won't want it; if theiee then every copy that is circulated will
make the original of that much more value” (Stéddendum A2010, 2).

Art practitioners around the globe seem to agreatom should take-on the responsibility
of maintenance and support of the art piece. Bpmcies arise when deciding on the
timeframe the artist has got to provide supporty Hong after the sale does the artist
continue supporting the art work? This will varprh one art collecting institution to
another. It is the Curators role to also providens insight in the decision making

regarding maintenance, support, contracts and dectation.

SA

According to Christian Paul the process of collegtart also entails the responsibility of
maintaining it (Paul, 2008, 25)Step Insidea digital artwork by Stern was purchased by
JAG along with the supporting IT equipment it ruors This includes an Apple Mac
laptop, cabling, and software. The downside to thischase is that JAG invested a
substantial amount of money on an artwork thatdmg been showcased once as it does
not work anymore. The artist is currently residingAmerica and there was no signed
agreement drawn between JAG and the artist for afiée maintenance and support
(Murdoch, Addendum A2010, 28) Murdoch further highlights that perdiynahe does

49



not feel very comfortable exhibiting Nathanial ®terpiece regardless of the fact that
documentation was submitted with the artwork. Adowg to Murdoch digital artworks
require a high level maintenance by highly technigarsonnel with expensive IT
equipment. Institutions like JAG do not have suespurces or budget allocated for such
acquisitions (MurdochAddendum A2010, 28). JAG'’s position on showcasing Stern’s
piece is not surprising or anything new in the.a@arah Cook (2008), in Immateriality

and its discontents highlights that,

Since the first computer driven arts emerged in 1860, museums- unfamiliar
with the medium, concerned about technological derify, not to mention
limited in terms of wiring or air conditioning syshs — have been woefully
unprepared to exhibit new media (Cook in Paul, 2Q3.

Neustetter pointed out that in his experience rea@amce and support of net based
artwork has paned out in this manner; “where a wioak been commissioned, the
commissioned if often interested in maintaining #nework. However there have been
incidents where Neustetter has offered technicglpstt and maintenance for a
commissioned piece. This inevitably brought so ynalmallenges Neustetter claims. He
noticed that media-based artworks, which is timeebais not always adaptable; the
specific relevance of the piece changes over tilkecording to Neustetter the decision
to not to provide technical support for the comimoised art piece becomes an interesting

time-based production, much like a performance @iter Addendum 2010, 4).

The Goodman gallery is currently working on a pebjealled Third Sight a digital
installation by a South African artist Minnette Vaéogether for Nedbank in Sandton,
Johannesburg. It should be noted that this idiafl is not Internet based but used
digital technologies. It falls within the same gemf new media art as Internet Art which
faces similar challenges regarding after sale reaarice and support. The installation
uses randomized programs displaying images ofadifiin-making from static archived
data. “The installation is presented in a seried/DtJ screens that are mounted on a

cabinet inside elevators at Nedbank headquarteSamndton -Johannesburg. Nedbank’s
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commitment to this project has been a major steghiem in relation to new media; to
get a bank collection to even consider being pathe project (Dundashddendum A,
2010, 21) Nedbank has had to provide a dedicaiedonditioned, temperature and
humidity controlled room, with solid plate playeragmory cards, server and computer
that run the randomization program. Furthermoeslthnk has had to sign a contractual
agreement to maintain the software and the artworka specified period of time.
(Dundas,Addendum A2010, 24)The Goodman gallery on the other handHhaaks to
include in the artwork’s purchase price and contttlaat the artist, Minnette Vari remains
involved with the artwork whilst on display at Nexditk headquarters in Sandton. A
contract with a third party service provider hasoabeen signed to ensure longevity of
the artwork. A bank as big as Nedbank can afforset-up a room like this because they
have dedicated technicians and high-tech equipméntvould be very difficult for a
gallery or museum to do this with their limited lged and funds, Neil Dundas adds
(Dundas,Addendum A2010, 25). It is clear that art forms using digitchnologies
require careful relationship management betweerstgrtcurator and art collecting
institution to ensure longevity of the artwork. 180 and responsibilities for all parties
should be adequately defined, documented and advgedll involved, or else art
collecting institutions run a risk of acquiring \marks that may potentially pose

functional problems in future.

3.3.4 Funding Strategies
US/UK

According to Cook funding strategies in differ frarauntry to country. In Canada for a
example the majority of public arts funding for ngwoject goes directly to the artists.
Whereas in the United States support for artistgeets is often channeled through
museums and galleries (Cook in Paul, 2008, 44ferriet Art shows are often expensive
and require high level of maintenance and supporEunding strategies are always
required for such high-tech and high-maintenancgepts to provide financial support.
According to Christiane Paul funding strategies tlus form of art was experimental

especially in the early year of Internet Art. 1895 institutions like the Machida City
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Museum of Graphic Arts in Tokyo had started spongpternet Art with the hope of
stimulating and growing interest in this form of @aul, 2008, 113). Some organisations
that have flourished in starting online art medibasl in Eastern Europe include the Soros
Foundation. According to Cook Soros was deeplyeddpnt and sponsored by the state
funding. This funding led to the establishmentfiice based public curatorial agencies
in the UK. These are organisational using distrieu curatorial model have been

referred to in chapter 2 which include amongst th®w-Fi and Forma.

SA
“The South African public sector in art is serigushder funded...” Neil Dundas

In the early years Internet Art funding was expertal Just like the art and practice
itself (Paul, 2008, 113). According to Antoineieirdoch and Neil Dundas “galleries in
South Africa are currently facing limitation witkegards to acquiring new works; new
acquisition budget constraints” (Murdochddendum A2010, 29). Funding from the
South African Arts and Culture Department is logpecially in promoting new genres of
arts. The Tshwane Museum for an example, Murdeates is kept running however
there is no acquisition budget for new works; ipedive of the genre of art or public’'s
interest in the form of art. Murdoch adds thastis a major problem is South Africa
(Murdoch,Addendum A2010, 29).

According to Neil Dundas the gallery finds itsetf & very difficult position in that
although they might take on a project or host ahitetton where the gallery does not
expect to sell a percentage of works, the galléiyras to consider gallery operational
expenses as well as the artist’'s percentile prafiex sale. Public interest and finding
the right level of pricing then becomes a very im@ot factor in commercial galleries.
The gallery should always ensure that they selughdo fund other projects (Dundas,
Addendum A2010, 25). With Internet Art the scarcity modeld&#mand equals supply
does not work as multiple copies of each work aeated and can be accessed from
anywhere. Considering selling this form of art Wbdefinitely require careful thinking

on what selling strategy to apply; determining plsechase, mark up and selling price.
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Internet Art exhibitions are often expensive to wsbase as they require dedicated
equipment for presenting and displaying artwork$iese exhibitions often require high
bandwidth network connections, high resolution sgse or else artworks cannot be
displayed and interacted with. Without financiapport galleries and museums find it
difficult to host exhibitions that may be costlWhich brings forth a lot of questions, one
of which is; how then does one set-up a room withel based artwork that depends on
technology which becomes obsolete every six motdha year? According to Paul
collecting software and hardware as it changesdhaps the least elegant solution to
preservation (Paul, 2008, 25). Paul points out tivdng equipment to fit a traditional-
term gallery exhibition; standard museum exhibitiwould also prove to be costly. It
seems that galleried and museums are trying to Ioésenet art to an economic model.
Most Internet Art is not made to be collected aatugd however galleries have tried to
collect it. If online art could be presented iflexible environment, appropriate for such
artwork like a trade show, perhaps convincing ptaérsponsors for financial support
may not be too difficult. An opportunity existsrfthe South African arts industry to

engage and explore such presentation models wheciisg potential sponsors.

Paul believes that the value of art is inextricalitked with its economic value. The
scarcity equals demand value model does not watk wiernet Art. Internet Art has the
potential of generating multiple artworks overtimvbich makes collecting a problem.
Some artists have adopted a model used by photugrapf limited editions. This is

how these artists have managed to enter their dednioto collections with major art

collecting institutions. Although Internet Art icomparison with other traditional art
forms hasn’t been collected as much, Paul clairat Ititernet Art is increasingly being

commissioned and collected by museums. These kdvame collected with their source
code which is hosted on respective museum’s seifRasl, 2008, 24 & 25). If the

gallery was to sell the art piece it would sellaah piece that is based with technology;
technology which goes obsolete every couple ofsyéaundasAddendum A2010, 25).

The buyer would continually have to spend moneykeéep the art up to date and
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functional for an art piece that is ephemeral iture If the art piece was really Internet
based that people are able to add to it, chandieralte it as they go along, no-one owns
a tangible asset which may eventually have vale,way it was first seen (Murdoch,
Addendum A2010, 29). According to Neil Dundas this bred apstion that investors
may end up loosing money investing in Internet Aithe experimental nature of the
wider arts industry has however allowed Internet #r grow. Around the world
especially in Europe and North America bigger attecting institutions have slowed
down in growing their collection of Internet basad works. According to Dundas this
could be attributed to the fact that there is mht®logical solution that exists or that has
been tabled to resolve the preservation issuehapsr if in the cyberspace artworks were
to be preserved almost in a “state” with all itstieds or newer versions as more details
are added. However keeping records of these aesvivill still be a challenge;
traceability, which has not been successfully neslyet (MurdochAddendum A2010,
29). Initiatives at the Guggenheim Musuem — Vded@iedia Network have emerged in
an attempt to providing solutions responding to whoentation and preservation

strategies.

3.3.4 Promoting and Preservation of on-line art works

US/UK

Paul in Digital Art (2008), stated that “the succesf an exhibit and the audience’s
appreciation of the art is invariably dependenttlom effort that an institution puts into
the exhibition, both in technical and educatioredpects” (Paul, 2008, 23). There is a
general consensus with art practitioners dealintdp Witernet Art on developments in
preservation techniques. All curators intervievagpieed that there is nothing that is
being done by their various institutions to enspireservation and longevity of on-line
and networked artworks. Green highlighted that rttagority of galleries in the United
States neither show Internet Art nor sell it, thlisy have zero interest in preserving it.
On the other hand, “Turbulence.org, has commissipeghibited and archived over 170
works since 1996” (GreenAddendum A,2010, 8). According to Joanne Green

Turbulence’s focus has always been on commissionavg work rather than preserving
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the older works. This has been Turbulences misalibalong. Green further states that
there are limited financial resources they haveessdo. Until recently Turbulence has
not been able to secure funds and resources tmsupp creation of new work (Green,
Addendum A2010, 8).

According to Domenico Quaranta between 1998 and_26tany institutions made an
effort to understand and support Internet Art amdirtd ways to collect and preserve it.
In most of the cases, they stopped everything,velmte some of them like the Walker
Art Center in Minneapolis, the Whitney Museum inviN¥ork, the Centre Pompidou in
Minneapolis, and the Tate Modern in London stilvdaaheir collection available online,
most of them don't. (DomenicAddendum A2010, 13) It seems preservation initiatives
are coming from small art centers in Europe and d$Sopposed to internationally
recognised museums and galleries. This is evidemomenicos statement when he

guestions this and also provides a response tguistion,

“What happened to the SFMoMA's e-space? and the Yerk Guggenheim's
online collection? Of course, something is happgniln 2008 INCCA
(International Network for the Conservation of Gamporary Art) restored Olia
Lialina's 1997 piec&gatha Appearsbelonging to the collection of the Center for
Culture & Communication Foundation in Budapest. plexe is still online at the

original address (cfr. http://www.incca.org/resources/106-preservation/390

wysocka-e-agatha-re-appears-net-art-resoratioreqrpj This is a good example,

but does not come from an internationally recoghizeiseum, but from a little

art center in Eastern Europe”. (Domenidddendum A2010, )

Joasia Krysa curates an online agency and a résphatform which is different from a
gallery space or museum; where issues of collearmh preservation might be part of
their remit. Joasia Krysa’s practice hosts onlireks as simple links or documentation.
The preservation is left for the artists. Howewveath rapidly changing technology,
hardware and software, the issue of preservatiof gseat importance. As a result there

are regular conferences and research in this arngsakexplains. These would include
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lengthy discussions that were held for instance W®IBUdiscussion list. (Krysa,
Addendum A2010, 30).

On the other side of the continent in the US, Tlethce has experienced a few problems
with art works that they have collected in the pastccording to Joanne Green their
original server had to be replaced in 2008, ang there suddenly faced with broken
works that could no longer function with the latersions of software on the new server.
Turbulence had to contact each of the artists akdteem to debug their works so that
they would run again. Some Artists refused; otlsaid that the technology environments
in which they had created the work no longer egiséad that work was now “changed”.
Joanne further highlights that some browsers hacbrne obsolete or undergone
numerous upgrades; processing speeds of compwerstreased exponentially; screen
resolutions and sizes had changed the aesthatitease had become obsolete. (Green,
Addendum A2010, 31) The growing number of broken works fdrdaurbulence to
reconsider their priorities. Turbulence recognitieel importance of saving as many of
these groundbreaking works as possible, before disgppeared from view after such a
short time span. Following the preservation rafeand methodologies being developed
by the Variable Media Initiative, Daniel Langloisumdation, and DOCAM, Turbulence
applied to the National Endowment for the Arts dopreservation grant in 2009. At the
moment they are still waiting for the response be preservation grant. (Green,
Addendum A2010, 31). Paul believes that galleries and museanrather what she
refers to as physical art spaces have an importlet to play when it comes to
contextualizing Internet based artworks. This wlowadically help in the preservation as

well as its audience (Paul, 2008, 24).

Nathaniel Stern, an Internet Artist is also conedrby longevity of his artworks when

purchased or collected; but not for all of his woHte revealed that if the artwork created
is for the gallery spaces, as with his prints amdee objects; Nathaniel makes the
artwork as archival as possible. If the piecenteractive; Nathaniel provides pseudo-
code tools so others may re-write the wares labgrndthe road. He goes on to stating

that he thinks of Internet Art as pieces of perfances. Whilst he strives to keep his
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work as up do date as possible, Nathaniel is contgh whatever form of archive his
works are archived in. It is his belief that goedrk should be mediated, contextualized
and archived. According to Stern the form of arehthe artwork should be archived in
should be dependent on the work itself. (St&adendum A2010, 2)

SA

Galleries and museums often struggle to always nisgaeducational programs for
audiences to make them more familiar with new meatéuding Internet Art (Cook in
Paul, 2008, 54). Paul suggests that an importaptia integrating Internet Art into the
art world is to grow its audience; which is possibhly if the curators and art collecting
institutions facilitate dialogues with and aboutwaorks (Paul, 2008, 66). Paul suggests
that Internet Art is often expensive to show anealty require consistent maintenance
(Paul, 2008, 23). Challenges presented by diggtdinologies regarding the stability and
being ephemeral are not unusual to any art fornil. p&@nting for example is also not
stable in itself, it changes over time. (Murdo&kddendum A2010, 27) An oil painting’s
lifespan can be estimated to be “x” number of yeamntemporary printing like
photography has a shorter life span, artworks eceah the Internet promises even much
more shorter lifespan. This challenge is not uaig@ new media or Internet Art.
(Murdoch,Addendum A2010, 27)

The Goodman gallery has had a handful of interaciworks that they have exhibited
in their space; however like JAG they have not bitdd or sold Internet Art before. To
date only one interactive artwork has been sol&bg Williamson calledruth Games.
Some of the interactive art pieces have been ssequae important as they were
borrowed on exhibitions and museums but not softlypbecause of the longevity and
preservation issue. Internet Art mutates and liees the Internet which makes
preservation a major challenge. Neil Dundas recentds a possible solution for
preserving interactive digital artworks based onimeractive digital artwork by Sue
Williamson. Dundas believes that although Williapece was not Internet based it is
interactive and uses new media technology facinglai challenges as those faced by

Internet Artists. This art piece had a numbermtfans; almost like a digital video game
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which was pre saved and archived, the user useéd#ion of this artwork. The
participant would manipulate and remix sceneswag that the artist hadn’t brought into
the piece. In this way the participant would cimite somewhat towards the art piece
and buy an edition that they’'d contributed towardis.the end Sue Williamson had 10
editions of her artworks and she’d managed to s¢$lo10 editions of her artwork. Each
edition was slightly different from each other. odeding to Neil Dundas selling of art in
editions is not yet exploited by galleries in Soutfrica. (Dundas,Interview 09 Oct
2010) The traditional model of valuing art is iticably linked to its economic value.
According to Christiane Paul the scarcity equalkieranodel does not work when it
comes to Internet Art. Paul suggests that sonegnational artists have used the model
of limited editions established in photography.sThas allowed their artworks to enter
collections of major museums around the globe (2048, 24).

Preservation of digital artworks is a problem iattlartworks whether saved in a disk,
chip or magnetic tape or wherever can easily beupted and lost just like unexpected
computer crashes. How to archive or how to enthaethe construction of the artwork
is sufficiently safe and yet remain interactivetjgatarly if its web based artworks is still

a challenge? According to Dundas Google may pewicolution to this problem with

its cyberspace storage where there is no phydimage but this is still work in progress.
Perhaps part of the reason why interactive antébastd artwork is viewed with suspicion
even in countries where it has become more commdhea sense that it is not really
permanent. From a buyers perspective what is itappbmaybe is whether the collector
is willing to pay the money for a piece which wiNe on the Internet; where access
might pose a challenge one day , where it can loi&eda destroyed and altered for
whatever reasons. (Dundasterview09 Oct 2010)

Neil Dundas and Antoinette Murdoch both agree th@timperative has to be directed by
the following things;
» Galleries need to educate the public and artisthabthe people working with
this medium are kept at the cutting edge of teabayl This will also help if they
are going to be successful in marketing works ihhtised in techno survey.
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* Finally museum and galleries should be convincesbime way that the art works
that they acquire have some longevity and can gatakie and be preserved
safely. That could mean having good digital arebivas well as master tapes;
maybe three or four different ways of archivingtsat failure of one thing does
not mean destructions of other materials.

Perhaps it would be best for something that israwtévze and allows new inputs all the
time to be backed up, saved and added to its aslhia a regular basis; especially if its
in the public space or museums. Institutions Tke Walker Arts Centre in Minneapolis

and the Big World Wide Video festival based in Ratam are looking at archiving

interactive artworks. The problem would be how dags the archive have to be, and
who pays for it? How much does it costs? Theseqgaestions Barbara Freemantle of
the Standard Bank Corporate collection claims stéder bank away from collecting any
digital art works including Internet Art.

According to Neil Dundas the arts industry needgdbinventive enough to think outside
the box the way galleries are asking artists toerthk work; if galleries are to find ways
to preserve the art and market it. Dundas claimas talks are already underway of
trying to bring a commercial streak to viewing hmtet Art. A suggestion has been made,
of an internet on-line arts arcade, where the ggnaublic would feed the slot with
money for the rights to play interactive and adeirthit to the artwork. Dundas believes
that if the arts and marketing industry could weoogether in making Internet Art as
addictive, as interesting and creating hype sintdathat created in video games arcade;
maybe galleries could then start growing an audiemith an interest in this genre of art.
Galleries could also grow a way of controlling nearsions of the artworks produced
however so often; in a form of a DVD or other dagjitorms, be permanently archived,
re-archived and constantly updated. In this wagrdhwill always be an opportunity to
look at the new version. For those that cannairdfto buy the new version; they can
always go to the Internet Art Arcade and play. riBas,Addendum A2010, 25)
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Murdoch’s suggestions are inline with Dundas’s fsgign. She further highlighted that
artists will have to sign contracts together withhaintenance support contract. However
as time passes and people grow older, artistspads-on and galleries would have to
deal with the inevitable problem of dealing withvaorks that do not work. “Curators in
galleries and museums are very afraid of beingdedras those who tried something
new 20 or 30 years ago; collecting foolishly withthinking about the future, not having
worked out their preservation strategies approggat(Murdoch, Addendum A2010,
25). Some means of understanding how digitizatim be archived in a way that can
constantly be reinvented and updated comes doweeitg the main base point that will
help drive the kind of collection, public moneysiitutional interest and public
education that will help keep the arts alive. 4dslgalleries and museums find a way of
solving the technology problem to the point thatkesapeople convinced that their

money is well spent when acquiring Internet Artyill be a poor system to the arts.

Neustetter point out that some “artworks and preegsre being lost that could assist in
the understanding of a specific approach and iariigervention into a system that may
longer be in use” (NeustetteAddendumA, 2010, 2). According to Neustetter

documentation is vital for the preservation of savhéhese works and for the identifying

of ne processes and opportunities, especially gihentime and performative-based

possibilities of the media art production (NeustethddendurmA, 2010, 2).
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CHAPTER 4

4.1 COMPARATIVE REVIEW AND CONCLUSION

Looking at the challenges facing the internatianafatorial practice in comparison with
the South African practice, both practices aré gtdppling with similar issues prevalent
in online arts. It is worth noting however thae t8outh African curatorial practice has
not had much experience in exhibiting this form at. Additionally SA faces
infrastructural limitations as opposed to the U8 &K where the curatorial practice is
not much concerned about infrastructural limitagioninitiatives in North America in
particular have identified few possible solutions addressing documentation and
preservation strategies of net based artworks. cudgons with SA based curators
revealed that efforts by artists and the arts itrghed large in addressing issues facing the
curatorial practice have been minimal. This istlpabecause South African IT
infrastructure is not as developed as the US aadJ. Hence art created with digital
technologies can be expected not to as developembnmparison with the developed
countries. This is evident by the small numbeomine works that have been showcased

and collected in the country between 2008 — 2009.

4.1.1 Strategies by Artists

Artist strategies have evolved with time to embracel critique new technological
development and tools. From an artist perspec8tern has created artworks that
guestions structures of the Internet; critiquing #esthetic or commercial aspect of the
medium. It is his belief that every thing that &ds power should be critiqued. His
premise and strategy for critiquing the Internetnt aligned to that of being anti
institutional as he would like his artworks to lregerved and collected in the future. If
Stern creates artworks for the gallery space, kares that each artwork is as archival as
possible and provides pseudo code if the workteractive. This indicates that Stern as
an artist does not particularly oppose his digasl pieces to be collected and as he is

willing to help in the preservation of his work&trategies employed the South African
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Internet Artist; Neustetter in his digital artworsiso aligns to that of Stern. Neustetter
is mostly critiquing the establishment of the inttyss well as what it symbolises on the
Internet. It may not be surprising however thathartists’ strategies share similar vision
as Stern and Neustetter have previously developtetdased projects together. Although
geographically dispersed this pair has collaboratexteating digital artworks in the past
when Stern was in residency in South Africa. Tihdudesthegateawayexperiment.net,
which has been exhibited in various countries. hBatists have expressed concern about
the longevity of their artworks which clearly sifies that their strategies have changed
from that of early Internet Art pioneers. A shifas emerged in artists strategies; it
appears that these strategies are critiquing theeging technologies, platforms and tools

and less of the stability of the medium.

Curators alike, Green and Krysa in North Americal &K also believe that artist
strategies have changed from those used by eadynbt Artists. Both curators have
seen interesting artworks about emerging technetogis opposed to critiquing the
medium. Early Internet Art strategies were critiguthe medium however strategies
employed by artists actively creating Internettaday seem to be critiquing other aspects
of technological developments other than the mediunmerent characteristics. This can
be seen as a positive step by artist in tryinghtegrate Internet Art into a museum and

gallery structure.

4.1.2 Audience Participation and public interest

Paul points out that the success of any exhibifigpends on its audience. There are few
examples in the online art world of self organisipgrtals that allow the public to
participate in the curatorial process. However iastitutions are still neglecting the
audience, failing to involve it in the curatoriabpess (Paul, 2008, 73). It appear that the
role of stimulating public interest of any art fonmithin communities resides with art
organisations including galleries and museumsSduath Africa very little has been done
is promoting this form of art. To date in Southriéd, only one exhibition has been

successful in showcasing Internet Art; that is2889 Joburg Arts Fair.
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The US and UK has better technological infrastmecin comparison to South Africa. It
is not surprising than that art created by techgiel®y which resides on the network has
not been showcased much or collected in the countfythe public or audience is
familiar with the medium, they are likely to enjtye experience of the artwork. Maybe
time has come for the South African arts industrgantinue from where the 2009 Arts
Fair festival left off; in terms of showcasing awiart in a location as large and busy as
Sandton Convention Centre. The Joburg Arts Faanisannual exhibition which runs
over a period of 4 days. This is arguably the egyaart festival in the SADAC. This
exhibition showcased 18 Internet Artists from 8 migs located within the global south.
Amongst other artists, Nathaniel Stern and Marcusudietter were featured
(http://jafnetart.digitalarts.wits.ac.zaktrieved on 30.01.2011). The model used fa thi

exhibition can be aligned to that Ippolito recomiieifor on-line art; it is less costly and
preferred by funders. That would be presentingkleibition as a trade show. The
South African arts industry should take initiative promoting on-line arts in order to
stimulate public interest.

Challenges encountered at JAG during @ee Square Milexhibition are not new to
digital arts nor JAG as an art collecting instibati It has been highlighted that Internet
Art requires a degree of media literacy, so théigpant can engage with artworks and
fully enjoy the experience. Gallery and museunitatias always questioned digital arts
in a controlled public space. Paul points out,thiats important to understand your
audience; in most instances on-line art requires participation to be complete. She
goes-on to stating that “if a museum visitor isamiliar with a specific technology or
interface, it automatically becomes the focus ¢érdton — an effect unintended by the
artists” (Paul, 2008, 67). If participants are rolly engaged, the artists and art
collecting institution run a risk of creating andllecting artworks which may not be
understood by the public. Additionally this migidt be an appropriate strategy growing
the South African on-line arts audience. Thisviglent on theOne Square Milgroject

where the project was pitch to an audience thatrditl understand technology and
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computers enough. This contributed negativelyhenduccess of the show. The audience
could not fully engage and experience the proj&aul highlights that comments like “it
does not work, it belongs in a science museum,rkwa a computer all day | don’t want
to see art on it in my free time, | want to lookaat not interact with it, where are the
special effects” are common amongst museum goees whgaging with interactive on-
line arts (Paul, 2008, 68).

It is therefore correct to conclude that, one @f thajor failures of th©ne Square Mile
project can be easily associated with the audiemz® its lack of computer skills to
stimulate interest from its participants. Perhdpshe project was presented to an
audience that was at least familiar with the medmaybe the project may have enjoyed
better outcomes. The targeted audience in thigegreould not contribute positively
towards the art piece. It is then important forsewms, galleries, artists and curators to
continually work together in developing on-line ;atb ensure that the audience,
ultimately needed to complete the artwork is nagérglted from the production to the

presentation the artwork.

Both Green and Krysa believe that in the US and Hii,collecting institutions have
done enough in encouraging this form of art. Hoavelue to the ephemeral nature of the
medium Internet Art exhibitions are relatively erpwe and require constant
maintenance and support which galleries cannotdff&ecurity proper financial support
then becomes an important factor for the presemtatnd preservation of art; potentially
growing Internet Art collections. Paul howevelldielieves that Internet Art does not
need to be presented and introduced to the puslitia created to be seen and viewed
anywhere. Museums and galleries are based onigdaacthat work counter to what

Internet Art requires.
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4.1.3 Maintenance and Support

Paul suggests that instead on presenting Interritah/ gallery space maybe exhibiting
it in an environment that suggests an office emritent; with computers, monitor and
desks, may sometimes be the best option but mayeccertain reception problems (Paul,
2008, 71). Paul and Ippolito suggest that the artlustry can adapt methods and
techniques used in the software development prodéese curators further highlighted
that Internet Art may be better presented in emwitent that has the necessary
technological requirements it demands. This emvrent would ideally be flexible and
equipped with high tech- equipment, supported écittically skilled for maintenance of

the artwork.

Dialogues with curators and artists in the US, Uid 8A revealed that the responsibility
of maintaining any artwork remains with the artisttil the sale of the artwork. It
appears as if there is no formal industry stangmodiding guidelines on how to deal
with maintenance issues. Additionally there is nefired strategy for addressing
identified digital arts’ documentation and preséioia issues. This included JAG,
Goodman gallery and the Standard Bank Corporatee€@min. The only artwork that
JAG has collected is the interactive software iteian by Nathanial Ster®tep Inside
which does not function anymore. Although docuraBoh was submitted with the
artwork, JAG does not have the adequate technitlalte reconfigure this installation;
the artist now relocated back to the US. Additlynao formal agreement or contract
was drawn and signed between the artist, thirdygartl the gallery; to ensure longevity
of the artwork. An escrow agreement could haventsgned with a third party security
that the source code of the artwork remains avVailalen after the artist dies. These
techniques are used in the software industry inummg that applications can be
enhanced, modified and upgraded whenever a nesdsariArtists and art collecting
institutions should actively continue in exploringchniques used in the software
development industry. Rinehart has suggestedattiats should sign formal contractual

agreements with art collecting institutions anddhparties to ensure longevity of their
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artworks (Ippolito in Paul, 123). Internet Art tée a high level of technical skill even
for its presentation. Galleries and always chaiehin this regard as they are built in
line with a white cube. Having spaces dedicatedigdal art may prove to be costly for

a museum or gallery structure.

Since the South African art industry has doneeliii addressing maintenance issues
maybe lessons can be drawn from the Turbulencevbigh has a policy on this issue
According to Green the artist has to keep the warlkning for at least three years and

further allow exclusivity for the same period ohé.

4.1.4 Funding Strategies

One of the major obstacles in growing online atheslack of adequate financial support
from sponsors and from the government. AlthoughW$ and UK receive better state
funding from their governments, it appears thatiastitutions that have stopped the
process of Internet Art collection. According toe@n this is partly because they do not
have enough funds to continue the collections. billlence have applied for funding so
they can continue with their project aimed at doenting, contextualizing and archival

of collected on-line artworks. The South Africart industry faces an even bigger
problem regarding funding of new forms of art likéernet Art. Dundas pointed out that
prominent public galleries and museums in the ayumve had their acquisition budgets
cut-off by the state due to lack of funds. Fundafigexhibitions that have a potential of

being costly and not well understood by the gengualic may still discourage potential

funders. Unless appropriate presentation and ausbhtmodels are used in promoting

and selling of such show; securing funding from rgmrs could still pose a major

hindrance in the promotion and collection of orelaurt.

In the 2009 Joburg Arts Fair, Bristow was able &xwe some funding from the
University of Witwatersrand through the ad hoc ask funding. Bristow points out that
these funds were small and could only pay for tesigher of projects’ website. This
project was fortunate in that Art Logilid not expect the project to pay for the stallcgpa
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allocated to the project at the art fair. Addiatip Art Logic also supplied the project
with furniture used in the exhibition space. Bnstgtates that “the furniture was an
extension of the book store stand designed spaltifitor the Joburg Art Fair in 2009 by
Notion Architects” (Bristow,E-mail, 31.01.2011). It is clear that the curator insthi
instance did not have to worry as the funding sgatemployed in this project seemed to

suit and work for this show. This may not alwagstle case.

4.1.5 Promoting and Preservation of on-line art works

Ippolito suggest that an opportunity exist for paig likethe Poolto be used and
possible draw lessons from ifThe Poolhas been successful in addressing some of the
preservation issues highlighted in this report, nmoportantly documenting of online art
(Ippolito in Paul, 2008, 113). The approach ewypt atthe Poolproject regarding
development of artworks clearly distinguished bemvehe initial conception of an
artwork and its subsequent versions. Releades ftam of prototypes or finished
projects, implemented in the medium intended fdslioudistribution (Ippolito in Paul,
2008, 113). From Ippolito’'s suggestion perhapscatlecting institutions in South
Africa can explore the idea proposed by the Vaedibédia Network anthe Pool project
for documenting forms of art which are variablenature. The proposed documentation
strategy by the Variable Media Network’s atite Pool project may be the key in
providing preservation solution suited for onlinet.a Ippolito suggests that
documentation strategies used for Internet Artudiclg the wall label should take
cognisence of the variable nature of the medium tedart form. Additionally art
collecting institutions should continue exploririge tprocess of presenting Internet Art in

environments that are more suited for it; for exkntpe Joburg arts fair festival.

The 2009 Joburg Art Fair hosted a range of computet were dedicated to showcasing
Internet Art. Students from the Digital SchoolAsts Division of the Wits School of Art
helped to install and set up for public viewingwds one of the students helping out with
setting up and manning the Internet Art stall tiglmaut the exhibitions. The show

enjoyed a lot of participants intrigued by the wsfecomputers in a traditional art
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exhibition. The success of the show could belatteid to the fact that the curator, Tegan
Bristow had secured adequate funding from partimgapartners, including The First
National Bank, Art Logic and the Core Group. Tleéestion was featured as a special
project and presented at the fair on four Appleadlas part of the bookstand area at the
Joburg Art Fair. The selection artworks can be w&won this website,

http://JAFnetart.digitalarts.wits.ac.za . The stage in which Internet Art was exhibited was

appropriately set-up with network cables hiddenmfrthhe public to avoid technological
problems. If the local art industry could drawsless from successful shows like the
Joburg Art Fairthe poolproject and Variable Media, maybe we can start etxpg to
see changes in the curatorial practice as wellragth of on-line art in mainstream
collections. However curators like Paul and Iptostill believe that other avenues and

models specific to digital art can still be explbra presenting online art.

4.2 Conclusion

This study has revealed that an opportunity ef@@tshe South African art industry, both
art creators and art collecting institutions tortstaorking together in developing
strategies that will focus in stimulating publicterest of Internet Art in the country.
Ideally these strategies should be developed adlaborative effort; ensuring that artist
and art collecting institutions are continually wiog together in the creation of online
works. The role of the curator in this instancéhest of a mediator as the primary duty is
to create platforms of exchange of idea betweewitheer of the artwork and the project
itself. If new forms of art like Internet Art ate prosper and grow their audiences,
curators would have to engage more with the artmiblic and explore new models of
curating. Krysa suggests that curating new mee&s to be seen as intellectual activity,
critical conceptualising expressed in selectingssifying and organising works. This
may involve establishing display modes and handlieghnological aspects of
production.

Paul questions whether Internet Art will ever fiitgl place in a museum and gallery

structure when she states “whether digital art finid a permanent home in museums
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and art institutions or exist in different contextsupported and presented by a growing
number of art-and-technology centres and researdkdavelopment labs — remains to be
seen” (Paul, 2008, 25). It has been shown thétutisns already equipped with flexible
exhibitions environments and adequate technologiiailtions for presenting art forms as
ubiquitous, ephemeral and variable as InternesAould be explored. The nature of this
art form requires constant maintenance and supg®rthe technology malfunctions,
breaks down and replaced ever so often. Additiprtakse a high level of technical
knowledge is needed for the maintenance of suchntdogies. According to Paul,
Dundas and Murdoch, most galleries have limitedgetsland don’t have the right level

of technical skill set to be able to maintain saduvorks.

Dundas highlighted that the South African art irtduss seriously underfunded. Now, to
expect a country faced with so many infrastructahalllenges to have organisations and
exhibitions devoted to media art would be asking tmo much. Perhaps as Paul
suggested, environments like office spaces, whidady have these resources can be an
ideal place for presenting digital artworks. Howethere may be reception issues; a gap
in understanding the art form. In South Africatmararly, institutions like the Standards
Bank, Nedbank, First National Bank, Anglo Gold AstiaSpier Corporate Collection
and other big corporate organisations with exisanigcollections could be targeted as
possible avenues for the presentation of Intermet Ahese institutions can provide the
well needed funding for flexible exhibitions enviroents; they have highly skilled
technical personnel with third party contracts ectihg over their source codes. As
Rinehart suggested that maybe Internet Art creatodsart collecting institutions should
adapt methods used in the software industry indevfideveloping, testing and deploying

nodes or modules of artworks as they develop.

Rinehart further suggests that like in the softwen@ustry, information needs to be
backed up, restored to test whether the data isveeable or not and distributed
geographically for storage purposes. Additionata redundancy is also encouraged
through distributed archives. It has been sugdeasiat online art should also be backed

up, tested and stored in more than one locatie@nsure recoverability and longevity of
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the artwork in the future.  With on-line art mdh&n one copy of the artwork exists at
any given point in time. Again, big corporate onigations already have divisions that
are dedicated to performing such functions and Wde easier if on-line art was to be

presented and preserved in such environments.

However this does not mean that galleries and nmise&lo not have a role to play in this
relationship. Curators would still mediate betwdbe various artists, the corporate
providing the exhibition venue and finally the aemte needed to complete the
experience. Registrars and archivists in galleaed museums have previously been
tasked with contextualising artworks for collectifor many years. Online art can

certainly take advantage of this rich experiencat talleries and museum structures
have, but ensure that documentation strategies cested for the variable nature of this
form of art; variable title, medium, date and so orhe advantage for using these new
curatorial models is that they are self organis&tie artist does not have to wait for an
authorising institution to recognise their work.ddtionally these models are dynamic
just like Internet Art; they allow for additions émrontextualization. Perhaps, dialogue
about showcasing digital artworks in corporate snents should begin to manifest
within the SA community. Should environments e@eig with appropriate resources,
financial support, tools and adequate technicdl skt, be used for the presentation of
online art, this could go a long way in addressthgllenges highlighted in this study.

Through adequate preservation techniques, Inté&rtetollections have a potential, not

only to grow, but to emerge from countries and iiasbns that have previously

disassociated themselves with this form of art. rkvg closely with curators corporate

organisations could now start their own collectotdmet based artworks.
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¥ 1 Square mile project - In ‘Imile the community - which comprises individuals who live near, or bide
their time in, Joubert Park — assist the artists in creating various maps of their experiences of the
neighbourhood. These maps, like the psychogeographic records created by the Situationists in Paris in the
1950s and 1960s, suggest that the apparent character of the city is derived from ambulatory truths — things
discovered in the thick of Joubert Park’s frenetic street life — rather than from official historical narratives.
1mile? are then connected to other, similarly construed communities around the world through the ‘1 mile?

website. http://www.artthrob.co.za/Reviews/Review-of-1-mile-squared-by-Anthea-Buys-at-

Johannesburg-Art-Gallery.aspx 29 October 2010

" Hotel Yeoville project - comprised a community and an interactive exhibition installation
which took form of a series of private booths in which the members of the public were invited
to document themselves through a range of digital interfaces, interactive media and on-line

publications. http://www.hotelyeoville.co.za/component/content/article/556-hotel-yeoville-

a-public-art-project 29 October 2010.

il Step Inside step inside is an immersive, multi-sensory environment, which calls attention to
the perceptions of, and imperceptible within, identity. Participants ’step inside’ the 3 x 3 x 3
meter interaction space, viewer-participants are immediately confronted with an amplified and
echoed trail of noise. i.e sound of each footstep they take, of all the footwork in the room.A
video camera, opposite them and connected to the step inside software, reads their bodies,
and separates them out from the background. http://nathanielstern.com/2004/step-inside/

29 October 2010.
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Addendum A

Interview with Nathanie Stern, Internet Artist, Interviewed via e-mail

communication, 13 April 2010.

1. Mazwi Vezi: Arestrategies deployed in your works aligned to those used in
early Internet Art pieces? i.e. anti-aesthetic, anti- commer cialization and anti
-institutionalised? Why?

Nathaniel Stern: It depends on the work. Certainly, some of myegequestion,
or intervene in, or accent the problems of, aegthetommercialization and
institutionalization - whether of the art world etstructures of the internet, etc. |
prefer this phrasing to "anti-" because I'm noter@mtly against all things
powerful - but do believe power should be critiguadall its forms. It's my
conviction that artists no longer simply make imggéey make discourse. They
ask us now only to "look," but to "look again,” te-examine. I'd say two more
recent works that use the Internet - both as medianthas tool - to do this are
Wikipedia Art and Doin' my part to lighten the lodtl highly recommend you

look at the texts provided on my web site aroureséworks.

2. Mazwi Vezi: The Internet has become progressively, over time, stable and
less prone to errors and malfunctions, has this influenced or changed your

strategiesin anyway?

Nathaniel Stern:I'm not sure | agree with this statement. Or,that matter, the
assumption you are making behind it. "The Interngthot a singular thing that
has errors or malfunctions - web sites and onlipplieations and browsers

individually do. The longer standing ones may hkegs bugs for spans of time,
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but new technologies come along, or overhaulediaess and we're back to
square one.

What has had a much more profound impact on mytipeats that technologies
of the Internet have become less important as pdogdome used to them. They
are less interested in how Wikipedia works as artelogy, and more so how it
works as a social platform. I'd perhaps looks ahes@f the writing Moody as
done about "artists with computers” and MTAA / T.\d/have done on net.art 2.0

regarding this.

3. Mazwi Vezi: Infrastructural requirements & support: who is ultimately
responsible for the maintenance and support of your artworks? Please

answer this question to including on-going technical support?

Nathaniel Stern:Until it's purchased, me. But | think of net.astcontextual. | try
to archive it in the technology and time and platevhich it made the most

sense, in which it was made. net.art is a perfoo@an

4. Mazwi Vezi: Documentation: Should Internet based art be properly
documented for future use like other art forms? For preservation,

educational purposesetc?

Nathaniel Stern:1 believe all good work should be mediated, cetntalized and
archived. The better question is what form the igectshould take... That, of
course, is dependent on the work itself. It mayth®eoriginal web site, as with

hektor.netor a collation of the discourse around it, ahwiikipediaart.org

5. Mazwi Vezi: Are you concerned with longevity of your art works? If so

how do you propose the longevity of your artworks can be extended.
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Nathaniel Stern: Yes, but not so with all of my work. If intendédr gallery
spaces, as with my prints and video objects, | nthken as archival as they can
be with the tools available. If it's an interactpiece for the same space, | provide
pseudo-code tools so others may re-write the wiates down the road. With
netart, | tend to think of the pieces as perforoesn and so while | do
occasionally update my work as best | can for nbvam alright with their

archives taking other forms.

6. Mazwi Vezi: Would you like your Internet Art piecesto be collected? If so
how would you deal with copyright issues as Internet Art mutates on the

networ k?

Nathaniel Stern: Sure, and in fachektor.nethas been archived by the Rose
Golden Archive of New Media at Cornell Universitand step inside, an
interactive installation, has been purchased byJ#@). But | don't worry about
copyright. The job of the museum or the collects well as their passion, is the
ownership and archive of the original work. If thdés no original, they won't
want it; if there is, then every copy that is cletad will make the original of that

much more value.

Interview with Marcus Neustetter, South Africa based Internet Artist, Interviewed

via email communication, 08 April 2010

1. Mazwi Vezi: Arestrategies deployed in your works aligned to those used in
early Internet Art pieces? i.e. anti-aesthetic, anti- commer cialization and anti
-institutionalised? Why?

Marcus Neustetter: there were some works in the past that did resgond
challenging the industry, establishment and whsynhbolized on the internet. An

example of this would bthegetawayexperiment.nethere nathaniel stern and i
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tackled the notion of the sign and signifier angesomething that could be more
personal and locally produced (i.e. handmade), dsepquestions around the

contextual relevance of the internet and its pawktions

2. Mazwi Vezi: The Internet has become progressively, over time, stable and
less prone to errors and malfunctions, has this influenced or changed your

strategiesin anyway?

Marcus Neustetter: yes, as artist i use the bandwidth, the acceggilib
facebook, flickr, you tube, etc. much more interegy. research, exchange and
publishing have become easier and quicker whicmsde be more interesting
than trying to produce artworks for the internewyt brather to produce

interventions that speak to people on the netwodctly.

3. Mazwi Vezi: Infrastructural requirements & support: who is ultimately
responsible for the maintenance and support of your artworks? Please

answer this question to including on-going technical support?

Marcus Neustetter:where a work has been commissioned, the commisgdics
often interested to maintain the work. however, nvhattempt to maintain other
works i quickly notice that often media -based wirlalso time-based and that
specific relevances change and so the work is Iaatya adaptable. The decision
to then no longer give it the technical suppomeeds becomes and interesting

time-based production, much like a performance.
4. Mazwi Vezi: Documentation: Should Internet based art be properly

documented for future use like other art forms? For preservation,

educational purposes etc?
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Nathaniel Stern: yes. There are constantly works and processes) best that
could assist in the understanding of a specific@ggh and artistic intervention
into a system that may no longer be in use. Doctatien is key for the
preservation of some of these works and for thatifjeng of new processes and
opportunities especially given the time and perttive -based possibilities of

the media art production.

5. Mazwi Vezi: Are you concerned with longevity of your art works? If so

how do you propose the longevity of your artworks can be extended.

Marcus Neustetter:many of the works have a specific date by whikytexpire

as actual works, given the technological and cdotdxeeds, but then continue
to educate, develop and build on the ways forwardugh their documentation.
Longevity does not mean that the work has to bie @sce was, but that it can at

least be able to reflect on its time and spurn tieba

6. Mazwi Vezi: Would you like your Internet Art piecesto be collected? If so
how would you deal with copyright issues as Internet Art mutates on the

network?

Nathaniel Stern:internet and network art is challenging to collent the
conventional notions of collecting art. Alternativederstanding by trying to
collect the medium-specific work start to deal wigsues of copyrights and the

relatively temporary nature of the virtual contastwe engage in it.

Interview with Joanne Green, Chief Curator, Turbulence .org, Interviewee via e

mail communication, 19 May 2010

1. Mazwi Vezi: Isthere enough publicinterest in Internet Art?
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Joanne GreenThis question implies that the relevance of InégrArt resides in
the size of its audience; and that a small audiemoeld be a measure of the
“genre’s” (lack of) importance. It's impossible g@auge the size of Internet Art’s
public without resorting to the usual art worldiaece on mainstream media
coverage of gallery and museum shows; how ofteg thelude Internet Art in
exhibitions, and how the public responds to it.

Internet Art utilizes the Internet as a site oftbptoduction and transmission. It
can often be accessed through portals such as [Eadauorg; but it also resides
on artists’ websites where, often, it fails to attrvery much attention. The more
one cloisters it within sites such as Rhizome.trg,less likely the general public
will want to experience it, because it is perceiad“art” and, for many, that
means “not for me.”

What sets Internet Art apart from traditional arthat anyone can access it from
anywhere at anytime. This grants works a much moadand larger — audience
than it might have in a gallery or museum. Mosttbé works we have
commissioned have enjoyed thousands of visitorsiéswell over 250,000), far

greater in number than most contemporary art enjoyraditional art venues.

2. Mazwi Vezi: How isthe gallery dealing with preservation and longevity
of on-line and networ ked artwor ks.

Joanne GreenTurbulence is not a gallery, so | cannot answegtlleries. Since
the majority of galleries in the United States Ineitshow it nor sell it, they have
zero interest in preserving it. Turbulence.org, tme other hand, has
commissioned, exhibited and archived over 170 wenkse 1996. Our focus has
always been on commissioning new work rather tirasgyving the older works.
This has been our mission all along. There areesofihancial resources we have
access to that, until recently, we’'ve only beeredblsecure them to support the
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creation of new work.

However, our original server had to be replacegdhyears ago, and we were
suddenly faced with broken works that could no &mfunction with the later
versions of software on the new server. We hadtdact each of the artists and
ask them to debug their works so that they wouldagain. Some didn’t want to;
others said that the technology environments irclviihey had created the work
no longer existed, and that work was now “changdatwsers had become
obsolete or undergone numerous upgrades; procesgegyls of computers had
increased exponentially; screen resolutions anesdiad changed the aesthetics;

software had become obsolete.

The growing number of broken works forced us tonsider our priorities; we
recognized the importance of saving as many ofetlggeundbreaking works as
possible, before they disappeared from view aftechsa short time span.
Following the preservation research and methodetobeing developed by the
Variable Media Initiative, Daniel Langlois Foundatj and DOCAM, we applied
to the National Endowment for the Arts for a prgaéion grant in 2009. We will

begin work on the grant next month.

3. Mazwi Vezi: Despite industry initiativesin preserving Internet Art why is

the collection of Internet Art slowing down? (North America)

Joanne GreenAs far as | know, there were no industry initi@Bvto preserve
Internet Art. Collecting Internet Art never tookf.of here are myriad reasons for
this. For one, Internet Art — because it is produdadistributed, and experience
online — could never be preserved or collectedreeswould art objects. In this
respect, it has much more in common with Fluxuspedexnents in Art and
Technology (EAT), Telecommunications Art (CCTV, ®Id&dcan TV, Satellite
Art), Land Art, Performance Art, and Relational A@ne has to be there. The
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residual artifacts are after-the-fact documentseaf-time experiences that can't

possibly be re-enacted through them.

Another reason collecting never took off is thatetnet Art's purpose is to

duplicate itself and develop in perpetuity; be Ble to as many people as
possible; and change according to updated datahenishput of its users. Taking

it offline is like taking an animal from the wildhd placing it in a zoo. The animal
is forever changed. The audience thinks they'ringesn elephant, but it's not an
elephant at all. To experience an elephant — ahirascany human being can —
one has to experience it as part of the ecosystewhich it belongs. This is one

of the reasons many museums and galleries donv stiothey’re not that

ecosystem.

One of the most interesting recent, ongoing prejéstChristiane Paul's Sunset
series. No longer part of “artport” on the WhitnBjuseum’s website, Paul's
commissions are interventions into the actual Wdyitavebsite. They're not set
aside in a special Internet Art section; they'r@perienced in surprising ways as

one browses the main site.

4. Mazwi Vezi: Looking at latest Internet Art projects curated, has the
artists strategies changed now that the Internet is more stable? What arethe

challenges with new Internet Art strategies, if changed?

Joanne Greenlt's almost impossible to speak in general teaisut Internet Art,
because this genre can include software, plugingensions, real-time
performances, generative systems, social netwaikisjal worlds, etc. In the
United States, there has not been a question #be@stability of its infrastructure
for many years; it's simply been a matter of fastelivery and more users. That
said, mobile technologies have added an interestmgponent, allowing people

to navigating physical spaces as they access teenét. We have thus seen the
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rapid evolution of augmented reality applicatiolegation aware devices, hybrid
games, and networked textual narratives (with tdi&ks Twitter for instance).
Some of the most interesting works are those thgage these platforms and
tools. Internet Art of increasing personal interssthat which is contributing to
the “semantic web”; works that access freely abdglamassive amounts of data —
air quality, wind, country demographics, mobilitgtc. — and use it to create
meaningful visualizations or sonifications thatp@sd in real time to reveal
invisible/ignored patterns of human, ecologicald aocial behaviors. Works that
continue to explore binaries such as physical/alftuconnection/distance,
material/immaterial, object/experience, open/cloggdduction/consumption are

also still quite prevalent.

5. Mazwi Vezi: How are online or network artworks in your collections or

under your supervision documented?

Joanne GreenStarting with 50 works, we will begin (in June) tecord each
work according to the hardware and software tedugiet it was designed and
built on and for: what was the typical processipgesl of a PC?; which browsers
were available?; which plugins and players werelavi@?; how fast was Internet
delivery service? If this information is not regddvailable, we will interview the
artist about her intentions for the work; what wassible when it was made; how
(if) they would want the work to be reconstruct¥de will also collect reviews,
mentions in articles and books; and, if the works\wghown at a festival or in a
gallery, how was it installed. Our server logs wiléo be examined to document
how many times the work has been seen, and whieb gferred the traffic to it.
Finally, all digital files will be copied to DVD. fe resulting book and DVD will
be archived at the Rose Goldsen Archive for New isleflrt at Cornell
University, Ithaca, New York (they already have olda server, which they plan

on maintaining for scholars and historians).
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6. Mazwi Vezi: How do you deal with maintenance and support? Is the

artist required to provide after sale maintenance and support?

Joanne GreenThe artists we commission retain copyright of theork. They
are required to allow us exclusivity for a periddiwee years, during which they
are expected to keep the work running. After tktfa¢y are not responsible for

maintaining the work, and are free to host copfasasewhere.

7. Mazwi Vezi: How areyou dealing with artworks that concern themselves

with anti-institutionalization and non-commer cialization?

Joanne GreenBYy being anti-institutional and non-commercial.

Interview with Domenico Quaranta, Internet Art Curator & Lecturer, Bressia,

Italy, Interviewee via e-mail communication, 25 October 2010

1. Mazwi Vezi: | sthereenough publicinterest in Internet Art?

Domenico Quarantalet me do a premise. Your question clearly asksafo
opinion. | mean, “enough” according to what? Thespmed relevance of the art
form? The number of relevant artworks out there2008, when Ekow Eshun,
the Director of the Institute of contemporary A€A) in London, closed its Live
and Media Arts Department, he said: «<New mediadasts practice continues to
have its place within the arts sector. Howeverntg consideration that, in the
main, the art form lacks the depth and culturalenay to justify the ICA's
continued and significant investment in a Live & die Arts department».
Clearly, according to Eshun, the institutional et in media arts was even too

much.
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So: personally, | think that Internet Art is a redat art form and that there are
many relevant Internet Art pieces that will desettve interest and support of an
institution. Now, since a few institutions are @ntly developing an Internet Art

program, for me this interest is not enough.

On the other side, | think that an institution t&nit recognize that the Internet as
a medium completely changed the world we are livimglong the last ten years,
and had a terrific impact on contemporary cult@e, even if they have doubts on
the relevance of the art form and on the qualitthefartworks, institutions should
engage much more than they do in the Internetpadeatial art medium. And this

is not an opinion.

2. Mazwi Vezi: How isthe gallery dealing with preservation and longevity of

on-line and networ ked artwor ks?

Domenico Quaranta:Quite simple: it is not doing it. Actually, we hauo
recognize that, between 1998 and 2003, many itistisl made an effort to
understand and support Internet Art, and to fingisma collect and preserve it. In
most of the cases, they stopped everything, antevgbime of them (the Walker
Art Center in Minneapolis, the Whitney Museum inviNé&ork, the Centre
Pompidou in Minneapolis, the Tate Modern in Londbaye still their collection
available online, most of them don't. What happetoethe SFMoMA's e-space?

And to the New York Guggenheim's online collection?

Of course, something is happening. In 2008 INCQO#&efinational Network for
the Conservation of Contemporary Art) restored Qiaina's 1997 piecé&gatha

Appears belonging to the collection of the Center for @tgd & Communication
Foundation in Budapest. The piece is still onlitethee original address (cfr.

http://www.incca.org/resources/106-preservation/@§8ocka-e-agatha-re-
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appears-net-art-resoration-project). This is a gaxample, but, as you can see, it
is not coming from an internationally recognizedsewm, but from a little art

center in Eastern Europe.

3. Mazwi Vezi: Despite industry initiativesin preserving Internet Art why is

the collection of Internet Art slowing down? (North America and Europe)

Domenico Quarantal don't know if 1 have enough elements to answes t
guestion. | don't know anything about the « indughitiatives in preserving
Internet Art» you mention, and I'll be gratefulyibu can update me about them.
Yet, generally speaking, I'm used to explain the ileterest in collecting Internet
Art as a consequence of:

- ignorance (private collectors, corporate collestand institutions all ignore the
role that Internet Art played in the art of thetldscades);

- laziness (why researching how we can collect “meedia”, when there is so
much “old media art” waiting to be collected?

- lack of targeted founding.

4. Mazwi Vezi: Looking at latest Internet Art projects curated, has the
artists strategies changed now that the Internet is more stable? What arethe

challenges with new Internet Art strategies, if changed?

Domenico Quarantat don't think the Internet is more stable now. Thiernet is
an ever changing environment, and even if we caoepe a slow-down in the
speed of its evolution, in ten years it will probabe completely different.

That's why artists who want to be collected oftgntd translate the online work
into offline, old media objects such as prints,ead, sculptures, installations and
so on. This is not just an attempt to adapt toatianarket. The fact is that the
Internet — not just as an art medium, but as ai@llenvironment — is now part of

our contemporary cultural landscape, influencing itleas and works of artists
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who are not working — and don't want to work — oahline. That's why artists
such as Olive Laric, Aleksandra Domanovic, Rafaetdhdaal, Harm Van Den
Dorpel etc., while keeping a strong online presermely show “online arworks”
when they come to the exhibition space.

5. Mazwi Vezi: How are online or network artworks in your collections or

under your supervision documented?

Domenico Quarantal can't reply this question, since | don't directsupervise
any collection.

6. Mazwi Vezi: How do you deal with maintenance and support? Isthe artist

required to provide after sale maintenance and support?

Domenico QuarantaSame as above.

7. Mazwi Vezi: How are you dealing with artworks that concern themselves

with anti-institutionalization and non-commer cialization?

Domenico QuarantaSame as above.

Interview with Barbara Freemantle, Chief Curator, Standards Bank Corporate

Collection, I nterviewee via e-mail communication, 11 October 2010

1. Mazwi Vezi: How do they determine selection criterion for on-linearts
Barbara Freemantle: NONE SPECIFICALLY FOR ON-LINE ARTS. THEY
WOULD FALL IN WITH OUR GENERAL COLLECTIONSPOLICY WHICH
INCLUDES SOUTH AFRICAN ART BY SA ARTISTS OR BY OTHER
ARTISTSHAVING SATHEMES.
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2. Mazwi Vezi: What challenges are you facing in the curatorial and archival
process of Internet Art? What arethe solutionsthusfar?

Barbara Freemantle: WITH “NEW MEDIA” FOR THE CORPORATE ART
COLLECTION, WE TEND TO AVOID AS WE ARE NOT ABLE TO
DISPLAY EFFECTIVELY IN A CORPORATE ENVIRONMENT. INOUR
GALLERY (WHICH IS SEPARATE FROM THE CORPORATE
COLLECTION AND HOUSES TEMPORARY EXHIBITIONS), WE SEUP A
COMPUTER.

3. Mazwi Vezi: What curatorial and archival strategies are employed in
dealing with Internet Art? What are the key challenges?

Barbara Freemantle: WE DO NOT OWN AN ONLINE WORK SO HAVE
NOT DEALT WITH THIS CHALLENGE YET.

4. Mazwi Vezi: How do Curators and Commissioning agents deter mine the
price to pay for Internet art collected i.e. pricing model (is it based on the
complexity of the sour ce code or the aesthetics?)

Barbara Freemantle: UNABLE TO ANSWER AS WE ARE NOT A
COMMERCIAL GALLERY.

5. Mazwi Vezi: How do you deal with submission of documentation of
collected on-line art pieces?
Barbara Freemantle:WE HAVE NOT HAD ONE SINGLE SUBMISSION.

6. Mazwi Vezi: How do you deal with maintenance and support? Isthe artist
required to provide after sale maintenance and support? For how long?
Barbara Freemantle: WE DO NOT OWN A WORKS SO HAVE NOT HAD
ANY EXPERIENCE IN THIS AREA.
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Interview with Neil Dundas, Chief Curator, Interviewed at the Goodman Gallery,
Johannesbur g, Gauteng, 10 October 2010

1. Mazwi Vezi: Isthere enough publicinterest in Internet Art?

Neil Dundas: is an interesting thing to know about what are plossibilities to
going outside of the genres that are so typicakypeeted and that in an
institutions like ours which we required kinda ihgion because of scale and
stature partly because the public sector in arg® isnderfunded and underutilized
in South Africa, but really speaking we are stit@nmercial gallery; that's what
we do, we still sell art. Apart from the fact thve¢ might take on a project or host
an exhibition where we don’t expect to sell a viemge percentage of works we
still having to consider the bottom line. We stidlve to pay the expenses, pay the
salaries, and sell enough to make sure the agettsan income back out of a

show, after they have paid out their expenses.

On the other hand, is there enough public inteskstternet Art? South Africa is
still suffering from this lag; our publics are anragly active and involved in the
art, when you produce something that they like ey want and you promote it
well, but they are still years behind, decades rathparts of the world where
something like internet art has become prevaleheople here go, it this art?
Literally....we think it's a cliché. so you put onathshow that say interactive on a
computer and people may be intrigued that thisew, and when you try to
explain that its was something really new abouty2ars ago, and its only so

unusual here, they still don’t buy it.

So we have large gap in education and that is sthteing. And that goes for the
general public. Those people, that interested agdiethat might watch TV
programme or read the magazines are being fed s&mings for the last 40
years. They are not really keeping up with the tgaents of the contemporary
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arts. What we need to see is something like Adstis Africa really focus on
trying to promote the idea that the contemporatyvarld is moving and shifting
barriers and grow its circulation. But they cagit it on their own, it's gonna be
upto all of us; those who run museums, galleriestjtution, its gonna be our duty
to try bring that greater public along with us, amdpefully show them that

something lies behind the ides of new media.

2. Mazwi Vezi: How isthe gallery dealing with preservation and longevity of

on-line and networ ked artwor ks?

Neil Dundas:the commercial galleries imperatives are so differthat, and
probably you would have no seen a couple of shamvsgbnna mention but on
the exhibition calledNations Statéhat we had recently, there was an interactive
work with a computer and text showing on the waatid installation to look like a
classroom, Now people were quite interested byBitit the idea that they were
hoping that they would photograph it when there aasmage they liked on the
wall, and the place maybe had the people sittingndso that it looked like an
installation. Because they've gotten somewheresfequgh to say installation is
some new form of art. But the idea that they havget up there and direct the

mouse, they are almost nervous of it.

The other thing that happens is that when thaectile got together said initially
we going to make interactive work, and showed & fhst time, they found
people being mischievous enough to come in and“waygonna come in and
mess with your head, we gonna hide part of yougiaum,”, where you can't find
it, so you have some kind of underground who ar@etworked and so techno
savvy that they probably haters of the artists whuéating this works. And you
do expose yourself to a problem where you sayingrokwvorking with this new
medium, there are tech people out there who magh& dive a damn about the

artwork but who are actually quite keen to show ypuas not being so techno
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savvy after all; that's part of the problem in teriof preserving it you need to
make sure that it is presented in such a way ta@ple can have their interactivity

and fun without messing with your work.

So, one thing that we have actually found; Sueisivilson had a work which has
been exhibited here and the Joao Ferreira galéerg interestingly enough was
the first ever interactive work that we sold, butvasn't live to the Internet. It
had a certain number of live options. Think of gitdil video game, already saved
and archived. So what you doing is using an editbit. And people would
come up with ideas, connecting or bringing one edeto another in ways she
hadn’t yet played with that would give her ways ddveloping it...... so it
remained interactive to a degree and that she tegdking as the how went
along, and the people who bought it first and teegbe who bought it by say the
edition of 10, weren’t around the show when editioras sold, it still looked like
the same work but it had significant differenceSo each person bought an
edition of something that was a little influencewlyat they found in it, and each
one was slightly different from the other. So #@shbenefits that | think haven't
been well exploited yet, if you say you a persongeena sell you this edition but
your edition going to be slightly different from exybody else’s, it will have a
unique point and you can influence what goes iotar yinique piece, it's a selling
point that hasn’t been explored.

So preservation of these things is a problem antpat only (in my view) | don’t
know technology well enough but what | know is y@an put something on a disk
or chip, they can be lost, and corrupt just asleasi your e-mail can go offline
and not be back for two days, so its how to arcline how to somehow ensure
that the construction of something is sufficienigfe and yet still remains
interactive particularly if it's a web based are@e. Google and its kinda cyber
space storage where there is no physical storagenarone thing that can get
corrupted, may come up with some answer to that thitk it's still WIP. So,
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perhaps part of the reason that interactive andbased work has still been
viewed with suspicious even in countries whereas hecome more common, is
this worry and sense that; is it really permanpatticularly for the buyer, is the
collector going to say I'm paying this good monayt lwhatever I'm giving or
whoever influences it however long it stays on theb it will always be
accessible to me and 1 still have the right toort,js some clever person gonna
come along and say I'm shutting it down, I'm bloakit off, or oops something
just went wrong and it got corrupted.

4. Mazwi Vezi: Despite industry initiativesin preserving Internet Art why is

the collection of Internet Art slowing down? (North America)

Neil Dundas:| think partly ist (again the word | would use veasy“suspicion”)
that the Internet itself in the time of Internetrajahas changed and in the techno
world has changed enough to have given peoplerdiftattitudes in the last five
years or so. So if you think about the dot.comrb@nd how the Internet itself
just had suddenly seemed exponentially to expardtlenly there was not limit to
the expansion and the possibilities that were cgmailong. Maybe 15 — 12 yrs
ago, but 10 years ago they all went burst and bdotmearst followed the boom
rather. And at the same time the arts were nddinmcit up and you had people
now arranging Internet based exhibitions in gaderor in museums certainly.,
commercial galleries were not really big on it. Bar’'d find at the Brooklyn
Museum Center in New York or Tate Modern a roomicktdd with a mouse and
a video monitor for people to get on board andhdongs; working interactively
sometimes with thing that were solidified and aveli and sometimes with things
that allowed themselves to be morphed so no hapg eod this was seen as a
great boundary breaker and a great change. Buth@ppened of course was that
there was then a growing dawning perception thahgpes the dot.com and

Internet base thing were not going to make peoplengch money, some of the
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people who were supporting those initial art inities were people who’d made
great big money in the Internet. Now they were iloggheir money; so that

support started to filter away.

And people looking say okay, if you are a museunh there isn’t a lot of private
collecting support for this sort of work, can wet dee museums to be the
repositories, can they preserve it, house it, sefiehit in some way. How then do
you take up a room with work that depends on teldgyothat goes obsolete
every couple of years, so you've moved to CD RONhtn small video chip card
to now small solid state players, it's a very iesting problem. In that you sell
something to someone that is based with technolthgytechnology is obsolete
every six months to a year, they are continuedrftato pay more money for to
keep it at its most up-to-date point; for a workttis so ephemeral in nature that
if it is really Internet based and people can amldt,tchange it, obliterate it, as
they go along, you own no tangible assets that evantually is still going to
have the value the way you first saw it and thetink bred a kind of suspicion
that of people saying we could end up loosingtaianoney in this. | think the
experimental nature and the wider audience hasvatlcat least for the genre to
continue but the bigger collections, are sayingl wamebody comes up with a
proper solution or that is gonna be a better smhtitechnologically, and
someway of saying that maybe in cyberspace itepres almost in like a “state”
of an ancient plate; as you add more details, butwe got a record of what has
happened, that hasn’'t been solved. There are @ébat have tried to address
some of these issues, but there is still a lot imgsgé terms of what probably
motives collections and private collections and eunss probably look at the

same kinds of thing.
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5. Mazwi Vezi: Looking at latest Internet Art projects curated, hasthe artists
strategies changed now that the Internet is more stable? What are the

challenges with new Internet Art strategies, if changed?

Neil Dundas:

6. Mazwi Vezi: How are online or network artworks in your collections or

under your supervision documented?

Neil Dundas: hat we've tried to do with something like that,dathe artist

strategies are connected into that. The imper&iageto directed by a number of
things; we need to educate the public, we needltwate the artist, so that the
people that are working with it need to keep thdweseat the cutting urge of
technology if they are going to be successful imkating works that is based in

technology

Then finally museums and the collections shouldcbevinced that what they

acquire is something that has longevity that cathegavalue and be preserved
safely. That could mean having good digital arehas well as master tapes
maybe 3 or 4 different ways of archiving, so that one thing means the
destruction of all the material.  And also peshapmething that is genuinely
interactive as allows new input all the time, thas backed —up and saved and
added on its archive on a monthly basis, its eafpedf its in a museum or

gallery. At the moment | don’'t know anybody whdieen doing this. | have

heard that at the Walker Arts Museum there have lbads about this and the
Rotterdam video museum are looking at things likeractive video based on
youtubebased, now the question is how big the archive atwdre the costs

involved and who pays, and that's get very scé8g. there are talks about trying
to bring some kind of a commercial thing, that ést of a gaming arcade maybe
you an internet online art arcade, but have peopiee along and feed the slots
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with their coins for the rights to play and interaadd their 5cents worth to the
piece. If some marketing person can came up vathesway of making it that

addictive and that fun, then we can grow an au@enad then we can grow a
way of saying there will be a new version everyrydeathis work because it will

come-out as a DVD and it will be permanently aredivand re-archived, and
updated there will always be an opportunity to l@ikthe older version if one
wants to. We need to get inventive enough to toumkof the box if we are to ask

artists to find a way to store it and market it.

7. Mazwi Vezi Have you curated Internet based art?

Neil Dundas: No not really, however my colleague Mark Storania Cape
Town curated two state shows which involved twcerattive works, | was
involved in the Sure Williamson wanting to do atenactive piece but | had little
or no knowledge and she really had to be her ovas loo making it. But we've
had only a handful in our gallery that | can retiadl only interactive work that we
have sold is Sue’s. Some of the others have beamportant; they have been
borrowed in exhibitions, museums, but not soldttst commercial underlying

problem still remains.

8. Mazwi Vezi: How do you deal with maintenance and support? Isthe artist

required to provide after sale maintenance and support?

Neil Dundas: We are about to complete an installation of tleekwby Minnette
Vari from Nedbank in Sandton. The work is in origh® lift lobbing in one of
the new Nedbank Head Quarters building. This ia series of screens that are
mounted inside a cabinet; so its presented vempdtly as a king of bow front
end, wooden cabinet, with a very beautiful gloseish on it and round pot-holes,
but behind each of those is the VDU screen. Arel lss made a randomized
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program, so it will only be interactive in that migsense someone coming in and
it might speed up, change and send re-randomizedjeém that are circulated
through those potholes | think there are 9 scredng, its fully archived, saved

work of digital video making. It uses fine arthived data.

So Nedbank had to commit to something that for tkneam a major step in terms
on new media, to get a bank to even consider whkekthis, so they had to put a
dedicated temperature control, air-conditioned, idityn control room with has
got all the solid state player, memory cards anashe the computer that runs the
randomized programme,. And they've had to sigordract to agree to maintain,
so we've had to put into the purchase price thatndite will remain involved in
that and that we have a service company who istalde that but its also has to
be acceptable that even a solid state player @ilela fine art life. So it might be
that in six to eight year that may be replace thosend by then the new
technology might be more advanced and have to paeey three years. But
they have to agree to do that, now being the bamklaving the institutional
budget they are prepared to but even museums gyobéb not because their
budgets are so limited. And they can’t be guaesthiaf getting money from the
state next year as big as this year. The Predotrimuseum for example is funded
by the city, and the council of Tswana and they d¢tassen to keep the museum
alive and the staff running, but have not given aoquisition budget or anything

to ass in like performance, so they is no budgegtpfor artists etc.

Minnette has had to guarantee that she will rerraialved that she is happy to
sign and say we still keeping the work running Weey it's supposed to. There
are problems with that eventually in that people géi old. A Nedbank’s

collection was started about 46 years ago in tx¢ 4@ years things are going to
change a great deal in terms of the techno basieeofiorks they've bought and

how its maintained and the costs are going to atzabt go down.
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People at museum collections are very afraid ofidpdiranded in 20, 30 years
time...ooh they did this foolishly without thinkingbaut the future, this is
supposed to be preserved in some public trust ldrfbe the public of the future
but in a 100 years it won't be able to be showntrsmse are all issues, so |
suppose some means of understanding how digitsaam be archived in the
way that can be constantly be reinvented and ugdadenes down to being the
main basic point that will help drive a kind of ledtion, public money,
institutional interest and finally the public edition that will help in keeping the

art alive.

Interview with Antoinette Murdoch, Chief Curator, Interviewed at the
Johannesburg Arts Gallery, Johannesburg, Gauteng, 01 October 2010

1. Mazwi Vezi: Isthere enough publicinterest in Internet Art?

Antoinette Murdoch:currently there are not any artists that | cankttof within
the last several months of all the shows that Been in Joburg there wasn't
digital art. Its definitely not a big thing, weeanot confronted with it all the time,
even video work there isn’t a lot of it out theresiouth Africa. Possibly because
artists themselves are scared of creating it bectéhesy know that there is no
market for it, or possibly that we are still intotaited by it, but most certainly JAG
has always moved with the times we have some ofrtbst progressive works
like the Nathaniel Stern work which is softwaredzhsand sound piece by James
Web which has all those restricting and challeng&a we have always pride
ourselves in that we’'ve kept up with what the temgtre. We had a committee
meeting yesterday and a question was asked, whataljcseen lately that we
should possibly look at purchasing. Nothing thaiswliscussed was digital art,
and I'm talking about the wide variety of peopldtisg in that committee
representing the contemporary genre and nobody iomexat anything about

digital art.
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2. Mazwi Vezi: How isthe gallery dealing with preservation and longevity of
on-line and networ ked artwor ks?

Antoinette Murdoch: That is not unusual to any art form becauseilapainting

is not stable in itself, it changes; any mediumnges within itself. The only

problem that we sit with now is that an oil paigtiife span is x number of year,
and contemporary day printing photography has aahlife span, now digital art

has even more shorter life span, but its not a pe@nomena or unique to new
media.

4. Mazwi Vezi: Despite industry initiatives in preserving Internet Art why is

the collection of Internet Art slowing down? (North America)

Antoinette MurdochFunding, maybe the problem. What is the price ediog it?
Nathaniel Stern piece was purchased with the Apfale computer that it was on.
The apple Mac as it is at the storage with thenso#. | haven’t exhibited it in the
year and a half I've been here this but it's not oafl always, its different
curators come in, there hasn’'t been anybody sayimwgant to exhibit that
Nathaniel piece per se’. The gallery might havedim a piece 10 years ago and
it has not been in a show simple because it wasrneart of the genre that there
was an exhibition about that and it wasn’t a piga was called on, but if we as
a collecting committee do a good job then the @abat we collect should be,
every now and then coming out of the, but likeyt 8&at restriction | don’t think
its limited just to digital work, but | can hongstay that | have a little bit of an
anxiety attack if | think about having to take thméce out and exhibiting it

because although the artist have written everytthagwe require to know,
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5. Mazwi Vezi: Looking at latest Internet Art projects curated, hasthe artists
strategies changed now that the Internet is more stable? What are the

challenges with new Internet Art strategies, if changed?

Antoinette Murdoch:

6. Mazwi Vezi: How are online or network artworks in your collections or

under your supervision documented?

Antoinette Murdoch: We have done projects where people from different
countries use blogs to share outcomes of publigrarome, using the Internet as

the medium.

7. Mazwi Vezi: Seeing that JAG has not showcased Internet Art, has JAG

used the Internet asa medium in other exhibitions?

Antoinette Murdoch: JAG has not bought Internet art before, that'daasas |
know, we would have to confirm with the registrdrtioe gallery. However we
have used it as a medium in the gallery for prgjetich as thene square mile
project; where it was an outreach project in thek plaat involved a lot of young
people. Everyday they were asked to go directlinenand upload their
experiences. People were encouraged to make usé¢hi®f method of
communication with other countries where the prioyegs also taking place. But
we found it very restrictive and in that specifigse it was because it was jot a

very user friend site. People tried to use it buwtasn’t user friendly.

This is not the only project that the gallery hamel Since I've been in the
gallery with the gallery this is the only one | catall however before | got here
there was definitely a internet based projecttstatiset-up in the foyer. The

biggest set-back was the fact that it was not frggrdly especially on the level it
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was pitched; the youth. Because we are situatédeidoburg Park and the kind
of youth we have in this gallery is not digitallgvwy enough to navigate their

way through the piece.

The problems that we experience in general withlang of technical work that
requires any kind of technology, | can imagine slaene kind of problems will
apply for Internet artwork is that; it goes offdinit's not always working, there
are power cuts, and there are so many restrictiohnscan understand why
museums stay clear of it. I'm humbly admittingtthien, not the biggest fan of

any technological work because it is so complicabeset up and to keep.

So this works lend itself where one cannot view a&nivork in two year time

because of software incompatibilities.

Interview with Joasia Krysa, Chief Curator, Interviewed through e-mail

communication 05 November 2010

1. Mazwi Vezi: Isthereenough publicinterest in Internet Art?

Joasia Krysa: There is still a lot of attention to Internet A&sten though the
practice was most prominent in the late 90’s aartlye2000. It was when artists
started experimenting with the medium when sontb®inost interesting work
was created (for example by artists such as JdekeAShulgin, etc). Today, the
attention to Internet Art is through the wider dievhich can be broadly described
as art —technology or Digital Art, and the praetiself is shaped by
developments in technology (for instance the riseocial technologies) and new
forms of communication. Internet Art, or more briyadigital Art, entered public
and private art institutions such as Whitney Muse@drmerican Art (Artport
portal), Tate Britain in London (for instance theéhiition ‘Art Now: Art and

Money Online’ in 2001), etc and there are exampfesommercial galleries (for
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example Bitform Gallery in New York) and commeraal fairs (such as ARCO
International Contemporary Art Fair in Madrid) elating net art. Arco is an
interesting example as for over the decade it leas lexhibiting digital art
(including Net Art) in their dedicated section ‘BkaBox’ showing key artists the
field such as Ubermorgen in 2009, Jodi in 201€), Bhere are also dedicated
awards and prizes established to stimulate and geothe field — for example
ARCO/Vocento 2.0 award (Madrid, Spain).

2. Mazwi Vezi: How isthe gallery dealing with preservation and longevity

of on-line and networ ked art works?

Joasia Krysa: | work as an independent curator and run an erduratorial
agency and a research platform Kurator. This feiht from a public art
institution or a gallery where the issues of cdltatand preservation might be
part of their remit. In my practice we host onlimerks as simply links or
documentation so the preservation is on the sidetsts. However, with the
rapidly changing technology, hardware and softwtre jssue of preservation is
of a great importance and there are regular coméeseand research in this area.
For example there were lengthy discussions orstltigect on for instance
CRUMB discussion list.

3. Mazwi Vezi: Despite industry initiativesin preserving Internet Art why is

the collection of Internet Art slowing down? (North America and Europe)

Joasia Krysa: I'm not specifically aware of this issue butnflieed the collection
of Internet Art is slowing that might be to do withmber of factors. For instance
this might be not only to do with the issues ohtealogy but also to do with

cultural policies and economic concerns.

102



4. Mazwi Vezi: Looking at latest Internet Art projects curated, hasthe
artists strategies changed now that the Internet is mor e stable? What arethe

challenges with new Internet Art strategies, if changed?

Joasia Krysa: The Internet is indeed more stable and more widesilable, and
there are advancements in technologies (such easdgimentioned social
technologies) that provide artists with new platierand forms of
experimentation. There is a lot interesting caitiwork that deals with emerging
technologies; work that examines relationships betwnew platforms or tools
and a wider social, political and economic cont&kie challenge is to remain

critical and experimental now when ‘anything go@gn more than ever.

5. Mazwi Vezi: How areonline or network artworksin your collections or

under your supervision documented?

Joasia Krysa: Normally, we would include a contextual inforneatiabout the
work and artist(s), the work itself or a link to external page where the work is
hosted, this is often — depending on the natutbeproject - accompanied by
visual material such as images, videos or soued.filVe try to provide as much

contextual information as possible.

6. Mazwi Vezi: How do you deal with maintenance and support? Istheartist
required to provide after sale maintenance and support?

Joasia Krysa: Kurator does not deal with selling art works bommissioning
and/or presenting. After the work has been exhdiite copyright remains with
the artist(s) and hence also the responsibilityrfamtaining the work. | would
imagine that in a commercial scenario this is $éif@ad in a contract outlining
responsibility of the institution and the artisarfexample, from my own
experience of being involved in the ARCO/Vocentd ize, the awarded project

103



would be normally maintained by the artist for aipe of a year and thereafter

became the responsibility of the Vocento.

7. Mazwi Vezi: How areyou dealing with artworksthat concern themselves

with anti-institutionalization and non-commer cialization?

Joasia Krysa: In my curatorial practice | am particularly irested in critical
works and Kurator encourages and promotes critvoak and critical research.
One could risk trivialism of saying that this istical work that drives
development of the field and offers the basis foeagaged dialogue and

thinking.
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E-mail Communication from Tegan Bristow received on 31.01.2011

Hope you are well. | have a very important questineed to ask you. I've been
trying to get hold of you on your cell and officedaam not getting any response.

Sorry | was unavailable from Thursday but am back.

| need your advice with regards to adding commerdarthe research paper. I'm
busy with my comparative study, and as | was drgftny comparison and
recommendation for SA that the 2009 Johannesbisdar that we attended
speaks to some of the curatorial models and mode®sentation I've referred to
in chapter 2. My questions is, am | allowed te@refce my personal experience
at the art fair? how | saw the audience engagiitig @hibited artworks?
challenges identified with the exhibition, spezafiy in relation to presenting net
based art?

Yes but it has to be very specific observationsd you need to describe carefully

your role there.

if yes, | would be very happy coz | have starteafttrg good point ( | think)...the
challenge is that all institutions in my study hawever really had a successful
exhibition for net based artworks and | think tH@02 art fair could a be a great
place.

Good.

Second question, if | do add my experience andrgagens at the art fair how do
| reference this?

You need to just state your role and in the condéthe points you want to make
it's a little like field research.

If am allowed to add this experience, can you @epsovide me with the

following information.
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Okay - you can ask me as the curator very spegifestions as long as there is a

transcript (- so yes you can ask me more if youres.

I'm going to answer the following two questionsetiger:

Who sponsored all the technology?

How did you secure funding? or did Artrope provishancial support? (

I'm not sure who you mean by Artrope?

A company called Core (Apple Mac suppliers in Soéthica) lent us the iMacs

for the exhibition period. It was considered adeany for Apple Mac products.

The project was labeled a "special project” for floburg Art Fair. But the
support from The Joburg Art Fair organizérs Logicwas very rudimentaryArt
Logic supported our Internet line and costs, there wesags being broadcast for
the press office so we piggy backed on that. Addélly Art Logicdid not expect
us to pay for stall space at the art fair and tleg supplied us with furniture. The
furniture was an extension of the book store stw@esigned specifically for the
Joburg Art Fair in 2009 by Notion Architects.

As the project was partly research and was beiggrozed through the Digital
Arts Division of the Wits School of Arts (also thexation for Upgrade Joburg). |
was able to secure a small amount of money fromUhmersity as Ad Hoc

Research funding - with this money | was able tp foa a designer to make up

the organizing website for the project.

Who was responsible to setting up the computeudich network connections?
Volunteers (staff and students) from the DigitatsADivision of the Wits School

of Arts helped to install the computers and setrtlog for public viewing.
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These could be one line responses as | do have aghdlsé information since |

was involved.

It looks like | will be able to send you a finaladir copy by Monday 31.01.2011.

I'm making great progress and think the reportlasking a lot better.

Hope you have a good day and weekend ahead.

Okay look forward to reading a final draft - so geto me when you know you

are ready.

Thanks,
Tegan
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