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 Isn’t it odd that mu-
seums–one of society’s princi-
pal institutions dedicated to 
culture–do not measure their 
success or impacts in cultural 
terms? Attendance, revenue, 
objects accessioned, exhib-
its mounted, and publications 
published are some of the 
measures that museums use to 
assess their operations. But, it 
can be argued, none of these are 
cultural indicators. They do not 
reflect on the cultural needs, 
opportunities, or well-being 
of the community. Nor do they 
offer insights into the cultural 
impacts of museum operations 
on individuals. What these mea-
sures do offer is some insight 
into the activity of museums 
as institutions–as nonprofit, 
corporate entities.228  
 

 An understanding 
of the way that success is 
currently quantified by existing 
institutions that claim to seek 
social and political change can 
reveal how a different set of 
priorities might better serve the 
same goal. Museums, galleries, 
or other art institutions, despite 
their abundance of glass doors 
and skylights, are upheld by 
bricks of bureaucracy and 
cemented in place by capitalist 
driven markers of success, yet 
in Measuring Museum Impact and 
Performance: Theory and Prac-
tice, John Jacobsen admits: 
“The field still lacks an accept-
ed way to measure impact.”229 
While traditional modes of 

228  Douglas Worts, “Measuring Museum Meaning: A Critical Assessment Frame-
work,” Journal of Museum Education 31, no. 1 (2006).
229  Dan Weiss, “What Makes a Museum Successful?” Yale Insights, August 
3, 2016, accessed January 27, 2018, https://insights.som.yale.edu/insights/
what-makes-museum-successful.
230  Maxwell L. Anderson, Metrics of Success in Art Museums (The Getty Leadership In-
stitute, J. Paul Getty Trust, 2004).

analysing success through the 
lenses of attendance, revenue 
and review are certainly not 
enough to qualify the effects 
of reception on communities, 
it is virtually impossible to 
assess the impact of cultural 
institutions without the use of 
tangible measurements, name-
ly numbers and statistical data. 
In 2004, Maxwell L. Anderson 
published Metrics of Success 
in Art Museums, an article in 
which he intended to delineate 
tangible methods that can be 
used to consider a museum’s 
“success” internally.230 Within 
the confines of the 20 page ar-
ticle, Anderson expands upon 
each section with proposed 
methods for respective quan-
tification through the use of 
surveys, ranking, demograph-
ics, and of course, numerical 
data. These methods can 
then be used to translate the 
attendance and participation 
of the audience, often unbe-
knownst to them, into infor-
mation-as-knowledge deemed 
necessary for the advance-
ment of the institution rather 
than the public. The resulting 
data is used internally to inform 
future planning, expansions or 
closures, employment oppor-

tunities, and the programming 
of content. But is this infor-
mation made available to the 
public which provided it?  
 While some mu-
seums, the ICA in Boston 
for example, do make this 
information available in either 
dedicated publications for 
visitors at their localities or as 
a download friendly PDF on 
their websites, this aggre-
gate fiscal data is also often 
compiled and translated into 
colorful infographics later 
published by a number of 
art world publications that 
break down annual spending 
and chart trends throughout 
a specific period.231 These 
cheery infographics are 
simply visualizations of data, 
and are posited as methods 
for advancing institutional 
agendas in a gesture akin 
to pseudo-sharing, made 
public to attract both private 
and public sponsorships, to 
justify spending habits as 
they pertain to economic and 
professional growth, and to 
assert their improvement of 
critical thinking skills, histori-

231  “Art Museums By the Numbers 2016,” Association of Art Museum Directors, 
January 9, 2017, accessed January 27, 2018, https://aamd.org/our-members/
from-the-field/art-museums-by-the-numbers-2016.
232  “Museum Facts,” American Alliance of Museums, 2013, accessed January 27, 
2018, http://www.aam-us.org/about-museums/museum-facts.
233  Ibid.

cal empathy, and tolerance.232 
According to several accred-
ited museum “Core Mission” 
statements, most museums 
strive to serve the public 
through several means which 
include but are not limited to 
the collecting, preserving, re-
searching and interpreting of 
objects, living specimens and 
historical records, providing 
many social services, lan-
guage, job training programs, 
and programs that cater 
to low-income families and 
veterans.233 While museums 
and major cultural institutions 
have certainly been the sites 
of educational initiatives, 
community programs, and 
very particular expressions of 
historical narratives, it is far 
too often that they function as 
spaces for capital exchange 
rather than cultural or com-
munity exchange—accepting 
corporate sponsorships is 
standard practice, exhibit-
ing only that which will draw 
crowds (sales) the norm, 
and diluting controversy to 
preserve the guise of sophis-
tication, are the museum PR 
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 In the museum-as-fac-
tory, something continues to 
be produced. Installation, 
planning, carpentry, viewing, 
discussing, maintenance, betting 
on rising values, and networking 
alternate in cycles. An art space 
is a factory, which is simulta-
neously a supermarket—a casino 
and a place of worship whose 
reproductive work is performed 
by cleaning ladies and cell-
phone-video bloggers alike.235 
 

 Here in the muse-
um-as-factory, exhibitions are 
like canned products stacking 
on supermarket shelves, neatly 
stored, preserved, hermetically 
sealed to avoid rot, leakage, 
or tampering—evidence rather 
than artwork, storage rather 
than exhibition. Culture is 
kept secret, or kept safe, from 
culture itself. Recently, two 
new white curators have been 
hired by the Brooklyn Muse-
um to oversee the African Art 
and Photography department, 
and in response, Assistant 
Professor of History of Art 
at Cornell University, Anan-
da Cohen-Aponte, started a 
Twitter thread (#POCarthistory) 
not to disparage their visible 
qualifications, but to highlight a 

234  For example, The Frick Collection in New York is the gift of a man who 
ordered his security guards to shoot on strikers; Brown University in Rhode 
Island was founded by a man who made his money in the slave trade; the Rhodes 
scholarships bear the name of an imperialist; TATE London and the National 
Portrait Gallery accept funding from the major oil corporation BP; Boeing 
sponsored the Afghanistan Exhibition at the Imperial War Museum.
235  Hito Steyerl, “Is a Museum a Factory?,” in The Wretched of the Screen (Sternberg 
Press, 2012) 35.
236  See Hito Steyerl’s 2012 video lecture Is the Museum a Battlefield, which was first 
shown at 13th Istanbul Biennial.
237  Christopher Knight, “MOCA Fires Its Chief Curator,” Los Angeles Times, 
March 13, 2018, accessed March 14, 2018, http://www.latimes.com/entertain-
ment/arts/la-et-cm-moca-fires-molesworth-vergne-20180313-story.html.

general lack of diversity in the 
arts as it pertains to represen-
tation. 
 With so many employ-
ees, questionable funding from 
both public and private sourc-
es which are often kept private, 
it is no surprise that museums 
are often compared to corpo-
rations, wherein accountability 
is dispersed across so many 
actors that any blame might 
never reach the right ears, 
let alone be addressed. The 
question “Who cares?” re-
sounds here in different tone 
like that of a war cry in the 
museum-cum-battlefield.236 In 
exchange for attendance and 
ticket sales revenue, visitors 
can come to expect a return on 
investment, but much like an 
algorithm which can only work 
with pre-existing data rather 
than invent it, these methods 
of measurement contribute 
to reproduction of much of 
the same, and often penalize 
those who push against those 
limits,237 like Olga Viso of the 
Walker Art Center, Helen 
Molesworth of LA MOCA, and 

María Inés Rodríguez of the 
Musée d’Art Contemporain 
de Bordeaux, for their brazen 
attempts to politicize narra-
tives. Instead, the museum has 
becomes a selfie factory that 
invites you to do their social 
media marketing for them.238  
 Museums celebrate 
their success to the tune of a 
Spotify playlist on repeat as 
audiences are exposed time 
and time again to the things 
they have already expressed 
interest in based on the options 
offered, and often without being 
presented the opportunity for an 
alternative approach; anything 
else it seems is too expensive 
to risk. The transmission of 
information in this institutional 
context resembles that of Web 
1.0; static, proprietary and 
delivered from the top down, a 
position that claims to serve the 
public from above, rather than 
from within. How can one claim 
to approach a truth from above 

238  Arielle Pardes, “The Rise of the Made-for-Instagram Museum,” Wired, 
September 27, 2017, accessed March 24, 2018, https://www.wired.com/story/
selfie-factories-instagram-museum/.
239  Foucault, “The Meaning and Evolution of the Word Parrhesia,” 2017.
240  See for example the “New New Wight Gallery” www.dma.ucla.edu/exhibi-
tions/newnewwight/thegalleryisnaked.
241  See for example www.oneacre.online.
242  See for example www.raum.pt.
243  See for example www.fluidity.online.
244  Aint-Bad Magazine, an online and offline independent publisher, recently 
issued a public acknowledgement of their involvement in perpetuating the 
conditions of gender-inequality that they seek to address alongside an apol-
ogy, a refund to all those who entered their latest Open Call, and have post-
poned their following issue in order to best assess how they might progress, 
if at all.
245  See for example www.bodyanxiety.com.
246  See for example www.feltzine.us.

when to practice parrhesia is 
to speak honestly from a visible 
vulnerability, from below, and 
thus bring forth a sort of radical 
and meaningful care of the self 
with others?239 Those who have 
turned to the Web to exhibit or 
publish are certainly faced with 
their own sets of problems, as 
Harun Farocki explored in his 
2009 series Serious Games, the 
online is also a battlefield. It is 
not without its own set of regu-
lations concerning limitations,240 
content,241 productivity,242 
accessibility,243 and accountabil-
ity.244 In response, many working 
online have chosen to base 
their strategies of resistance 
on the ideas of transparency, 
critique,245 and concern246 in an 
attempt to address and embody 
the qualities they feel serve a 
middle rather than a side.
 Curatorial and artistic 
research, now more easily 
conducted through the use of 
social media platforms, net-
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es and long distance calls,247 
can be used to replicate or 
reinforce existing conditions, 
i.e. more of the same, but can 
also provoke necessary con-
versations about the politics 
of inclusivity and visibility of 
marginalized histories within 
institutional walls. While in 
no way providing a complete 
replacement for human inter-
action, digital technology has 
certainly strengthened and en-
abled contact and connection 
across geographic locations 
in ways that were previously 
unthinkable.248 Although the In-
ternet has energized activism, 
often called click-tivism, “the 
context of political disaffection, 
increasing political manipu-
lation at the centre, an unac-
countable global order and the 
weakening of electoral power, 
the internet has not revitalized 
democracy.”249 In 2011, the 
Pew Research Center for the 
People and the Press found 
that 80% of Internet traffic to 
news and information sites 
was concentrated at the top 
of 7% of sites, a majority of 
which (67%) were controlled 

247  See for example www.domain-gallery.net.
248  See for example www.timesupnow.com.
249  Curran, Fenton, and Freedman, 17.
250  Russell Heimlich, “Internet Gains on Television as Public’s Main News 
Source,” Pew Research Center for the People and the Press, January 04, 2011, 
accessed February 12, 2018, http://www.people-press.org/2011/01/04/internet-
gains-on-television-as-publics-main-news-source/.
251  See for example www.seeclickfix.com, www.sunlightfoundation.com, www.
opensecrets.org, www.change.org, and the use of hashtags such as #Ferguson, 
#WakeupAkhilesh, or #MeToo.

by organizations whose power 
predated the pre-Internet 
era, meaning that the oppo-
site was true: the hegemony 
had simply extended across 
technologies.250 The success 
of monopolies is, at one level, 
because of the weakness of 
their opponents, and while it is 
a challenge to both withstand 
and compete with prevailing 
methods of information dis-
semination and easy to digest 
viral content, it is nonetheless 
a worthwhile fight when con-
sidering the snowball effect of 
local or smaller movements.251

R E T H I N K I N G 
SUCCESS AS SLOWNESS

 Contemporary art thus 
not only reflects, but actively 
intervenes in the transition 
toward a new post Cold War 
world order. It is a major 
player in unevenly advancing 
semiocapitalism wherever 
T-Mobile plants its flag. It is 
involved in mining for raw ma-
terials for dual-core proces-
sors. It pollutes, gentrifies, 
and ravishes. It seduces and 
consumes, then suddenly walks 
off, breaking your heart. From 
the deserts of Mongolia to the 
high plains of Peru, contem-
porary art is everywhere. And 
when it is finally dragged into 
Gagosian dripping from head 
to toe with blood and dirt, it 
triggers off rounds and rounds 

of rapturous applause.252

 How to avoid con-
temporary art heartbreak? 
Only fools rush in. The clock of 
industrial capitalism continues 
to quantify time down to the 
tick, the ticks now multiplied 
and visually represented in Ap-
ple’s World Clock application, 
but time in the information age 
of the networked world flows. 
Although I have frequently 
referred to notions of speed 
and acceleration when speak-
ing about digital technologies 
and exhibition practices, in 
the case of ‘slowing down the 
Internet,’ slowness is not the 
inverse of acceleration as it still 
too implies progress—it does 
not refer to the speed at which 
digital content is received or 
disseminated and requires 
clarification. Rather than a 
rate, slowness is a method, 
and it can be understood as a 
curatorial gesture that “inten-
tionally and directly connects 
to context and specifically 
notions of the local, employs 
relational and collaborative 
processes, and reaches out 
to diverse communities.”253 
Here, ‘slow down the Internet,’ 
does not call for an intentional 
tangling of submarine cables, 

252  Hito Steyerl, “Politics of Art: Contemporary Art and the Transition to 
Post-Democracy,” in The Wretched of the Screen (Sternberg Press, 2012).
253  Megan Johnston, “Slow Curating: Re-thinking and Extending Socially En-
gaged Art in the Context of Northern Ireland,” On Curating: After the turn: art education 
beyond the museum, no. 24 (December 2014): 26.
254  Ibid.

nor a reversion to dial-up, nor 
does it require deleting social 
applications (using a VPN, Tor 
browser, turning off your Lo-
cation Services and disabling 
Platform in your Facebook 
settings however is not a bad 
idea), instead the phrase re-
flects the endangered potential 
of the increasingly ubiquitous 
technology to communicate, 
to share and to foster deeper 
connections across networks 
of ideas and people. 
 Slow curating, as 
Megan Johnson has de-
scribed, “includes a meaning-
ful and deep understanding 
of one’s immediate context, 
working with local experts 
to learn the cultural politics, 
the poetics of place, and to 
investigate issues conscious 
and unconscious that affect 
everyday lives.”254 The turn 
to durational approaches in 
artistic or curatorial practice 
which extend the period of 
being together, does not 
come as a singular solution 
to address the contradic-
tions in the reception of art 
as an exclusive event as the 
significance of duration does 
not lie “in a single extend-
ed project, but rather in the 
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in place across time.”255 When 
slowness is used as a meth-
od in curatorial practice, a 
multiplicity of interrelations is 
both made and subsequently 
opened to the possibility of 
being re-made, both in terms 
of materiality and spatiality 
and through temporality. 
Online, where digital media is 
quickly consumed, accessed 
alongside other browsers or 
tabs, and vying for attention 
with a users more immediate 
surroundings, enacting such 
a sense of slowness certainly 
poses a challenge, and has 
hence spurred a pedagogic 
turn in artistic and curatorial 
practice that seeks a target 
for the unpaid and misguided 
attention we should be pay-
ing. Socially based projects 
that sustain commitment have 
been expressed in alternative 
approaches to education, 
legislation, or markets, such 
as in Jakob Jakobsen and 
Henrietta Heise’s Copenha-
gen Free University, Pablo 
Helguera’s The School of 
Panamerican Unrest, or Rirkrit 
Tiravanija’s Untitled (Free/
Still), in an effort to resist the 
consumable moment, but 
these projects and others are 
not impervious to the struc-

255  Paul O’Neill and Claire Doherty, eds., Locating the Producers: Durational Approaches 
to Public Art (Amsterdam: Valiz, 2011), 11.
256  Adrian Heathfield and Tehching Hsieh, Out of Now: The Lifeworks of Tehching Hsieh 
(London: Live Art Development Agency and The MIT Press, 2009), 23.

tural demands of the market, 
and eventually must, to some 
extent, concede to survive.  
 From the 1960s, 
durational approaches in 
artistic and curatorial prac-
tice, as in the works of John 
Cage, Tehching Hsieh, Marina 
Abramovicć, Santiago Sierra 
and Tino Sehgal, have sought 
to intervene in industrial 
capitalism’s disciplined and 
regimented imposition of time 
by ‘wasting’ it, extending it, 
exposing it and laying it bare. 
Rather than as a line or like the 
Snake that avoids its elongated 
tail, as Adrian Heathfield notes, 
such “durational aesthetics 
give access to other temporal-
ities: to times that will not sub-
mit to Western culture’s linear, 
progressive meta- narratives, 
its orders of commodification; 
to the times of excluded or 
marginalized identities and 
lives; to times as they are felt 
in diverse bodies. Time, then, 
as plenitude: heterogeneous, 
informal, and multi-faceted.”256 
While artists have long ex-
plored engagement as a medi-
um, what about curatorial and 
exhibition practices that seem 
to do the inverse and continue 
to speed through the pre-
planned calendar year? Jenny 
Jaskey, director and curator of 

The Artist’s Institute, suggests 
where we might begin to speed 
toward instead  
 
 Might we pay attention 
to the structural inequalities 
that persist for women artists, 
artists of colour and artists 
without financial means? If 
that’s a priority, then curating 
won’t necessarily consist of pay-
ing attention to the latest name 
whizzing through the existing 
circuits of value production. 
Might we pay attention to the 
precarious conditions that often 
accompany making art, thought-
ful criticism and experimental 
exhibitions? If that’s a priority 
then, as institutions, we must 
justly, even generously, compen-
sate the artists and thinkers we 
work with and serve.257 
 

 While museums and 
institutions continue to expand 
their physical forms, they do so 
while simultaneously forget-
ting to expand the variety of 
histories, narratives, and per-
spectives of those outside their 
walls. As square footage pric-
ing rises worldwide and is in-
creasingly privatized, websites 
and independently designed 
apps and platforms remain a 
comparatively more affordable, 
cost-effective and accessible 
space which may not function 
to solve, undo, or otherwise 
patch omissions within institu-
tional narratives, but do build 
networks of support and soli-
darity amongst those who find 
community within them without 
necessitating a premium which 

257  Anthony Huberman, “Pay Attention,” Frieze, June 1, 2015, accessed Febru-
ary 20, 2018, https://frieze.com/article/pay-attention.
258  Adriana Ledecouvreur, “Tranzit.ro,” Temporary Art Review, April 06, 2017, 
accessed March 22, 2018, http://temporaryartreview.com/tranzit-ro/.

immediately excludes entire 
populations of potential digital 
citizens. As Raluca Voinea, di-
rector of Tranzit.ro, a network 
of independent contemporary 
art initiatives operating in 
Austria, Czech Republic, Hun-
gary, Slovakia, and Romania, 
stated of the organization’s 
approach, “organic processes, 
learning from doing, recycling 
and adapting from one project 
to the next, developing long-
term relationships, learning to 
be patient and to appreciate 
long durations, seeing a space 
grow in time, together with 
a community, enlarging this 
community by expanding the 
fields of knowledge rather than 
forcing everyone to embrace 
the same models–these are 
things that are working.”258 
This approach to slowness still 
builds, it allows institutions 
to grow, to develop, it is still 
productive, but it does so with 
respect to those that comprise 
its community; rather than 
the hierarchical stacking of a 
new building development, it 
spreads organically, still with a 
center as it cannot avoid struc-
ture, but its peripheries are just 
as valuable as the middle.
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As I explore in the following 
three case studies, while no 
one method can be used to 
exemplify curatorial strategies 
that embody slowness, a com-
bination of approaches have 
been used by these institu-
tions to address the notion of 
quantifying such parameters of 
success itself in order to offer 
a more engaged experience to 
citizens, not users. Addressing 
distinct aspects of slow curat-
ing, projects like Triple Canopy, 
dis.art, and Monoskop have 
used the Web as a platform 
for artistic, curatorial, and ex-
hibition making practice and 
research in distinct ways; on-
line publisher Triple Canopy 
addresses critical thinking in 
the digital world, particularly 
the ways in which literature and 
multimedia artwork are con-
sumed. dis.art, a new moving 
image platform, attempts to 
dispel the notion that the media 
most frequently accessed or 
viral digital content like videos 
and humorous images in the 
forms of memes and GIFS need 
to be not only quick but shallow 
in order to survive the forces of 
circulation, and Monoskop, a 
digital library for arts and hu-
manities, does not produce or 
commission new content, but 
categorically organizes histori-
cal material online in a way that 
addresses the ways in which 

linear presentations of infor-
mation are unfit for the inherent 
subjectivity of any chronicaled 
or documented narrative of the 
past. I have chosen to look at 
these specific examples in or-
der to explore the diversity of 
ways in which exhibiting takes 
shape online, and how the cu-
ratorial act of caretaking has 
been contextualised according 
to intention, community, and 
medium. These particular in-
stitutions, while they are also 
subject to economic demands 
in the way that aforementioned 
large scale museums are, have 
been selected as my focal 
points because of their con-
sidered approaches to a more 
authentic notion of sharing that 
are ultimately remunerative, but 
are not intrinsically pecuniary. I 
have chosen to look at the work 
done by Triple Canopy, dis.art, 
and Monoskop to see how they 
have attempted to rethink dig-
ital technology’s potential for 
connection, despite the relent-
less socio-economic stipula-
tions, unrealistic professional 
expectations that surround the 
fields of art and cultural pro-
duction, and the impediments 
inherent in utilizing the Web 
as a platform for distribution.

TRIPLE CANOPY

ON TRANSPARENCY
It is important to note that prior 
to the publishing practices 
popularised on the Internet, 
artists or authors were often 
known locally before they 
could gain global notoriety. 
Online however, the reverse 
is the standard and virtual 
content begins in a state of 
general global accessibility 
and returns to local contextu-
alization.259 Groys’ In the Flow 
reminds that “to be able to 
survive in the contemporary 
culture one also has to draw 
the attention of the local, 
offline audience to one’s global 
exposure—to become not 
only globally present but also 
locally familiar.” 260 Creative 
expression is often perceived 
as an individual experience, 
practised in a time of seclusion 
and away from the gaze of 
others, but online, the algorith-
mic stare is in a state of ever 
and over-gazing, and digital 
artwork or published material 
is no longer fixed but in flux; 
the process itself becomes a 
not only a documentation of 
the artwork, but its source of 

259  Boris Groys, In the Flow (London, UK: Verso, 2016), 179.
260  Ibid, 178.
261  Taylor, 31-32.
262  Metahaven, Black Transparency-The Right To Know In The Age Of Mass Surveillance, Bureau 
Europa, March 2013, accessed March 13, 2018, https://www.bureau-europa.nl/
en/manifestations/black_transparency_the_right_to_know_in_the_age_of_
mass_surveillance/.

sustenance. It is no secret that 
every Web user is being sur-
veilled, their data ceaselessly 
mined and collected across 
platforms, processed by ana-
lytical software, subsequently 
sold, and converted into 
targeted advertising content.261 
How can, or should, this mass 
amount of data be utilized in 
the context of contemporary 
art exhibited online? For their 
exhibition Black Transparency - 
The Right To Know In The Age Of 
Mass Surveillance, Amsterdam 
based research and design 
collective Metahaven noted 
that the “visualisation of ‘trans-
parency’ also raises questions 
about identity, representation, 
and the role of the design 
discipline(s) itself. The Internet 
as a superstructure of creation, 
transmission, and imitation, 
means designers are not only 
capable of creating a message 
but also play an important 
role in catalysing political and 
social change.”262 Exhibiting 
or publishing on the Web, by 
virtue of exhibiting itself as 
exposing to view, implies a 
degree of transparency in the 
sense of accessibility. Prior 
to addressing another aspect 
of transparency, visibility, I 

S
lowing D

own the I
nternet



110 111

O
n 
C
ur
at
in
g,
 O

nl
in
e:
 B

uy
in
g 

T
im
e 

in
 t
he
 M

id
dl
e 

of
 N

ow
he
re propose to first approach 

transparency in the sense of 
exposing the inner workings 
of digital technology and its 
systems of control, and how 
the articulation of this infor-
mation can be more explicitly 
communicated as a publishers 
subjective position. 
 Backend developers, 
Web designers, and curators 
of digital exhibition spac-
es have access to the Web 
analytics and statistics of 
their sites or platforms when 
logging into their administra-
tion pages. Logging in to my 
own domain, which is hosted 
by Squarespace, I can toggle 
through to the “Analytics” 
page to reveal my “stats,” 
which are represented in 
minimally designed graphs 
and charts. Squarespace 
shows me who (each unique 
IP address) is viewing my site, 
where (highlighting geograph-
ic pinpoints on a world map) 
they are viewing it from, on 
what device (mobile, desktop, 
or tablet), how they arrived 
(directly, or through Google, 
Instagram, Facebook, Other), 
the browser they are using 
(Chrome, Mozilla Firefox, 
etc.) the operating system on 
their device (Android, Win-
dows, iOS, or OS X), it even 
shows me the exact time and 
date each user accesses my 

263  See www.squarespace.com.

site, and how they navigate 
through my content, orga-
nized across several pages, 
before they eventually close 
the tab. Squarespace claims 
that “While metrics are critical 
for tracking and testing the 
performance of our business, 
they are merely a reflection 
of our ideas and execution in 
the market. Our values and 
ideals are our decision making 
guide.”263 If I were to rely only 
on the information provided 
by such analytical data, which 
reduces my site visitors into 
their respective IP address-
es, I would fall into the same 
pseudo-sharing trap of the 
museum who interprets their 
success only through atten-
dance and ticket sale revenue, 
and responds accordingly 
to attract more of the same. 
This collected data speaks 
to particular aspects of my 
site audience, but it does 
not reveal anything about an 
individual’s reasons for nav-
igating my exhibited content 
in a manner that is distinctly 
their own. Such statistics are 
thus not the penultimate mode 
for understanding cultural or 
communal impact; the data 
collected by hosts and server 
sites is also kept hidden from 
viewers, often relinquished 
to a back-end cellar crowded 
with rows and rows of custom 

CSS and HTML code. Few 
sites on the Web readily re-
lease this information publicly 
perhaps because a jumble of 
numbers might be considered 
uninteresting to the aver-
age user, deter engagement 
because of the reminder of 
ever present surveillance, and 
because it is simply uncouth 
in terms of presentation as 
minimalist Web design is the 
current prevailing trend.264 
 The numbers remain 
numbers, until they become 
meaning. That meaning, I 
argue, to follow Nancy’s 
understanding, comes from 
engaging with the data from 
an informed critical distance, 
distinguishing data from 
knowledge. In order to begin to 
approach a genuine democra-
tisation, as Luke Goode notes, 

 It would be danger-
ous to overlook those agencies 
which, whilst not accruing any 
direct political power, never-
theless influence the political 
process. Whatever ‘public inter-
est’ credentials accrue, for ex-
ample, to a media institution or 
campaign group, such organisa-
tions cannot legitimately stand 
aloof from the obligations of 
critical publicity. In other 
words, institutions that claim 
to be institutions of the public 
sphere must, themselves, be 
opened up to the critical scru-
tiny of a wider public sphere.265 
 

264  See for example www.brutalistwebsites.com.
265  Luke Goode, Jürgen Habermas: Democracy and the Public Sphere (London: Pluto Press, 
2005), 26.
266  Michael Johnston, publication, Department of Political Science, Colgate 
University, 2016, accessed March 10, 2018, http://unpan1.un.org/intradoc/
groups/public/documents/un/unpan0.
267   Alexander Provan, ed., The Binder and the Server (New York, NY: Canopy Canopy 
Canopy, 2012), 10.

 Transparency as a 
principle, when making such 
information not only publicly 
available but publicly interpret-
ed, can lead to accountability 
on the side of the publisher 
and can serve to foster greater 
levels of trust between insti-
tutions and individuals, which 
in turn impact the results of 
collaborations.266

CANOPYCANOPYCANOPY
Triple Canopy is a nonprofit 
501(c)(3) organization mani-
fested as an online magazine 
that was launched in 2007 
and which is currently based 
in New York with satellites 
in Berlin and Los Angeles. 
It fittinginly appropriates its 
name from Triple Canopy Inc., 
the security contractor working 
with federal governments in 
Iraq and Afghanistan founded 
by US Army Special Forces 
in 2003, “presumably to profit 
from the free-market outsourc-
ing of the Bush-Cheney 
administration.”267 Officially, 
the magazine is CanopyCano-
pyCanopy Inc., already alluding 
to their interest in the power of 
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development skills they have 
advanced a model for online 
publishing that encompasses 
digital works of art and liter-
ature, public conversations, 
exhibitions, and books.  
 Triple Canopy’s 
transition from print to Web 
begs the question, is paper is 
better than digital? Despite the 
fact that decades have passed 
since the digital revolution and 
many schools have already 
implemented devices into 
classroom settings, no major 
research has proved a defin-
itive answer to the question, 
although some reports have 
shown that when reading 
something more than 500 
words or more than a page of 
a book or screen, comprehen-
sion will likely decrease when 
using a digital device. Digital 
mediums have influenced the 
perception that the ease and 
speed of delivery of informa-
tion through devices have 
increased understanding, but 
this remains an illusion due in 
part to the physical and mental 
demands for reading on a 
screen: the need for scrolling, 
the reflective glare, and the 
different levels of concentra-
tion characterized by browsing 

268  Joost Kircz and Adriaan Van Der Weel, The Unbound Book (Amsterdam: Amster-
dam University Press, 2013).
269  Claudia Wallis, “A Textbook Dilemma: Digital or Paper?” The Hechinger 
Report, August 23, 2017, accessed March 19, 2018, http://hechingerreport.org/
textbook-dilemma-digital-paper/.

or multitasking that have been 
normalized in such environ-
ments.268 However, while linear 
reading might lend itself to 
narrative or fictional work, 
researchers have also argued 
that such formats might not 
be suitable for academic or 
scientific texts. As Dutch 
scholar Joost Kircz reminds 
“Not all information is linear or 
even layered. There’s a lot of 
information that’s spherical. 
You cannot stack it up. The 
question is to what extent can 
we mimic human understand-
ing?”269 Digital publishing sys-
tems that incorporate video, 
images, and hypertextual or 
linked additional information 
alongside their texts might thus 
better serve not only a plu-
rality of reading interests and 
abilities, but might also enable 
a greater level of engagement 
with information.
 Aware of these dis-
crepancies in memory and in-
formation retention across me-
diums, Triple Canopy utilises 
the aesthetics and experience 
of traditional print media—their 
webpage and reading platform 
mimics a classic book with its 
off white background and stark 
black text—in order to contex-
tualize Web specific content. 

Working closely with artists, 
writers, technologists, and de-
signers, Triple Canopy aims to 
produce projects that demand 
considered reading and view-
ing.270 Their platform model 
hinges on the development of 
digital publishing systems that 
incorporate networked forms 
of production and circulation 
to achieve greater distribution, 
all the while retaining many of 
the benefits afforded by print-
ed matter such as the gestures 
of page flipping and the ability 
to bookmark. In an interview 
published by The New York-
er, they noted their desire to 
“collapse the old model of the 
print publishing industry, with 
its assembly-line approach and 
its walls between author, de-
signer, publisher, and distribu-
tor.”271 Achieving this synthesis 
however, was no easy feat, 
and was a process of trial 
and error, evolving through 
their careful interpretation of 
analytical and statistical data 
collected from the users that 
accessed their platform. Triple 
Canopy sought to identify their 
viewers not solely as numbers 
or IP addresses, and them-
selves not only as producers, 
but rather addressing both 

270  “About,” Triple Canopy, accessed January 29, 2018, https://www.canopycan-
opycanopy.com/about.
271  Sasha Frere-Jones, “Triple Canopy: ‘Slowing Down the Internet’,” The New 
Yorker, June 17, 2012, accessed March 26, 2018, https://www.newyorker.com/
culture/culture-desk/triple-canopy-slowing-down-the-internet.
272  See www.canopycanopycanopy.com/series/active-recollections.

positions ultimately as readers.
 In the case of Triple 
Canopy, rather than simply 
publish the raw data, their col-
lected information about their 
readers is interpreted through 
the lenses and discourses of 
many fields in the forms of 
their “Issues” and “Series” with 
respect to individual subjectiv-
ity, and if possible, ultimately 
made available beyond their 
webpage, often extending 
into printed matter or as an 
embodied exhibition, lecture 
or seminar in physical space. 
Their collection of “Series,” 
which gather contributions 
based on a single theme or 
topic, such as Universal Time, 
Passage of a Rumor, or Did You 
Get the L? compile the work of 
artists, writers, and research-
ers “who trace histories that 
are obscured, partially erased, 
or seemingly unassimilable” 
and bring to the foreground the 
forgotten, against the “au-
thoritative sources that speak 
of consequential institutions 
and figures,” and “whose 
consciousnesses are more 
easily relatable to those with 
power.”272 Triple Canopy seeks 
to recover lives that have been 
lost, and tell stories that have 
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told. Their series remain active 
and open, and contributions to 
each topic can be presented in 
their entirety, or otherwise al-
tered over time with additional 
artworks or literature. As seen 
in series such as Did You Get 
the L?, The Page and the Screen, 
and Media Studies, a recurring 
theme of the collections is a 
reflection on Triple Canopy’s 
transition from a traditional 
print publication to an online 
publisher through an assem-
blage of writing and delibera-
tions that attempt to, in their 
own words,
  
 rethink publication 
amidst the inevitable churn of 
novelty and anachronism that 
characterize the “digital age,” as 
the distinction between experi-
ence online and IRL narrows. [The 
series “The Page and the Screen”] 
includes media excavations and 
Web 1.0 reminiscences, soft-
ware experiments and samizdat 
scholarship, as well as polemi-
cal writings by the editors—on 
writing after conceptual art, on 
syntaxes of verse and GIF, and on 
publishing after the shift from 
disciplinary to tech-enabled 
control societies.273

 They have published 
a number of books, most 
notably The Binder and the 
Server, articles, and interviews 
with the likes of The New 
York Times, Harper’s Bazaar, 
Financial Times, BookForum, 
and The Stranger, that chart 
their progress, pitfalls and 

273  See www.canopycanopycanopy.com/series/the_page_and_the_screen.
274  Alexander Provan, ed., The Binder and the Server (New York, NY: Canopy Canopy 
Canopy, 2012), 27.

ongoing transitioning from 
offline to online and recount 
the problems inherent in 
analysing data and developing 
new platforms for the distribu-
tion of their content. Creative 
Director Caleb Waldorff and 
Senior Web Developer Adam 
Florin created the original 
platform which mimicked the 
gesture of turning pages in a 
book, a horizontal movement 
that pushed against the Web’s 
vertical scrolling default. Upon 
reviewing the ways in which 
viewers navigated their content 
according to time spent on 
each page, browsers or devic-
es used, etc., they addressed 
numerous platform bugs and 
malfunctions, and a standard 
protocol was subsequently 
enacted to ensure consisten-
cy. In The Binder and the Server, 
Triple Canopy states “However 
much we wanted Triple Can-
opy’s platform to counteract 
the entrenched reading habits 
of the Internet, we also wanted 
first-time users to understand 
intuitively how to engage 
with our content,”274 noting 
that for an online publication, 
unlike their spatially confined 
printed counterparts, distribu-
tion, production, and learning 
together were continuous, and 
still ongoing, processes. Their 

approach to slowing down 
the Internet “it turns out, isn’t 
an oppositional stance, but a 
continually negotiated one.”275

This sustained inquiry is their 
marker of distinction; ex-
traordinarily chronicled with 
a propensity for detail, Triple 
Canopy’s approach to trans-
parency is one to be heralded 
for its deeply invested attempt 
to make sense of the numbers 
by contextualizing them both 
online and off. TC is also a 
part of Common Practice, an 
advocacy group that fosters 
research and discussions 
about the role of small-scale 
arts organizations in New York 
City, their main topics of focus 
being: “sustainability not at the 
expense of quality; long-term 
relationships with artists and 
publics; less compromised ac-
cess to artwork; and horizontal 
networks and collaboration.”276  
 As another digital 
publication, the trend forecast-
ing K-hole, reminds in their 
first issue, a report on visibility, 
“saying who you aren’t is just 
as important as saying who 
you are.”277 The medium, for 
Triple Canopy, was not then 

275  Ibid, 27.
276  See www.commonpracticeny.org.
277  Greg Fong et al., “K-Hole #1 FragMOREtation: A Report on Visibility,” 
K-Hole, May 2011, accessed March 13, 2018, http://khole.net/.
278  The phrase was introduced in Marshall McLuhan’s book Understanding Media: The 
Extensions of Man, published in 1964. 
279  The 1978 song “The Medium Was Tedium” by the Desperate Bicycles, the 
lyrics of which say “All I can say to you is this: it was easy/ it was cheap/ go 
and do it!”

simply the message,278 but it 
was the tedium.279 

TOWARD VISIBILITY
David Joselitt, in his 2011 
essay What to Do with Pic-
tures, conflates the networks 
that support the images, or 
artworks that inhabit them 
with the human body, where-
in a failure of the circulatory 
system leads to death; the 
museum wherein artworks 
are contained might then be 
more aptly renamed a cem-
etary. Museums are often 
referred to as mausoleums, 
the final resting place for 
histories or artworks that are 
destined to a dust collecting 
life in a wooden crate in a 
poorly ventilated basement, 
rendered inaccessible to the 
general public. While many 
institutions are moving toward 
making the digitized versions 
of their collections available to 
the public, through programs 
such as the Google Cultural 
Institute which has created 
360° views of gallery interiors 
that allow for an ‘ultra experi-
ence’ of artworks that actually 
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this can be a tedious process 
resulting only in unsuccessful 
translation. Institutions digitiz-
ing their collections are often 
not working with born-digital 
objects; the objects were not 
made with the consideration 
of what they would look like 
online, so a photograph of 
a Renaissance painting in a 
digital database speaks less 
to the painting than it does to 
the potential of photography, 
cameras, editing software, 
and pixel resolution. While this 
is an aspect of artwork central 
in many ways to its conser-
vation, and can be a method 
for decolonized conservation 
practices,281 it must be ap-
proached differently with Web 
based works that are subject 
to their own processes of de-
cay, destabilization, and site 
specificity. While conservators 
and curators are both working 
in areas that require distinct 
expertise and specialization, 
their work is tightly woven 
together within the archive in 
which they often situate their 
practices. The conservator of 
new media art must consider 
artist intention and the tran-
sience of both the artworks 

280  Brian Droitcour and William S. Smith, “The Digitized Museum,” Art in 
America, September 1, 2016, accessed November 20, 2017, http://www.artina-
mericamagazine.com/news-features/magazines/the-digitized-museum/.
281  Nataša Petrešin-Bachelez, Decolonizing Museums, PDF, L’Internationale Online, 
2015.

and the technology which 
have been used in the process 
of production, so preservation 
in a pure sense here is almost 
perverse: to position digital 
works in finitude denies their 
existence and value, which is 
maintained and accrued by 
virtue of its circulation. Careful 
not to step onto the territory 
of conservation, how can cu-
rators expose their processes 
as well as artworks on active 
sites before they are later 
saved, stored, re-coded, or 
archived in another location? 
 Triple Canopy not 
only publishes online and off, 
but also hosts various events, 
seminars, lectures, and began 
an Arts Education Initiative to 
address the often unexam-
ined vocabulary, politics, and 
architecture of cultural literacy 
in the digital age. Their educa-
tion initiative, which receives 
major support from The Brown 
Foundation, Inc. of Houston as 
well as from many generous in-
dividuals, brings together a va-
riety of expert perspectives in 
the fields of art, media studies, 
and Web development to offer 
“a rigorous, carefully designed 
curriculum focusing on critical 
inquiry and interactive learning 

in and around digital environ-
ments.”282 A major component 
of their Education Initiative is 
their Publication Intensive—a 
two week program that wel-
comes applicants from the 
fields of writing, art, literature, 
art history, new media, and de-
sign free of charge to focus on 
the history and contemporary 
practice of publication through 
discussions and workshops—
the last iteration of which was 
held in Los Angeles in Jan-
uary of 2018. Triple Canopy 
also offers an internship and 
volunteer program that com-
pensates selected participants 
with a stipend as well as 
school credit.
 It is important to note 
that Triple Canopy is certified 
by W.A.G.E, signaling their 
commitment to fair compen-
sation for contributors at every 
level while simultaneously 
ensuring that each issue of the 
online magazine is available 
in its entirety at no cost. As a 
non-profit, Triple Canopy dis-
tributes its digital content free 
of charge, but welcomes do-
nations and also offers tiered 
memberships—the Friend, the 
Contributor, and the Support-
er—which serve to support 
their writers and contributors, 
each level offering special 

282  See www.canopycanopycanopy.com/education.
283  Rebecca Solnit, “The Visibility Wars,” in Mass Effect: Art and the Internet in the 
Twenty-first Century, ed. Lauren Cornell and Ed Halter (Cambridge, MA: MIT Press, 
2015), 249.

discounts on printed publica-
tions, free entry to events, or a 
dedicated acknowledgement 
on their site, amongst other 
benefits. With permission, 
Triple Canopy makes publicly 
available not only the names 
of those working directly for 
the organization, but also its 
sources of funding, contribu-
tors, and supporters, in turn 
allowing viewers to see and 
‘search’ those who financially 
support them. While TC does 
not publish the names of every 
reader or visitor, the disclosure 
of those who financially sup-
port the organization enables 
a crucial aspect of visibility 
that counters the approach-
es of major institutions that 
continue to accept corporate 
sponsorships and funding from 
sources that sway institutional 
agendas and politics. As Solnit 
decries, “Democracy depends 
on public participation, which 
itself depends on visibility. On 
purely theoretical grounds, you 
can argue that invisibility is 
thereby undemocratic; practi-
cally, it is ferociously so, again 
and again.”283 Transparency, 
afforded by digital technol-
ogies in this sense calls into 
question the curatorial function 
of mediation with respect to 
accountability in a way that is 
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institutional frameworks, let 
alone be implemented. 
 While still maintain-
ing the authority of decision 
making in curatorial practice, 
Triple Canopy’s educational 
initiatives are intended as 
gestures that invite conver-
sation without positioning 
their resulting exhibitions or 
publications as truth or fact, 
but rather as explicitly subjec-
tive and vulnerable perspec-
tives that remain malleable 
over time. The site becomes 
a porous space for sustained 
contemplation, one which 
invites viewers to engage with 
a process rather than solely 
the results of it. Curators who 
are able to open themselves 
and their projects for input in 
such a way that allows for the 
intersection of interests, roles 
and content are likely able to 
address the concerns, and 
suggestions of their commu-
nities by being a part of them, 
not simply serving them from 
above. By making this type of 
multifaceted inquiry available 
to viewers, the reception of the 
exhibited artwork or research 
is considerably enhanced in 
that it speaks to readers with 

284  Ronald D. Vale, “The Value of Asking Questions,” Molecular Biology of the 
Cell, March 15, 2013, accessed March 14, 2018, https://www.ncbi.nlm.nih.gov/
pmc/articles/PMC3596240/.

divergent interests from an 
embodied perspective which 
reveals curatorial and artistic 
perspectives—questions are 
more important than an-
swers.284 While this approach 
may lead to an oversimplifica-
tion of artistic and curatorial 
practice, something that might 
regrettably and unintentionally 
deter viewers because it can 
be interpreted as circular or 
frivolous, it can still be seen 
as a valuable component for 
curators working online when 
considering the educational 
potential of both their content 
and processes. This horizon-
tal approach to education 
becomes a space of learning 
together rather than a rein-
forcement of the hierarchical 
Web 1.0 dynamics of teacher 
and pupil.  
 Publishing artworks 
alongside texts and interviews 
can also serve to establish 
the agency of the figure off 
screen, functioning as a 
gesture that speaks to a more 
true sense of sharing in that it 
is a gift made public through 
the contributions of those 
involved who embrace their 
positions as those charac-
terized by a responsibility to 

contextualize, to reflect, and 
to critically implore.285 As with 
some early net.art, some vi-
sual works may be difficult to 
understand when taken out of 
context, and the inclusion of 
additional multimedia mate-
rials may enable a shift away 
from the idea that to look at 
art, or anything, online, you 
must already know how—
that you must be already be 
deemed a digital native. Dear 
Future Reader, a lo-fi video 
made by Triple Canopy for the 
2018 exhibition Publishing as 
an Artistic Toolbox: 1989–2017 
at Kunsthalle Wien, bleakly 
imagines a future wherein 
books have been replaced 
by biological computers. By 
sending a kind of extraterres-
trial message, Adam Lampert, 
who is the only figure made 
visible on screen, attempts to 
contextualize Triple Can-
opy’s work in the present 
moment with language that 
may seem commonplace now, 
like jpegs and paper, but if 
history continues to repeat 
itself, one day won’t. He 
shows the camera pages and 
pages of paper upon which 
their website contents have 
been printed, recalling Paul 
Soulellis’ 2013 Library of the 
Printed Web,286 while explain-

285  Brigid Limerick, Tracey Burgess-Limerick, and Margaret Grace, “The poli-
tics of interviewing: power relations and accepting the gift,” International Journal 
of Qualitative Studies in Education 9, no. 4 (1996).
286  See www.soulellis.com/projects/library/.

ing that while the contents 
might be saved and relatively 
‘accessible’ by future devices, 
the experience of navigating 
Triple Canopy’s archives is 
not as easily preserved. While 
specialization is certainly of 
great value, diverse modes of 
reception and connection that 
rely less on elitist or special-
ized knowledge create a more 
hospitable space, one which 
can welcome practitioners 
and viewers from various eco-
nomic, social, or educational 
backgrounds and establish 
solidarity across publics, 
those unbeknownst to us, 
including digital immigrants—
and maybe even the non-hu-
man, or aliens, but hopefully at 
the very least, the ghosts that 
have been violently neglected 
since time immemorial.

D I S . A R T

END OF THE
LINE(AR) TIMELINE
Social platforms like Facebook, 
Twitter, and Instagram auto-
matically refresh upon opening 
and continuously regenerate 
with their incessant improved 
feature, and improved ethics, 
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Advanced Search allows users 
to prioritize search results 
based on how recently they 
were published, down to 
the hour. As Robert Hassan 
and Ronald E. Purser’s 2007 
aptly titled text 24/7: Time 
and Temporality in the Network 
Society reminds: the Web is 
open for business 24/7, and 
this has certainly changed the 
way audiences have come to 
expect to receive or access 
their content; now. Time 
presents a particular challenge 
to curators working online 
on many levels as the works 
they engage with are often 
not static objects, and the 
space wherein those objects 
are encountered lends itself to 
accelerated consumption, easy 
to digest content, and tends 
to privilege the most recent 
rather than relevant. As Maria 
Popova, founder and editor 
of the website Brain Pickings, 
has observed, “the dominant 
way knowledge and infor-
mation are organized online 
pushes us toward the already 
familiar instead of broadening 
our horizons.”287 The priority 
afforded to chronology has 
long plagued the dissemination 
of information, through news-
print, radio, television, and 

287  Taylor, 102.
288  Andrew Goldstein, “Team Gallery’s Jose Freire on Why He Is Quitting 
Art Fairs for Good,” Artnet News, March 06, 2018, accessed March 30, 2018, 
https://news.artnet.com/market/jose-freire-art-fairs-interview-1235624.

now online. Just as journalists, 
reporters and photographers 
rushed to be first on the scene, 
as newspapers raced editions 
toward headlines, digital media 
naturally followed in their quick 
footed tracks; content, like 
baseball caps that boast World 
Series winners, are pre-made 
in anticipation of predicted 
results so as not to miss a 
moment, or a sale. Spurred 
by market driven consump-
tion, being first, though not 
necessarily most accurate or 
thoroughly researched, has 
changed the face of culture 
to one pockmarked by greed, 
selfishness, and capital. The 
field of art has decidedly 
followed suit to an untenable 
zenith, as gallerist Jose Freire 
notes his reason to end his 
participation in art fairs: “It’s 
not only that the art world 
has become bigger. It has 
also become faster.”288 This 
model of exhibition making is 
decidedly unsustainable, and 
participants should be aware 
of the dangers of succumbing 
to such patterns of habit solely 
to please the neoliberal agenda 
that prides itself on progress 
as novelty and innovation. 
Content, care and culture need 
not be sacrificed in the name 
of speed. As Rauning warned 

already years ago,

 What is needed, [...] 
are practices that conduct 
radical social criticism, yet 
which do not fancy themselves 
in an imagined distance to 
institutions; at the same time, 
practices that are self-crit-
ical and yet do not cling to 
their own involvement, their 
complicity, their imprisoned 
existence in the art field, 
their fixation on institutions 
and the institution, their own 
being-institution. Instituent 
practices that conjoin the ad-
vantages of both “generations” 
of institutional critique, thus 
exercising both forms of par-
rhesia, will impel a linking of 
social criticism, institutional 
critique and self-criticism. 
This link will develop, most 
of all, from the direct and 
indirect concatenation with 
political practices and social 
movements, but without dis-
pensing with artistic compe-
tences and strategies, without 
dispensing with resources of 
and effects in the art field.289

 As seen by the 
amount of new products 
that enter the digital market 
annually and the rate at which 
images, topical youth serums, 
data, clothing, information, 
new gadgets and junk mail are 
projected onto the public from 
all angles, haste has already 
become an unhealthy habit for 
individuals as well the environ-
ment. While habits can certain-
ly generate comfort, they also 
create dangerous conditions 
of collective disinterest that 
can lead to complacency and 
acceptance, both online and 
off, as the “distracted person 

289  Gerald Raunig, “Instituent Practices,” Eipcp, 2006, accessed March 22, 
2018, http://eipcp.net/transversal/0106/raunig/en/base_edit.
290  Walter Benjamin, Illuminations, trans. Harry Zhorn (New York, NY: Schocken 
Books, 2007), 241.
291  John Dewey, Experience and Nature (Dover, 1958), 281.

too can form habits.”290 By col-
lecting user data, social media 
platforms create hyperreal re-
flections of selfhood and docile 
digital bodies are exposed time 
and time again to the interests 
and habits of their corporeal 
counterparts, convincing them 
that to stay the same they 
need to renew. 

 Communication not 
only increases the number and 
variety of habits, but tends to 
link them subtly together [...] 
recognizing that new modes of 
association will exact a new use 
of it. Thus, habit is formed in 
view of possible future changes 
and does not harden so readily 
[...] By a seeming paradox, in-
creased power of forming habits 
means increased susceptibility, 
sensitiveness, responsiveness.291 

 Habits, a condition 
of being, cannot be done 
away with, but can be altered. 
Online, users are defined by 
their habits, and the patterns in 
which they maneuver websites 
and content are the world 
of advertising’s glimpse into 
future revenue. Phrases like 
‘eyeball economy,’ or ‘attention 
economy’ are used to refer to 
the ways in which capital is 
accrued online; advertisers are 
aware of the the overwhelming 
amount of information available 
on the Web, and recurrently 
choose to deliver content that 
is unchallenging, quick, and 
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memes, often vapid, fleeting, 
and promptly replaced by the 
following trend that already 
waits impatiently in the queue.
  If users unconsciously 
retread familiar paths on the 
Web when seeking information 
or inspiration, or continue to 
consume content in the forms 
of videos, visual jokes, and form 
their perceptions of political 
climates from Youtube ‘reac-
tion’ videos, can the perceived 
problem of habit and desire for 
distraction actually be part of 
the solution in the crisis of criti-
cal thinking? Habits can be ex-
panded to reflect user expecta-
tions on the platforms and sites 
they access when looking at or 
for information; 40% of Internet 
users abandon websites that 
take more than three seconds 
to load and frustration arrives 
when sites are too cluttered to 
navigate, or formatted in user 
unfriendly ways.292 The notion 
that every second counts has 
resulted in the rise of minimally 
designed platforms or web-
pages that present attention 
grabbing content that seeks 
to shock, disturb, or otherwise 
placate and tranquilize user 
reactions; predators preying on 

292  Sean Work, “Kissmetrics Blog,” How Loading Time Affects Your Bottom 
Line, accessed March 20, 2018, https://blog.kissmetrics.com/loading-time/.
293  Beryl Graham and Sarah Cook, “Space, Materiality, and the Audience,” 
Beryl Graham and Sarah Cook (2010). Rethinking Curating - Art after New Media, 
2010, accessed February 24, 2018, http://www.immersence.com/.

the perceived numbness of dig-
ital viewers they have deemed 
too distracted to notice. 
 For Benjamin, films 
were a site wherein collective 
innervation might occur—
should contemporary art 
thus also seek to appease a 
trajectory of obsessive virtual 
routines and be exhibited in 
formats that mimic the meth-
ods used by media companies 
to deliver consolidated, or 
curated, information as quickly 
and as efficiently as possible? 
How might the same tools that 
have fostered online habits and 
the expectation of speed and 
ease, actually be used to slow 
things down? As Beryl Graham 
and Sarah Cook note, “For the 
audience, the time character-
istics of new media art can be 
confusing because they are 
based on the mixed metaphors 
of event, cinema, and video 
game. For the curator, they are 
equally confusing, with choices 
to make between metaphors of 
means of exhibiting new media 
art and limited information on 
time and audience to inform 
these choices.”293 Exhibitions 
and artworks which occupy 
pre-existing social platforms, 
like Instagram based artist res-

idencies, or those which exist 
on dedicated URLs,294 have the 
opportunity to reconfigure tra-
ditional modes of operation by 
subverting the precedents of 
conventional usage. To present 
the overlooked possibilities of 
Web based exhibitions, dis.
art for example, does this 
by speaking the same lan-
guage as the ad agencies and 
marketing teams who have 
usurped the language of digital 
natives, but instead use it to 
broadcast a different and more 
complex message. 

DISTORTING AND DISARM-
ING: DISSENT ON DISPLAY
The statistical numbers, those 
detached from context, can 
still be a cause for concern 
for creators and curators of 
Web centric content who aim 
to reach particular audiences, 
such as those who tend to 
read about or view exhibitions 
on blogs, follow galleries and 
institutions on social platforms, 
or create artwork with digital 
tools. If video content, for 
example, is expected to repre-

294  See for example www.panthermodern.org.
295  “2017 Internet Trends Report,” May 31, 2017, accessed February 03, 2018, 
http://www.kpcb.com/internet-trends.
296   Natasha Stagg, “The Path-breaking, Piss-taking Legacy of DIS Magazine,” 
Dazed, February 22, 2018, accessed March 26, 2018, http://www.dazeddigital.
com/art-photography/article/39117/1/dis-magazine-bernadette-corpora-
tion-print-video-rip.
297  Ben Davis, “DIS Magazine, New York’s Hippest Art Media Outlet, Is 
Launching a ‘PBS for Gen Z’,” Artnet News, December 04, 2017, accessed March 
20, 2018, https://news.artnet.com/art-world/dis-makes-the-pivot-to-vid-
eo-1158761.

sent 74% of all internet traffic 
by the end of 2018,295 then 
curators can explore the ways 
in which they can harness and 
reshape the content transmit-
ted through these preferred 
mediums for viewing and com-
municating information. DIS, 
which began in 2010 under the 
pretense of a lifestyle and fash-
ion magazine, but not really as 
either, describe themselves as  
 
 a dissection of fashion 
and commerce which seeks to 
dissolve conventions, distort re-
alities, disturb ideologies, dis-
member the establishment, and 
disrupt the dismal dissemination 
of fashion discourse that’s been 
distinctly distributed in order 
to display the disenfranchised as 
disposable. All is open to dis-
cussion. There is no final word.296

 In 2018 they launched 
a new platform, dis.art, that 
combines critical theory and 
what they refer to as “edu-tain-
ment” videos.297 Institutional 
critique, politics, and popular 
culture collide on screen at 
24fps—each presented clip is 
highly produced, often involv-
ing actors and special effects, 
exploring what happens when 
new technology meets old 
ideas. Refashioning topics of 
contemporary concern, one 
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Thomas and Annika Kuhl-
mann’s 60 Million Americans 
Can’t Be Wrong, opens with a 
sequence of footage of border 
walls and fences around the 
world while an off-screen 
narrator reminds that nomad-
ism was once the norm. In an 
attempt to combat the notion 
that visual media makes for a 
passive experience, DIS en-
courages viewers to engage in 
active thinking by repurposing 
the method of delivery of its 
content, and with short videos 
they manage to communicate 
facts, news, and knowledge 
in ways that are aesthetically 
attractive, comical, and enter-
taining. Their approach to pre-
senting cartoons, talk shows 
and documentaries, as a press 
release for an upcoming exhi-
bition at the De Young Muse-
um notes, “reveals a ‘DIS-to-
pian’ take on the future of 
education—decentralized and 
open access, yet communal 
and physically connected.”298 
The launch of the platform 
uncannily coincides with the 
President of the United States’ 
solution to the rising death toll 
of the opioid epidemic, wherein 
he proposed making “very, 

298  “Genre-Nonconforming: The DIS Edutainment Network,” De Young Museum, 
March 12, 2018, accessed March 20, 2018, https://deyoung.famsf.org/exhibi-
tions/genre-nonconforming-dis-edutainment-network.
299  Ted Johnson, “Trump’s Budget Again Proposes Elimination of Public 
TV, Arts Funding,” Variety, February 12, 2018, accessed March 30, 2018, 
http://variety.com/2018/tv/news/trump-budget-eliminates-pbs-nea-fund-
ing-1202695205/.

very bad commercials”299 while 
simultaneously releasing the 
2019 budget plan which slash-
es funding for the National 
Endowment of the Arts, the 
National Endowment for the 
Humanities, and the Corpora-
tion for Public Broadcasting—
the organizations that support 
the public television networks 
and radio stations he might’ve 
imagined streaming those 
commercials on as well as the 
artists who understand how to 
produce them.
 Relishing in the nos-
talgia of reruns and box-set 
DVD’s while experimenting 
with science-fiction CGI, dis.
art sits somewhere in the 
middle, and complicates the 
notion of the exhibition as 
an event in several ways not 
for their extended periods 
of duration as videos rarely 
exceed thirty minutes, but 
rather for their condensation 
of duration; their episodes can 
be accessed on different days, 
alongside an endless array of 
other open tabs or ongoing 
external experiences, they can 
be viewed on mobile devices, 
paused and returned to. While 
each video appears to explore 
a particular genre of television 

or media, they are not easily 
categorized into the systems 
of organization that one might 
find on sites such as Netflix 
or Hulu, ie. “Independent 
Cinema” or “Nordic Thrillers,” 
and thus present content in a 
genre non-conforming manner. 
Each video remains available 
for a period of thirty days, 
and while an archive may be 
formulated and added to the 
site in the future, it is not yet 
a feature on the platform as it 
stands today. In a sense, this 
evasion of archivability raises 
a question concerning the rea-
sons for such a decision when 
lengthy CV’s full of exhibitions 
and events are the receipts, 
the proof of participation, so 
frequently used to vouch for 
one’s success and contri-
butions to the field. Instead, 
each video has an information 
drop down menu that offers 
a description of the work, the 
names of collaborators and 
producers, and is accompa-
nied by suggested reading 
or visual material that further 
supports the work or otherwise 
as a citation of inspiration.
 The lack of an ep-
isode archive reminds that 
perhaps there is no need 
for one if the topics that dis.
art approaches are already 
in circulation elsewhere; the 
ideas recycled and bound 
to repeat themselves in one 

form or another like trends in 
fashion. Perhaps there is also 
an expectation that a desire 
to preserve the videos might 
come from an external source 
considering DIS’ already well 
founded institutional recep-
tion, the working members 
averaging in age in the their 
late 30s and already boasting 
curatorial roles in biennales, 
several museum exhibitions 
and frequent appearances in 
Frieze, ArtNet, The New York 
Times and many more. These 
collaborations with institutions 
and various networks allow 
DIS to share insights to their 
practice while also being a 
part of their practice, further 
implicating their institutional 
relationships as fodder for 
production and consideration.
 Similarly, the videos 
on the dis.art platform explore 
the possibilities of linking 
contemporary art and popular 
culture in television and film, 
and viewers can learn critical 
theory from a cooking show, or 
a watch a headless McKenzie 
Wark speaking about general 
intellects, or find themselves 
amongst a circle of children 
gathered around and looking 
up at artist Babak Radboy as 
he poses the question “What 
is Money?” Episodes are 
cushioned with commercials 
that address those in front of 
the screen as if personally and 
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current state of the attention 
economy in a way that both 
chastises and simultaneously 
lets you in on a secret. Recog-
nizing the advantages of the 
medium it operates through,300 
albeit in a quirky, ironic and 
often seething fashion, dis.art 
attempts to critically reflect 
on the ways that contempo-
rary society has long sought 
solace in media propaganda, 
and lets you know off the bat 
that this might not be the TV 
series you imagined playing in 
the background while you try 
to zone out after a long day on 
the job (“dis.art and chill,” as 
opposed to the phrase “Netflix 
and chill,” first used by Twitter 
user “NoFaceNina” in 2009, 
seems an unlikely pick-up 
line, but might soon find itself 
printed on a tote bag and 
pictured on a street style blog). 
The interplay of aesthetics, 
effects, and divergent narra-
tives and characters presented 
in each segment is forceful 
and intentioned, seeking to 
apprehend attention in a way 
that is both active and passive: 
a viewer feels involved, yet is 
always relegated to watching 
rather than directly contribut-
ing to that which plays out on 
the screen. However, dis.art 

300  Amol Sharma, “Big Media Needs to Embrace Digital Shift-Not Fight It,” 
The Wall Street Journal, June 22, 2016, accessed March 20, 2018, https://
www.wsj.com/articles/big-media-needs-to-embrace-digital-shiftnot-fight-
it-1466568061.

speaks to the indirect manner 
in which individuals contribute 
to their content; DIS has long 
been inspired by the patterns 
of consumerism and trends in 
art, commerce, fashion, pop 
culture, etc., and their content 
is thus derived from a reflec-
tion on the larger operative 
structures of society. In a seg-
ment called Mothers and Daugh-
ters, stand-up comedian Casey 
Jane Ellison speaks to her 
unborn baby in a dramatic talk 
show setting, congealing the 
contemporary fascination with 
reality television, the tropes of 
females-as-mothers narratives 
in media, the politics of pro-life 
vs. pro-choice, the prenatal 
worry of a child’s financial sup-
port or success in life, and the 
inflated egos of individualism, 
as Casey suggests naming 
her baby ‘Casey.’ The visual 
results of the concoction seep 
back into the offline wherein 
we’ve grown accustomed 
and disturbingly comfortable 
to the exaggerated dramas 
and re-enactments of Lifetime 
television, the monotonous 
recitals of newscasters, and 
the fairytale ending of every 
Julia Roberts film that has you 
thinking she won’t but she 
always does. The opportunity 
to create alternative endings 

and narratives in media is 
long overdue. dis.art however, 
shares what has long been 
pseudo-shared, and seems 
to take us into the kairos in a 
way wherein we as viewers feel 
comfortable, understood, per-
haps even safe, but with just 
enough risk to gradually and 
deliberately push the boundar-
ies of what can be done when 
old dogs are taught new tricks, 
and new technology confronts 
old habits.
 The potential of the 
media platform to engage in 
more inclusive practices of 
representation than those of 
the TV and film industries is, 
for me, the most compelling 
reason to subscribe to their 
mailing list, which, like the @dis 
Instagram account, announces 
recently added content. Their 
dedication to a different aspect 
of visibility in regards to repre-
sentation has been central to 
DIS’ approach to creative pro-
duction since their inception 
as a magazine or their brand. 
disown, their webstore, features 
an array of objects from a HBA 
salad bowl, or a Judith Butler 
activewear top so that you can 
perform performativty while 
performing, and a t-shirt with 

301  See www.disown.dismagazine.com/collections/frontpage/products/
not-for-everyone.
302  Martha M. Lauzen, “It’s a Man’s (Celluloid) World: Portrayals of Female 
Characters in the 100 Top Films of 2017,” Center for the Study of Women in 
Television and Film, June 16, 2016, accessed March 21, 2018, https://wome-
nintvfilm.sdsu.edu/research/.

a label that reads “Not For 
Everyone” to be worn inside 
out and backwards, accom-
panied by the description “this 
shirt might not be for everyone, 
but it’s definitely for you.”301 
Representation in popular 
media mimics what one might 
find in many major cultural in-
stitutions: In the United States, 
females comprised 24% of 
protagonists featured in the 
100 top domestic grossing 
films of 2017, Black females 
not necessarily as protagonists 
comprised 16%, and Lati-
nas and Asian females both 
comprised a mere 7%.302 In a 
1976 paper titled Living with 
Television, researchers George 
Gerbner and Larry Gross wrote 
that representation in the 
fictional world signifies social 
existence; absence means 
symbolic annihilation. Visual 
media has long contributed to 
the ways in which we under-
stand our positions in society, 
or rather the ways in which 
our positions are imposed 
upon on us and perceived by 
others; what is seen on screen 
becomes the depiction of what 
is ‘normal,’ and anything else is 
an unwelcome aberration. dis.
art may be a new platform, but 
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their ideology manifested in a 
new medium. Recalling their 
2012 video Watermarked which 
parodies the disingenuine 
representation of pluralism in 
advertising campaigns, works 
on the new platform like Aria 
Dean’s Euology for a Black 
Mass, a narrated compilation 
by Dean herself of sourceless 
videos that explore “blackness 
through memes and memes 
through blackness,”303 or the 
series of dress tutorials by 
Women’s History Museum and 
Jack Scanlan304 that revist the 
complex history of women’s 
dress and teach us how to (re)
dress, unflinchingly engage 
with contemporary conflict of 
consumerism’s attempt to di-
versify by seizing its weapons 
and turning them into tools. 
Here diversity and multiplici-
ty  are not to be achieved by 
statistical comparisons, nor 
are they promised in the next 
scheduled software update; 
they are the status quo, the 
new normal that says ‘nor-
mal’ was never an option to 
be included on their diversity 
checklist.
 Surely this is all noth-
ing short of ushering in a new 
wave of artistic propaganda 
as conversations that might 
otherwise only be encountered 

303  See www.dis.art/eulogy-for-a-black-mass.
304  See www.dis.art/e2-ylang-ylang.

in extensive academic theses 
are now presented as enter-
tainment. It’s a gesture that 
says—in the way that evokes 
The Yes Men’s 1999-2002 Gatt.
org, a website that looked like a 
legitimate government owned 
page but which decried human 
rights and celebrated corpo-
rate profit—anything you can 
do, art can do better, or even 
further, as damali ayo’s 2003 
Rent-a-Negro website reminds, 
that only art can do. Employing 
the dense sarcasm that has 
characterized their previous 
projects to subvert society’s 
relationship to media consump-
tion, commercialism, comedic 
value, and the aetheticastion 
of politics, this new platform 
might allow users to more con-
sciously connect and process 
information at their own pace 
in between virtual and mental 
clicks. dis.Art, a Netflix for the 
art world, does exactly what its 
moniker connotes as self-aware 
jokes expose the melancholy 
of modern life while criticizing 
their own position of complicity, 
reminding that if the field is to 
be changed there is work to be 
done, but without any sense 
of relief or pleasure, a laugh at 
the very least, we might be ren-
dered too weak to struggle for 
a tomorrow, let alone a today.

M O N O S K O P

UNPACKING MY 
DIGITAL LIBRARY
Online exhibition spaces, and 
digital libraries in particular, 
have facilitated the circulation 
of materials, and thus ideas, 
across spatial and temporal 
limitations. These electroni-
cally dependent archives are 
transforming the reception 
of information and its level of 
accessibility by engaging with 
various platforms for distri-
bution that extend far beyond 
the book shop or traditional 
library. Sites like aaaaarg.fail, 
Bibliotek, UbuWeb, Pad.ma, 
Memory of the World, and so 
many more, are committed to 
the circulation and contextu-
alization of their content, often 
made possible by the collab-
orative efforts of their users 
and authors. By asserting the 
value of individual experience 
across class, ethnicity, race, 
status or sex, the idea that 
“when everyone is a librarian, 
library is everywhere,” aims 
to restructure the hierarchies 
of preservation practices in 
institutional collections, which 
time and time again privilege 
the contributions of academ-
ics, the educated, or already 

305  Annet Dekker, “Copying as a Way to Start Something New: A Conversation 
with Dušan Barok about Monoskop,” in Lost and Living (In) Archives: Collectively Shaping New 
Memories (Amsterdam: Valiz, 2017) 212.

canonized authors. 
 Among many dig-
ital archives and libraries, 
there is one that stands out: 
Monoskop. A Wikipedia like 
website that functions as a 
repository for multimedia con-
tent in the form of artworks, 
literature and publications 
primarily associated with the 
fields of art, media studies, 
and the humanities, Monoskop 
was originally organized by 
Dušan Barok in 2004. It takes 
its name from “the Slovak 
equivalent of the English ‘mo-
noscope’, [...] an electric tube 
used in analogue TV broad-
casting to produce images of 
test cards, station logotypes, 
error messages but also for 
calibrating cameras. Mono-
scopes were automatized tele-
vision announcers designed to 
speak to both live and machine 
audiences about the status of 
a channel, broadcasting purely 
phatic messages.”305 Think 
the 1976 film Network where 
protagonist and longtime news 
anchor Howard Beale just 
wants you to “get mad.” 
  A visit to the 
Monoskop landing page shows 
the site divided into several 
segments. Moving from left to 
right, a list of linked topics can 
leads to the organized con-
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into categories such as “Art,” 
“Literature,” “Cities,” “Coun-
tries,” etc. that function as the 
scaffolding for a seemingly 
endless amount of sub-titles, 
genres, and sections that 
both breakdown and multi-
ply into numerous sections, 
echoing Benjamin’s remark 
in Unpacking My Library, “For 
what else is this collection but 
a disorder to which habit has 
accommodated itself to such 
an extent that it can appear as 
order?”306 Below the primary 
heading, recent changes made 
on the site are logged, noting 
the latest entries, as well as a 
permanent link, archives and 
backups, a link inventory, and 
even a site that reveals the 
page information in a consoli-
dated view of what a back-end 
developer might see. In the 
“About Monoskop” section, 
there is only a short one sen-
tence blurb provided about the 
project that reads “Monoskop 
is a wiki for collaborative 
studies of the arts, media and 
humanities.”307 Below this 
however, lies a list of select-
ed lectures, events and talks 
that Barok has participated 
in (hyperlinked, of course) as 
well as writing done about 
Monoskop, and a presenta-

306  Walter Benjamin, Illuminations, trans. Harry Zhorn (New York, NY: Schocken 
Books, 2007), 60.
307  See www.monoskop.org/About_Monoskop/.

tion of interviews or reviews 
that give a better sense to the 
breadth of Barok’s involvement 
and personal background 
through a transcription of 
communication than a simple 
blurb might. The center of the 
page is filled with small scale 
images representing the site’s 
recent entries, not in accor-
dance with any particular style 
of categorization, and which 
can be clicked on in order 
to be redirected to an article 
where most of the content is 
presented in bullet form and 
bolstered by additional HTML 
or PDF formats, recalling Mari-
ela Yeregui’s 1999 Epithelia, an 
exquisite corpse of HTML with 
Javascript popup windows, 
pictures, and alerts. The right 
hand side of the site displays 
a live Twitter feed, as updates 
to the archive are posted on 
both Twitter and Facebook, as 
well as an option to create an 
account, which enables users 
to edit pre-existing entries 
with the option of having their 
contribution credited.  
 Getting lost in this 
archive is effortless—sev-
eral hours after accessing 
Monoskop for the first time, I 
found myself with hundreds of 
opened tabs to be bookmarked 
for a subsequent return. With a 

background in library studies, 
Barok’s manner of presentation 
on his own platform, which was 
expanded upon as his final proj-
ect at the Piet Zwart Institute, 
follows a categorical indexing 
of topics or major ideas, and 
through individual articles ex-
pands, by means of hypertextual 
linking, the sources and citations 
behind ideas to better contex-
tualise them expansively rather 
than linearly. While neoliberal 
progress may privilege novelty 
and flexibility, it does so by 
dislodging content from context, 
thus alienating it from the op-
erative structures which initially 
enabled it. As Barok notes in 
an interview with Annet Dekker, 
his digital library approaches 
contextualisation 
  
 by treating publica-
tions as a corpus of texts that 
can be accessed through an 
unlimited number of interfaces 
designed with an understanding 
of the functionality of data-
bases and an openness to the 
imagination of the community of 
users. [...] by creating layers of 
classification, interlinking bod-
ies of texts through references, 
creating alternative indexes of 
persons, things and terms, mak-
ing full-text search possible, 
making visual search possible—
across the whole of corpus as 
well as its parts [...] Isn’t this 
what makes a difference?  
 
 

 Digital (re)production 
has drastically shifted cult 
value to exhibition value, and 

308  Dekker, 218.
309  Sarah Hamerman, “Cataloging Plunder: Thoughts on the Digital Text-Sharing 
Underground,” LIS Theory, November 20, 2014, accessed March 26, 2018, http://
listheory.prattsils.org/cataloging-plunder-thoughts-on-the-digital-text-shar-
ing-underground/.

on the Web, meaning emerges 
from this circulation. Online, 
artwork, ideas, texts, etc., are 
not necessarily tied to their 
original forms or sources; aura 
is shattered as things appear in 
multiple forms and can be seen 
or accessed as reproductions, 
low-res scans, PDFs, remixes, 
memes, mash-ups, links, or 
copies. Privileging authenticity 
in this sense would do nothing 
more than enable exclusivity; 
books, texts, or artworks, the 
tangible vessels that have 
been the instruments used 
to communicate knowledge, 
experience, and the imagi-
nary, would exist only in their 
original versions, relegated to 
a dust accruing life on a shelf, 
accessible only to one set of 
eyes and white gloved hands 
at a time. It is also important to 
note that while Monoskop may 
track itself, it does not track its 
visitors; there is no record of 
what has been downloaded or 
by whom—“we don’t track, we 
don’t care.”308  
 Monoskop “makes 
clear that it is offering content 
under the fair-use doctrine and 
that this content is for personal 
and scholarly use, not com-
mercial use.”309 While copyright 
laws can be an obstruction to 
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online in certain places, i.e. 
social platforms that have their 
own terms of service or re-
strictions pertaining to infringe-
ment, as Aymeric Mansoux, 
one of Barok’s mentors, notes 
in his essay How Deep is Your 
Source? regarding the tech-
no-legal frameworks of online 
publishing,
 
 The organization of 
such communities can effec-
tively help rethink and reinvent 
the access to culture in the age 
of distributed infrastructures 
by opening up the institutional 
walled gardens of conservation. 
Museums, art institutions and 
archives urgently need to look 
closer at the different models 
of sharing in which the conser-
vation of content can be global-
ly scaled and accessed publicly 
while still benefiting from the 
love and care of a network of 
dedicated collectors, instead 
of building a business model 
around zombified works, exploit-
ing their every possible permu-
tation, and thus replication at a 
different scale the exploitative 
cultural dead-end found in the 
relationship between media 
industries and copyright. 310 
 

 Those who defend 
copyright legislation seek to 
maintain the rights of labour 
laden property, whether imag-
es, artworks, texts, literature, 
etc. while Internet pirates 
inversely argue for free access, 
unlimited usage, and the 
circulation of information and 
material in the public domain. 

310  Aymeric Mansoux, “How Deep is Your Source?” in Lost and Living (In) Archives: 
Collectively Shaping New Memories, ed. Annet Dekker (Amsterdam: Valiz, 2017), 97.
311  Thomas Widlok, Anthropology and the Economy of Sharing (New York, NY: Routledge, 
2017), 176-177.
312  Trebor Scholz, “The Participatory Challenge,” in Curating Immateriality: The Work 
of the Curator in the Age of Network Systems, ed. Josia Krysa (Autonomedia, 2006), 196-197.

However, despite “being at 
opposite ends of the spectrum, 
both of these instances may 
be construed as operating with 
assumptions of eternity and 
timelessness that are ultimately 
cultural constructs and phan-
tasies.”311 While this particular 
version of the digital archive, 
and all others, may not live 
forever, and those who inhabit 
it today are confronted with the 
same reality of impermanence, 
it is here that the curator walks 
as if ad infinitum.

THE CRISIS OF 
CONNECTIVITY: CONTENT 
The type of sharing enabled by 
a multiplicity of large knowledge 
archives, Trebor Scholz says
  
 [...] can challenge the 
content hegemony of institution-
al repositories (i.e. museums) 
and the selected histories that 
they offer. [...] Artist contribut-
ed archives of cultural data can 
inspire younger generations by 
exposing them to artwork that 
they would not find behind the 
gates of the museum or gallery. 
Knowledge, here, is not delivered 
by authorities but assembled by 
the user/producer swarm.312 
 

 Situated knowledge, 
contextualized with respect to 
individual experience denies 
the claims of relativist per-
spectives of knowledge that 
emanate as if from nowhere 
and everywhere at once. 

Barok’s manner of exhibiting 
his partial perspective, the iter-
ation of which is situated in the 
particular fields of media arts 
and humanities from the 1860s 
onward, as Haraway reminds, 
is the only way to question the 
foundational myths of tradi-
tional objectivity considering 
that claims for knowledge are 
an ongoing struggle. His digital 
library is doubtlessly impres-
sive, and yet it manages to 
remain an attitude of vulnera-
bility, the “Art” page disclaims, 

 Admitting a certain 
power of  the concepts of style 
and movement even today, this 
page can be seen as an entry 
point and contextual resource 
for modern and contemporary art 
which is not be based primarily 
on technique, subject matter, 
material or economic value of 
works nor on identity of their 
authors or owners.”313 

 Aware of the powers 
of corporate surveillance, the 
legal or designed oriented 
restrictions of exhibiting or 
publishing online, we continue 
to upload ourselves online, 
still seeking, despite all of 
these circumstances, connec-
tion—as if sharing a struggle 
might make it easier to bare, 
overcome, or at the very least, 
make some sense of. The cri-
sis of connectivity lies precise-
ly in this intention; it marks the 
separation of actual sharing 
and pseudo-sharing, which 

313  See www.monoskop.org/Art.
314  Stefano Harney and Fred Moten, The Undercommons: Fugitive Planning & Black Study 
(Wivenhoe: Minor Compositions, 2013).

utilize the same tools and ges-
tures of uploading, clicking, 
and publishing to achieve dis-
tinct results: the former denies 
the obligation of reciprocity, 
and the latter embraces and 
chases the fruits of exchange. 
We cannot account for how 
much we owe one anoth-
er.314 True sharing seeks not 
commodity but community by 
contributing to the commons; 
we upload our experiences 
and shortcomings, log the 
trajectories of our research, 
artwork and writing, answer 
questions on forums and use 
hashtags in a search for com-
panionship and connection 
with individuals or groups, all 
in the hope that generosity will 
prove more contagious than 
greed. Such virtual reposito-
ries for art and knowledge re-
quire spectator participation, 
collaboration, and intervention 
in order to function, and do 
so across across diffused 
points of research outside the 
frame of the work itself and 
outside of a state of simplified 
full contemplation. Content 
production has exploded in 
the age of computation, and 
all users can be thought of as 
active or unconscious con-
tributors to the archive, each 
action subject to recording 
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2004 project How Do You See 
the Disappeared? A Warm Data-
base, when Chitra Ganesh and 
Mariam Ghani, in response 
to the rise in surveillance in 
the wake of 9/11, proposed 
a collection of personal but 
non-identifiable information of 
the lived experience of those 
subjected to political invisibili-
ty, a “warm data,” they sought 
to express the idea that the 
digital archive is destined 
always to exclude more than it 
could ever imagine to contain. 
File sharing ≠ life sharing; 
but Eva and Franco Mattes, 
who for three years made the 
contents, from e-mails to bank 
statements, of their home 
computer accessible to the 
public, certainly tried to test 
the possibility until it became 
too difficult to maintain and 
was eventually taken offline 
in 2003 and stored as a static 
archive. 
 No matter their 
intention, however, such 
digital libraries are archives 
by default, and as Achille 
Mbembe notes, “the archive 
is primarily the product of a 

315  Achille Mbembe, “The Power of the Archive and its Limits,” in Refiguring 
the Archive, ed. Carolyn Hamilton, Verne Harris, Jane Taylor, Michele Pickover, 
Graeme Reid, and Razia Saleh (Capetown, South Africa: Kluwer Academic Pub-
lishers , 2002), 20.
316  Tomislav Medak, “The Future After the Library: UbuWeb and Monoskop’s 
Radical Gestures,” ed. Tomislav Medak and Marcell Mars, in Javna Knjižnica/ Public 
Library (Zagreb: WHW & Multimedia Institute, 2015), 122.
317  Kate Crawford, “Asking the Oracle,” in Astro Noise: A Survival Guide for Living Under 
Total Surveillance (Yale University Press, 2016).

judgement, the result of the 
exercise of a specific power 
and authority, which involves 
placing certain documents in 
an archive at the same time as 
others are discarded.”315 As 
Tomislav Medak writes in The 
Future After the Library: UbuWeb 
and Monoskop’s Radical Gestures, 
“libraries could never close the 
rift or between the universalist 
aspirations of knowledge and 
their institutional compromise. 
Hence, they could never avoid 
being the battlefield where 
their own, and modernity’s, 
ambivalent epistemic and so-
cial character was constantly 
re-examined and ripped asun-
der.”316 Using the Web to scour 
for resources requires a spe-
cialized knowledge compound-
ed with an able body, and at 
minimum, an initial driving 
query to engage with a search 
engines latent inertia, and this 
“is just the first challenge of 
the archive.”317 This manner of 
gathering material, producing 
knowledge, and sifting through 
credible sources might, at first 
glance, opens endless oppor-
tunities for the querent, but 
one must know how, what, and 

where to search; the way that 
speaking the same language 
can allow for deeper connec-
tions. The digital archive is 
still far from being neutral, the 
curator a far from neutral link, 
and accessibility here too can 
be perceived as a wall, tower-
ing over an illusion of connec-
tion. Renate Holub writes
 
 The production of in-
tellectuality is contingent on 
a very basic reality, namely the 
body. That body lives within 
the ‘structure of feeling’ of 
a specific community, the so-
cio-psychic language of which 
informs a person’s imagistic 
and symbolic referentiality. 
… The ‘structure of feeling’ of 
one community, and the expe-
riences, assumptions and ex-
clusions underlying it, are not 
identical with but different 
from the ‘structure of feeling’ 
from other communities.318 

 Digital libraries like 
Monoskop, the contents of 
which remain ultimately deter-
mined by Barok’s curatorial 
authority, can still serve to 
empower a more authentic 
version of sharing rather than 
a commodified exchange or 
pseudo-sharing of the “struc-
ture of feelings,” which vary 
from individual to individual 
and community to community, 
by remaining publicly acces-
sible and explicit in its posi-
tions and intentions. While the 
archive cannot be conceived 
of without its positioning in 
geography and in histories, 

318  Renate Holub, Antonio Gramsci: Beyond Marxism and Postmodernism (Routledge, 1999), 
175.

this is not to say divergent 
perspectives cannot co-exist. 
The digital archive is perhaps 
the most fitting place for such 
convergence, as it acts less 
like a claustrophobic storage 
space and more like porous 
concrete; it is permeable and 
rigid all at once. Its construc-
tion and maintenance requires 
a dynamic approach, one that 
shifts away from the hierarchi-
cal tendencies of education, 
and which might enable a dif-
ferent kind of transfer: learning 
and unlearning alike, or linking 
and de-linking. 
 This type of exclusion 
or inability to archive every-
thing, however, tragic when 
applied to hard drive failure, 
is the site of unlearning, or 
de-linking; in order to embrace 
new methods of creating value, 
it is first necessary to unlearn 
the old ones. How can such 
unlearning, which is not a re-
gressive process but rather an 
intellectual awakening, happen 
when we are constantly tasked 
with the call to upgrade, seek-
ing distraction from distraction 
itself, and disciplined by the 
social conventions of habit 
and connectivity? Distraction 
is attention. To follow John 
Roberts, art has the
 
 [...] ability to work 
with, reflect on, move through 
various non-artistic disci-
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fully investing in them. [...] art 
is thereby able to secure its 
autonomy and the open-ended-
ness of its research programs 
on the basis of the contingent 
distance it is able to estab-
lish from both the reification 
of aesthetic reason and art’s 
assimilation of non-aesthetic 
reason. Thus what distinguishes 
art from other practices [...] 
is that it is the only practice 
that operates out a direct 
sense of its own impossibility 
and impermanence.319

 

 We speak in and 
through a language of gaps as 
understanding, meaning and 
questions emerge in reflec-
tion, in thought, in the search; 
thinking is not only the site of 
connections, but disconnec-
tions, too. Without these gaps 
in artistic reception, production 
and political engagement, “the 
emancipatory, non-identitary 
horizon of art is indistinguish-
able from the operations of 
non-aesthetic reason.”320 How 
to speak in a language of gaps 
in a world that demands an 
assimilation to protocols of hy-
pertext? How to enlarge these 
moments of interpretation 
when the clock continues to 
tick, and as production dead-
lines seem to loom over small 
and large scale institutions like 
the dark clouds of digital tech-
nology? Roberts continues,

 Knowledge is not the 
thing that protects the author-
ity of art and culture, but the 
thing that dissolves or dispels 
art and culture as received and 

319  John Roberts, Revolutionary Time and the Avant-Garde (London: Verso, 2015), 116
320  Ibid, 258.
321   Ibid, 142.

affirmative categories. This is 
why, the questions of how the 
artist possesses knowledge, and 
it what forms and under what 
conditions it is disseminated 
and exchanged become crucial 
areas of concern for all the key 
participants in [art], as the 
pursuit of collective intellect 
strips the metaphysics of intu-
itivism and ‘inner creativity’ 
from artist authorship.321

 

 Here, inside the digital 
indexes of virtual libraries 
and archives, sharing in both 
artistic and curatorial practice, 
can function to deconstruct the 
authoritative codes of conduct 
that are upheld by the legal 
frameworks of private prop-
erty, against predetermined 
categories and privileged nar-
ratives, against colonial meth-
ods of possession, against 
the conception of a singular 
identity other than being itself. 
Sharing in this way repels the 
monetization of knowledge as 
content as capital, and can re-
veal its position of enunciation, 
exposing that which and whom 
has been both protected and 
neglected by the erection of an 
institutional partition. 

137

Still from the 1976 
film Network.
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As we continue to connect, to 
share, and to upload content 
to polished platforms, the risk 
of disconnect paradoxically 
rises, the transparency of the 
screen reveals an opacity, a 
mental dullness of the so-
cio-economic conditions that 
enable its proliferation. It 
appears as though critical 
thinking has been outsourced 
from our bodies and assigned 
to our devices; habitual 
patterns of usage breed a 
sense of normalized compla-
cency while individual agency 
is disregarded to better serve 
the more profitable masses; 
the danger now is not so much 
the impending rise of artificial 
intelligence, but its byproduct 
of natural ignorance. Online, 
users are both the laborers 
and the commodity, coating 
screen protectors with layers 
of greasy affect while generat-
ing offline profit for those who 
hide behind the glossy 
surfaces of cyberspace. 
Corporate capitalism cannot 
be reformed no matter how 
frequently it rebrands, refresh-
es, or updates itself, and within 
its framework, political or 
economic justice for the 
working class, impoverished, 
people of color, and women 
remain as impossibilities. 
Working within, updating to, 
and pseudo-sharing in this 

system continuously endorses 
it, but while immediate escape 
also remains an impossibility, 
global alliances and the 
sustained struggle for intersec-
tional solidarity however, can 
be the most powerful sites of 
resistance that can bring about 
more than just cosmetic repair 
to an unsightly system. Online, 
the multidimensional and 
mobile situatedness of content 
is still subject to the same 
material and immaterial 
qualities of non-virtual labour, 
still unable to plot an adequate 
exit strategy; afterall, art under 
capitalism can never be 
anything but art under capital-
ism, even when it critiques 
capitalism. 
 These online exhibi-
tion spaces and digital 
archives are neither answers 
nor replacements to traditional 
exhibition and pseudo-sharing 
practices, but they do threaten 
the stringent content hegemo-
ny and narratives of major 
cultural institutions and 
propose alternative reimagina-
tions of collective progress. As 
more affordable alternative 
spaces for presenting content, 
these online exhibition spaces 
are able to more easily expand 
the potential of their platforms 
by conducting more thorough 
research on their subject 
matters, by inviting contribu-
tions from an array of perspec-

tives, and to make their 
materials both financially and 
temporally more easily 
accessible for their audiences. 
Without financial and economic 
backing, there is no promise of 
preservation for these works 
made online; the archive is 
more about the future than it is 
the past, projecting value into 
a future that is difficult to 
imagine wherein profitability 
and production are not 
markers of success. Tied to 
patterns and demands of 
commerce, their employees, 
artists, and contributors still 
requiring a salary to live and 
survive in the offline, those 
working on the aforementioned 
digital platforms have shown 
that time as a currency is the 
most valuable natural resource 
of them all. Building communi-
ty, addressing the contempo-
rary, recirculating, repeating, 
resounding; these are the 
aspects of cultural work that 
can empower a different way 
of doing as a forceful move-
ment that cannot be ignored 
by major museums and art 
institutions. Rather than 
looking for answers to put 
upon plinths and display, it 
might be the search that yields 
not the the most recent or best 
match, but yet another search 
that questions the conditions 
that underlie the act of 
searching itself. Embodying 

the attempt to approach actual 
sharing in the practice of 
curating as caretaking is then 
to remain methodical and yet 
accessible to the community 
one seeks not only to serve but 
to be a part of, neither as 
native nor as immigrant, but as 
one who is already and always 
both with and worldwide. 
 While the Internet 
remains a space of govern-
ment, corporate and institu-
tional surveillance and control, 
it can also be a medium, a 
subject, a space for exhibi-
tions, and most importantly, a 
tool that can be used to 
reshape the operative struc-
tures of the offline world that it 
reflects, or, as the Bureau of 
Inverse Technology who in 
1997 flew a remote control 
plane with a miniature video 
camera and transmitter 
through Silicon Valley showed, 
a tool for counter-surveillance. 
Without having to explicitly 
adhere to the conditions of 
physical structures or temporal 
limitations, although still not 
entirely free from all restric-
tions, such as bandwidth or 
local network legislation, 
exhibiting online has allowed 
curators and artists to propose 
alternative ways to understand 
a relationship with the present 
tech-obsessed moment—nei-
ther celebrating recent 
technological advancements 
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nor campaigning for a retreat 
back to a bygone era, but 
instead sustaining the struggle 
against the forces of past and 
present by remaining open to 
reflection, criticism, change 
and connection rather than 
opting for immediate distinc-
tion or celebrity status. 
Curators are thus not “curating 
immateriality,” as the 2006 
Autonomedia publication by 
the same name suggests, but 
rather curating against the 
threat of immateriality, mani-
fested as the disappearance of 
natural world resources as well 
as the disappearing narratives 
of those buried under the by 
products of the West’s material 
obsessions. While an unravel-
ing of fibre-optic submarine 
Internet cables seems at this 
point highly unlikely and 
equally as unproductive, 
technology continues to 
spread along a legislatively 
defined path and there is still 
hope to grab hold of the 
cables, to crawl out from the 
rocky crevice and reroute the 
race toward the ever retreating 
finish line of neoliberal prog-
ress. 
 There cannot be a 
singular synthetic solution 
applied to the preservation or 
exhibition of artworks and ideas 
that attempt universality or to 
achieve a consensus. A 

multiplicity of forms and 
platforms for creative expres-
sion however, are the first steps 
to be taken in order to put forth 
alternative plans for restructur-
ing the field of contemporary 
art and rethinking its hypocriti-
cal aims and exclusionary 
politics. Working online, 
curators are fighting a multitude 
of battles: against advertisers, 
against the politics of network 
legislation and censorship, 
against the privatization of 
information, new technologies, 
and they are doing so in the 
context of an already deeply 
contested field of contemporary 
art that is itself situated within 
an unjust society. Despite 
knowing that the odds are 
severely stacked against those 
using the Internet as a medium 
for the distribution of informa-
tion, the struggle to redistribute 
the resources in the center 
continues. One must first 
recognize oneself as already 
being-with, and this act of love, 
or care, in a more true sense of 
sharing, underlies an under-
standing that singular-plurality 
is not a closed gesture of 
othering, but rather an opening 
with others. In practice, this can 
become a durational unfolding 
that unfixes the exclusivity of 
the exhibition as event, denying 
a premeditated transcription, 
and which allows the process 
of connection it affords more 

value than its immediate result, 
privileging vulnerability over 
authority. Situated within and 
subject to the demands of 
existing power dynamics while 
seeking not only to reshape 
them, doing so explicitly by 
naming them and exposing 
them, exhibitions online can call 
attention to the urgency of the 
offline wherein, through public 
political intervention, a more 
democratic Internet might one 
day reflect a more democratic 
world.  
 The world, or rather 
the representation of the 
world within worlds, is 
increasingly dictated by 
algorithms; power, both on 
and offline, lies with those 
deemed responsible and 
capable of establishing and 
altering those algorithms and 
the input of data required to 
fuel them. Behind every 
algorithm however, is a human 
being, meaning that our 
lifeless devices are both 
handmade and handheld, and 
can thus be repurposed tools 
that are more attuned to the 
natural world and its finite 
resources and made accessi-
ble not only by a sliver of a 
privileged portion of the 
population. Not simply 
seeking a motionless aware-
ness but rather demanding 
action and accountability in 
different aspects of social, 

economic, or creative 
spheres, these approaches to 
exhibition practices have the 
potential to expand conversa-
tions not by giving a voice but 
by turning their platforms into 
stages upon which those long 
silenced can speak if they so 
choose. If as curators we are 
destined to infinitely wander in 
the archives of recycled 
trends in popular culture, 
down the aisles of data 
centers in the middle of the 
desert, to and fro the publish-
ing house to the backend of a 
website, exhibitions are then 
not the exits, but rather they 
are points of entry. If we throw 
away the gatekeepers keys in 
exchange for keyboards, the 
spaces we create should 
serve only to welcome, not 
users but all beings, regard-
less of the status of their 
citizenship, to join and to walk 
alongside one another 
amongst the stacks of books, 
periodicals and browser 
histories of today where these 
echoing voices do not fall on 
deaf ears. To allow ourselves 
to be lost and listening to 
these archives is to slow 
down, to resist the ‘fear of 
missing out’ by becoming 
inhabitants of experience, to 
live in them as witnesses who 
when taken out of time can 
realize that something will 
always be missed. These 
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wherein de-linking occurs, 
where users are no longer 
others, where questions widen 
the openings of understanding 
to make room for interjection 
and amelioration “as a means 
of establishing a [...] space for 
the entrance of those “others” 
chronically excluded from [...] 
dogmatists and power 
interests.”322 
 As Adrienne Rich 
writes in the foreword of On 
Lies, Secrets and Silence, I 
portend that our task as 
curators is not to emerge from 
the labyrinth of information 
with answers, but
 
 To question every-
thing. To remember what it has 
been forbidden even to mention. 
To come together telling our 
stories, to look afresh at, and 
then to describe for ourselves, 
the frescoes of the Ice Age, 
the nudes of “high art,” the 
Minoan seals and figurines, 
the moon-landscape embossed 
with the booted print of a male 
foot, the microscopic virus, 
the scarred and tortured body 
of the planet Earth. To do this 
kind of work takes a capacity 
for constant active presence, a 
naturalist’s attention to minute 
phenomena, for reading between 
the lines, watching closely for 
symbolic arrangements, de-
coding difficult and complex 
messages left for us by [those] 
of the past.323 
 

 The moment for active 
presence, critical thinking, and 
questioning is overdue, flawed, 
and certainly any attempt will 
be messy, but that moment 

322  Page, 196.
323  Adrienne Rich, On Lies, Secrets, and Silence: Selected Prose, 1966-1978 (New York: W.W. 
Norton, 1995).

remains generous, somehow 
forgiving, and presents itself 
still in every moment and in 
every decision: to be more 
ecologically aware, inclusive, 
to decolonize institutions, to 
create safer and properly com-
pensated working conditions. 
The present is here in slow-
ness is dilated; it resists the 
language of the “never before 
seen,” the “unprecedented,” 
the “once in a lifetime,” and the 
aura of originality in exchange 
for the interconnectedness 
of all things, movements, and 
moments across temporalities 
and borders. Actual sharing, 
enacted by the individuals and 
cultural workers, so deeply 
embedded within the categor-
ical domination of a capitalist 
society, so fixated on produc-
tivity while trying to organize 
an encrypted strategy for rev-
olution on Whatsapp, remains 
at best a utopian ideal, but, as 
Isabell Lorey notes
 
 If capital exploits all 
social activities and therefore 
life itself, however, this does 
not mean that, in turn, resis-
tance is no longer possible, no 
other living practices, no other 
modes of passing time. As the 
debt and finance economy in-
creasingly enjoys access to all 
social activities through mea-
suring and evaluation, a break 
with the concomitant partition-
ing of time becomes necessary. 
We need time, a time of break, 
one in which the general mobil-
isation can be stalled, a time 
that suspends the time of debt 

and exploitation.324 
 

 Of course, one first 
needs time in order to give it. 
In order to understand what 
it means to give time requires 
a repositioning of the now as 
less of an accumulating pro-
cess which stacks past upon 
past like bricks only to shield 
the inner structure from the 
elements, or as a point fixed on 
a timeline like an event, but as 
a circulation which both goes 
and comes in all directions at 
once. In practice, this becomes 
the duty of the curatorial role 
afforded by both the privilege 
and responsibility inherent in 
the coupling of being and its 
professionalized version. It 
necessitates the act of care 
when rethinking ways of both 
being and (un)learning togeth-
er. It is more than corporate 
backed mindfulness or the 
self care of neoliberalism that 
strips engaged thinking from 
the sources of distress—it is 
instead a situated mindfulness, 
one that although it occurs on 
an individual level, requires 
contextualization within exist-
ing power structures in order 
to be a site of resistance. 

 Care and support, 
which make survival possible, 
can be excessive gifts that 

324  Lorey, 2016.
325  Ibid.
326  Widlok, 23.
327  Interestingly, Kairos is the name of a new “empathetic” Artificial Intel-
ligence facial recognition software. See www.kairos.com.

suspend economic calculus, 
interrupt exchange, and break 
with equivalence. If there re-
ally is gift, then, according to 
Derrida, it opens the circular 
process of exchange, because it 
opposes the levelling mea-
sure.325   
 

 True sharing, unlike 
exchange, becomes a space 
of intimacy that enables others 
to access what is valued and 
when used more like a “Back-
rub” than “Google,” provides 
a conceptual and practical 
alternative to market and gift 
exchange.326 True sharing, as 
opposed to pseudo-sharing, 
is non-reciprocal and cannot 
be calculated or manifested 
as capital, and can therefore 
limit the expansion of ex-
change. The call for sincerity 
and generosity in the context 
of community building is surely 
as cliché as it is platitudinous. 
However, if this synthesis of 
Aristotelian ethos, pathos, and 
logos, not in chronos but in 
this emerging kairos,327 is to 
be answered and embodied 
by any field it is that of the arts 
and humanities. This is the 
task of curators, artists, and 
cultural workers, if we desire 
to keep our titles. Yet, as the 
age of accountability reflects, 
too many of whom already 
claim these identities appear 
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a convenient case of amne-
sia for far too long. Dasein, 
like curating, is characterized 
by ‘cura,’ positioning being 
together in the world as care, 
and being together with things 
as taking care, evoking the 
phrase “sharing is caring” 
here not in the sense of a fake 
smile from a retail associate or 
the one-dimensional altruis-
tic “Californian ideology” of 
kindness as counter-culture, 
but meaning that the world 
concerns us, particularly those 
who are compensated for 
their concern. However, it is 
the “average everydayness of 
taking care of things becomes 
blind to possibility and gets 
tranquilized,”328 as the weight 
of the future in discourse, in 
commerce, and in art are com-
pounded with an “an insuffi-
cient recognition of the specific 
temporality as it is built into 
successful sharing practic-
es,”329 drastically compressing 
the possibility to perceive the 
power and long term effects of 
every and everyday actions on 
individual or common fronts.  
 If the Web functions 
as a mirror reflecting the 
tendencies of the offline, there 
is hope that the reflection can 
also work in reverse: if the on-

328  Martin Heidegger, Being and Time: A Translation of Sein und Zeit, trans. 
Joan Stambaugh (Albany, NY: State University of New York, 1996) 181-182.
329  Widlok, 194.

line can become a site wherein 
care can not only survive but 
thrive, then perhaps it will 
cross the digital divide and 
plant roots in reality.  

C
onclusion

Atlantis by W.H. Auden
Being set on the idea
Of getting to Atlantis,

You have discovered of course
Only the Ship of Fools is

Making the voyage this year,
As gales of abnormal force
Are predicted, and that you
Must therefore be ready to
Behave absurdly enough

To pass for one of The Boys,
At least appearing to love

Hard liquor, horseplay and noise.

Should storms, as may well happen,
Drive you to anchor a week

In some old harbour-city
Of Ionia, then speak

With her witty sholars, men
Who have proved there cannot be

Such a place as Atlantis:
Learn their logic, but notice

How its subtlety betrays
Their enormous simple grief;

Thus they shall teach you the ways
To doubt that you may believe.

If, later, you run aground
Among the headlands of Thrace,
Where with torches all night long

A naked barbaric race
Leaps frenziedly to the sound
Of conch and dissonant gong:

On that stony savage shore
Strip off your clothes and dance, for

Unless you are capable
Of forgetting completely
About Atlantis, you will

Never finish your journey.

Again, should you come to gay
Carthage or Corinth, take part

In their endless gaiety;
And if in some bar a tart,

As she strokes your hair, should say
"This is Atlantis, dearie,"
Listen with attentiveness
To her life-story: unless

You become acquainted now
With each refuge that tries to

Counterfeit Atlantis, how
Will you recognise the true?

Assuming you beach at last
Near Atlantis, and begin
That terrible trek inland

Through squalid woods and frozen
Thundras where all are soon lost;

If, forsaken then, you stand,
Dismissal everywhere,

Stone and now, silence and air,
O remember the great dead
And honour the fate you are,

Travelling and tormented,
Dialectic and bizarre.

Stagger onward rejoicing;
And even then if, perhaps

Having actually got
To the last col, you collapse

With all Atlantis shining
Below you yet you cannot

Descend, you should still be proud
Even to have been allowed

Just to peep at Atlantis
In a poetic vision:

Give thanks and lie down in peace,
Having seen your salvation.
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Each year, hundreds of thousands of tons of 
electronic waste is shipped from Europe and 
the USA into developing countries. A large 
proportion ends up in Ghana.

A topography of e-waste, Ghana, 2012
Photograph by  Kai Löffelbein from his 
series Ctrl-X.

© Roy Export SAS
Still from the 1940’s film The Great Dictator 
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Transatlantic Sub-Marine Cables Reaching 
Land, VSNL International, Avon, New Jersey
 
These VSNL sub-marine telecommunications 
cables extend 8,037.4 miles across the 
Atlantic Ocean. Capable of transmitting 
over 60 million simultaneous voice 
conversations, these underwater fiber-
optic cables stretch from Saunton Sands 
in the United Kingdom to the coast of New 
Jersey. The cables run below ground and 
emerge directly into the VSNL International 
headquarters, where signals are amplified 
and split into distinctive wavelengths 
enabling transatlantic phone calls and 
internet transmissions.

An American Index of the Hidden and Unfamiliar, 2007
Photograph by Taryn Simon.

Detail from GRAMMATRON (Animated GIF Remix), 2017
Artwork by Mark Amerika.
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National Museum of Modern and Contemporary Art. Seoul, 
South Korea.
Screenshot by Mario Santamaria from The 
Phantom in the Mirror, 2013 - ongoing.

NSA-Tapped Undersea Cables, North Pacifi c Ocean, 2016
Photograph by Trevor Paglen.

Still from the 1976 film Network.
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Graphic reproduced from Hannah Arendt’s 1977 
book The Life of the Mind.


