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Het in de vingers hebben (Welgebarendheid ) I Ta have it ' in the fingers ' (Weil gestured)

in hoc signa vinces

Bijde artikelen in dit numm er staan trefgebaren in

Nederlandse doven-gebarentaal. Ze worden voo rgedragen

door [ohn va n Gelder, acteur bij het Nederlandse

Geba rentheater.

G ebarentaal is het oudste tijdgebaseerde visuele

medium . Pas de laatste decenni a beginnen horenden zich
te realiseren dat gebarentaal geen prothese is maar een heel

eigen communicatiemiddel dat ove r de wereld in ontelbare

variaties gebruikt wordt.

Het is een taal va n ideogrammen (eigenlijk ideogesten).

Zoals bijvoorbeeld het geschreve n C hinees, dat geen

directe relatie heeft met de klank en va n het gesp roken

C hinees. Ook gebarentalen hebben geen directe relatie

met talen die gespro ken of geschreven worden in dezelfde

omgeving. Er zijn gebaren waar sp rekenden geen woord

voo r hebben en er zijn woorden waar doven geen gebaar

voo r hebben . W eliswaar bestaan er v ingeralfabetten

waarmee woorden uit spreektalen gespeld kunnen
worden; die zijn echter niet meer dan hul pmiddeltjes.

G ebarent alen ontstaan op dezelfde natuurlijke manier als

sp reektalen en kenn en eenzelfde variatie. Kennelijk heeft

de taalvaardigheid van de menselijke soort niet zo veel te

maken met horen of spreken maar is op een abstracter

niveau aanwezig.

Ge barentalen hebben een heel eigen struc tuur. W es­

terse sp reektaal codeert veel betekenis in de volgorde van

woorden en kan niet veel uitdrukken zonder tijdsbepa­

lingen (het werkwoord moet vervoegd wo rden). Ge baren­

talen daarent egen. hebben in eerste instantie een ruimte­

lijke grammatica. Het is prakti sch niet mogelijk iets samen­

hangend s te gebaren zonder de elementen van die medede­

ling een plaats toe te wijzen in de zogenaamde gebaren­

ruimt e (de ruimt e die je met je handen kun t bestrijken).

iet alleen hand gebaren spelen daarbij een rol maar ook

de blikricht ing en de uitdrukking van het gehele boven ­

lichaam. De elementen van een betoog blijven ook nadat

ze gebaard zijn op hu n plek in de gebarenru imte beschik­

baar voor interactie. Zelfs tijd wordt omgezet in ruimt e ;

v roeger is op een andere plaats dan nu of toekomst.

Ge barentalen zijn een fascinerend gebied voor mensen

die zich bezighoud en met beeldtaal. Je ku nt erin

discussiëren, dichten of lesgev en. Hoe zou een gebaren­

taalfilosofie er uitzien ? Zou een dove Wittgenstein met

dezelfde v ragen hebben geworsteld ? W at zou de

ruimtelijke structuur van gebarentaal voo r consequenties

voo r zijn denken hebben gehad ? En hadd en we dat dan

nog in het Duits kunnen ve rtalen? En wat zou zo'n

filosofie hebben betekend voor de theorie van andere

v isuele media ?

• The headi ngs of the articles in th is issue contain images

of Iq S{IJIIS taken from Dutch Sign Language, performed

by [ohn va n Geld er, actor wi th the Nede rlandse

G ebarentheater (Du tch Sign Theater).

Sign language is the oldest time-based v isual medium.

Only in recent decades have those with a normal sense of
hearing begun to realize that deaf sign language is not

simply a 'crutch' : it is a medium of communication in its

ow n right , with countless va riations all ove r the world .

It is an 'ideogram' (actually 'ideogestur e'] language,

llke written C hinese, for exa mple. whl ch is not based on

the sounds of spo ken C hinese. In the same way. deaf

sign languages are not directly related to the languages

spoken or writt en in the area. Th ere are signs without an

equivalent in spo ken language and words for whl ch deaf

people hav e no corresponding sign. While there are

manual alp/labels, with whi ch deaf people can spell words

from the spoken language, they are used on ly as an
occassional. supplementary aid. Sign languages emerged

in the same way as spoken languages and are just as

varied. Apparent ly, the language capacity of hum an

beings is largely indepe ndent of hearing or speaking and

is present on a more abstract level.

Sign languages have a stru cture of their ow n,

W estern spo ken language eneodes much of its meanin g

in the orde r of words in a sentence, and cannot ex press

very much withou t time-indicators (the verb must be

conjugated). Sign languages, on the other hand, have a

fundam entally 'spatial' grammar. It is practically

impossible to sign something coherently wit hout first

assigning the elements of the message a place within the

'sign space ' (the space defined by the reach of one's

hands). No t only do hand gestures play a role : so does the

direction of one's gaze and the ex pression of one's upper

bodyasa wh oie. Th e elements of a discourse also remain

in the sign space after they have been gestu red , accessibie

for furth er interaction. Even time is conve rred into space;

the past has a different location than the present or

future.

Deaf sign languages are a fascinating area for those

wh o study the language of images. One can discuss,

create poetry or teach in them. What would a sign

philosophy oflangua ge be like? Would a deaf

Wittgenstein have wrestled with the same qu estions ?

W hat would the consequences of the spattal struc ture of

deaf sign language have been for his thinking ? And

could it then have been translated into Ge rman? What

wou ld the sigruhcance of suc h a philosophy hav e been

for the theory of other v isual media ?
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• Th e headings in this issue of
Mediamatic we re painted with the
computer prog ram Paillter

(version 1. 0, <Cl 19 91 . Fractal

Design Co rporation). lt is at once

one of the most splend id and most

vacuous programs put out for the

Macintosh this year.
Paillter offers a perfect

simtdation of traditional drawing

and painting tools. The program

comes with a wide assortment of

paper and canvas textu res,

su pplemented by etching plate,
photo rasters. etc. etc. etc. One can
draw with both wet and dry

techniques, using various kind s of

pencll, oil paint , air brush. wasco,

charcoal. japanese bru sh or

calligraphy pen . among other

thin gs. A ll of this in roughly
16 .0 0 0 .0 0 0 colors, of course . The
most asta nishing thing is the 'artist

modes': in version 1. 0 , we can

choose between V an Gog h and

Seurat. No more dirty Iingers!

Paint in v irtual reality! Put

away your plastic C hr istmas trees.
blow-up dolls and instant pudding

mix. here comes Paillter! New

media imitate aid media. lt seems

that in late medeival Europe,

painting was used rnainly to

imitate the more ex pensive inlay
techni qu es. w hich made use of
precious metals. stones and ivory.

W eil. here we have a new

mtlestone. This program focuses

sa strongly on the imitation of

existing material that any

prospeets the digital media may
hav e for developing a language of

images of their ow n reeede into

darkn ess as long as it is turn ed on .

De koppe n in deze Medimlla tic zijn
geschilderd met het programma
Paillter (versie 1. 0 , <Cl 19 91 Fractal

Design Co rporation). Het is een

va n de prachtigste en tegelijk

meest wezenloze programma's die

dit jaar voor de Macintosh zijn

uitgebracht.
Paillter biedt een perfecte

emulatie van tradit ionele teken- en

schildergereedschappen. Het

programma wo rdt geleverd met

een ruime sortering papier- en

doektextu ren. aangev u ld met

etsplaat. fotmas ter enzovoo rt. Je
kunt nat en droog tekenen met.

onder andere. verschillende

soorten potlood. olieverf, airbru sh .

wasco, houtskool. waterv erf.

Japans penseel of kalligrahepen.

Dat alles natuurlijk in ruim
16 .0 0 0 .0 0 0 kleuren. Het meest
ve rbijsterend zijn wel de tlrtist

modes, in versie 1. 0 kunnen we

kiezen uit va n Gog h en Seurat.

Nooit meer v ieze v ingers !

Schilderen in v irtuele realiteit.

Pak je plastic kerstbomen, opblaas­
poppen en instantpudding maar

in. hier is Paillter!N ieuwe media

imiteren oude media. Het schijnt

dat in het laat- middeleeuwse

Europa de schilderkunst in eerste

instantie werd gebruikt om het
duurdere inlegwe rk va n kostbare
metalen. ivoor en edelstenen te

imiteren. V/ el. we hebben hier te

maken met een nieuwe mijlpaal.

Dit programma is zo sterk gericht

op het imiteren van bestaand

materiaal dat elk perspectief op de
ontwikkeling van een eigen beeld­

taal voor digitale media verduis­

terd is zolang het aanstaat.
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Twee mensen die elkaar erotisch geladen aank ijken

Over de onmogelijkhe id van het gebrui k van

nieuwe media in de beeldende kunst (en vice versa )

De sex van de beeldende kun st, de moeder van die kun st. is

het financiële ding. Dat object draagt de inhoudelijke waarde. In

de negentiende eeuw werden. door de notie van l'Art pour

l'Art . de angst voor het lichaam, de kuisheid en de daaruit

vo lgende hysterische sfeer bepalend voor de beeldende kunst.

In de twintigste eeuw probeert de kunst . onder andere v ia de

nieuwe media , zich van dat lichaam te ontdoen.

Dit artikel laat zien hoe het gebru ik van die nieuwe media

in de beeldende kun st alleen iets betekent in de context van

het ontkennen van de lichamelijkheid van de kun st. In een

spel van de kun st en haar fetisjistische verzamelaars.

De criteria van de beeldende kun st zijn van geen betekenis

voor de media. En nieuwe media zijn aan het eind van de

twintigste eeuw. nu de kun st niet meer worstelt of koketteert

met haar Vict oriaanse preutsheid. ook van geen betekenis

meer als drager voor de beeldende kun st.

Fine



Art

w Media

Two persons eyeing each other under erotical tension

About the impossibility of using new media

in Fine Art la nd vice versa ).

• Th e sex of Fine Art. the mother of that art . is the

/inancial object. an attractive tIling. The object carries the

content-va lue. In the nineteenth century . through the

notion of "Art pOllr "Art. fear of the body [sorna phobla].

chastity , and the resulting hysterical atmosphere came to

determine Fine A rt. In the twentieth centur y Art is

trying to free itself of th is body. part ly via lleW media.

Th is artiele wil! argue that the use of these new media

in Fine Art only has meaning in denying the corporeality

of art - in the game of art and lts fetishistic collectors.

Th e criteria of Fine Art have na signi/icance for media.

A nd since at the end of the twent ieth century Art is na

la nger wrestling or coquetting with Vic torian

prudishness, nor are new media of any signi/icance as

bearers of Fine A rt.



W I LLEM V ELTHOV EN

De boze Fee van de Kunst als

Handlangste r van de

Wegwerpcultuur

Met de indu striële revo lutie

verandert de beeldende ku nst d ie

tot dan toe in de maatsch appij de

bespeler van de visue le media was .

Met de opkomst va n de mecha­

nische reproduktie worden de

media va n de beeldende kun st

economisch gediskwa lificeerd.

De beeldende kunst blijft een

pre-industriëledisciplined ie, met de

hand, begerenswaard ige objecten produ ceert. In die zin is

beeldende kun st net zo archaïsc h als handgemaakte schoe­

nen. De uerzamelaarsvan handgemaakte schoenen zijn

dezelfde als die van beeldende

kunst.

a de indu striële revolutie wo rdt

de eerste kwaliteit van kunst de

artistiek inllOllilelijke kwaliteit. Van

een aan de kun st toegevoegde

waarde is deze kwaliteit tot enige

func tie va n de kun st gewo rden.

Kunst blijkt alleen nog maar een

drager van estl,etiscl,e kwaliteit. De

kun st wordt Kunst. De aura van

de verworven voo rwerpen wordt

bepalend voo r de sfeer.

De Kun st is rijp voor het museum . Het museum ?

Het Museum als Nieuw Medium

In dezelfde periode waarin de beeldende kunst maatschap­

pelijk gediskwalificeerd raakt

ontwikkelt zich een geheel nieuw

medium : het Museum.

Het museum is een verzamel­

punt en showroo m van histo­

risch / cu ltureel significante objec­

ten : van voo rmalig actuele objecten

die hun nut voor de maatschappij

bewezen hebben, Het museum

vreet deze objecten op en plaatst ze

in d ienst van zijn eigen actualiteit.

Het verschil tussen het museum en

de daarvoo r al bestaande privé-

verzamelingen is dat het museum de objecten uit de sfeer

van het particu liere fetisjisme trekt en de verzamelde

objecten va n een nieuwe gezamenlijke inhoud voorz iet. De

fetisjen die in de particu liere verza melingen nog een flakke­

rend beeld ve rtonen word en in het museum gered uceerd

tot pixels. Tot elementen in het

beeld dat het museum op ons

netvlies schrijft.

De musea verva ngen niet de

particu liere verzamelingen. Het

fetisjisme van de verzamelaar is een

normale menselijke eigensc hap die

niet door een medium verva ngen

kan worden. Eerder geeft het

museum een maatschappelijke

status aan de fetisjist. Een beetje

verzameling lijkt toch al gauw op

een W ereldteutoonstelling,op een

M useum, of tenminste op een

Sillon . Het M useum is de ambitie

van de Verzamelaar en de

V erzameling het voorpo rtaal va n

het Mu seum. De verzameling is de

schilder kist van het Mu seum.

Een ingehaalde techn iek

is definitief overwonnen zodra er

een museille sanetie overde techni­

sche mogelijkheden komt te liggen.

De esthetiek gaat de techni ek aflossen. Zoals ook de pro­

duk ten van de beeldende kunst door de rigide, allesver kal­

kende idee van schoonheid kaltgestelt worden. De kun st

spint een esthetisch, nostalgische

sluier om de sfeer van haar technie­

ken en maakt deze daarmee on­

bruikbaar. De beeldende kunst

slu it zich in praktische zin uit va n

een Mail tscilOppelijk Reieulmt

Discours .
De nieuwe ambitie van

de beeldende kunst is het prod uce­

ren van cul tureel significan te

objecten . De kunst wordt een slaaf

van de fetisjist. Zij slaat de maat­

schappij ove r en produ ceert haar

objecten direct voo r de fetisjist en het museum. Daarmee

raakt zijdefinitief afhankelijk van het object.

Nieuwe med ia als Wapen in een uitgespeeld Verzet

De glorende vervulli ng van de geheime verlangens van de

beeldende kunst - i'Art pour
i'A rt; de vooropstelling van de

iullOudeiijke/i1rtisliekekwaliteit ­

word t gefrus treerd door het fetisjis­

me. Een fetisjisme dat de ku nst als

directe cliënt in een finanCiële

houdgreep neemt.

De ku nst word t een

leverancier van pixels. Ze voe lt dat

haar eigen inhoud ten dienste

gesteld wordt van een nieu w

medium en er eigenlijk steeds

minder toe doet zolang ze maar

objecten levert. Deze groeiende regressieve tendentie heeft

in de loop van de afgelopen jaren bij de kunst tot een ware

manische obsessie geleid.

De kun st begint haar relatie met het object te problemati­

seren en thematiseren. Het conceptuele idee wordt losge-

trokken van het object zelf en van

rudim enten van het maatschappe­

lijk fun ctioneren van ku nst (zoals

figur atie). Er begint een "ybridiscl,e
oufysieke kunst te ons taan.

Hoewel Du champ de situatie al

vroeg door heeft en de zaken

omdraait - hij ontdoet de kunst

radicaal va n haar inhoud en



FINE ART MAK ES NEW MEDIA OlD

Museu m is the ambition of the
Collector. and the Collection the

vestibule of the Mu seum. Th e

collection is the paintbox of the

Museum.

An obsolete technique is

definitively vanquished once the
techni caI poss ibilities are subject to

,"IIS(II," sallctiml. A esthetic s start to

replace technique, just as the

products of Fine Art are chtlled by

the rigid. all-ossifying idea of beaut y.

A rt sp ins an aesthetic, nostalgic veil
around its techniques and thus
renders them unusable. Fine Art

excludes itself in a practical sense from any socially

relevalI! discolIrse.

Although Duchamp took notice
of the situation early on and

turn ed thin gs around - he

radieally stripped art of its

content and ridieuled its

sornaphobta - one important

movement in Art continues to

pur sue immateriality . But Art
cannot abandon the object.

because it would then seve r the

New Media as Weapon in a

played -out Resistance

Th e new ambition of

Fine Art is to produ ce
cultura lly significant objects,
Art becomes a slave of the

fetishist. It passes ove r society

and produces its objects directly

for the fetish ist and the museum .

and thereby becomes

definitivel y depend ent on these
objects,

Th e glowing fulfillment of the

secret longings of Fine Art - i'A r! pOllr l'Art ;putting
the quality of colltOlt/a rtistry first - is frustr ated by
fetishism. Fetish ism. the di rect dient. puts art in a

finand al stranglehold.

Art has become a

pur veyar of pixels. It sees its

own content placed in the

service of a new medium ;
content matters less and less, as

long as A rt keeps supplying

objects. This increasingly

regressiv e tenden cy has led to a

manie obsession in Art over the

last few years.

Art begins to

problematise and thematise its
relation with the object.

Co ncept is dtvorced from the object and from the

rudirnents of art's function in society [ltke figurati on). A

liybrid lIoll-p/rysica!ar! begins to farm.

The Museum as New Med ium

The Bad Fairy of Ar t as accompli ce

t o Disposabl e Cultu re

• Fine Art . which unt ll then had been

the manipul ator of v isual media in

society , changes wit h the industrial

revo lution. The emergence of

mechanical reproduction economically
disqualihes Fine Art mediums such as

sculpture and painting.

Fine Art remains a pre-industrial­

revoluti on discip line wh ich produces

desirabie objects by hand. In this
sense , Fine A rt is as anachron ic as
hand made shoes. The buyers of
handmad e shoes are the same people

who collect Fine Art.

Th e foremost quality of art (the intrinsic artistie

quality] then is na la nger that of

normally fun ctioning media; this
qualit y, whlch used to be an
additional value, is now its sole

remaining function. A rt becomes

nothing but a bearer of aesthetie

quality . Ordinary art became

Art. Th e aura of acquired objects

now establishes the atmosphere.
A rt is ripe for the museum.

Th e museum?

During this same period in

whi ch Fine Art becomes socially dtsqualïfied, a wh ole

new medium was taking shape: the Mu seum.
The museum is a depo t and showroom of

historically/ culturally

significant objects ; farmer!y

contemporary objects whi ch

have proven their use in society.

Th e museum devours these

objects and places them in
service of its ow n timeliness.

What dilferentiates the museum

from ex isting private collections

is that the museum takes objects

out of the sp here of individ ual

fetishism and supplies the
collected objects with a new

collective content. Th e fenshes.

which still display the Ilicker of an image in individual

collections . are redu ced in the museum to pixels. to

elements in the total pieture that the museum etches

onto our retinas.

Mu seums did not replace
individual collections. Th e

collecter's fetish ism is a normal

hum an trait that cannot be

replaced by a medium. Rather.

the museum gave the fetishist

seclal status . Any decent
collection, alter all. can easily
resembie a W orld Exhtbition. a

museum . or at least a Salon. Th e



Wl lLEM VELTHOV E N

ridiculiseert haar lïchaamsvr ees - blijft er een belangrijke

stroming in de kun st de illl lllatt ria littit najagen. De kun st

kan het object niet verlaten omdat zij daarmee de navel ­

streng zou doorsnijden waard oor zij gevoed wor dt door de

fetisjistische verza melaars en waardoor zij verbond en is met

de traditie.

De fetisjisten zien geboeid toe hoe de Kun st zich steeds

verder in bochten wrin gt uit minachting voor de eigen

lichamelijkheid. In haar nood begint de Kunst meer en meer

te lenen bij andere discip lines : theater. film, literatu ur .

architectuur. vid eo. filosofie.

Met name de nieuwe media zijn gehandicapt in de beelden­

de kun st. Ze moeten een begerenswaardig object als drager

ontberen . Deze hand icap wordt door de kunst uitgespeeld

tegen de fetisjist. Daarmee dringt de beeldende kun st haar

taal. die onve rbrekelijk verbonden is met het begerensw aar­

dige object. op aan de Medi a.

Dan is het Begerenswaard ige Hand gemaakte O bject du s

pas echt aanwezig; in haar afwezigheid .

De produkten van deze discip lines worden na aanra­

king door de Kunst welwill end door de fetisjisten aanva ard

en de materiële voo rtbrengse len - vaak slechts souvenirs

of certificaten - worden gewoo n doorverzameld . De

fetisjist raakt inmiddel s zeer opgewonden en begint steeds

hogere prijzen te betalen om aan zijn gerief te komen.

De electronische media. video en computer. komen zo

echter in een zeer prematuur stadium in het museum

terecht. Ze zijn eigenlijk de meest actuele communicatieme­

d ia maar word en door de kun st gemummificeerd in haar

pogingen culturee l significante objecten te produ ceren

vo lgens de oude criteria van het museum. Het gebruik va n

nieuwe media is op dat moment een artistiek statement; de

kunst doet ermee een uitspra ak ove r haar eigen bestaan. De

kunst redu ceert de nieuwe media tot pixels voor het

museummedium. De kunst maak de nieuwe media oud.

De provocatie van Duchamp, die tijdens al deze on lichame­

lijke opwinding slechts in mindere mate werd opgemerkt

als een mogelijk nieuwe inzet. begint ond ertussen aan

aantrekkelijkheid te winnen .

A ls het spel rond het afwezige object zijn hoogtepunt

nadert groeit een parallelle en tegelijk tegengestelde stroom

van pur e. betekenisloze objecten. Die zero-objecten met

minimal-betekenissen bevr edigen direct en ongecompli ­

ceerd. Ze worden door de fetisjist gretig aanvaard als

welk ome ontspannende afwisseling op de steeds ve rder

uitgestelde hoogtepunten van het verfijnde ontkenn ings­

spe l.

Een nieuw Spel

Als inmiddels de mogelijkheden va n de nieuwe media. het

theater en de filosofie voldoende uitgediept zijn begint de

vlucht uit het object haar opwindend held te verl iezen. De

perversie is tot het uiterste gevoerd en begint de grenzen

van de ve rveling te naderen. Alle aandacht in het mees­

ter/ slaaf-spel verschuift dan naar de nieuwe va riant waar

het object een constante aanw ezigheid heeft en juist de

mogelijkheid van een artistieke inhoud op de proef word t

gesteld. Zo drijft men de kunst steeds verder en blijft ze

spannend.

In deze nieuwe IIIai llstrealll kunnen de electronische media

geen enkele rol meer spelen omdat zij het inmiddel s weer

vanzelfsprekende object niet kunnen produceren. Het

wordt nu pas goed duidelijk dat de kun st de nieuwe media

nooit heeft gebru ikt vanwege hu n intrin sieke mogelijkhe­

den maar juist vanwege hun onmogelijkheden. Daarom kan

de beeldende kun st ook de werkelijke mogelijkheden van

de nieuwe media noo it onderzoe ken en ontw ikkelen zoals

zij dat in het ve rleden met haar oude media heeft gedaan.

Mensen die nu nog Beeldende Kun st proberen te maken

met nieuwe media vo lgen in feite de pervertering van de

jaren zeventi g. En niets is zo vervele nd als een perv ertering

die tot norm wor dt ver heve n.

Musea Gebruiken

Musea zijn uit historisch oogpunt bezien een zeer belangrij­

ke vorm van collectief geheugen. Maar omdat musea zelf

media zijn onderd rukken zij onve rmijdelijk de v italiteit va n

de mediaprodukten die zij opnemen. Die wordt onve rbidde­

lijk ondergesc hikt gemaakt aan de beelden die het museum

uitzendt. Als je zelf actie wilt moet je bij het museum uit de

buurt blijven. Probeer nooit aan de eisen van het museum

te voldoen want daar mee diskwalificeer je je als zelfstandi ge

bron van beelden of andere maatschappelijk relevante

produkten. Het museum biedt alleen mogelijkheden voor

hen die het weten in te zetten voor hun eigen doeleinden .

N iet voo r hen die het dienen .

Med ia BejaardenTeh uizen

Het feit dat inmiddels de eerste musea voor de nieuwe

media aan het on tstaan zijn doet het ergste vermoeden voor
hun toekomst. De film bijvoorbeeld raakt al totaal ingekap ­

seld. Men begint film voo r festiva ls en filmhuizen te prod u­

ceren in een laatste poging zich van een plaats te voorzien

naast de groten van weleer. Filmmakers die daaraan mee­

doen plaatsen zich buit en elk maatschappelijk relevant

discours en maken met hun KUllstzillnige Fillll de Ci nema

oud. Des te tragischer is het dat ze niet zien dat de Cinema

uiterst v itaal voortbestaat op de televisie. De culturele

betekenis van een film die op televisie wordt uitgezond en is

oneind ig veel groter dan die va n dezelfde film vertoond in

een filmmuseum .

Nu de culturele waard e van televisie erkend begin t te

word en en de opv olgers van de televisietechniek zich

aand ienen. begint het filmmuseum zich te ontw ikkelen tot

M use"," of t"e MOt'illg IIIIage. Hier kunnen ook de door de

Beeldende-Kunstmusea afgewezen Medi aKun stenaars

terecht ! Begraaft U! Begraaft U!

Nieuwe Media

N ieuwe media richten zich sui generis niet op de esthetiek

van de beeldende kunst en haar oude media. N ieuwe media

richten zich ook niet op het museum. N ieuwe media

ontwikkelen hun eigen programma en esthetiek. Ze worden

niet bedreigd door het Museum of de Kunst. Nieuwe media

kunnen zo oud zijn als de wereld. zolang ze hun eigen gang

maar gaan. In d it licht bezien is het in kringen van

J\1ediak"' lsl wel gehoorde idee dat kun stenaars een noodza­

kelijke rol spelen in het ontwikkelen va n nieuwe media. dat

kunstenaars nieuwe media hun stem geven, een wans taltige

omdraaiing van ontwikkelingen die we inmiddels vaak

genoeg hebben gezien. Het zijn juist de nieuwe media die de

kunstenaars hun stem geve n.



FINE ART MAKE S NEW MEDIA OlD

• urnbiltcal cord thr ough which it is nurtured by

fetish istic collectors and by w hich it is lied la tradition .

Th e felishi sts look on spellbound as Arttwisted

itself into knots in dtsdain of its own corporeallty. In lts

desperation Art begins to borrow more and more from

ether disciplines : theatre, film, literature, architecture.

v ideo, philosop hy .

Electric media in partienlar are handicapped in Fine Art.

They have na desirabIe object as their carr ier. Art plays

th is handicap alf against the fetishist. O n the other hand .

in so doing . Fine Art forces its language. whi ch is

indissolubl y connected with the desirabie object. on
electric media.

O nly then is the Desirabie Handmade O bject really

present : in its absence.

After being touched by Art. the products of these

disciplines are accepted benevolently by the fetishists ,

who simply go on col!ecting the material olfspring. aften

rnere souvenirs or cert ihcates. The fetishis t meanwhil e

gets ex trernely excited and begins to pay ever-highe r

prices in order to come by his pleasures,

Electric media. video and computer. thus becoming

colleered. end up in the museum in a ve ry premature

stage. Whilst in fact the most timely communications

media. they are mumrnihed by Art in its attempt s to

produ ce culturally significant objects according to the
old cr iteria of the museum . From that moment on. the

use of new media is an arlistic statement: A rt is makin g a

statement about îts ow n exis tence. A rt redu ces new

media to pixels for the museum mediu m. Art makes new

media old.

Meanwhile. Du charnp's provocation. w htch during all

thi s non -corporeal excitement was onl y partrally

recognised as a possib le new tactic, begins to look more

attractlve.

A s the dance around the absent object appr oached its

climax, a parallel and at the same time oppos ite current of

pure, meaning less objects arose, Th ese zero-objects with

mintmal-meanlngs were directly and un compll catedl y

satisfying. The fetish ists greedily accep ted them as a

we lcorne, relax ing change from the ever-fu rther

postpo ned climaxes of the rehned game of promise and

denial.

A New Game

Once the possibilities of new media, theatre and

phil osoph y have been ex plored sufliciently. the /light

from the object begins to lose its thril! in the

master/ siave game of Art and fetishi st. Th e perversion

has been taken as far as it can go and begins to approach

the thr eshold of boredom. A ll attenlion then shifts to

that new varia nt w herein the object 's presence is

constant and the sheer possibility of artistic content is

put to the test. Art is thus dri ven eve r·further and

remains exciling.

Within this new mainstr eam. e1ectric media no

longer play a role. because they cannot produce the

object. which has again become the norm. Only now

does it become really clear that Art has never used new

media for their intrinsic possibillties. but beeause of their

irnpossibilities. T hus, Fine Art never investigated nor

developed the real possibllities of new media as it dtd in

the past with its old media. Peop le wh o are slill lrying to

produ ce Fine Art using new media are in fact livin g a

19705 perve rsion. And there is nothing so tiresome as a

perve rsion elevated to a norm.

Using Museums

Seen from a historical point of v iew. the museum is an

ex tremely important form of col!ective memory. But

beeause the museum is itself a medium. it inevitably

oppresses the v itality of those media products it

encompasses , w hlch are inexorably subordinated to the
images the museum is sending out. If you want to be on

top of thin gs. better stay away from museums. Ne ver try

to meet the demand s of the museum . beeause you wil!

only disqu alify yourse lf as an independent souree of

images or any other product relevant to society. Th e

museum only offers possibilities to these w ho know how

to use it for their own ends - not to these w ho serve it.

A Home for Aged Media

Th e museihcaticn of media eliminates them as pract ical

instrurn ent s and translorrus them into idle aesthetics. The

fact that the hrs: museum s for new media are now

ap pearing makes one fear the worst for their fut ure. Film.
for exa rnple, is already being encapsulated. People are

produ cing films for festi vals and art cinemas in a last­

dttch attempt to secure themselves a place alongs ide the

greats of yesteryear. Filmmakers wh o participate in thi s

phenomenon place themselves outside any soc ial!y

relevant discour se and make Ci nema old with their

Art istic Film. Whlch is all the more tragic beeause they

fail to nolice that Ci nema llves on with utm ost v itality

on television . Th e cultural significance of a film show n

on television is infinitel y greater than that of the same

film shown in a film museum.

ow that the cultural value of television is beginning

to be recognized and the successo rs of the television
techniq ue are coming forward, the film museum is

develop ing into a M useum of dIe MOl'Îllg Image. Media

A rtists rejected by the Fine A rt museums are wekome

here tooi Bury yourse lf! Bury yourse lf!

New Med ia rule OK!

New media do not focu s sui gouris on the aesthetic of

Fine Art and its a id media. N or do new media focus on

the museum . ew media are devel opin g their own

agenda and aesthetics. Th ey are not thr eatened by Art or

the M useum. ew media can be as old as time, as long as

they go their ow n way. V iewed in th is light . the idea ­

oft·heard in ,',;Iedi" A rt circles - that artists play a

necessar y role in the dev elopment of new media. that

artists give new media their voice , is a deformed reversal

of developments we hav e by now seen often enough. [t

is new media that give these artists their voice.

translation LA U RA M AR TZ
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011 tlle Llse of aid alld tlellJ met/ia in daily life

Next to produ ct comparisons w hich assu re us of a future w hich is constantly renew ing itself.

reflections on the acqui sition of the past and the piace the older media occu py in ou r minds might at first

glance be a less than stimulating proposition.

Mediamaticconducted a w ritten poll into the use of old and new media in the daily practice of artists,

w riters and businesspeop le. W e silent ly ho ped we might be abIe to detect so rne possible revalu atl on of
the old media su r ro u nd lng us. That we might therefore construct an idea of how interaction between the
present and the past. between the past and a futur e, might take shape in mutu ally-enhancin g scenarios,

maybe Illustrated by means of so-called MediaScapes.

Th e results of the questionnaire on the use of old and new media, possibilities and impossibi lities,

can be read on the following pages.

The road to the MeIliaSca pe has obvious ly not been an easy one, Whatever we may have expected,
the challenges of the modern media have ev idently eclipsed interest in the older networks, O ur
thoughts were sornew hat focused on the question of how people handl e the oId media despite the claims

of the new, and w het her an un ex pected old media rev ival might possibly be observed.

A naïve ex pectation. Everyday contact with the older media is part of a nostalgie portion of the

mind whl ch is excluded from our daily experiences. The use of these media is so intimate and Ïarniliar

that it happens without a thought. This situati on has created an abstract, un consciousl y functioning

enclave between nostalgia and practiee. Only if a criticaI boundary is crossed . and this abstract area
cons igned to nostalgia, is conscious reflectlon again posslble.

Th en there is suddenly an addlctton to old Bakelite radlos. or a pronoun ced love for the prirnit ive

transistor. This produces the image of a sensibility w hich has still not been disp laced by new media.

w hlch has not yet achieved museum status , and has thus become harmiess: an area w here the old media

can still fu nction, alive, w ithout havin g acquired cu lt status.

W e are still just learning to live with the new media. The fountarn pen, the drawing pen. the eraser ,

each has been give n a place on the prog ram menus. and finally the Notepad has retur ned to us w hat the
computer had depr lved us of: the penctl,

Th e software programmers have a sophist icated grasp of the thinking process and of the fantasy that

keeps our minds llvely. A s the X-ray shows a transparent view of our skulls, the diverse programs give

us a vivid view of the v ibrations and the wave movements of our thoughts. Th e processes in our minds

are finally shown to hav e adop ted a more or less regular pattern!

But how does musie from a computer differ from the sounds that Beethoven conjured up in hts

mind ? What are the differences in abstraction between the mind of Stan ley Morrison and the
user W riLer ? Did Seurat feel something of the warmth that one experiences behind the computer w hen

run ning PllOtoS/lOp, or wo uld he as a cool calculator have feit more at home at Matilematica?What is the

difference betwee n 11Ispiratiot,' and real inspiration ?

I thin k I'm just going to go and read a good hook.
translation LA URA M A RT Z
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But wai t a minute. tha t may no lon ger be entirely tru e.

Since '979 I've done most of my writing on a word

processor. and on an average week I wi ll spe nd abo ut 50
hours sitting in fron t of a video display ter minal. When

I'rn working on a boo k th e hours go u p d ramatlca lly . I use

data ret rieval systems for research and I file copy elec­

tronieall y v ia mod em several times a week . I may enjoy

having hoo ks arou nd, and I sti ll use them extens ively for

research and aesthettc pleasure, but I produce th em Vt'ry

differently than l and other w riters d id in th e past.

T hi rty years ago . w hen I was jus t beginning to think

abo ut being a writer, I imagi ned writing much dlffe rently.

A w riter worked wi th pen and paper. sat at a woeden

table in an elegant roo m wi th a cigarette butt -filled ashtray

and a bottie of scotch close at hand. He - I - waited for

inspirat ion to corne, and w hen it did, [ hand-wrote th e

compositions and sent th em ou t to be ty ped. Then came

th e glory and acclatrn. T he realit y tod ay is ve ry different. I

have becom e a processor of electronie words, sentences

and paragraphs. werking with complicated digital

technologies to produce patterned co mpos itions of ideas

and images tha t happen to be pr inted on paper because

elect ronic reproductive technologies have not yet co me u p

w ith any thing th at can carry complex - and d iscu rs ive

- idea patterns. M eanwhile, I recog nize th at the boo ks, at

least in par t. have become tech nologieally and cu ltura lly

ves tig ial. Personally I see no reason to co ntin ue w ith

poetry and prose fiction in print. Popular mu sie (speci­

licall y rock v ideos] and telev ision co mmercia ls are a bette r,

if sti ll iargely un expl ored form at for poetry. and television

and film are tru er and more efliclent media for fiction .

There is a lot of talk th ese days about how elect ron ie

media hold promise for more de moc ratie and switt access

to info rmation. lf you 're wea lthy . this is tru e. But for most

people in th e world. boo ks rema in the most reliable

informational access, and wi ll continue to for the

foreseeable futu re. They can't be unplugged. th ey can be

reread, and they're portab le and cheap.

Fin ally. I'!I give you a list. Beyond th e first hve

primary media I noted. ] use media in the following order

of importance : w ord processin g ; books; newspapers and

magazines: talking to friends and professional colleagues,

televi sion . film. v isual art s, alcoho l, musie, th eatr e and

recreation al d rugs.

Using Med ia

cA,. ,e~~
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Over-Spannen l Ov e r · Stressed

About a mon th ago I got lired from my job as a co lum nist

for Canada's national newspaper, TI.e Globe & M " i/,

because I was, in the minds of the ed ito rs, outoJ (outrol.
M y co lumns were supposed to focus on media, and I'd

taken th at as an inv itation to write abo ut whatever I

damried weil pleased . Several times I attac ked th e

newsp aper 's advertlse rs, once the N lke Corpora tio n for

hi ring intern ation al v isua l arts supersta rs to interpret a

ike running shoe which featu red an 'advanced

tech nologtcal mod ule' lilled with th e same substance that

] thou ght fills the heads of anyone who'll bu y the shoe :

air. Another co lumn attacked the stoc kmarket for being

no thing more th an a government-subsidized gambling

racket that feeds on th e gellUine productive Ie rces in

society. Each time I erred, I was called int o centra] control

and asked to concentrate on media . M y answer, each time

was th e same: [SIl't el'erytl li llg l!Iedia ?

I got axed for this att itude , as mu ch as for an y of my

wack y ideas, but it hasn't and won 't deter me from

thinking th is way. Sc when l'rn asked to descri be my use

of med ia, my lirst react ion is laug hter. O kay , I begin, my

lirst three media are oxygen, wa ter and earth [soll, because

l'rna gardener rather than a wa lke r of pavements). Then

there's sexua lity. [l've been marr ied four times) w hich is a

primary life-su stain ing med ium that remains pleasantly

mys terio us to me. I also use anothe r eq ua lly mysteriou s

but pecu liarly North American mediu m to sus tain me :

baseball. l'v e played the game since I was nin e years old ,

and still do. During th e last thr ee weeks, actually, I'v e

been lerrori zin g the Vancou ver Writer 's League with my

hitt ing. even th ou gh l'rn 15 yearsolde r th an most of the

other playe rs.

Past th at and into the realm of what we

conventionally th ink of as med ia. I begin to do some

serious self examination. Because I am in my 4 0 S and

grew up in an outpost within th e last blotic wildemess of

or th Ameriea. one where books we re magieal dev iees

and w n ters th e only heroes l cou ld imagine who w ielded

dev iees of instruction (pens. paper, ideas) rath er than

destrtlCtion (hunting rifles . chain saws , heav y-duty

tru cks) I am lirst and finall y print orient ed . Books remain

my favo ured media, llike to hold them in my hand . read

them, and write them.



Verschil I Difference
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Med ia , Informat ion & Me

G regory Bateso n calls inform ation a differwcc till// makes a

differma. What makes a d iffe rence I Anything I can get

my mind on! A ll the world is a sou ree of learning, as long

as I mind. TIu refiection of tI,e 5UI11igilt on t/u water may /el/d
oneto mlig/llmmmt it is sa id in T ibetan Tantrism.

I need informatio n like a bird needs th e air to /ly. But

my needs are dressed in d ifferent ques tions :

basic questions-c- wl th -e-o ne -e-ans we r. th e

stuff - that- has - many - answers and needs th e best

one, th e stuff- of- life- that- has - no - an swer.

In dea llng wi th quest ions - w ith -one -ans we r I

can hu nt for th e ans wer and 1'11 know wh en I'm th ere.

When the ques tio n is th ere th e hu nt is on. 0 qu estion ,

no hu nt. In &nding th e answe r I may use anything :

thoughts (is th e mind a medium I), books, magazines or

people.
With th e stuff- that-has- many - answ ers th e

game is different : there is a best answer, but you don't

know where it is. 1'0 get th e best answer I have to be 'in

the know', soaring llke an eagle over the field. The eagle's

flightlets me spot my target. Spanning a field of

knowledge requires breadth and depth. M agazines,

boo kstores, conversations and seminars I attend help me

to devel op breath of knowiedge, ex tending above and

beyond th e kn own. The depth I gel from books and

conversations . diffe ren tiating the kn own int o ever rich er

sourees of d istinction. Lectures I have to give force me to

integrate th ese, int erweaving breadth and depth into

conceptua l struc tu res th at turn into stepping stones.

The stu ff- of- life - th at - has-no - answ er

concerns life itself and th e ans we r is my living. Bein g

hum an I am free to choose : eithe r I may live th e ans we r

whlle looking th e othe r way or I may mind it. I like to

mind the answer. I go v isit philoso phers of different

cu ltures on the pages of th eir wr itings. Th e su bject is me,

the goal is human liv ing. Inform at ion defines me definin g

information. Thts age is first w here one may read the wise

Iike Confucius or Lao l'ze. the Indian sages . ancie nt

African stories , Jewi sh and lslamic sou rees by just

pieking u p th eir books. The w ortd 's cu ltu ra l herilage is
accessible. As a c1assicist once rernark ed : / u'ork togetlrer
witI, many people. MI/ny of wllielr are .lead of course....It's

mind turning to mind, time collapsing.

Th e specihc, th e genera! and th e mov emen t between

th em is what keeps my mind going. Iike the waves are

the ex pression of th e sea. A s info rmation is tlu differena
tlrat makes tlre difference. di stinction is th e sou ree of life. I

ereare distinctlon. it is not th ere all by itself. As a human

being I imbue these with meaning and wit h th at I shape

llfe.
A medium is th ere when I see th e distinction s it

carr ies for me. Anythîng th at carries distin ction carries

life w ith it. M y media are any th ing th at carries differen­

ces : the day, th e night , the flower , the rainbow, a book. a

magazine, a con ve rsation, a look : th ey all spe ll life.

Media. info rmation and me are like Life. A s the y sa y:

llfe is pu tti ng your finger in the pie: in which we are th e

pie, the finger and th e putting.
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Desiderata

Love is a submarine, sinking below the surface
of thought, a sharp blade, a monstrous moon all
wi ndows and no teeth.
Love is a bird's beak, two sharp knives silently
shearing two young lambs, tender and co ld
fingers thickening 10 ice.

A million mi les from here, reachin g out
all thawi ng and nerves, love lives in
a throbb ing paradise.
Inside my chest, land locked, a hungry cat
scratehes out my insides.

Lie down with me here
I w il i l isten
Lie down w ith me here
you w ill l ie

Your tongue is concentric, wet, running
amuck of your mouth, floodi ng an already swollen
river of black rain.
Your body is a l iving cross.
Wh ile you sleep, your breathing sounds
like the squeal of brakes.

Your body is a scarecrow of bleach bottles tied
together.
Your short hair is an electrical train set, the scene of
manya chi ldhood accident. Your laugh reminds
me of a woman crying in the rain.

I wear clothes that smell like you
I am a tenant in your arms.
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The best money can buy

Okay. 50 I've arrived here in A ustin. TX . I don't have

anything in this house. you know ? O nly a note pad. I call
it my telev ision pad. I watch and make notes of what [

see. For instanee. what the strongest TV adv erlisements

are here. Pizza Hut : we're the guys !Or Ameriean Pie.

O kay. they're dumb. but really professional. Okay. 50

I've only gat a telephone here. Go with my landlady and

piek up a supe rfax. na kidding. Panason ic KX·Fg O.

Answ ering machin e and Fax. Speed dialing.
Programming secret phone numbers. Copy mach ine. You
can record a tw o way conve rsalion. A utomatic d iaier.

Auto receive timer. Polling. Privacy Ring. Message

playback. And more! O kay. [ gat the thing for $577.82 .

ot bad. W ould cast you more than tw o thousand

guilders in Holland for sure. Next day I see it in another

discou nt place. same thing for $45°.00. Th at puls you on
the alert. makes an Ameriean bu yer oul of you . Okay.
Gat my fax. that makes a big difference. But wh al [ really

need is my pc. I can' t thi nk any more. wtthout that thin g. I

get scatlered. Eve rythtng gels scattered. I'm silting here

with a Goddamn Smith Corona SL5 0 0 eleclric

typew riter. I can only correct one line al a time. Structure
a text, forget it. O kay. in my room at the UT . [have a

Macintosh , an old one. Hadn 't eve r wo rked with it. W as

always inlo IBM . 50 I go to the Computer lab at UT . there

are all these cybe rpunks in shorts. screaming their codes

at one another across the room. Okay. I get a discoto learn

it with . Th e wo rld of Mac, The wo rld of Mac put s my

nerves on edge so badly that once I'm outslde, ev erything

on campus looks like the world of Mac. 50 . But [ wan t
my ow n pc at home. I'm gett ing more and more scattered,

I'm falling apart. 50. Me and the landlady go to Auslin in

her car. Ta eve ry discoun t shop. ow I know exactly

wh at [ want. [ want a notebook. I see a Sharp for 5 120 0.

ot bad. T00 bad. jus! sold out. 50. alf to Radio Shack.

wh ere they only sell Tand y, Cood, they've gal one for a
thousand. With a big print er. 5220 0 for the w hole
works - not bad. But they don 't want to take my Visa

credit card, G oddamnit. Standing there in that shop. like

a jerk. Back home. W ail for a check. W aiting. waiting.

waiting. Th e guy from Radio Shack calls. Cood, we can

get the stuff anyway. it turns out. Have till January to

pay for it !G reat ! Olf l go. Fill in the form. Th ey want all

my personal informalion on paper. My employ rnent

informalion. M y personal relerences. M y /inancial
references. [ /ind this all pretry unpl easant , Tht s guy. C.
Kainen, calls up the main office, they still say : No. Shit.

But there's still hope. In the BIZM ART (the biggest discount

shop in A ustin that I've seen yet). they sell a Toshtba

notebook for almast 8 0 0 . a real littie e ne. and the Ca non
BPOEbubble-jet printer is reallittle and new, too, for 330 .

50 my bad luck gels me more than a thousand bucks. lt 's

G od. my landlady says. O kay. Cash my check. and then

I can think again.

translation I'M BOEKBINDER



[(Fragment of 0 medioscape:)
The preparation af this page in­
volved four telephone ca/ls and
/wo chance encounters be/ween
Paul Graot and Remko Scha,
seven telephone colts and four
meetings be/ween Remko Scha
and Hein Eberson (Trademark TM),

two ca/ls by Remko Scha ta Hein
Eoetson's answering machine,
and /wo fax transmissions and
one hand-delivered letter fram
Hein Eberson to RemkoScha. The
text was written by Remko Scha,
using a blue Pilot Hi-Tecpoint 5
(0.3 mm) on white A4 Xerox co­

py-paper for the îtrst /wo drafts,
and Microsoft Word 4.0 on
Macintosh l.C for the final ver­
sion. An MFD-2HD floppy with
the MsWord file was hand-deli­
vered to Hein Eberson, who pre­
pared the final typesetting. The
image is a sample of the output
of a HyperTalk program develo­
ped by Remko Scha on
Mocintosh ie. Itwas laserprinted
at the Department of Computa­
tional Linguistics of the University
of Amsterdam. So ftwa re develop­
ment ossistonce by Anthony
Bijnen (Metaform Software))

Art is not a means of communication. It is meaningless raw materia!, to be used in
open-ended processes of esthetic reflection by a culturally diverse audience whose
interpreta tions are totally arbitrary. There are no serious reasons for making one
particular artwork rather than another.

An artistic project that wants to acknowledge this state of affairs, faces on

interesting technical challenge: to avoid choices, to transeend styles, to show
everything: to generate arbitrary instanees from the set of all possibilities. The
spontaneous individual artist will not be able to accomplish this. Only a deliberate

scientific/technoloqiccl undertaking may ultimately approximate the ideal of a

serenely all-encompassing ort, by developing an explicit algebraic system that

articulates the conceptual space of all visual possibilities, and by implementing

software that systematically draws random samples from this space.

In this enterprise , digital technology will play on essential role: designs of art works
will be generated as data structureson electron ic computers. Their execution,

however, will eventually involve all technology. It would be amistake for automatic

ort generation to forsake the sensory richness of the material world, and to remain

secluded inside an impoverished digitally transmitted virtuality. We can use any

medium, as long as the message is

ARTIFICIAL

(1l'1lt' t1 tlrt /1I)'out+ JlritdU'LlS Jdirtrtl l at dit .\ ft JiamatÎc offices. thty werf lliscanlrJ. W e askt'dfor tlu ori,l{illill

jlo!,!,i" atlJco!,irJ til(imag'Jimtl,"fromR,mko's H),!,m ardstock, Also ti', col,iedtil(t,xt/rom til( \Vordfil"

Ttx!,md imjl,~( ((yoPfltd)u-erepasttJ itdo a la)'Dld pr~~ram . (ia orJing to HtiP1 atrsotl's instmctions. TIlt ot/ur

pagt r1t'"ttlls antitJlis text U'ty t sUf'triml'OStJ andtIlt l1tlgt was prit1ttJdirutly Dtl iJtl i ma,~t sttttr)



Groeten I Greeting s

j ~ El ··.
]orilll/e'SeyJel is n Dulcll art /listoriL/tl who is always r ig/I! all.! ir, Bari e/olla.

And fur thermore I would Iike to say hello te:

Mijn ouders in W assenaar. de hond en Sam en Kaas. mijn

zusje A riane en haar Pepijn en Rob (Heers Robje. heers).
mijn broertje Robin (7 september getrouwd met Brigit :
welcome in the family Bngtt l, hahaha). Elodte in

Dinteloord. haar kinderen en hun verkeringen. de Infant a

Angelina & Ruud, de ouders van Manel in Eibergen.

[olie & Sander, Rud olf, W out ertje P.. Jaap. A nne lie &
Al!ard. N icoline & Kas. Corinne, Ruth & Leo &
Hanneke, (hopelijk leest hij dit) groenteboer Frans Ruurs

in de Jan Pieter Heystraat, Timoth y A . & Karin. Ruud B..

Willem van de W . (kom je nog I). Willem van de P..

Peter. Hansje. ZsaZsa & Ge rt Jan . Dorin e M . & W .B..

Piet. Daphne. Gabrielle S.. Gabrielle N .. Shella, Pietje.

Mi lco. M arcos & Paula . Helen & Hans. Frans &
M ercedes. Herman & Amalia. M ax (let op het nieu we

vPRo-logo!). Frank R. (gefeliciteerd met je nieu we boek.

Frank ). Antoinette & Rob & de kleine Leon , Lex.

Maurlce. W lllern V . (paella met churros??). de redactie.

het bestuur en de adviesraad va n Mediarnatic. Reggy &
Ga brielle. Rand olph & Saskia, Han & Deann a, Barr y va n

de English Book Exchange aan de Kloveniersburgwal in

A msterdam. JC & Riet (van restauran t Zuid Zeeland .

Herengracht 41 3. A'dam], Mont evid eo. Mlchae], Steve n.

Emo. Servaas. Daan , Maria. Ab, Matlulde. A nnig. Stasjo,

W anda, Mirell]e, Fabienn e, Sean . En natuurlijk aan

Emile. Ook nog aan Filidor ergens in de bossen . Simon in

G roningen .[oo p & M arjolein & Roos in Huisduinen (ik

kom echt langs i). Jan in U trecht (mooie composi tie Jan i).
Henck in Eindhoven. Th omas H. in M ettman n,

Duitsland . Ilja, Francesca & Cesa re in Milaan. meneer
Palomar in Rome. A lfred in Tok yo, Kath y in Linz ,

Trist am S. in C lonmel. M anel doet v ia mij speciaal de

groeten aan: Rian (bedankt voo r het bidd en. Rian], Ymkje,

Ben . Joep . Ge er. Gijs. anti-Filido r en C hristian in

Rotterdam. G roeten aan Jan & Ca thr ien in Ge nt. Udine

& Andy in München. Anette en de Deut sche Denkers

in Berlijn. Perejaume in San Pol. C ristian 'C uty' ergens in

de vs. aan Bruce N. Ue zal me wel niet kenn en. maar toch

de groeten Bruce). G roeten aan Na rcis & Bruna , Teuny

in A ntwe rpen.Love for Branda , David. [eroen and

Tishan in N ew York, also for Dona in the same city .

Love for Andrew, C hris. Bridget. Jan . Bil! in Boston . I

also say hello to the Slaught er of Mil waukee. Beterschap

voor meneer Corbachev , tijdens zijn vakanti e ove rva llen

door ziekte. Y también saludos a nu estros amigos en

Barcelona: a Luis E P.. Pere.jaurne, C laudio & Monica,

Syd,Belind a, Bas. A dri B. (leest allen zijn vertaling van

het dagboek va n [osep Pla, te verschijnen bi j de

Arbeiderspers). Petra & Remo, Xav i del M arxbar y su

perro Faust. Ios empleados del supermercal Roca, Jeffrey

& Lola, Ca rles & C lara, A ntonio. [ordi & Lldia,[oann e,

Eu lalia, [acky, Martjke, Monique. Brun o,Joe. Patrick,

Ren ée, A ntoine & Mart a, Ignacius. Yamandu, Ia yaya y

tia de Manel (petons). C hris. A na. Manuel, M aria.

Anton & Ca rmen & lzaak. A ntonio M.. Dolores,

C laude & Philly. Recuerdos a FC Barcelona.

espec ialmente a Zubizaretta (el mejor por tero del mundo).

Recuerdos a Tunga en Rio de Janeiro. a G u illermo K. en

Buenos Aires. Dan wil ik onze Cl aus beterschap

wensen : beterschap Prins! Ook aan de lieve albino gor illa

Copito de N ieve in de Barcelonese dierentuin de

groeten/saludos. Speciaa l tliet de groeten aan : de

Ge maksmarkt in de Jan Pieter Heystraat in A msterdam.

mijn voormalig rij-instru cteur. Seymour L..alle jury- en

commissieleden. de Postgiro. En Barcelona no qu iero
saludar a esta mujer de Roser, tampoeo a Taples. ni a

Isabel Pantoja. Pu nt. Point. Punto.



Regen I Rain

y n o l S
BrillIl Re)" lO lds 11<'s I,UII asked IJ)' Grlll'l'o fauzzi 10 tllrn I'isJtl r m

; 1110 til<' 11I 0st ledl/lolo,J;i CIIIl)' sopltisticated ill Ellg/alld,

aid MacDonald had a fax, e e- ai- e e -a i-o h

G ru ppe Feruzzi, the largest farmirlg conglomerate in the

world , took ove r this farnlly-run 2,500-acre farm in late

1986 and installed me as estate manager. W e decïded

that with 1.2 rnlllion acres farmed wo rldwide, there had

to be some kind of common, grou p-wide recordin g

sys tem. W e'd inh erited a traditional paper-based one

sys tem and the detail we required was not avai lable and

nothing was retrievable.

Com puter use in agricu lture was still in its infancy

- there are still people out there using horses - but we

decided we needed them. W e started with a 20 Mil

Amstrad running Farllll'lall for financlal control anti
monthly budgeting and accounting, plus e MS O" UlIlix

which functions as a field recordin g sys tem recordmg

every app lication to eve ry field, as weil as all other casts,

plus payroll etc. The farm doesn't actually handle any

money at all. W e also use a program called Prolioll
cou pled with weather data to predict crop disease. The
farm has two weather stations linked to an IBM A T whi ch

logs conditions every ten seconds. W e can't predict the

weather, but havin g a htstoncal record is useful. W e had

a spraying failure recentl y and wh en I took the rep to

task about it he gave me the old exc use that it must have

rained after applying. I could check in about hve
secouds . and he was wro ng.

Technology increases pred lctability. I can say okll)' ,

IVf 'Vf 51'etIt tltis muel, 0 11 field alld IVf eXIJeel t/wt muel,/mek,
50 IVf IVOII 't hol/ler doillg allyl/lillge/se 10 il. W e can record

weed levels, soil pil, phosph ate levels etc as well as

harvest details and put them all in a database.

Even 50, we've really only scratched the sur face.

M uch of w hat we're doin g on computer lends itself to

the next step. For example, our weigh-brldge produces a

little paper ticket whi ch we carry across the yard and

input manually. How much should we spend just to

eliminate th is piece of paper ?Th ere is an electronic

farming netwerk, but only about 20 per cent of farms in

the UK hav e a computer, let alone a modem. Without a

critical mass of users it's not much use. Slmilarly. we

send diskettes to Feruzz i headqu arters. I don't know

how useful a wo rldwide network would be as we use
differentlanguages throughout the grou p.

W e could link up to the commodities market on

Prestel (videorext]. but we don 't as Feruzzi has their

ow n trading oflice. There are other areas waiting to be
compulerised - something like a Psion O rganiser in

each tractor cab would be usefu!. but again, is it wor th

the inv estment at the moment ? It will come.

O ur fax machine is v ital. Talking to someone on the

other side of the world is 50 much easier Ifthey have a

piece of paper in front of them. A ll in all, new media

have made ou r decision making process easier. I get a

gul reaction , and sooner or later I get the figures out to
back it up ! On the downslde, w hen the audita rs corne,
they are able to audit us down to the last penny - and

do. Befere. as long as the num bers added up, that was

goed enough.



Geil J Horney

Toebosch
MOllitk Totboscl, is ,he IIlother of tI,e multi metiia artis/s ill /f o/lall.l. 51'e rutha /ives iu Bdgium .

HET BEGRIJPEND ATELIER KNIKKEBOLLEND VOOR BEELD



Sterren J Stars

An Astronomer w ith the Remnants of old Media

U nfortu nately the romantic picture of an astronomer

gazing at the sky through the night is for most
astro nomers not tru e. The real morning is also my

morning. I get to my work and switch the computer on

and get started.

In modern astronomical research, the computer is an

essential tooi to hasten the often tedious calculations. So

one tend s to get quit e familiar with a screen and a
keyboard . Thi s close relationshlp makes the road
familiarity w ith all the capabilüies of a computer

smoother and the transition from old media to the new

media happens more or less by itself. Th e only step I

remember requiring some etfort in this process. was the

change to tick text directly into the magnetic memory

with out first organizing thoughts on a ptece of paper with

a pen.

Practically all my information goes through

computers. Communication to colleagues is primarily

done via electronic mail. observations from telescopes or

satellites is secured on computer readable format , data

redu ction and analysis is done with number crunohers

and finally an artiele written with a text processing
program is stored on a floppy and forwarded to a journaI

for publication. However, th is is not the wh ole truth.

Libraries. type wnters. corridor conversations. letters

with real stamps and hand writt en addresses, telexes.

colloquiums and conferences are still here 10 give a taste

of life without computers. Sa me of these old establish-

ments will surv ive the time whtl e others wlll not. ow

we are livin g in the era of the dyi ng letter. For years the

only hand wrirt en professional letters I got and wrot e

were with astro nomers in East European countries. Th e

opening of borders has opened the way to electronic

netw orks thereby ending both the pleasur e of receivin g

real letters and the frustration of trying to create replies.

Th e most annoying preservatten of old media is done by

the new media maniacs. I hate the days w hen observin g
proposal forms designed with the most advanced layout

program force me to turn to a I ype writ er. Th e sentences

do not fit into the spaces reserved and the x is never

within the borders of the tiny box reserved for this

marker.

Predicting the future media used in astronom y is

difljcult. A few years ago it was easy to see the

approa chin g replacernent of a professionall y quallh ed

drau ghtsman by a hand y plotting package installed in a

computer w ith a good laser printer. but the death of I'CS

in research under the pressure of work stations was at

least to me sur prisingly fast. Phi losopluca lly the most

fundamental change of medium in astronomy is the

collection of satellite measur ernents on enormous data
bank s. Th e sky is being moved on magnetic tapes.

How ever, this impressive development cannot change

the basic need for direct observa tions of the sky. Th ere

will always be space for the crucia l observation made

with a ground based relescope by an enthus iastic

astronomer.



Humo r I Humour

Alfred Birll/wllltI is (111 A 11I er iCII 11 I-e/emotie IIomlllJ al1d l'0lyglol. wlto works as 11 writl'l'.

tralis/utor ,1I;d IIrtist. A1,),1 of Iiis tim" Ile IIll0l'l'I's" mulld Asia _

plann ed obsolescence. (Forget about Betamax, jus t try

getling your DAT Walkman repair ed in ten years time !

DesiglledOllt of existellu for your cOIll·m Îmu'.)The poin t

here. then , as I see it. is what is precisely not the poin t. Or

at least, the qu estion is not 'old' or 'n ew ', 'new-o ld ' or 'old­

new '. but th e ve ry purpose-specihcity of 'media' , things

made to do th ings. Thts is wh at we now generally caU

'des ign' as opposed to what used to be called 'art ' , befare

that too came to be made for museum s. In ether words,

w hereas design can most a ften be mapped as a problern­

process-product lineal fun ction proceeding from a grasp

of a niche to be filled, most artists had na conscious

realisation of what actual 'problernt hey we re grappling

with until afterwards, if ref1exivit y even prevails at all.

Art, on the et her hand , was essentially aberra nt beha­

viour - socially condoned experimen tation, but 50

und efined as to poss ibly yield no benefits to society .

Irredu cible can mean undesirable.

G ranted today's des igned object or system may prove

as moving as an ohjet d'art or synesthetically pleasing in

ways their design ers never intended: communications

technologies. althou gh invented to serve very prede terrru­

ned functions, are parlicularly pro ne to hijacking, as with

the ov erwhelming sexual appropriation of Fre nch

Minitel or Japanese Dmgoll DialQ' teleph one message­

boards ' . Stil] , despit e the eve r-increas ing tïdes of lan ger­

and-broader-range media on the market. the intensive

focus of designer detailing coupled to the machinations of

economie share-th in k may ultim ately make for narr o­

win g, not expanding of possibiliti es for human intera c­

tion , ex pression and discov ery. Eve n programming with

rand om number series is not trul y serendipitous. There is

a sense that. if it has to be designed , it's alread y too late.

What ecology of ideas can sur v ive a wholly desig ned

env iron ment ? Reactionary that I am, I mus t say, th e 'o ld

media' I depend on most and whose fu ture most con cerns

me is ch ance (read: humour). This is the way the wo rld

ends , not wi th a bang but by marketing.

Lb

Old Med ia

The not ion of 'o ld media ' at first seems ta eaUfar plattin g

on the stmple, if qu aint cu ltural axes of habit. nosta lgia

and paranoia : attachm ent to ex isting patterns of usage,

longing for past grammars ofbehaviour, fear of displace­

ment through redundancy. Atriadie méuage hinging on

phy sieal analogues, most typ ieaUy on corporeality itself

- the sensate love of the 'n on -obsolete bod y' against the

virtual coming of a virtual world . There is sam ething to

be said for getting your hands dirt y.

In this regard , howev er reductionist. I must agree. If

it's all a matter of getting screwed in the end, then go with

the better class of foreplay. I continue to enjoy th e dir ect

contact of sur faces - fingerlips upon bound vo lumes of

printed paper , tomyam kUl1g or pestogmol'ese upon ton­

gu e... and the rest - all augm ented or d iminished by a

palette of sign -values and signi ficances. But th is is su rely

a different question : th ese pleasures are generally conside ­

red ends in themselves , not means: or rather. not media.

Somewhe re close r to target is trave l. w hich na degree of

teleconferencing or electronie mail wi ll eve r rend er

superf1 uous for me - if I can afford it. Hap ptly, a porta­

ble professi on in writing and translation allows me to

deduct sorne trips as business expenses. W h ïch came

first. the means or th e ends?

atura lly. I do not claim to be consistent abou t these

things. I choose to go places in person (what ev er that

means). yet cannot really get down to work (wh atev er

that means) without a word -processor. Hence I find

myself luggin g a laptop half wa y around the world as I

commute betwee n fax outposts. What kind of life is this ?

I ask you ! (A nyone wh o cares to respond to that will

hav e to find me first ).

It merel y goes to und erscor e the standa rd observa tion

that na 'new medium' eve r totally su pplants an 'a id

medium'. Rarel y, if ever, is the 'old medium' actively

suppressed , and never is its supercess ion immediate.

Nowhere except possib ly contemporary Japan, the

country that trul y perfected the American R&D scheme of

2 C uriously.some

communications media

1 O n the nip-sitle,Japan

probabiy also tops the list

in mass-marketed corn­

pu lsive acquisition of

authenticity - 'old
media' as rtalestate,

With Japan now becorne

easily the most aruficïal.

processed place on the

face of the earth, a certain

inverse fettshismwas

only to heexpected,

Fixations do not stop

rnerely at rare vinyl

insteadof digital recor-

dings. Witn ess the otak"

collectionists (vis. the

Mediamalie 'Radïcal

Bored orn' issue)of

eve rything from 'authe n­

tic' snuif videos to

'authentic Fender

Stratocasters ; wilness

also the prices pald for

original Van Goghs.
Hither way. marketing

reigns supreme.

slay persistently coded ta

set social coles. Alth ough

nearly all space-hire

wedding halls inJapan

have fax machines for

business purposes. na

well-wishers would ever

dreamof sending congra­

tulations by fax; the

telegram is de r(çeur. Do

today's kids sent faxes to

Santa Claus?



Balpen I Ballpoint Pen
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Het in de vingers hebben (Welgebarendheid ) I To hav e it ' in the f ingers ' (Weil gestured)

,

Il
Pn'f. \\~S.E For tuJII 11'05 rrspollsilJle f or tll r [rre IJuIJ/ic transport Illl[/lorkfor sludml> j ll Hol/alld.

Professor FórtltYIl is 0 COII/WIlll M'lrxisl

wllO /l OW ((I J/s Ilitnselj lOI II t/ d sa ill politica I OtlllSlnltrgic 'Ilus/ious.

o

The Commun ica tor is a Human Being

The human being distingu ishes itself from other llfe

farms by its capacity for comm u nication. Human beings

are 'Ianguaged' beings . Th rough language. they ex press

themselves in an ex tremely va rled marmer. Emotions

acquire profundity wh en give n a name and analysed : in

shor t. th rough being captured in language. Emolions can

also be blocked or talked through by ex pressing them in

language : with outlanguage. na hum an life or emotion.

Language knows a nu mber of ex pressive farms.

Talking. screaming. writi ng. painting. scu lpti ng are all
means of expression w hich are used by hu man beings to
communicate wi th each other th rough language. Even

the most abstract work of art must be translated into

language if it is to cause a reaction in us : language whi ch

farms in the head of the spec tator and is sometimes

poured into the artiele of the art critie.

Th e media whi ch I use in my ow n life to express

myself th rou gh language are var led . and, at the same time.
limited. Fundamentally, I am a speaker. an orator. A s a

httle catho lte boy. I was impressed by the travelling

priests wh o visi ted us in the parish and took their flock

thoroughl y to task on moral and religious qu estions. Th e

procedure never varled. O bserve, analyse. moralise and

Iinally. the festive salvation. Th ese men used nothi ng

other than the spoken word and could enra pture their

listeners. and somet imes challenge them into makin g great

sacriJices.

Mu ch more negative, bu t therefore na less impressive,

were orators like HitIer and Mussolini. They also

followed the patlern descri bed above and could inflame
entire crowds. C hurc hïll and Kenn edy did the same thing

in their own way, with one ditference: the sett ing was a

democra tie one.

Th e time of the great orators seems to have passed .

The modern media. the emancipa tion of large segments

(classes) of the pop ulation have con tributed muc h to

peop le's capacity for seeing thin gs in perspective . Seeing

thin gs in perspect ive: beeause one belongs less than eve r

to a single. recogni zable grou p. because eve nts take place

at an eve r increasing tempo. O ne day, a complete modern

war is being fought out inthe C ulC the next : old­

fashtoned, cynical holders of powe r attempt to reverse

the emancipation of millions of Ru ssians. W e see it

immediately. on television. w ith comrne ntary.

Bestdes the spoken wo rd, I make a great deal of use of
the wrillen word . [ w rite letters and rnemos. books and

artic les. Previously. they were of a scientihc natur e. based

on thorough empi rica] research . Today, they are more

polinco-phllosop htcal. reflective, analytlcal,and a bit

literary, M ore than eve r. [ try to formul ate wh at I myself

think and fee], and to Iind an effective expressive farm

for it. T hls attitude ex tends to my wo rk as a professor

and directe r of a highl y automated company . I su perv lse

automa tion processes, whïle I myself can barely use a text

ed itor. I supe rvise these processes hy speaking and

writing. in short. by using language in eve ry possible

way. I influence all kinds of specia lists th rough use of

language. bath rationa lly and emotiona lly. w hich allows
us to ereare a produc t. AresuIt w hich, w ithout this

supervision. communication . if you w ill, wou ld never

have been achieved.

And yet. eve rything which we commu nicate is

already there. h 's on ly the farm we seek. O r, as a scu lptor

once told me. so aptly, as he began kJH~ading the Iirst

lumps of clay for a scu lpture: TIlis S(ll lplllre is alrrOlly
tlterr : I jllst II((dto Inllkr it.

translation JIM BOEKBIl"DER



Droom J Dream

Ali llonie , an Kackhol 't'1I is a Bel.~ i"l1 artist whowenrs her I'olil jes 011 IJer I'"nlics,

The Dream as Point of Departure and Epilogue :

de scr ipt ion kills f ou nd a ti on

I was Iying in the room [ had as a chl ld. the room in

which l lived unti l I was lifteen. An attic room w ith an

irregular. slanted ceiling: the wa ll was three metres high

on the one side and one metre high on the other. A tall

gas radiator painted reddish brown , d iv ided into live.

sepa rate. eIliplical heating elements w ith a shiny metal

cap. stood in front of the chimney on the new ly scru bbed.

bare woed en Boor.

I'd just had a short romance with a you ng. ambitieus

art critic. in the bed which was at right angles to the

radiator and at an equa] disrance from the slanted roof

wit h the window. lt was dark outside, and the light at the

head of the bed was very bright. The boy was lired and

wan red to stay in bed for a w hile yet; the th in blanket

didn't provide very much warmth.

Because something had attracted my attention.

something w h ïch hadn't been there befere. I'd clirnbed
out of the bed, On the radiator was a kind of fish bow l.

ve ry large. filled to the rim w ith some kind of yoghur t­

like substance. The substance was of an icy. dull blue­

green colour, and smelled pleasantly chemieal and very

poïsonous, Fear hung in the air of the room, A tune

became barely audible in the room: odd ly eno ugh. it

seerned to come from the bowl. [ earefully brought my ear

as close as [ could to the substance. and, automatieally, the

urge came to hu m along soft ly with the familiar d itty.

Th is was wh at was expected of me and thi s is what I d id.

In this way. I carne into contact wit h the liqul d in the

bowl. It was an intel ligence w hich wished to

comm un icate. What did it wa nt to make me und erstand ?

[ became afraid. and looked around at the critic, w ho was

half asleep and oblivious to wha t was happening.

T he nex t moment, the bow l was in a far corne r of the

room. where it was cold, because it was freezing outs ïde.

After a few distracted moments, [ looked at the bow l.

from which heav y, jaggOO crystals were growing

upwards, leaning to the righ t. Th ey were also mint

coloured and taught me that the llqu td didn't tolerate cold

welI.
Th ere was noise at the door of the room and l iet in

the rest of the family. so that they could look at the

[rozen, appa rently dead phenomenon, Th eir gazes were

distu rbed and uneasy.

The deelsion was made to thaw the bow l out on the

radiator and it was put on top of it. once again. Th e liquid

regainOO its normal state immed iately and another soft

tune became audible, l laid my ear close agains t it and

hummed along. The enlity in the bowl and I merged

together and had a dialogue. A feeling of great happin ess

and contentment came over me. [ also felt the beginnings

of a kind of tension : something dangerous was

happening. Aggression, raw and unformed, grew and

developed. dise rnbodied . ln frasonic vibrations became

tangible. White-hot hatred , humiliating, contemptuous

disapprova l. rude fervency lilled the air. I experienced

this all breathlessly. frozen to the Boor. Th e marbie on the

chimney burst into preces. the woeden mantel was torn

away. earefu lly placed explosions aflirmed a tangible

presence w hich felt cornpelled to defend ltself in some

way.

M y housernates had long since Bed down the staircase

in panic, and the art critie tried to analyse the w hole th ing

in an abstract way. I feit very privi leged to have been

able to ex pertenee all of these th ings, eve n though [ must

admi t that it took several mont hs until [ felt my old self

again. afterwards.

Written July 17, 1991 / DreamOOJulY.1990

translation lilol BOEKBINDER



Bedrog I Deceit
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Koo; 01/ 1;1rtl is 1/ Friesil/ II pad llnd 1/ dUI/1.

Under an assumed name

r

It is apparent that I am depe nden t on the media just by the

fact that I wer k for severa l magazines, includi ng

Mrdiamatic, under a false name Oohn Toledo). How has il

come to th is ?

At the age of six I was sitting on my grand pa's knee.

W e were leafing through a magazine portfolio. Th e

Russians were occupy ing Budapest. Photograph s of

partisans in shot-apart streets, on a leisurel y stro ll. tw o

men and a w ornan, tommy gu ns loosely in the wrist or

along the flank. Th eir eyes are blacked out. Ca ption: TI.e

1I'0mru toa arebravdy 1I'0rkiugfor Ille rrsis/aua . A nother

picture, obviously shot with a telephoto lens. A raad

runs to the horizon. A lorest. A tank. blocking the raad ,

but with the barrel pointing at the camera. Caption : TI.e

raad /0fmdom is lurmr/ically sraled. And finally, a pictur e

of a square, with tall hou ses. Evenin g. Candles are

burning behind all the windows. Why is that, Grandpa?

Grandpa and his Nielllve R WII magazine again. Th e

barred trio had stuck in my memory. They were fighting

for a lost cause. Th ey were losers, but actually winners,

that was wh y. But the Russians weren 't supposed to

knowthat.

What a sensation ! G randpa and I devised a plan of

flight to A merica, in the event that the Russians should

come here. O ur fictive escape wo uld take place in a

fighter jet, laad ed fu ll of catt le manure (Grand pa's nest

egg for the States), from whi ch a rope ladder constantly

hung at the ready. Busy milking until the last secend. he

could step right onto his old bicvele. and I wou ld piek

him up at fu ll speed on the runway.

America, the mediu m of the future. W e gat

television . I was immediately addicted. I sat glued to the

tu be, thr ee feet from the screen, watching the test pattern
for fifteen solid minutes. Already waiting for the

children's news, For I wa nted to know exactly w hat

those kids in A ustralia gat up to at C hristmas. It was

summer there, w hich was really far out. And then of

course science fiction. It kept me awake at night.

Tomorroll' it wil/ II1/PIJm became a downright nightmar e.

It all started ve ry innocentl y. You had your professor

in a spaceship outside earth. He was the only actor. Th e
set consisted of two small rooms, connected by a sart of

tunnel. but also by the spiral staircase. Th en you had the

earth, and that was the director at his monitors.

Everything went fine, un til the scholar foun d a hair. The

only explanation could be that sameone else was on the

spaces hip. I didn't finish watching that series. l was told

later that it had been same terrible monsters, but I missed

that. It was too thr illing for me and I quit watching.

Thi s is how I learned to lie. Ta be rid of things.

When I came back from America, then a i ç-year-old boy

going alf to study , I pulled the leg of a provincial daily

paper, told them that go%of American youths used

dru gs. I myself had never smoked a joint then . Pur e

corniness, pure blulf. I we nt to study sociology, sa I
wouldn't have to go into the service. I took heaps of

girifr iends , sa I wou ldn' t have to marry. I became a poet

in the hopes of becoming a medium myself.

That is w hat happened. I have become sa meone else.

John Toledo makes art. He specia lises in lacqu erwork. He

has to stay abreast of wh at's happenin g in his field. Thi s

is the reason , among ethers. that he reads Media"lIltic.

Thus my fraud has become a captioning devi ce for

v irtual work , I make, as it were, advertising for the

medium un der a false name, but that name sounds better!

C ranted, I am fighting for a lost cause. yet in the service

of a winning medium.
translation LAURA MA RTZ



Schoon I Clean
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Dood I Death

L
.I" les Mllrshl/lI is I/n OxfonJ,~ r a J lla t e .Ind a IHi ck jOlln lil/isl wiliJ iaeas 'lboue I,is stllfioll.

He I,diev"s ill 11/1' symbiosis I,et ween sciellct alld IIrt.

Media for mah mind , mah body an' mah soh -wu l.

)'011 arewlra t )'011 (li l. Iy primary med ium is therefore

food - the medium that carr ies life from the eaten to the

eater. O r is it ? In the Information A ge. sur ely )'0 11ar"
11'/,"1)' 0 11relld. You can tell a lot about a man by the

company he keeps - or the book under hls arm - just

as you can never really kn ow a wo man until you 'v e seen

her books helf. W oul d you coun t as your friend someone

who got alltheir new s from the Dow.Iones O nline News
headlines and CNN? Ga rbage in. garbage out...

A s a freelance journalist wi th no other souree of

income, information sustains my phys ical bod y. If I don 't

inlorrn, I don 't eat, pay the rent or get my hand s on fresh

information. I ex pend as much thought - more - on

deciding w hat to read as what to eat. I /ind TIl( G llaraian

International prov ides me wi th my daily requirement s.

covering all the major info rmation groups. I augment thi s

diet with a range of weekly and mont hly magazines and

books, fiction and non-hetion . Not much poetr y as it's the

Ilolll'ellewi sineof information - too pretty to eat,
A msterdam is cabled . so I watch a lot of TV. with a

va rying degree of interactivi ty from creative grazing

mode (read ing. cooking or talking ove r it) throu gh active
voca l annotation to total absorption. I recentl y caug ht a

couple of the BBC'S fascinating O lie Memo series - home

rnovi es made by Eu ropean families between about 19 10

and 1950 ed ited acco rd ing to themes (TI,e FamiI)'. Tra!'e/.
etc]. Th e most not iceable theme of the series. however ,

was not on e made explicit by the programme makers. A ll

the films. particu larly. the urban shots. were remarkable

for their extreme barrenn ess of sensory and lingu istic

information . Th e past looked, well, a bit boring really.

I realised how rnuch I'd miss the data-rich sensory

environment - the real-llfe MT V - of modern ur ban

life. ot just the /ly posters. commercial transactions.

concerts, bar-crawls. advertising and access to printed

maller bu t the additional bytes of sensory titillation for

the rest of my body: the colour, the mov ement. the

srnells, the house parties. the sudden blasts of hot air from

sho ps on a cold day and noises of the city streets (of

Oxford . Cardifl, London and A msterdam) I've lived and

walked in for ten years.

It's the bllzz. that feeling that condenses on rny skin

like city sweat. that augments and makes coheren t the

other infor mation in my media ecology . I resist the

cy berpunk assertion that I am becoming litt le more than

an appendage to a terminal. t/I( meat. no longer the master

of my machines but a mere partner in an organo-slllcate

sy mbiosis. The cu lt of info-tech underestirnates the role

of experience and pre-ex ist ing know ledge in the

processing and generation of new knowiedge.



Academ ie I Academy

ADILKNO is tilt Dllld, ,Sorie/y fo r ti" 11.1, 'aJlCt tll lJl l of illega / kuow/e.lge,

ADILK.D an d its med ia

Spec ulation begins beyond the zero point of meaning.
Once words are set free of the burde n of information

they must bear, they are transporred away and go out

exploring. O nce they go their way, they prove able to

follow any logic and able to anticipate an y informali on

wi th w hich they could eve r possibl y be saddled.

Spec u lating with language follow s the maxim Pr el'e ll tioll

is !>(/la ti l/ lil .IecoJl5lr ll ctioll . Dur ing the workin g hours of
the AIJII.KNO op tions market. idea sys tems, arbitrary data

and unavoldable situations are short-clreutred to the

vanishing poin t in the future after whi ch nothin g

meaningful can he done with all these expec tations. Th e

ADiLKNO spec ulator opera tes beyoud the future. away

from any potentlal readers' market. Th e rarnpant growth

of wor ds su mmons a chaos field th rou gh which the text

determin es its fataI course , Th en eve ryo ne can only look

on, including the mixmasters themselves,

Th ese speculalive praetrees opera te in a vacu um

whi ch the urge for text renewal has not heen able to fill.

A corr upt atrnosp here hangs around the AD II.KNO

con tributions which sme lls of failure. Th e columns do

not fu llil the legitimate desi re for shr ieking asserno n of

the manifes to and just as little for the carefu l ope nings the

essay can offer. One does n't quite want any academie

discour ses or journa listic i rnpressions, jus t to air the mind .

Th is serene frame of mind is soon spo tled if one

acciden tally gets caug ht up in the lire of an adilknoian

line of reasoning. E 'ay 5(// /(1/(( all 01" " (1/,/ - il doesn't

purify the though ts; it simply makes you clam up . lt

offers you na perspec tive if you know how eve rything

will end. without it heing said wh eth er any thing

construct ive can he thought about it. Th e experiments

wit h wo rds in the 20t h century were expeditiolls to the

inne rmost places in language. T hey were always fun to

look at. Speculation. nonetheless. seeks the outer edge of

language. the re where shadows from elsew here become

readabie. Here too lie the edges w here the garbage heaps

up and vag ue rumour s go around and wh ere the vermin

scuttles about. hatches plots and yanks at the slot

machin es. in the hope that the right combination of

discourses produces the winning sentence. at w hich

poin t the profits are immediately putto use for new

specu lations. Writing ulti mately on ly costs A Di LKNO

money , just like with th e gamblillg add icts.
AD II.K"O never states its sourees. Thi s is not done out

of a desire for secrecy . In the media the text needs no

context; that only increases the informationload. O nce

the quote is pull ed out of its context and perverted, magic

word s sprout from the remains of the text : imploded

uni verses that don 't eve n need to be unfolded. T he magic
word is not the result of redu ction by data compression. lt
is not so much wh at remains alter all ex traneous wo rding

is de lered. T he key word simp ly presents itself. Th e magic

word does not invi te hermeneut ics. ltunfolds dur ing the

wrili ng in the future and needs no histor ical background

in order to ope rate, The ety mology of the magic wo rd

olten discloses unexpected figures and displays wh at is
taken for granted in eve ryday language use,

There ex ists a eertarn pleasure in thinking of posterity.

who may set about decip hering it all - that is not the

issue here. Sensible ques tion s about the deeper meaniIig

and coherence wi ll un avoidably lead to new A Di LKNO

texts. Th e exeges is of a compact text quickly reaches

ove rlaad. a particu lar problem in contempora ry text

produc tion. Spec ulation does not look to quality or

quantit y, but to wonder ove r the now or never of the jam

session of disco urses. It won't make you any richer or

wiser: poorer. rath er, since the accidentally compiled

soc/pollculiecoz'hfst-ballast gets pulve rized during the

instant consumption of the A OII.KNO produ ct. Big

conneenons. eras, entities. themes, moralities and world

issues d isappea r [ike a snowball in the sun.

Th e rnedia's un bearable lightness of heing does 110 1

have to he compensated for by diligent archive labour.

A DiLKNO is not ex pressing the fear that the text has one

foot in the grave. but joyfully admitting thatthe media has

won. Th e old·fashioned text is thereby relieved at last of

the obligation to mean somet hing else. and may become

impossible. Th e ho ly Script has become a child's toy at the

moment that the media are wrestling with the

introduclion of the picture text. Pictorialization

campaigns for the wo rld popu lation tread the familiar

path of crisis. war and other ecstatic moments in order to

convince the public at large of the importance of what's

going on in the wo rld. In this rising picture culture the



text may. in a severely red uced forrn, fu lfil a su pporling

function. A s sub tu le or cred it it disappears to the edge,

w hile it flashes in th e centre as a rh ythmic eye-catcher.

The lor mulation of A DI LKNO text s is drudgery

compa red to the dlrnensio ns of data communicalion.

Althou gh th e notes are preferably made in a f1ush of

intoxication, th e prod uction time seems end lessly long.

ot because suc h thorou gh research preceded it or th e

'final ve rsion ' was sa long in coming. Deleling. rewriting.

improving or discu ssin g is remarkably unpopu lar among

adilknoîan s and is done onl y on pain of a w hole new

story - tis but lext. To us TIJ(Satallic Verses is not worth

a war ; word s are things and need no reassess ment, w hich

is by defin ilion reactionary. Backward text writers need

not th ink up som e artihcial legitimation or pedagogical

inten t. Hobbylsts are simp ly possessed .

W here there is text, there is xontext. It seems

excessive to qu eslion its usefulness or achlevement . Th e

ad lltex t is th e weath er report of th e European min i-media

in whi ch it participates. From out of a margina l corne r it

gives dubr ous prediclions based on observations don e by

our local amateurs. Th e detailed weather pred iclion

del ïvered by ADLI KNO eve ry sa often can befound in th e

neighbourhood of RIHV programming. recomm ended

vie w ing and media crilicis m. th e coo king sh ow . the

cryptogram. the philatellc new s, the brid ge report s and

the com ics. A DI LKNO is no enfant terrible of opinion

ADILKNO

formation . It takes no dissident pos ilion with regard to the

prevailing analyses and has no cu ltu ral mission to fulfil.

Contact with the aud ience is by chance and does not

have to be maintained by mean s of a fan club or

alternat ive circ ui t. ADII .KNO does not make use of scandal

in order 10 enter the picture. althoug h it is permanently

distorting. under-ltghtlng and negativel y approaching its

subject. and, moreover. gives ev ide nce of fixations on sex .

filth and ve rmin. The ADILKNO text is diflicu lt. bu t never

leads to misunderstandings about its drift. admiss ibie or

otherw tse, For A D I LKNO th e dan gerou s text about th e

dangerou s subj ect is played out and ruled out. ADl LK NO

has a warm interest in all the taboos of the wo rld, bu t no

need to break them . ft has no interest in ope nly flirting

w ith or rehas h ing yet again the body of thought of the

glorious 2 05 and 3 05. w hich explored borders, depths

and heigh ts of Daseill(being) in the era of technology.

The deadl y angle is rernoved from th e tex t and cannot be

pu t back. Every ADILKN O text, intenli onally or not , begins

with thi s confirmation. It is writing beyond the Cold

W ar. ft inspire s the beauliful illusion that the comparison

between Then and ow no lon ger holds. and that to

writ e abo ut the present. one can better gamble on there

being a va nish ing point some w here in the future of all

cu t rent development s whlch are passé before hand for

ADlLK"O. O nly then does the story begin.

translalion LAU RA MA RTZ



Film

Klln je dat tv-kabaal zachter zette,,? Ik proheer te stTijkell llier.

Ik I/eb nog peel strijkwerk te doen. En /IIij" dieetpil is ldtgewerkt.

D IVINE a ls M Iss ED ,\ i n )011;'1 \V A T E R S H l/ i nT" a)'

by Paul Groot

Zijn officiële filmcultuur is capricieus als zijn Borsalino's, zijn maatpakken en de open brogues: opzic htige opv ulsels van een asse-

poester . Een V laamse kameleon die in de Nede rlandse vr ijetijdsc ultuur een eerste vioo l speelt: een semiologische poststruc tu ralist

d ie zich tot de litteratuur bekent; een vrijetijdsfilmer die zich in competitie met Gedard en Fellint waant ; een bureaucraat die in zijn

vrije tijd een Dand y speelt. Als artistiek beheerder van de erfen is van Jan de V aal is de goeroe van het Vondel park. de ond erdirec-

teur va n het Nede rlands Filmmuseum . op het eerste gezicht een ongrijpbaar fenomeen geweest. Hij poseerde als de onsc h uld ige

filmliefhebber die zijn hobby in zijn werktijd mocht uitleven. maar spee lde tegelijk de litterator die zijn talent helaas alleen in zijn

v rije tijd waar kon maken. Een immigrant uit Schaarbeek die zich in het Vondelpark niet alleen de natuurlijke op volger van Henri

Langois van de Parijse cinematheek waand e, maar tezelfdertijd probeerd e te wennen aan de idee de gelijke van Marcel Proust én

van Kenn eth Anger te zijn. Een op merkelijke lijst waar ik nóg een gestalte aan toe zou wi llen voegen: zijn gelijkenis met Divine.

• This arliele rnight give

foreigners a bad

impression of our local

cuhural scene. Therefore

we cannot pr int it in

English



PAUL GROO T

Nu hij aangekondigd heeft het
Filmmuseum te verlaten wordt het

tijd voor een evaluatieen ook een

bezinning op de toekomst. Immers,

als De Kuyper weg is, zijn we nog

lang niet van hem af. Zijn geestelij­
ke erfenis zaldoor de beoogde

opvolger Peter Delpeut ongetwij­

feld vurig verdedigd worden. De

Kuyper weet zich zo verzekerd van

een gedurige invloed op het beleid
van het Filmmuseum . En wij
blijven voorlopig opgescheept met
de fnuikende kostschoolsfeer van

die der Kuyperianen.

Vor ig jaarschreef Eric de

Kuyper voor een catalogus bijeen

videotentoonstelling een kleine
bijdrage over zichzelf. T V kijkend
tijdens de wekelijkse zondagse
strijkbeurt : Te/kms lI'amlea ik IIIijll

ogm 0l,sla - ll'lIl1 l1eer ik III ijll blik

erentjesafll'ellli ra il a ll pasgestreken

11I0 UW . ah'orens ik IIIet de bout de rug
strijk - is a a llmula ',ald. daarOl'
l,et Sc!lfrlll.(...) Deeilldeloze sliert I'all
ba ldenIlOudt IIIe liet zoltwg bezig als
mijll str ijkactil'iteit. ls die 11IIistaak

eenmaal raarbij, dm, zet ik dekllop

roor UIl 'l'akjeaf. Iklaat de bout
afkoelm en berg destrijkplallk optot
,Ie mlgeudezOlldag.

Als openbaar fenomeen zou de

Kuyper een bijfiguur geweest

kunnen zijn in Salman Rushdies

De Duil'e1sl'erzell. Daar vallen de

personages letterlijkde film uit het
boek in. Ze zijn het produkt van
een professionele filmgekte. opge­

nomen in een surrealistisch spel.

reëel als jewelste en tegelijkertijd

een ongrijpbareabstractie. Zonder

onderscheid tussen een filmische,

litteraire of werkelijke existentie.
Rushdie stáát voor ze: het zijn geen

produkten van de vrije tijd, behoe­

ven geen verontschuldiging dat ze

in de trein, tussen twee afspraken

door geschreven zijn, zijn geen

restprodukt van het echte werk.

van iets hogers, iets belangrijkers,Je
ziet het voor je: iemand als Enk de
Kuyper als een kleine zelfstandige

bioscoopondernemer in Bombay.

Tientallen personeelsleden die

allemaal vol ambitie zitten en hopen

nog eens een rolletje in een echte
film te mogen spelen. Een echte
liefdesfilm, en als het echt niet

anders kan,dan maar in de softpor­

no homernovies van de baaszelf.

De Kuyperianen zijn als geen

ander verantwoordelijk voor het
artistieke filmbeleid, zowel binnen

het Filmmuseum als ver daarbui­

ten, Ze hebben de versleten erfenis

van Jan de Vaal in korte tijd in een
al eve n versleten, postmoderne
variant weten om te toveren. De

rigide ideologie van Eisenstern en

Ivens is vervangen door de gesi­

muleerde beeldreligie van

Hollywood.
Voor de buitenwereld is De

Kuyper die merkwaardige connais­
seur, die het artistieke geweten van

het Filmmuseum vormt. W aar hij

die reputatie aan te danken heeft is

wel duidelijk. Hij vertoont in veel

opzichten de karakteristieken van
de man zonder eigenschappen. In
zijn carrière verandert hij voortdu ­

rend van gedaante, zonder ooit

zichzelf te kunnen worden. Al s

programmamaker voor de BRT was

W arhol zijn grote held, als weten­
schapper aan de Nijmeegseuniver­
siteit moest hijzich tot het Eco­
model bekennen, voor de in zijn

'vrije tijd' gemaakte films is

Kenneth Anger zijn filmografische
voorbeeld,op zijn werkplek in het
Vondelpark waande hij zich in de
MG M of de U niversa l Studio's, De

waarachtig gerealiseerde dromen

van een Brusselse estheet. En

vooral. sinds de litteraire criticus

van Vrij NederIa lId. Carel Peeters.

zijn litteraire werk met dat van
Marcel Proust in verband bracht,
lijktzijn reputatie als het wonder­

kind van het V ondelpark onoms­

treden, De fijnzinnige estheet die in

een heldere. precieze taal de eigen

sfeer van zijn kinderjaren weet op
te roepen.

Er was een tijd dat de De

Kuyper-school verslingerd was

aan het structuralistische jargon. In

de Nijmeegse Versus-periode, die

onbedoeld een persiflage werd van

een te lang aangehouden discussie
uit Screen en Calliers du Cillertltl,
vormde ze het centrum van een
filmische eredienst die de OI1\'er­

werkte roomse beeldtaal in dienst

stelde van een marxistisch allge­

llauellte ideologische analyse. De

universitaire enclave waar zich dit

allemaal afspeelde wist nog de
charme van de onschuld uit te

stralen. Een roomse studeerkamer

vol sigarerook. waar de pastoor

had plaatsgemaakt voor de dandy,

waar de stoute spelletjes met de
misdienaars in de sacristie waren

vervangen door de fi lmische

softporno-sfeer van de Nllugllty

Boys,die, wanneer zij zich aan- en
uitkleedden, dat natuur lijk wel
voor een hoger esthetisch doel
deden.

A lles werd pas echt serieus

toen De Kuyper door directeur

Hoos Blotkamp en voorzitter

Martijn Sanders aan het
Jederlandse Filmmuseum werd

verbonden. De hobbyistische

onschuld van een gastarbeider, die

op de golven van de Vlaamse

artistieke opbloei hierheen was

gevoerd, werd plotseling de inzet
van een cultureel-politieke strijd.
Zijn veresthetiseerde dogmatisme

moest als het Uithangbord dienen

van een conservatief machtsblok in

de filmwereld. Het verbond van hel

Sanderssyndicaat en de
Blotkampeonnection, bijna onver­
slaanbaar in de wereld van de
beeldende kunst. ging ook hier aan

de slag. Dè kans om nu ook dc

filmgeschiedeniS van zijn ideologi­

sche en politiek gevaarlijke kanten
te ontdoen en deze definitief tot
museumkunst te verheffen. Dat de

Kuyperianen daarbijde ideologie

van het poststructuralisme wel

moesten inruilen voor de SllOppillg

art van het postmodernisme, bleek
geen onoverkomelijk probleem,

Zo werd het Kuyperiaanse
erfgoed tot een speelbal in het spel

dat over hun hoofden door cultu­

reel Nederland, politiek Den Haag

en artistiek Am sterdam gespeeld

werd. Een produkt van een gefrag­
menteerde en gepijnigde ziel (die èn
schrijver èn fil mer èn onderdirec­

teur is. maar vooral alles apart en

nooil in samenhang), dat voor voor

hogere doelen ingezet kon worden.

Een produkt van een

vrijetijdsfilmer die absoluut geen
onderlinge samenhang kan en wil
herkennen. En een produkt van
een beheerder van veel talent. die

zichzelf in compartimenten heeft

gesplitst en de confrontaties zoveel

mogelijk uit de weg gaat. De

Kuyper was een ideaal voorwerp in
de handen van ambitieuze bestuur ­
ders met een bureaucratische visie
op lange termijn,

De Kuyper iaanse filmische

hartstochten konden door gebrek



aan een serieus alternatief in het

artistieke vacuüm dat in de

Nederlandse Filmwereld heerst tot
programmatisch leven gebracht
worden. Opererend als een eenogig
verschijnsel in het land der blinden

heeft deze esthetische sfeer de weg

terug gewezen naarde bioscoop­

stoel uit de vorigeeeuw. P'lrisiell

werd tot het hart van het
Filmmuseum. De beeldcultuur van
de film werd definitief ve rrnusea li­

seerd. Daarmee kon de hedendaag­

se electronische beeldoverdracht.

die zeker ook in verband met de

conservering van oude films

interessante perspectieven ople­
vert, gemakkelijk de weg afgesne­
den worden. W ant de ontwikke­
ling van de analogenaar de digitale

technieken is voor de Kuyperianen

zoiets als een definitieve breuk met

een zorgvuldig te koesteren verle­

den. Ze houden zich blind voor het
feit dat de theoretische en prakti­
sche mogelijkheden van deze
nieuwe technieken nu juist naad­

loos aansluiten bij de hoogtepunten

van de filmgeschïedenls: bijde

montagetechnieken van Eisenstein,
bijde ijzeren logica van Hltchcock.
bij de mediasfeer van Well es of de
simulatie van Dlsney, Spielberg en

Lucas. En je hoeft Godards geloof

in moderne technieken. zijn en­

thousiasme voor de pencamera

(Godard: UIl scl.ildmlCl.tigcelltrlllll:

tll'ee ricl.tillgt·1I waarilldeca ll1era kali

fOCllssell )niet te delen. om toch te

begrijpen dat de Kuyperianen met

hun blinde hartstocht voor een

hygiënische sfeer van 'de zuivere

fil mkunst' op een jammerlijkdood
spoor zijn beland.

De Kuyper poseert voor de

museale bureaucraten als een

conservatieve filmliefhebber. Voor

de in zijn 'v rije tijd' gemaakte

filmpjes oriënteert hij zich op een
geheime voorkeur: Kenneth
Anger, chroniqueur van
Hollywoodse lijken in kasten en

tevens subcultureel. homo-georiën­

teerd. avant-garde filmer. Zijn films

zijn bepalend voor de richting die

de Kuyper gaat. In Scorl'io Risillg is
het een groep van vijftien in het
wit geklede matrozen die een jonge

gevoeligeziel attaqueren: jongens

met glimmende motoren, leren

jacks. spiegelende motoroppervlak­

ken. opzichtigekruis- en buiks-

HET LYRISCH HARSTOCHT

treek, die een grootse droom

uitbeelden. Maar wat een schrille

tegenstelling: tegenover de hard­
core van Fireworks, Lllcifer Risillg.
ilwlIgllratiollof tl,e Plea sllre DrollIe
of IlI l'Ocatiollof My DelllOIl
Brotl.ers. stelt de Kuyper de

softporno van het esthetische

homoseksuele egodat filmisch
wordt beleden. maar daarbuiten,
vermomd als de travestie van een
goede smaak, in het dandyeske
wordt uitgeleefd. Met de voorgan­
ger in de gedaante van de smaak­

volle Europeaan die alleszoveel

beter weet.

Anger poseert als de macho. is
via A leister C rowleywerkelïjk
geëngageerd in zijn wilde orgieën
die hier tot slappe aftreksels van

de beschaafde smaak zijn terugge­

bracht. A nger celebreert een

zwarte mis van de straat, die door

de museale A msterdamsekringen
vertaald is in een negentiende­
eeuwse Parijselitteraire versie.De
Kuyperianen spelen. in

Hollywood op bezoek, de artistie­

kelingen die boven dit vulgaire,

commerciële gedoestaan: in het
Filmmuseum is het weer helemaal
Hollywood dat de klok slaat. Zo

zijnde Kuyperianen met hun

Hollywoodsyndroom een perfecte

partner voor de, in steeds grotere

dimensies. op steeds grotere
schaal, in een steeds verder expan­
derend denken ingebedde, bureau­
cratische sfeer van het

Filmmuscum.

W at staat de Kuyperianen in

hun werkkring eigenlijk voor

ogen! De Kuypers zeer bevlogen
'memoires' kun nen helaas nauwe­
lijks als programmatische voor­

keur gelden. Ik wil hem ook niet

lastig vallen met zijn VersIIs­

structuralisme.Misschien moeten

we de stukken van De Kuyper uit
',et Paroolals zijn artistieke lei­
draad opvatten! Bladzijden vol
nieuwtjesover in het
Filmmuseum te draaien films,

herinneringen uit de tijddat films

nog echt kleurbestendig waren. en

liefdesverklaringen aan jongens in
spijkerbroek die op de tram wach­
ten. vormen echter geen weerspie­

geling van een artistieke visie.En

wat moeten we ervan denken nu

hij het ook al opneemt tegenJan­

Luc Godard? 't Scheen toch niet

dat Godard het

Fingerspitzengefühl verloren had

en om de Kuypers aanbevelingen
verlegen zat! Godard werkt het
liefst in de periferie. geeft vrije.
spontane argumenten voor en

tegen film. is bereid A BOllt de

SOlllJle in te kleuren en daarbijde

museale esthetiek aan zijn laars te

lappen. De bureaucratische
Kuyperianen die zich van de
geldstroom willen verzekeren.
kennen die vrijheid niet. Het

probleem van onderdirecteuren is

dat zij.anders dan het genie van de

kleine zelfstandige, hun vrijheid

hebben opgeofferd. Als bureau­

craat. als schrijver. als dandy
fungeren zijals een Uithangbord
voor iets anders dan zichzelf.

Godard met afgebeten sigaar.

verkeerde bril, afgerafelde hoed en

binnensmonds mompelend, is een

onafhankelijke die zijn pogingen
open en bloot toont en zo de ene na
de andere 'mislukking' in filmische

mijlpalen ziet veranderen. De

Kuyper schrijftonmiskenbaar

beter, filmt misschien zelfs wel

beter, is een betere manager dan
Godard. en toch lukt hem op geen
afstand wat Godani kennelijk zo

makkelijkafgaat. Bestaat er één fi lm

van Godard die niet over het

mislukken van het getoonde

project gaat ! Is er één film van hem
waarin hij niet iemand een boek
laat lezen dat wijst op hoe hij met
zichzelf vecht en gefrustreerd raakt

omdat hij zelf weer geen scenario in

elkaar wist te zetten ?Godard is

filmer geworden uit frustratie dat
hij niet schrijven kan. De Kuyper
schrijver uit frustratiedat hij niet
filmen kan. En hij roept op tot
wraak. Het is de oude

Shakespeariaanse truc om iemand

onder complimentjes het graf in te

prijzen en dan tenslotte zijn eigen
prestatie tegen die van de ander af
te zetten. De Kuyper waarschuwt
Godard in het Parool niet, maar het

ware beter geweest als hijwat meer

naar de produktiewijze van De

Kuyper had gekeken. Hij had wat

meer in teamverband moeten
werken, meer uit handen moeten
geven.

Meent de Kuyper misschien

dat Godard ook Filmmuseumpje

moet gaan spelen? Of wil hij zo

alleen zijn eigen nieuw ontwikkel-
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de filmproduktie nog eens onder de

ogen van de lezer wrij ven ? Als ik

het me goed herinner zorgt G oJard

bij menig film voor een nieu w e

aan voer van sterre tjes door adver­

tenties in Ie Figaro te plaatsen . Ik

denk dat De Ku yper dat iets

beneden zijn stand v ind t. Iedereen

die wel eens het Filmmuseum

bezoekt wee t dat hij zich niet tot

co ntactadvertenties hoeft te v erla­

gen. V anuit de Parnassu s van het

V ondelpark krijgen de sterretjes

gewoon een con tract en zijn zo op

afroep voor iede r project beschik­

baar. En w ie is er langzamerhand in

de A msterda mse intellectuele of

artistieke filmw ereld niet op een of

ande re mani er sc hatp lich tig aan

hem ? Tot in de projectiekamer , tot

in het café, tot in de kassa 's komen

w e de Ku yperiaanse esthetisc he en

sexuele voorkeur en tegen . Je hoeft

maar het Filmmuseum te bezoek en :

het is alsof je in een va n zijn films

ron ddwaa lt.

De Ku yperlane n hebben het

talent zichzelf op de voorgrond te

plaatsen . maar nog groter is hun

talen t om zich onzichtbaar te

houden . In het eers te deel va n zijn

autobiografische cycl us , Aau zee,

beschrijft de Ku ype r heel beeldend

hoe hij zich zomers lang aan het

st rand met spe lletjes. dansoefenin­

getjes en ande re kinderactivit eiten

bezigh oudt. Hij roept een ve rlore n

tijdsbeeld op va n het fami lieleven

aan het strand, maar naar de precie­

ze inh oud va n zijn eigen spelletjes

moet je maar raden . Die gehe imzin­

nigh eid heeft hij goed wet en vol te

houden . V oorzov er ik heb begre-.

pen is het enige discussiep unt in de

po litiek van het Filmmuseum dat

ech te emotie heeft opgeleverd de

v raag hoe de door de tand des tijds

bed reigde oude filmstrok en te

conserv eren. Peter Del peuts

Lyriscll Nitraat. een co llage va n

oud materiaal u it de Desmet­

arch ieve n. is misschi en wel het

enige echte artisti eke discu ssiestuk.

En daaruit blijkt dat filmisch e

filmkunst voor alles een negenti en ­

de-eeuws. fin de stècle-feno meen is

dat conce ptueel nauwelijks over de

grens van onze eeuw reikt. H et

Fi lmmu seum niet als een actieve

ges preksp artne r in een hedendaag­

se d iscuss ie, maar een w erkelijk

mu seum waa r de film als een allang

PAUL GROOT

ontzield feno meen wordt gekoes­

terd en geco nse rveerd . Lyriscll

Nitraat als een cu ltur eel-politieke

ve rk laring die ind erdaad heel goed

aans lu it bij de vre ugde va n de staf

dat het oude int erieur va n de

porno bioscoo p Parisieu in een va n

de filmzalen is verwerkt. Zo maak

je een tot de ver beeld ing va n het

grote publiek s prekende omge­

v ing .

Peter Delpeut word t als

opvolger va n D e Ku yper ve rant­

woordelijk voor de conserverin­

gen in het Ftlmm useum. Een

archiva ris. die geen objectiev e

maatstav en hant eert. maar met zijn

persoon lijke smaak het ve rlede n

va n onze filmcultuur naar een

Kuype riaanse toon omzet. De

zwart-w itte toets va n het moder ­

nisme. de hard e cu ttings va n

Etsens tein. de schad uwwereld van

O rson W elles, allemaal moeten ze

wijk en voor het lyri sch hartstocht.

Het Iyrisch hartstocht als een

hyb ridische esthe tiek die de

filosofie va n het Filmm useum is

gew orden. waarbij het ve rlede n

helemaal gekleurd is naar de lila

toonzetting zoals die door de

Ku ype r in hoofd lijnen aangegeven

is. Een filmcul tuur die zich in de

negent iend e eeuw heeft ingegra­

ve n met die kunstmatige sc heid ing

tu ssen de ana loge en de digitale

media . Daaronder lijdt de conser­

ve rings afdel ing . daar gaan de

pro grammeringen onde r gebu kt en

daaronder lijdt Skrien, een voorma­

lige marxisti sch filmblad dat nu zo

ongeveer als het ideo logische

huisorgaan va n het Filmmuseu m

fun ction eert. Sinds de

Ku ype rlanen di t tijdschrift in het

museum ondergebrac h t hebben,

lijkt het vooral als spreekbu is voor

hun eige n ideeën te fungeren en

als pleitbezorger voor een teru g­

keer naar een hoogpolige filmische

sens ibiliteit. M en wi l de poëti sche.

analoge. zu ive re filmkunst onde r­

sc heide n va n de ketterse digitale

beeld we reld en haar zo in een

eigen museaal ve ld onder brenge n

dat in de Haagse subsid iekanalen

kan partici peren . Een zuive r

cconomtsch-subsfdlar-technisch
probleem w ordt door het

Filmmuseum als een artis tieke

strijd gepresenteerd . waa rbij alle

museale argu menten eenvoud ig-

weg als va nzelf als plus pun ten

opgevat wo rden , En d ie s tr ijd

word t op alle fron ten gelev erd.

Omdat de narratieve in- en outp u t

va n film en d igitale beelddrager

nau welijks kunnen versc hillen,

zou je toch denken dat de litterator

in De Ku yp er als eers te de ve rsch il­

len in ervaring zou bagatelliseren.

D e nostalgie va n de film in de

do nkere kamer en het spe l va n licht

en schad uw tegenover de white
uoise van de d igitale ov erdr ach t :

alleen wie die tegenstellin g v oor de

we rke lijkhe id gaat aanzien. en de

metaforisch e sfeer ervan niet

begrijpt. zal zich er d ru k ove r

maken

Filmisch e hartstoch ten d ie de

archieve n doen ve rpu lve ren.

ve rpoede ren , ve rvagen en ve rloe ­

deren. De digitale dr ager zou o p

zijn min st tot hartstochtelijke

gedac h tenu itw isselinge n aanlei­

ding moeten geven . M aar aan het

V ondelpark is het conserveren niet

meer dan een burea cra tische w erk ­

zaamheid . die af en toe een filmpje

als beloning op levert. A ls een

H aags museum een voorstel doet

een Picasso af te stoten is de we reld

te k lein . H ier is het conserverings­

beleid in handen va n een nosta lgi­

sche gay-gevoeligheid en niemand

die zich er druk om maakt. A lsof er

sinds de filmpraktijk va n Lumière

nik s meer gebeurd is en we onze

artis tieke discussie nog steeds via

negenti ende-eeuwse argu men ten

zoude n moeten v oeren.

In Aall Zee peinst D e Ku yper

over de jon gen aan het strand in de

ro man en de film Doodhl Veuetië,

wa ar hij een hekel aan heeft : AI die

esthetiek die de erotiek dient te"eraut­

woorden :dedood"mI zowel/,et eue
als ',etaudere . Is erotiek uiet j uist de
exacte"erwezenlijkiug",IJl een
estl,etiek "alldedagelijks/leid. Ergens

opges loten in di t grensge bied va n

erotiek en esthe tiek moet De

Ku yper bes loten hebben zich als

een gewillig zetstu k in te laten

zetten ten behoeve va n een co nse r­

va tieve N ederlandse cu ltur ele

politiek. H et lijkt n iet waarsch ijn­

lijk dat met de aflossing van De

Ku yper door Delpeut daar veel

ve rander ing in zal komen .

De wraak van een V laamse

Brusselaar op N ederlandse

arroga ntie?
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The Museum Fodor is an art gallery without a collection and it is a unique

establishment. There is a permanent pot for its expenses in the budget of the

Amsterdam City Council and equally fixed is what the city of Amsterdam receives

in return: exhibitions of contemporary art. The Museum Fodor has the particular

task of exhibiting work by artists who have aspecific conneetion with Amsterdam, a

commission that can be freely interpreted. It includes exchanges and cooperation

with institutions and artists from abroad as well as the organization oflectures and

mini-festivals. The aim behind all these activities is to turn the Museum Fodor into

tbe centre for artistic activity in Amsterdam. This collection of six lectures has a

triple goal: it is to clarify the position of the Museum Fodor, to reinforce the

ongoing discussion in Amsterdam about expansion of museums and galleries, and to

contribute to the dialogue concerning management of collections and information

transference that is now taking place in the international museum world.
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Fred Wagemans

The house museum was built a hundred years ago to provide a home for a great
variety of objects, thereafter called a collection. New objects kept on coming, and
still do, the house is bursting its seams. So what now? There are two obvious
answers and they are the ones that have been constantly proffered by the press:
either a bigger house and more objects, or the same house and less.

Does this mean the curtain falls on all discussion? Is there nothing left to say? Far
from it! Let us take those four words: bigger, more, same, less. Let us link them
with the words 'house' and 'object' and what might we get also?
• a bigger house for fewer objects
• a bigger house for the same number of objects
• a smaller house for fewer objects.
These additions are in fact no more than variations on a theme. The problems
connected with museums are, and remain, three-dimensional ones, of a nineteenth­

century nature, a question ofheight, width and depth.

Possibly the last-mentioned variation - a smaller house for fewer objects - offers the
opening for further discussion. The words 'smaller' and 'fewer' sound like a
punishment, as if a job has not been properly done, and now may be attempted in a
more modest manner. This is certainly not the intention - as if expansion were the

only means of demonstrating success. It is far more the case now that people feel
the need for a certain condensation and the quick spread of knowledge. A crucial
question is whether a museum for contemporary art must necessarily exhibit objects
in their three-dimensionality in order to demonstrate what these objects are all
about. Simply to exhibit is not enough, nor does it seem possible to pass on
knowledge without some sort of material (physical) presence. Thus every answer
will suggest a re1ationship between, on the one hand the minimum of three­
dimensional space that is required in order to transfer a maximum of knowledge,
and on the other hand the maximum space needed in order to air a minimum of the
information thought necessary.

Here we witness the conflict between the crowd and the individual, the specialist
and the tourist, the glutton and the connoisseur. This conflict is utterly predictabie
and logical because the museums and galleries have for years defended - as has no
other social body - the traditional art-historical values such as authenticity and
originality.

And now we have to foot the bill. At the very moment that the house bursts its
seams, the guided tour operators and those with a commercial nose are pounding on
the door. How do we accommodate the crowd? How do we preserve the individual?

The crowd wants more of the same thing: unique objects arranged in an eye­
catching composition. The individual wants something e1se: to meander and to
discover.

As I have said, the answer is a certain type of re1ationship. In order to create a
re1ationship the first thing to do is define the outer limits .

This collection of papers is by way ofbeing such a definition.
The texts are absolute, they should be seen in a certain perspective, theyare time­
restricted. This is a cross-section of how some people - artists and those
professionally involved with art - think about things. Uniting them is a critica!
question mark beside the se1f-imposed mission of museums and galleries to exhibit
the authentic object. The texts are written independently from each other.
Overlapping and conficting meanings pop up as unexpected treasures. It is to the
reader to collect these treasures ,

translationWENDIE SHAFFER

F o d o r Am s te rd a m 4



PETER FEND

IJ JO U

No t

,
re

Engaged

History

•
i n

,

YOU
,
re

No t

Engaged

My career began in 1977 when John Gibson, then famous for his commissioning of

large artists' projects, told patron Maya Hoffmann and artist Dennis Oppenheim that

he would not work on getting an assemblage of large outdoor works built on her vast

holdings in the Camargue marsh of southern France. He said giant projects are too

much work, and that the patron and artist should settle for having day models put on

display at the Basel Kunstmuseum, just in time that year for the Art Fair.

I decided to do what Gibson would not do.

The Museum Galaxy 5
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I took literally the stated ambitions ofWalter De Maria to have a construction
company to build large outdoor projects, instead ofjust an art foundation building
one-of-a-kinds.

I took literally what De Maria told me about wanting to build many Lightning
Fields, thinking that they might have both an ecological and artistic value.

I took literally the voicings by Oppenheim and Acconci to make architecture ­
spaces in which the body is participant - not just art.

I took literally the ambitions of Beuys and Smithson to operate in the real world, to
make ideas from art manifest in daily life.

Recalling the Futurists and Constructivists, and knowing from Gordon Matta­

Clark what he was intending to start with his follow-through on Leonidov's SkyHook,
only halted by death, I focused on directing ideas from art to mass media, the media
which people commonly believe, and to large-scale construction and industry. This
had occurred in many times past, like the Renaissance. Why not now?

I discovered a few obstacles:

I The existing power structure does not want an immanent change in the means of

production, in the industrial and hence social fabric, of new art. David Rockefeller
explained to Les Levine that dole-granting institutions like the ational Endowment
for the Arts were created to isolate artists from each other, to confine their attention to
polite tasks, and to prevent them from combining and gaining the sort of power over
material culture and the built reality as it is enjoyed by, for example, the big oil firms.

Art is left in a condition of requiring 'support'.

2 The secret police regard art as essentially dangerous, being heretical, and they seek
consistently to slow it down, de-fang it, distort its market and incentives, render it
nearly harrnless. I can cite from experience the authorities in Germany, the us, Franee,
the UK, even Holland. A game goes on. It is little different from what has been going
on in allegedly totalitarian states like the Soviet Union, where secret police efforts to
control art were well known.

3 After observing the Iran-Contra scandal (at the U " in respected newspapers, in

Pakistan, in Germany), and after observing efforts by German secret agents to doctor
satellite photographs, plant false news stories and create fake seenarios of alleged
assassination attempts to aceelerate unification, I conclude that there are rwo
professional avenues for people with artistic imaginations: the art wor/d, including
museums, galleries and critics; and the secret police. One is proclamatory and public,

but with little power; the other operates quiedy, behind the scenes, but usually -:

except in the case of political breakdown - has dominant power over public opinion
and business poliey. One professes to try making people more intelligent. The other
has the task, in addition of conserving 'intelligence' for itself, ofkeeping people stupid.
4 The art wor/d is penetrated by the secret police. The secret police are not

penetrated by the art world - but they can be outfianked. Artists can spread their ideas

and work to many countries, many cultures, many different social strata and cultural
markets. Generally, the more respectable and well-funded an art institution or gallery,
the greater the likelihood a penetration or compromise. The more likely there are
national government efforts to deeide what is part of a national cultural voice. The
artist can outflank by going pan-national.

5 The art critic, though necessary to the representation of new ideas, can also be an

obstacle. Usually, given their role of survey and selection, and their career need to not
make mistakes, they tend to manage portfolios of artists and ideas much as
stoekbrokers manage portfolios of companies to trade. They prefer to rest seeure with
whatever paradigms of selection they have developed. T 0 command proper respect,
one must outflank them.

In 1989, for example, a show of mine, when reviewed by a leading critic, earned
doubt, incomprehension, a complaint that the ideas may be good and may be well­
intentioned but are not dear. At the sarne time, the producer of a popular us TV show,
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reaching a daily audien ce of10-20 million, saw the show, promptly understood and
liked the ideas, and arranged for a 4s-minute broadcast. The audience is chiefly
working c1ass. The host, a national figure, is famous for making fun ofhis guests. But

in thi s broadcast, the host and his studio audience liked what the guest was saying,

understood what he was saying and showing, and endorsed it all heartily. The people

understood; the art critic did not: who 's more intelligent? The same happens with
other professions: architects get it, scientists get it, T V journalists get it, politician s
from aggrieved countries get it, but - even though all the ideas can be traeed directly to

art - most critics do not. An artist who attempts to be understood by critics but who

fails to attend to a diversified public is bound for oblivion.

6 In the world of art, unlike virtually all other fields of inquiry and action - with the
exception, possibly, of dentistry - it is both possible and even encouraged to know
virtually nothing outside of what is known in the world of art. T he knowledge that
educated people at cocktail parties are supposed to have of world affairs, of economics,

of science and engineering - or even architecture - is neither expected or desired

among those who call themselves artists or who make a profession of selecting, writing
about or being curators for artists. As one who has moved in many circ1es, I conc1ude
that there are rwo kind s of parties: one, for people who genera lly know what's going
on , but tend to know little about art; the other, for people in the art world, who tend
ro know nothing about what's going on. This makes art cut off from the rest of the

world . Even though it may be important, it has no interface. What it knows cannot be

integrated with what other people know. In 1978, when I was explaining to a major
curator how scientists were advocating the controlled harvesting ofwild animal species
as more efficient than animal or even most plant domestication, and how artists like
Joseph Beuys - calling himself Cbiefoftbe Huntets - were meeting what the scienti sts

said was a major requirement, a change in culturai attitudes, the curator dismissed the

scientific views as absurd . Within a month a front-page story of a major news

magazine featured the scientists' views. The curator refused to entertain new ideas
from out side her immediate profession. More, she refused to entertain ideas which in
the normal world would be cover-story news. I met this curator, now more powerful,
at a party recently in Paris : she is very busy buying and selling the names of individuai

star artists . It would have been futile to raise the issue of overall change in the material

culture. Why did Beuys do Coyote? The question is better discussed outside the art

world.

I do not speak aione. A bid for genuine power and a genuine hearing expands . Artists
increasingly seek ways out of the art world. Jeff Koons , Jenny H olzer, Rebecca Hom,

Richard Prince - all seek a wider audience .

What can the museum, the institutionai structure specified for art, do about that?

First, as I know from experience, the museum - like the church of centuries
before - provides sanctuary. What you cannot do in the real world, or what causes
inte rference or blockage from the secret police, can - at least on a simulative leve1 - be
conducted with safety within the museum or curatorial context. IfI propose a Black

Sea consolidation in public in Germany or Austria, I risk criminaiization, but if I

propose it through a museum or culture-fest context, I can. Then, as one curator
emphasized, it'sonlyart. By rendering ideas in a context of art, hence harmiess and
unreai, the museum allows ideas at least to survive.

Next, how might we allow the ideas to expand? How might we allow ideas to take
root and spread ? Why else have an idea if it cannot become manifest in the world?

Richard Serra has spent decades executing the same ideas about great weights

positioned in space: where is the archi tecture that can ensue?

Michae1 H eizer, Dennis Oppenheim, W alter De Maria, Bruce Nauman and others
produced giant earthworks, starting aimost 30 years ago. Their ideas have had no
succession . In stead, their contemporaries in the Soviet Union, ifworking as military
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engineers, as we noticed with satellite imagery of the Iran-Iraq war zone, have more

chance ofbûilding what the W estern artists once tried out. But what the Soviets built
has been largely destroyed by W estern military action, covert in Iran in 1987, overt in
Kuwait in 1991. Nothing yet stands, achieved, from the art initiated over a generation
ago. In stead we live with a sterile imitator (it looks like the earth art of the 60s and
70s, but it does not act like it, nor has any intellectual continuation of it) named
Turrell.

So, art is without consequen ce. It remains furtive, occasional, confined to efforts by
individualists now and then, no efforts taking hold to become standard in mass media
or architecture. No artist today has anything near to the power of contract
construction of, say, Michelangelo, and none has close to the seminal role in
engineering and seienee, in the invention of machines, cameras and weapons, of
Leonardo da Vinci and his (many) competitors.

This is less the fault of artists, who cannot help what they do or think, than of the
art world. This is the fault of curators, collectors, critics, and the fault ultimately of the
institution to which they are all beholden: the museum.

If someone tells me to accommodate someone so that I could (maybe) have a
museum show, and if accommodation means being 'Peter Fend ' an 'artist' or 'Peter

Fend' the 'art star', then I avoid the arrangement. No contemporary art star with

museum exhibition s can get anything truly achieved with his or her ideas. The
individuation of the artist, and the isolation of inrellecrual exchange into one person ,
render s the art steriIe, unfulfilled.

By now, the discourse started by Serra, Matta-Clark and H ighstein should have

yielded buildings as epic as the Pantheon.

By now, the structures first tested by Heize r and Smithson should have yielded a
radical tran sformation in land use throu ghout Africa, the Americas and Asia.

By now, the rapid- sequence work of Sharits, Paik and Snow should have led to
forms of commercial informati on display mimicking the eye-brain system, as a rapid
change-detector, for use by people who make decisions.

By now, question s ofwhether to do high-definition television, or do real-time

image processing, or do parallel screen display of analogie color fields, should have
been solved - given the trillions of guilders at stake.

What people know of the world, and how they arrange their materia! affairs in this
world , will be critica! to their evolution as a species. Art , as a probe into the future

modalitie s of knowing and display, and into future possible arranging of space for

living, and into future standards ofwealth and value, therefore of investment and

accumulation, is critical to evolution . It must be followed up with new techniques of
construction, of information display, of information diffusion, of materials extraction
and recycling. It must be followed up with a more efficient industria! system.
Otherwise it is just a bauble for the id1e, a toy for those who seek status, a nothing

distract ing those who think from what must be done.

The art world is the last bastion of royalism. It has many people who would

pretend to be king, or queen , or - as Steve Pollack said - dictator. It has an elaborate
ritual for consuming time and money, called the one-person show, the internationa!­
properly selected - museum show, and the vagabondage among art-market capitals
worldwidc, such that whercver you are you're in the same place, with some selection of

the same people, all proving that laughing and smiling can be done anywhere, as

money is not a problem and work is, well, done by someone else. Nothing big needs to
get built. No world problem s, no architectura! needs, no state disinformation, need to
be met. And once an idea gets as far as being a model for presentarion on the lawn of
the Basel Kunstmuseum, or some such place for drinks and talk, then there is nothing
more necessary to do about it. If the idea should die or be forgotten, well, there 's still

the piece. And it looks good. So let's party. And let them, the public, those not with

us, eat some phrases like Stupidpeoplesbouldn't breed.
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A few months ago I was asked to propose a software program for Sony for its new
High-Definition TV. I was asked to do so as an artist. That is, I was asked to do so as
someone with ideas who can be rewarded enough with a name in an advertisement

(star artist'), but without any notabie rights of follow-through or business control in

case the ideas should work. This is a sure way to be 'appropriated',
Considering this difficulty, I discussed with a colleague how to develop the

software program on our own, in our home country. lt turns out that virtually any
funding for a program would come either directly or indirectly from the us
Department of Defense. Another sure way to be appropriated.

What others take from inventive minds is far more than what inventive minds, the
so-called artists, can appropriate from others.

Where is it safe to develop a new idea for visual culture? I propose, for discussion
in Europe and The Netherlands (1eave aside the rest of the art world, for now), the
museum .

I do not mean the present-day museum. I do not mean the institution which,

anxious for prestige, seeks to confer prestige and honour on safely-established artists as
soon as their work has become well-known - to the art world - and already become
boring - to the art world. Most of the real world does not care, anyway. If there would
be a visit to a museum to see the work of an established artist, it would be conducted
as a matter of Culture and Prestige, as a way ofbecoming more correct, not especially

in order to get any ideas that can be put to use. I had the honor once of travelling with

about ]0 art world insiders by TGV to the Center for Communication and Culture in
St. Etienne to attend the opening of a show about public issues and communication
within St. Etienne. Not one person from St. Etienne, or from outside the immediate
travelling entourage, with the exception of two or three museum employees, attended
the opening. And probably very, very few from St. Etienne ever saw the show. The

entire episode was a waste of government money - probably to the pleasure of the

secret police, who would like art to have no consequence.
And now, in Berlin, the Nationalgalerie presented to the international art world,

plus a few public visitors who would like to be intimidated by Art, a one-man
exhibition of someone everyone already knows, Anselm Kiefer. The museum has done
its job of making what is past and done Official. This is too small. It must stop.

There should be two types of museums.
One, in line with recent custom, that conserves and archives the art of the past. I

do not mean 'recent past', such that artists and curators alike spend their lives trying to
be involved in commemorative shows while an artist is still alive, conferring on each

other a joint prestige. I mean the Closed Past. The artists involved are dead. The

issues they raise are no longer current. There is nothing contemporary or modern

about the work.
The other, completely different, not trying to dignif)ror memorialize or elevate to

long-term memory the work of anything contemporary, not trying to archive or
conserve or make Official what happened in recent years, is an institution involved

directly, hands on, in the production of art today. One might speak less of a museum

than of a sanctuary, a protected place in which new ideas and invention fiourish,
without having to be appropriated by Sony or converted by the Pentagon. The
museum becomes a copyright-sharing workshop, a place in which artists can collect
energy and generate co-reflective work. A prime example, I believe, was the Neuis

Room at Museum Fodor in 1989. Another example: the performances and in-situ

actions of conceptual artists during the 1970S. The competition is not for an

authoritative exhibition of already past art by an already too-well -known personality.
The competition is for the hottest event in town, the biggest splash, the greatest
attention, the most press, and not art press especially. If a museum of contemporary art
cannot draw a large public audience from its immediate region, never mind the
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vagabond art milieu, then it fails to perform its function. This function, like that of the

church in medieval Europe, is public display.
T he art on a church was meant to say to everyone what in Latin they could not

understand. Why not now? The art at a museum ailegedly modern or contemporary
should have no dignifYing function , meant to elevate the status of already-established
reputations, but rather a publicity function. Whatever happens there is produced and

invented now, by people engaged in discourse on current questions, now, with all the

riot and confusion of now. 0 retrospectives. Not even any authoritative shows or
catalogs. Not even any curarer's surveys. Certainly not what has become of Documenta,
an attempt by all involved to make inscriptions in Art Hi story.

Art Hi story is bunk. No one engaged in art should be thinking about whether they
wiil be in Art H istory. That decision will not rest with the curators , or critics, or even
artists. It will rest with the generals and politicians. It will rest with whoever controls

the political and economie power of coming centurie s. IfWestern or American power
is in eclipse, then the art of course goes into eclipse. If there were many scholars,
priests and artists once in Alexandria , the destruction of their civilization meant, of
course, the end of their 'art history'. A culture is strong only as its economy is strong,
not the other way around.

Which is to say... since we are all trying to overcome mortality ... if you wish to

make contemporary art with highest impact and durability, then don 't spend time
addressing the art world. Spend time addressing the real world, the world around you,
the public altogether. And don't spend time making sure that some critic or collector
likes what you do. Spend time using your artistic capabilities, or your critical scrutiny,
or your curatorial sense, or your architectural drive, to assure as strong and durable a
material culture as possible. That means working on current problems, current issues,
in current time, for the greatest vigor possible of a material culture in concurrence with
the other species. As with the cave artists before, an artist earns that title only if
directly engaged in assuring fertility, of the tribe, of the human race, of the other

species, of the world altogether. Where are the fora, where the meeting halls and

exposition rooms, where the urgent cave art of today can be seen? There, I propose,

shall be the present museums of present-day responsive art.
A dealer in Cologne, despite having bought a piece of mine, once said to me that a

show about the Persian Gulf at the time of the Persian Gulf crisis was incorrect: art,
he explained, should not be engaged in current events; it should not be engaged in
History. Oh? What are we to say, then , of T rajan's Column, or the paintings ofJean­

Louis David, or the great room of Rubens at the Louvre (more a museum oflife than

of 'art'), or the Ara Pacis, or the Dying Soldier on the frieze of the Parthenon ? Art, in
my view, should only be engaged in current events. For only there , at the centre of the
stream of Hi story, is the vitality of Life.

There are museums to save what has happened, to assure a record.

There are museums, or rather kunsthalIe, where full riot and tempe st can occur.

These should not try to assure or save anything. They should simply be congresses,
meeting halls, conflict zones, stadia, in which artists variously struggle to address not
just each other or an art world but an entire community around them, to restore their
leadership in the formation of the material culture upon which the survival of ail
depends.

An artist who seeks to have la museum show' may as weil be deposited in a morgue.
obody in power takes a museum show seriously.

Seek the people. Speak out and show to them. If any scribes can come afterwards to
inscribe what was done in Art His tory, that wiil be a consequence of the success of the

people you address in maintaining astrong Economy amidst a Variety Theatre of

species. ~
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99% of all the art in all the art museums around the world should be immediately

removed and burnt (in environmentally-safe power generators) to provide electrical

power for the planet for an hour or two,

Well, allright, I'm not unfeeling. Instead, we'll have a massive lottery at each

museum . Everyone is invited. All the art prior to 1900, or 1875, or 1850, what -ever

(we'll take a vote), is up for grabs. Pass out the da Vinci's, the Rembrandts, the

Monets; no one leaves ernpry-handed.

These proposals might amaze or anger some people. Destroy or disperse our

cultural heritage, those beautiful artworks, those vessels ofhistory? ever!

The Museum Galaxy 11



M ediamatic 6 # 2

PAGE 124

Ma rk Made l

But what exactly is the purpo se for us, the audience, ofincredibly large buildings
filled to the brim (inc1uding the basements and storage rooms) with old,
reconstructed, often mediocre man-made objects? And, most importantly for me,
do these objects continue to 'operate' in a way similar to that which various artist s
had originally desired?

Let's examine first the assumption that the museum s act as a sort-of

culrural/aesthetic bank.
There is a widely-held belief among the public, although less accepted in the

artistic community, that art, at it's best, can embody something 'eternal'.
This notion seems rather outdated, and susceptible to logical scrutiny.

Nothing in this universe is eterrial. Objects aren't eternal; ideas aren' t eternal; the
earth isn't eternal; even the universe itself isn't eternal. Everything, inc1uding art, is
subject to continual change, and has what we might call a 'viable life span'.

A piece of art is created, and then it begins to be transformed immediately. In a
material sense, by natural atrophy and constant retouching and restoring.
Conceptually, via interpretation and re-interpretation, and the passage of
ideological time. Eventually the artwork is destroyed or it 'dies'; it changes so much
that it becomes something else. In Duchamp's words : After (it dies), it's called the
history ofart.

If we imagine, as most of us do, that art is an expression or reflection of a
particular moment in time by a particular person in a particular place (an attempt at
a different type of communication, you might say), then it's feasible to consider it as
functioning successfuily if this 'message', or some part of it, is passed along to other
people . Now, the possibility of this happening accurately, in other words, without a
high level of misinterpretation, seems most likely the closer you are to the moment
of creation. The greate st impact can occur during this 'viable life span' of the
artwork, This explains why most artists I know, myselfinc1uded, are inspired most
by art of our own period, and less by work from an other era.

The fact that some people prefer 'Old Masters' to modern art, has more to do

with the failure of modern artists to converse with anyone but themselves, than with
the ability of those people to experience the older work as actually intended.

For example, how do I appreciate a 300 year oid painting I'm confronted with in
a museum? On a physical level, how similar is it to how the artist wanted it to
appear 3° 0 years ago? The materials with which the painting was made have been

subject to intense aging, and, most likely, many c1eanings and retouchings; it may

even have been considerably altered by a restorer at some point in time . It may be
hung behind glass, obscuring a real evaluation, or, in the case of the most famous
artworks such as the Mona Lisa, it may not be the actual object at all, but only a
duplicate on display, while the genuine painting is tucked safely away in some vault.

In conceptual terms, howam I to interpret the 3°0 year old thoughts and

purposes behind this piece of art? T he ideas inhe rent in anything created are

intrinsically linked to the place and poin t in time in which it's created. As time
flows on, ideas are modified and revised; social and artistic perspectives and beliefs
are altered; until a moment is reached where what is truly grasped is further away
rather than closer to what was intended. I can understand what the artist's motives
may have been, and I can imagine the period in which the work was produced, but I

can't 'experience' that object from that unique place.

I'm not arguing that older artworks can't be appreciated in some way. I'm saying
that what we see and comprehend has little relation to what the piece looked like
and meant when it was created . Instead, we perceive what it has become over time. I
wonder how many artis ts would be pleased to see what the ir work has transformed
into 200 or 3 0 0 years later? I know it scares the heil out of me.

Now, many people wiil already understand, and some might even agree with the
premise, that what we encounter in art museums has less to do with the integrity or
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purpose of individual works and more to do with art history. But what exactly is the
historical reasoning behind keeping virtually everything from as far back as possible
jammed into these buildings?

Weil, stripped of artistic motives, so to speak, some of these objects could
conceivably be useful as straight historical records. But this roie might be better

exploited in a museum devoted specifically to human history .
As a possible chronicle of art from a certain time, these coilections seem highly

suspect. There's no reason to believe that the most interesting, the most innovative,
or even the most beautiful works from any given period are what ends up in the
museums. There is just too much chance and economie or personal motivation
involved in the selection process. Basically, we can assume that what is accumulated
in museums is not a catalogue of the diversity of art from a particular era, but more
the random remains ofhumanjudgement and stupidity.

In terms ofiinear communication, art history can be perceived as a series of
gestures and messages passed along and built -upon over time. Some with great

influence, and others with Iittie or no consequence. Yet, distinctions along these
lines, especiaily in regard to ancient art, are seldom made in art museums. And the
decisions ofwhat is displayed, how it's displayed, and where it's displayed, can
appear to bend art history in a direction different from the way it might actually
have occurred. So, functioning as pure records of art history, there is again reason to
doubt the accuracy of museums.

Perhaps, given all this, many of us can recognise that most art museums that
deal in 'dead' artwork don't serve one purpose well, but many purposes only slightly.
A bit ofbarely functioning art, a dash ofhuman history, and a touch of art history,
all mixed-up together with questionable motives for buying or supporting or
displaying certain art.

This model of the art museum, developed in the 18th century (when 'visual' art
was mostly just that: visual), seems out of step not only with current art practices
and the conversion of the artist from craftsman to refiexive messenger, but also with
the ever decreasing amount of space and money available, and the sky-rocketing
prices of older work.

When I was young, I was naive enough to believe that art museums operated
outside of market pressures and critical prejudices, and with the interests of artists
and their audience in mind. Perhaps it's time to rebuild the role ofhow museums
should function, and to bring it closer to this unsophisticated ideal.

I have, surprisingly, a few suggestions along these lines. These proposals are
based on the assumption that, as an artist, I have at least a smail inkling of the
wishes and desires of other artists, and perhaps even, God forbid, of the audience .
On the other hand, I have absolutely no idea what goes through the minds of

curators and museum directors.
I'm also working from the premise that art can be it's most exciting and most

revealing when experienced within it's 'viable life span'. It's during that span that it
might truly speak to us, from our own shared moment in time.

Okay, so what should museums do with all that 'old stuff?
Obviously, first it should be catalogued and documented using the best methods

and the latest technology available. There is always room to electronically store
information. Scholars of history and anyone else fascinated with the past can study
these electronic records.

Now, what about the objects themselves?
Weil, I personally prefer the lottery method of distribution, but I suppose it

makes more economie sense for museums to seil what they can in order to generate
income. Wealthy individu als and private institutions can take over the care of these
antiq ues, instead of the other way around . With rapidly infiating art prices, this is
happening anyway.
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Museums could then concentrate on showing currendy functioning work, and the
'true' art history discourse could be relegated to books and panel discussions.

But which artpieces should be kept, and which should be sold?
In digital technology there is an acronym known as FIFa; which stands for 'first

in, first out'. Simply put, when you have aspecific amount of space, and that space
becomes filled, the first thing that entered, in other words, the oldest, is the first
thing to exit.

So, if you apply this policy to a museum, there would be a constantly shifting

collection, with newer pieces arriving, and older works 'leaving'. Museums should
never own more work than can be displayed at any time. A basic cut-off point, 150

years, for example, could be set, by a committee ofhistorians, artists, and the public,
which would be the approximate limit for keeping and exhibiting works of art.

Of course, every piece of art has it's own individuallife span; so exceptions to
this cut-off point would have to be allowed for. But how do we determine these

exceptions, or, more specifically, if an artwork is still alive for the majority of it's
audience?

This brings me to my last and most passionate point; the desire to see museums
stop interfering, physically and intellectually, with the functioning ofworks of art.

All retouching, restoring, reconstruction, protection, or any type of intervention

in the normal, materiallife of a piece of art should be completely prohibited. These
manipulations are, to me, equivalent to keeping a person alive on life-support
equipment months or years after its brain is dead. I would like to believe that most
artists would prefer not to have their work altered or 'improved' by other people.
Decay and death are natural and inseparable parts of creation. They can be
fascinating in and of themselves.

Also, once the incentive of'eternal' preservation is banished from museums, they
won't need to rob some artworks of their most basic functions; such as keeping
people from touching an object that was made to be touched, or placing a highly
visual object like a painting behind glass; in effect, concealing it's visual appearance.

These ridiculous symptoms of proteetion should be a thing of the past.

In a conceptual sense, museums should be as neutral as possible. Any attempts at
explanation or education, about the motivations of an artist, or what a certain piece
of art might mean, should be eliminated. If an artwork can't communicate without
the need for added, external information, it's either dead or was never alive to begin
with. Besides, what's most important is not the museum's opinion, but the public's.

Let interpretations ofinfluence, significance and viability be left to the audience .
In fact, I think museums should keep a data-base of audience reaction and

interaction with the art. Members of the public should be enticed, with social or
economie incentives (maybe that lottery idea...), to supply information, either by
form or some electronic means, about their feelings and responses to specific work
and to the collection in general. If enough of this knowledge were gathered, not
only could it provide vital data about which works were still actively functioning and
in what way; but it would also give statistics about (and this I find most fascinating
from the standpoint of my own work) how the relationship between artwork and
audience, in all it's subtle manifestations, changes over time.

50, this data-base, along with other accumulated opinions, could be used to help
determine which works were still 'living', and which works might be sold, recycled
or raffled off The cycle of life, you know; the old must die and leave in order to
make room for the new.

Consequently, I think if these few, modest proposals on my part were
implemented, museums could be much more vibrant and stimulating places of
artistic expression and audience participation. The functioning of the artwork, in as
complete a way as possible, would be the prime concern of the museum, from the
inception of a piece until it's death . t
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Ir was August and a terrible month.

Would new pleasure keep growing and burst red?

The salmon ascended rivers, jumping stones .

Leap frogging the tall trees, fallen long ago.

Leaves gone, tronk softened from exposure to water and sun .

T he salmon too are becoming soft.

Their organs withering, their bodies

filling up with sperm and eggs.

Moss is giving a party in his garden. Over the lawns and across the gravel paths

leading down to the river, guests circulate, carried along by the warm breezes and

the gently perfumed puffs of a summer afternoon. In the shade of the aviary,

Mandarin Joe Kwan stands in his pale orange ski jacket - much too hot for this

weather - lecturing to a group of disciples. In one hand he holds a nearly finished

glass of orange juice, in the other a handkerchief. As he talks his arms pump up and

down as if signalling some sort of coded yellow semaphore, mouth saying one

thing - arms saying another.
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This method of discourse always ensures some confusion, there being a distinct
possibility that his words are carrying a double meaning. Mindful ofhis tricks, his
listeners both watch carefully and listen, against a background of warbling birds,
flowers, and ruffled cocktail dresses. As Kwari's words spread out over the dahlias,

the handkerchief folds and unfolds itself in his fingers.
Behind him, in the distance, the door of the teahouse is open. A particularly well

dressed couple pauses on the stone steps. (The microphone moves in closer.)

ALEX

You've missed the point eompletefy,Julia.

There were no tigers. That was tbe point.

JULIA

Then what were you doing up in the tree:

You and the Maharaja?

A face appears in the doorway: Alex![ulia!

ALEX

My dearJulia!

(Julia begins to laugh)

lts peifectfy bopeless. You bauen'tbeen listen ing.

JULIA

You'Iljust have to teil me all over again, Alex.

ALEX

I refuse to teil the same story twiee.

JULIA

But Tm still waiting to know what happen ed.

I know it started as a story about tigers.

ALEX

Julia I toldyou, there were never any tigers.

The face, without waiting for a reply, turns back to the crowd in the room and cracks
into a grin, sharing their joke. A round face, which you could describe as dark and
symmetrical, except for the two rows ofwhite teeth, in good condition but tossed
every which way, like trees in a village square after rogue elephants have been by.

A tea trolley arrives, laden with a large white pot and cups. Steam pours and spoons
clatter as cups and saucers pass from hand to hand.

Ta.

Ta, love.

Milk?

JULIA

Sir Salar, we do so lookforward to paying avisit. And seeing your collection.

SALAR

(His round face again breaks into that grin.)
Abso/utely smashing, Ju/ia. You know you andyour ehi/dren are a/ways we/come.
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ALEX

Khyber winters comeearlv,[ulia. That is ijyou stillplan it th isyear.

SALAR

Oh please, JOu must not wony about tbe details. Kwan wil! be there. He wil! arrange

everything.

The character in this story called Salar is really Sir Salar lang, Maharaja of
Hyderbad, a late rçth century potentate who adored England and things English
and spent a fortune trying to collect both, on his annual shopping visits to London.
Because ofhis habit ofbuying seemingly without discrimination, purchasing
whatever struck his fancy and apparently without troubling to ascertain its value or
worth to his collection, he was labelled by many a hoarder, the worst and lowest type
of collector. The fact was that none of the art or antique dealers could follow his

choices, or put a precise finger on his taste. One moment he would show exquisite

judgement in picking from a cabinet of mediocrities a rare piece of crystal, and the
next he would be choosing drawings from a portfolio that a dealer had agreed to
keep for a day or two to look at - but had found absolutely worthless. But in
London business was business, and each year while the Maharaja was in town, the
Maharaja bought, and the dealers naturally did their very best to accommodate him .

For those couple of mon ths, they kept their shops specially preened and primed for

his visits and looked up expectantly each time the bell above the door jingled. Some
dealers, thinking the Maharaja was attracted to the showy and bright, tried to bait
him by placing gaudy umbrella stands in their ordinarily tasteful windows and
propping peculiar clocks and hat racks in prominent places. Others were less
opportunistic and gently attempted to instill some consistent rudiments of taste into

this strange man, showing him their best pieces, explaining their stock of pictures
and offering quiet advice. What most tried their patience however, was attempting
to convince the Maharaja of the extra worth of a piece that was unique - for if the
Maharaja found an object that he liked he would always think it better if he could
order a dozen. The good dealer could produce arguments until he was blue in the
face, but in his conviction Sir Salar would remain unmoved. He preferred pieces

available in duplicate, and refused to see the desirability of owning the sole exemplar

of anything.
It was the same at Harrods and the other establishments in Knightsbridge. In

those days Harrods advertised that they could supply anything in the world
anywhere in the world. The Maharaja loved Harrods for this, and the floor
managers loved him. Not only would he buy in bulk, he would consistently buy
items that had gone out of fashion or which no one else wanted, what the managers
termed slow movers. For his part, Sir Salar was continually enchanted by the
enormous range of products and manufactured goods that the department store
offered under one roof. It was as if the best stalls of all the bazaars of India had been
sewn and welded together for his pleasure. And what's more, Harrods could supply
things impossible to find in India - beaver skin coats for example, or blue Aztec

jewelry. The Indian bazaartuallab simply could not match the diversity of
Knightsbridge or keep up with the latest technology. It was in Harrods that the
Maharaja truly became a consumer king. He would spend many happy hours
wandering up and down the aisles of goods, trailing clerks carrying packages and
lists itemising his purchases . A typical week day would find him on the third floor
examining cameras or choosing boxes of thimbles, or on the first floor admiring
spider-web Tiffany lamps just imported from the master' s studio in ew York.

Even tho ugh Salar's collection incIuded many priceless art works, his reputatio n
as a hoarder and ofbeing absolutely unable to discern between the good and the bad
caused most of the cultured class and literary society of London to gradually snub
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his company. Each year it became worse. They started to turn their backs on him at
the theatre. They whispered and sniggered in Pall Mall. Eventually it seemed that
only Oscar Wilde's crowd would have him to their parties - and then only in his
role as a colourful and controversial figure - but this was a small mercy, for they
themselves had recently found disgrace. And of course the society columnists, little
maggots that they are, had a field-day. As the Maharaja fell from social grace they
made him into something of a public laughing stock. It got so bad that Mandarin

Joe would have to spend a halfhour in the morning checking the papers and
removing the pages containing derisive comments and ridicule. Had the Maharaja
seen these, he would have found himself portrayed on alternate days as either the
Human Magpie or Sir Flypaper. Tbe Human Magpie was sightedyesterday swooping

down in Earls Court... and so on. Even P&O, the great ocean liner company, could
not escape the popular press's mocking tone. When the boat docked in

Southampton to carry him and his treasures home, the notices listed it as the arrival
ofNoah's ark. It was all very cruel. Perhaps this cruelty was concealed jealously that
a foreigner could afford to buy so much. Perhaps it was rooted in a deep seated ­
and barely recognised - outrage that the Maharaja could, each year, take away from
England a number of important works of art and, along with everything else, bury
them in India.

And it was true that his palaces in Hyderbad and Chitral were perversely filled
with a mixture of the most commonplace and the rare, most rooms stacked up in
this fashion literally to the ceiling. And it was true that his care for those priceless
works of art, and the manner in which he kept them, shocked even his few friends
who came from England to visit him and his collection, sympathetic to his project
and intrigued. For it was not unusual for a visitor, browsing in the library at
Hyderbad, to stumble across some treasure - a moth eaten first edition Cervan tes, a
mediaeval bible - lying tucked between old Sears and Roebuck catalogues.

11

The gathering necessity is universal to all men. Every member of the Family ofMan,

from Eskimo to Aborigine, collects things, or in one way or another strives to
maintain a set of personal possessions to which he or she can add. T he differences
between men lie in the scale and content of the collection - the degree of
disinterest, the freedom of choice. Each collection varies according to the

individual's and the culture's means . Some have better territory, some have more

money, some are more greedy.
T he role that collecting plays in our personal psyche has not really changed

much over the last couple of thousand years. Ifwe stop and consider for a while, we
would be surprised to see that the act of colleeting - that is our predisposition to
hunting, gathering, and storing away for a rainy day - plays as important a role in
our lives as it did for our paleolithic ancestors, who lived - compared to our

Northern European ease today - in an existentially much tougher world. W here
they gathered food, we gather information. Where they stockpiled for the coming
winter, we collect things for pleasure and aesthetic reasons.

This is not to say that our contemporary forms of collecting are less essential to
our existence. W e still hunt for what we need because we need it. No matter what
we call the hunting, or how we manage to camouflage the fact tha t we are doing it.

The essence of our collecting nature lies in the inner need we have to preserve
objects and informa tion which might prove useful to us later. This need probably
runs metres deep, attached to a gene every human inherits. We are bom with this
trait, this urge to own and possess, and like all the other biological urges in our lives,
we can subdue it and place it under control but never completely suppress it . The
urge rises and is endlessly repeated. We remain, at heart, cavernen and women.
With the brains of cavernen and wamen.
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Every type of collecting, to remain true to the term, requires at least a minimal
amount of discernment and involves making choices; but, as in the principle of
natural selection, only by collecting the right things do we ensure our own and our
culture's survival.

III

Moss's greatest passion was his bird collection, his aviary numbering as one of the
finest in Britain. He was specially renowned for his magpies and birds of paradise.
He was considered an expert on Passerines, or perching birds, and had contributed
an artiele on these to the çth edition Britannica.

Sing-a-song of sixpence,
pocket full of rye.
Four and twenty blackbirds,
baked in a pie.
When the pie was opened,
the birds began to sing.
Wasn't that a dainty dish,
to set before the King.

The magpie, a member of the order Passerines, is a European bird with a long
pointed tail and black and white plumage. It, like the Australian bowerbird, has a
reputation for stealing bright shiny objects and collecting all manner of strange
things to line and decorate its nest. The male bowerbird in particular presents

ethologists with a striking example of collecting behaviour in the animal kingdom.
It designs and builds its bower - a tent or teepee-like construction which in some
species can be up to two metres tall- so as to excite and attract a female for the
purpose of mating. The male bowerbird also make the collections that are displayed
in and around the bowers. It is quite extraordinary how each species ofbowerbird
specialises in collecting specific categories. The male Archbold's bowerbird, for
example, collects things that are black, the male Gardner bowerbird, things that are
red, and the male Satin bowerbird, things that are white or things that are shiny.
The proportion and form of the bower construction and especially the quality and
placement of the collection in and around the bower, influence the degree of the
female interest and excitement. Thus a poor or carelessly put together collection
severely decreases the chance of the male finding a mate.

Magpies and bowerbirds themselves are much sought after - attractive feathers
and a twist of fate turn the collector into the collected. In the west the passerines
have been kept as cage birds for a very long time. The origins of this practice are lost
in antiquity, but it is known that by the 5th or 6th century Be the Greeks collected
and kept a variety of songbirds, including magpies. Man's aesthetic tastes are
attracted to the almost infinite variety of colours, patterns, behavioural traits, and
songs found in these birds. The magnitude of today's cage-bird fancy is indicated by
importation statistics on wild and semi-domestic birds: in one recent year alone,
over 420,000 passerines - excluding canaries and parrots - were legally imported
into the United States as cage birds.

Apart from referring to the bird and its collecting habits, the word magpie has a
few other connotations which should be mentioned. A magpie is a term that a
hunter will use to mean a rifle shot that strikes the outermost division but one of a
target, as in two bufl's eyesand a magpie. When such a shot is fired it is usually
signalled by the waving of a black and white flag. The word magpie can also be used
in a derogatory sense - because the bird's black and white feathers resembIe clerical
vestments - to indicate an Anglican bishop. Byastrange extension and some word
play, magpiety, both in and out of church, has come to mean a display of false piety.
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Somewhat coarser, it has been left to those gentlemen belonging to the lower circles
of society to invent the expression magpie nest, referring of course, to the place on a
wornan's body where a male member tries to roost. But by and large the most
comm on associations with the word magpie suggest either those poor souls who
share the bird's proverbial habits of stealing and hoarding or who are constant in
their idle chatt ing.

IV

The biggest collector of all is our mind, which stores gigabytes of memorie s and
experience: books, faces, painfullessons and past holidays are alliocked away. The
recording of these memories and their accumulation forms the shared database
which is the basis of our civilisation. The rate or speed of our civilisatien's
development has always been in direct relation to - and in accordance with - the
ability to access this database .

Our entire world has been built on foundations laid down in the past by others.
The Japanese symbolise this in the landscaping of their gardens as the primordial
tortoise on which the world rests. The tortoi se is an island, poking his head up as a
mountain. One of my favourite collectors of the rçth century, De s Esseintes, the
hero of the novel Against the Grain, made an oblique reference to this imagery when
he had a live tortoise back encrusted with carefully chosen gem stones in order to

arrange a moving highlight for his Persian carpet. De s Esseinte s was an estranged
aristocrat, a withered end to a long family tree, whose life and collection can either
be seen as a diseased cul de sacof old world values, an end game of aesthetic ism, or
as a model precursor to the possibility of a New Collector. W e today, living in the
wealthy western world , collect our money and use it, as he did , as a key to access our
culture and civilisation. Money, since at least the Renaissance, has been making not
only the world but a1so culture go round. Civilisation grows. We arestanding on the
shoufders ofgiants. We are constantlyon the verge of the new. New developments in
the market place have ushered in the possibility of using money both to access
civilisation and to make even more money. Our past plays a role in the economy. In
an artiele on the history ofwestern collecting in volume 12 of the Great Soviet
Encyclopaedia we find a socialist encapsulation of this phenomena:

In the time ofthe zotb century,coflecting became aprofitableform oftax-exempt
inoestment.first in the USA and tben in Europe, giving rise toconsiderable speculation on
coflectahfeobjects.

Or as David Lynch portraying Gordon Cole in Twin Peaks so aptly put it:

MASSIVE, MASSIVE quantitiesofcherry piel

V

The museums of this world are nothing but big refrigerators, categorising, sorting
and storing our collections - and all very full. They too, form part of our inheri ­
tance, but unlike our instinct to collect, the idea of the museum is neither archaic
nor innately human, it being a comparative latecomer to our social scene. Whatever
the museum's lineage and from wherever its roots, the world that we are bom into
finds it sitting pretty and well established. There follows a tendency on our part to
act as if the museum has a1ways been there , to accept its premi ses as God given and
its methods as naturallaws. This poses a problem . We all know what the museum is
and what it is for. Even before we step through the door of the foreign museum we
know what we are going to find inside. The trouble is we do not question it, or its
continued feasibility in the face of the new odds and changing conditions. Each new
innovation is an update - but what good is that if the basic concept is hopelessly
obsolete? How will we tell, if this concept remain s a fixture in our lives?
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What are museums?
Museums preserve our seciety's culture and heritage, or the culture and heritage

of another.
Museums store our collected objects and museums divide those objects into

categories.
Museums are security. Even if we never go into museums, the facade aIone is

enough to satisfy us that someone else is taking care of things.

Museums have over the decades become indispensable to us as social institutions,
but like banks and hospitals, they must be trusted in order to be really useful. Is our
feeling of security warranted?

It is just like a man who went on a journey, who caIled his servants and put his
weaIth in their charge . The servants thus should act for him in his best interest.
Each according to his capacity.

I should point out that we have briefty returned to Moss 'sgarden party. Mandarin Joe

stands in the sbade ofan aviaryjilled with rustling magpies. He trans/ates a bib/ica/ story
for the benefi: ofhis diselples.

T 0 one he gave five pounds, to another two, to another one; to each according to his

ability; and immediately he went on a journey.

The one who received live pounds then went and traded with them, and he earned
live more.

Likewise the second one by trading gained two others .

But he who received one pound went and dug in the ground and hid his lord's
money.

Wherever we travel today in the world we know we will find at least one friendly

museum. Museums are in business as cultural hotels. They provide familiar
watering-holes for the disoriented. Like good hotels they strive to be cornfortable
for the travelIer and attract his or her return business the next time he or she is in
town. Museums are designed and marketed to be visited by strangers, by tourists.
This is not surprising in view of the fact that the rise of the modern museum was
connected with the rise of mass tourism. Henry Ford himselfwas instrumental in
bringing about the first open air museum in America. He had visions of the future.

Likewise our museum directors today closely follow the latest developments in
mass tourism and hotel management, for it is assumed these will provide excellent
models for the future directions of the museum. Recently I watched a television
program concerning the development of MASSMOCA, the new Massachusetts
Museum of Modem Art. A lot of research was done before the project was started:
when all the different market analyses, prognoses for the future and feasibility
studies were put together on a bookshelf, they measured a full metre of paper.

We can read in books and magazines about the Museification ofthe World. To
what do these words refer? And what are the implications of this move? If we follow
the news with any regularity we know that our world is in deep trouble, that rnan's
technological advancements have caused the world's environment to change and this
change is taking place at an accelerating rate. The word is - we are approaching
ecologicaI chaos and catastrophe. Ifwe haven't yet acclimatised to the news of a
generation in ecologicaI decline, the signs are all around for us to see. For the cause
of our species, other species are being shed at a sickening rate. Sixty years from now
we can expect the human population of our already overpopulated planet to be

Th e Museum Galaxy 21

Mediamatic 6 # 2

PAGE 133



M ediamotie 6 # 2

PAGE 134

Pa ui Perry

double what it is today and at the same time a quarter of today's known species to
be extinct. All this is going to occur without our raising an extra finger to help the
process along and in spite of any measures we take now to stop it. We've built up
considerable momenturn, now we must deal with the consequences. The realisation
is dawning that in order to survive man must become a planet manager. Sorting and
storing the resources of the planer, So we see the Museification of the World.

From the informative media we learn that at this moment our own human
genes, and those of the animals and plants that are important to us, are being
mapped and preserved in enorm ous projects. Why? T 0 record the genetic
information before it is lost forever. Seed libraries containing complete gene pools
are being built and placed in locations around the earth that are considered
statistically safe from natural disaster. As cultural diversity disappears, endangered
languages and traditions are recorded and collected in the field, and the information
is stored and protected in warehouses and databases. Some of the more folkloric

living traditions enjoy a status leap and become protected tourist sites. Safari parks
are built and mediaeval villages reconstructed. Likewise a few of the more cute or
visuallyattractive species are privileged enough to be left alone in their wild habitat.
This is then feneed in around them and they are preserved in the open air for a few
more generations. Business has the task of turning ecology into business. When the
concerns of industry and business can afford it, legislation is passed creating zrst
century Indian reservations, fish and wildlife parks are set aside and new monument
lists are drawn up. There is no other solution open to us. Human life is supported
by business. Ifbusiness gave way now completely to ecology, the human catastrophe
would be immeasurable. Our dependenee has developed as we have progressed. As
Thoreau warned in Walden: But lo! M en hav e become tbe tools oftheir tools.

The Museification of the W orld can engage two quite different approaches. Type I

follows contemporary trends in order to keep abreast of the flood and up to date. It

turns sections of the world into an informative and entertaining theme park. This

seemingly modern approach actually continues the historica! site of the museum as
wunderkammer and place of dead roads. Like the more traditional museum it
extends and replaces, it presents a set of tyre tracks into the past or to the
momentarily non-accessible . The objects or information that are relegated to Type I

museums are tekens, stand-ins for what they were, what is no longer, or what is

somewhere e\se. This is why sorne schools of thought in this century have scorned

museum s as dead places.

Ir was Augu st and it was warm. We were sitt ing outside with our espressos. The
discussion was whether a love of museums was in facr a form of suppressed

necrophilia.

MARK Ducbamp said once that every w ork ofart bas its own lift span. Itfunctions as an

artwork onlyfor a certain length oft ime, and after its t ime is up it belongs to the museum.

What y ou see in the museum is only a dried shell ofwhat once was .

WILLEM

But w hen an artwork dies, does it hope to go to museum heaven?

MARK

Do horses want to go to gluefactories ?

WILLEM

IJit means surv iv ing deatb in oneform or another - 1 imaginey es.
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FRED

I have always wondered uibere artwork heil was.

WILLEM

Again, the question Fred asked was: What doestbe museum mean to soday'sartist.

MARK

I know quite alew artists who wou/d ansuier tbat question by asking whether the
museum was a major museum .

The second sort of Museified World, Type II, breaks the mould ofhow we look at
preserving and collecting things . It opens new categories and forms of collection,
both in the finite physical realm and in the virtual world of information . Instead of
being merely representative, the new realities erase the old.
The first Museification concept is like botding jam and calling it fruit. You end up
looking at jam and trying to imagine what the fruit looked like. After the fruit is no
longer around you even begin to wonder whether it ever existed. Type I

Museification is surrogate. The second preserve - and we have only just starred to
explore such avenues - can be imagined to be comparable to in vitro culture, the
horticultural practice where new plants are cloned from a piece of material taken
from anywhere on the original plant - even ifit is just a minuscule bit of stem. With
Museification Type II, the fruit is still bottled into jam, but the jam can be later
raised from the dead, opened and planted to produce new fruit trees.
Museification II represents a positive approach to the changing world and is truly
progressive. Man takes control and, by creating and using new technology, manages
to manage his environment. Control and the will to power rule again.

Art's role?
And the artist's role?
And the museum's role?
And the collector's role?
Aloha. There's mangoes for breakfast .

VI

But lo! Men have becometbe tools oftheir tools.

During the past decades, while the world has rapidly evolved in complexity,
information has replaced gold, oil and diamonds as the world's most valuable
commodity. Why? Because in a world of change and with so many variables in play,
information allows us to anticipate altering conditions and prepare ourselves for the
onslaught of new phenomena. It allows us to be able to predict the increasingly
non-uniform behaviour of others; who they are, what they think and how they
might possibly act towards us. Information provides us with a context in which to
operate and interact with the world. We need to have high quality information. The
better the quality, the better we can map our current position - our global position ­
and form an appropriate attitude and world picture.

In order to meet this need for information we have become a society of media
watchers and subscribers. Media are our life lines. As the media become more
demassified, major media are breaking down into multiple smaller and more
specialised channels and more of us are given - and taking - the opporrunity to talk
back. We are becoming a society of message producers, casting out our own lines
and networking. The definition of the artist in this world is expanding. As the
amount of information increases the messages tend to become shorter and more
fragmentary, so we can take in more in less time. The long discourse has yielded to
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the magazine, newspaper and television, which delivers information in short bursts
and clips. It becomes a major challenge to find and piece together enough consistent
bits of information to bake a pie. Some of us are dealt wild cards. We are forced to
hunt for what we need. The missing ingredients to our cognitive puzzle are fioating

around somewhere in the ether.
Most bits of information, when taken a!one, are quite harmIess, but there are

some which, when combined improperly, produce poisons. To date, there are no
controls over what is pumped into the information sphere and recently there has
been voiced concern over the pollution of our idea space. What once was a singular

figure, the Spy who came in from tbe Cold, is replaced by an increasing mass of

business artists and entrepreneurs who have caught on to the lucrative wave of
marketing and producing new and fresher information. Breeding data breeds
contempt and, like the joke with rabbits, suddenly we are confronted with an
enormous glut, a gargantuan surplus. We wake up to a nightmare on the

information highway, our eyes fixed to a rising speedometer and the accelerator

peda! stuck to the floor.

Looking at examples of our seciery's exponential growth has been a disconcerting
pastime since Alvin Toffler published Future Shock in the early 70's. The facts and
figures contained in these books and tracts are truly unnerving. I find that

memorising a few helps me stand up at parties to postmodernist smart-asses, when
they truck out the cliché that tbere is nothing new under tbe sun. I recently picked up
this one from Mediamatic magazine : If we take the amount of information in the
world available in the year 1AD as 1unit, it took 15°0 years to double and another
250 years to double again. That is, the citizen of 1750 had 4 times as much
information at his disposal as the citizen of the year 1. By 19°0 it had doubled again
to 8 times. And by 1950it had doubled again te 16 times. The fina! year of the study
was 1973 and by then the citizen had 128 times more information available to him
than his ancestor in the year 1. Today - in 1991 - it is estimated that the tota!
amount of information available to us is doubling every 18 months. My question to
you is this - actually it's two questions: How long is it going to be before it is
doubling daily? And how are we going to keep track ofit all?

Storing the information is not going to be such a problem, because even though
the recording of the information must rely upon physica! means and that takes space
- even persona! memory depends upon acids and cells - information is principally a
virtua! commodity and virtua!ity can be packed tight. Perhaps this is why, contrary
to all our other commodities, the amount of accessibIe and embodied information in
the world is exploding. Not only is there a market for it, but we have enough room .
The spirit survives in another space. Virtual worlds, where forms are made of data,
are going to allow new possibilities for the tourist and collector. Charles Fort, in his
book New Lands, written at the end of the First World War, suggested this
possibility when all the known land has been settled and used up. Tbe young man is

no longer urged, or is no longer much inclined, to go westward. He will, or must, go

somewhere. IJdirections alone no longer invite him, he may hear invitation in

dimensions. Our will to power triumphs in the jaws of physica! misfortune. We can

only match tbe generativeforce ofnature through endless gibberish applied superiorly.

Point forward. There will be new things to collect.

VII

Joe Kwan came from an ancient Mandarin family, which had lived severa!
generations in Singapore before settling in Goa in the 1860's. The son of two
doctors, Joe was the youngest of four children and the only one bom in Goa. He
was a precocious child, showing signs at an early age ofbeing a prodigy. At two and
half, he was fluent in Mandarin Chinese, Portuguese, English and Hindi.
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On his fifth birthday, as was the custom for sueh celebrations, his father and mother
engaged a smal! troupe of entertainers to perform for his party. The troupe
consisted of a snake charmer, two musicians, a contortionist, a fakir and a juggler.
The afternoon before the performance, while the whole house was in an uproar of
preparation, a tent was set up for them in the garden; and before going to bed, Joe,

who was quite excited by the party's prospects, received permission from his parents
to peek inside.

Accompanied by a family servant and chatting like a magpie, Joe waited as the
cloth covering the entrance was pul!ed back. Inside was a low bed or divan, strung
with rope and apparently devoid of cushions. Beside it, a nearly naked man lay
stretched out on the ground asleep. This was the fakir of the troupe, his brown body
looking as weathered as a discarded cigar. Smitten with youthful curiosity, the boy
reached up for the servant's hand and together they took a few cautious steps
forward until they were standing next to the sleeping figure. Trying to wake him,
the boy addressed him first softly in Hindi, and then, when there was no response,
more loudly in Portuguese. The fakir remained oblivious to these salutations. The
boy repeated them even louder. The fakir, though obviously not dead, remained as
if dead . Sensing something was not right, the servant pulled Joe back. But Joe, not
accustomed to having his will thwarted, shook free from the servant and, before he
could be stopped, landed the fakir a small kick. A slight tremor moved through the
rnan's body and his eyelids opened for a fraction of a second, revealing only white.
Suddenly embarrassed and thinking the man must be sick, the boy opened his
mouth to apologise, his embarrassment rapidly turning to fear when he found that
no words came out. With wide open eyes, and with the servant vigorously thumping
his back, youngJoe silently moved his lips up and down. By the next rnorning joe
still hadn't recovered his ability to speak, and when the fakir was summoned, it was
reported that he had disappeared during the night. joe's parents, the two doctors,
both weil versed in Chinese medicine, tried everything to restore his speech but
without success. They were on the verge of despair when his voice returned, as
mysteriouslyas it had left him. This occurred the instant that Joe - playing again in
the garden after a week in bed - accidentally discovered a rupee, buried in the
ground.

After this strange experience Joe read everything he could find on fakirs and
yoga. He learned to read Sanskrit, and when he ran out ofbooks, pleaded with his
parents until they agreed to find him a tutor on the subject. Appalled by the idea
that their son might end up leading the impoverished life of a beggar, they sought
the aid of a wealthy brahmin who was as renowned for his business sense as for his
scholarship in religious matters. After meeting with Joe, the brahmin was so
impressed by his intelligence that he decided to tutor the boy himself. So it was that
Mandarin Joe grew up making weekly visits to this man for spiritual instruction.

This brahmin, although married, was himself childless, and as is often the case
in these situations, grew - after a time - so fond ofhis pupil that he began to think
of him as a son, in spite of their difference of race. Thus the brahmin held back
nothing, and taught the boy everything he knew, including the art of Kundalini
yoga in which the brahmin was a secret adept. Kundalini yoga, also known as the
serpent power, involves the raising of the snake or the coiled energy said to be buried
sleeping at the base of the spine . Using ancient techniques, the breath is first
coflected and stored in the solar plexus, and then given a charge by sharply contracting
the heart . In this manner the Kundalini energy is awakened. This is not without
danger, for if the snake is awakened facing downwards there is a good chance the
practitioner will die. Once aroused, the energy is slowly raised up the spine and, by
using specific operations to open each door, moves from one chakra to the next. If
all goes weil, after much effort and internal discipline, the practitioner's Kundalini
nears the final destination, the crown chakra situated at the top of the skull.
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Years later, Mandarin Joe would stand in Moss 'sgarden, his mind on magpies and a

buried rupee, bis mouth and arms telling his discipies a biblical story.

Aftera long time the lord of those servants who had gone away returned and took
an accounting of them.

Then the one who received five pounds came up and offered five others, and he
said, My lord, you gave me five pounds; behold, I have added five others to them .

His lord said to him, Weil done, good and reliable servant; you have been faithful
over little, I will appoint you over much; enter into your master's joy.

T hen the one with the two pounds came and said, My lord, you gave me two
poun ds; behold, I have added two others to them.

His lord said to him, Weil done, good and reliable servant; you have been faithful
over linie, I will appoint you over much; enter into your master's joy.

Then the one who had received one pound also came up, and he said, My lord, I
knew that you are a hard man, and you reap where you did not sow and gather

where you did not scatter.

So I was afraid, and I went and hid your pound in the ground; here is the very one
you gave me.

His lord answered, saying, 0 wicked and lazy servant, you knew me that I reap
where I did not sow and gather where I did not scatter.

You should then have put my money in the bank, and when I returned I would have
demanded my own with interest.

Therefore take away the pound from him, and give it to the one who has ten
pounds.

For to him who has, it shall be given, and it shall increase to him; but he who has
not, even that which he has shall be taken away from him.

When the time arrived in his schooling to choose a university, Joe Kwan decided on
engineering at the University of Bangalore . This is where he met and became
friends with Prince Salar Jang, who was to later become the Maharaja of Hyderbad.
Both Joe and Salar enjoyed a certain degree of notoriety around campus . Joe because
ofhis mango trick: a trick where, in a few hours, a tree sprang up and produced
fruit . No one could explain how he did it. Salar because he was a descendant of
Tippu Sahib, the rebellious prince known to the British as the Tiger of Mysore,
who had developed the world's first war roeket and used it so effectively against the
British army in the 1790'S. As a matter of fact Salar shared many similarities with his
illustrious ancestor, physically as weil as in character. Besides having red hair and
sporting an enormous moustache, Salar, like Tippu Sahib, blended a taste for
reading literature together with apassion for hunting bordering on the fanatic.
However, Salar's friends happily found him less prone to war than the feared Tippu
and noted one trait that none ofTippu's biographers had mentioned: Prince Salar
was an incorrigible collector, and already, barely twenty, his collection was vast.

Salar's taste was entirely eclectic, not limited to any particular category or thing.
When he chose something he always made a big show of choosing with certainty,
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but his choices followed laws no one else could follow. An old brass tabie, a few
yards ofyellow silk, a hand painted on the door of a shop. Like Mandarin Joe,
Prince Salar was a little mysterious. Everyone agreed upon seeing his installations
there was a certain logic, that it somehow worked. But it was impossible to explain.
Nobody had ever seen a collection like Salar's before.

Our story ends with Joe and Salar hitting it off immediately, discovering that
they shared many mutual interests. After classesJoe accompanied Salar as he walked
through the bazaars searching for things, very often astonishing Salar's other friends
by anticipating his choices. It seemed that Joe was the only one besides Salar who
knew what it was all about. Salar appreciated this, and grew very close to Joe . It
surprised no one when, at graduation, Salar hired Joe as his secretary.

VIII

The sound of waves moving pebbles. The crunch of cereal and milko Boots on beach
gravel.

I can't find my glasses.
You don't need them now, it's dark.
I know but I want to make sure that I haven't lost them.
You haven't lost them. Go get your guitar.
I don't know why we are taping this ... this is going to be completely incoherent.
The museum! The museum!
Coherent. That's the name of a big laser manufacturer.
Now it's dark .
Isn't that the company that built the laser that was fired from the earth to the
moon? Did you know that by the time it reached the moon the beam was only six
feet wide!
Wow!
(a shooting star)
That was a big one.
And what about laser sights on hunting rifles?
What about them?
Just point and shoot. No muss, no fuss. just line up the red dot and take a deer
home. It even comes standard on the new cameras.
Get a load of the Deer Hunter.
Hey guys, aren't we on a fishing trip?
I prefer my old Pentax - don't trust those .new automatic jobs.
They look like a bloody laser - either that or...
Hey, you know the new one with a lid? Looks like you are holding a bottle ofjam in
your hand.
Who wants another can of beer?
You know I have still got an old Leica - doesn't even have a light meter.
By God that's the only way to really Iearn photography.
Hey look, the Artist.
Might as weIl be using a bow and arrow. By the time you are ready to shoot with
that thing the deer has gone home to bed.
Bullshit . You never heard ofCartier-Bresson? What do you think he used?
(chorus)
The decisive moment!
(puzzling)
What exactly is coherent anyway?
Coherent means something easily followed or a substance that sticks together ­
not rambling or inconsequential.

Touché.
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I sure could have stuck thar girl at the gas station .
Hey clean it up. We're on tape here.
No, I mean a laser works because the light is coherent, right?
Where's Mort? (1ookingaround)
I don't know, he left a while ago.
Probably went looking for the white lodge.
(generallaughter)
Think he left a trail ofbread crumbs?
In the moonlight?
You know what mort means?
Note sounded on a hom at the death of deer.
Smart ass.
Hey, what's that? (poinring)
Don't point. It's bad marmers to point.
I thought I sawa salmon jump.
Hey asshole, salmon don't jump at night. ~



ALBERT KUIPER

Wo rds

about

Art

A museum has various tasks within the cultural field. We tend to associate a

museum with collecting, conserving and exhibiting works of art. But its task to

exhibit material evidence can also be performed by showing documents referring to

the works of art made . This is an alternative to going on collecting until we have all

run out of budget or space.

We could talk about a new kind ofinstitute, but existing museums could also

perform this task.

Informing the public about what is happening all around the world by giving

access to a new information channel will also enable the curatorial staff to perform

their tasks better. So every museum should be 'plugged into this circuit' anyway.
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What we should aim for is an information network with many nodes (the museum s
and other institutes, galleries and companie s) that all enter information about what
they are doing; also individual members of the artistic community should be able to
'advertise themselves'. This information can be typewritten, in the form of stills and
video sequences.

At the various nodes, terminals give access to an index, and the data is then
transferred to that node on request . All this can be done with normal zoth century
technology.

just as a precaution, I would like to add: documenting art cannot replace the
need to form a collection. The value of an original artwork is evident . So I would
like to ask: Who is afraid ofblack and white?, being the colours we predominantly use
when we are documenting?

De1ining the Museum

The ICOM, the International Council ofMuseums, defines a museum as:
a non-profit making, perman ent institution, in tbe service ofsociety and its deuelopment,

and open to tbe public, which acquires, conserues, researches, communicates and exhibits,

for purposes ofstudy, education and enjoyment, material evidence ofpeople and their

environment.' W ith the task: to acquire objectsand keep tbem [or posterity.

Evidently, this is a broad and sweeping definition, to cover the wide range of
museums there is. Let's state frankly that today we are mainly interested in
museums for the visual arts.'

We can look closer at this definition of the ICOM (and introduce several values):
I on-profit: We see that galleries which have an intention to sell exhibited works
of art, and make profits on them, fall outside of this definition.
2 Museums are permanent, not open and functioning one day and gone the next.
Theyare stabie institutional elements within society. They have a function .
3 A museum must develop society, that is, it must enable society to learn, to attain
higher goals, to develop in intellectual and spiritual ways. When they are closed and
shut down, museums do not enable the transfer of cultural values. To say it with
other words : museums are generators of culture .
4 Acquiring and conserving works of art means that a museum has the resources to
get hold of new artifacts for the collection of specimens . And once you've got
something, you have to keep it in good shape. So there should be adequate funding .
Keeping means that these objects be contained within the confines of the museum
(nor in a restaurant, that is) and kept in a good shape representative of what it was
like when it was produced.
5 Study and education implies presenting a context, within which the works get a
significance. That means that addi tional informa tion outside of the domain of the
work at hand should be available. The collection should have a holistic unity,
because these focussing points make it possible to do research and to make
exhibitions that have some sense.
6 Material evidence of people. The production of the workers in the arts.
Acquiring these man-made objects means having the physical presence of those
objects at hand.

Museums should enable students to study the collection, its history and

background. It should enable education of those members of the public that are not
yet well-inforrned. Ir should also give people looking for enjoyment or a break a
place to relax. Museums are a safe-place outside of the visual bombardment of
mass-media.

All this sounds quite straigh t-forward. But things are a little bit more
complicated . By posing some questions I will try to establish where we think we
have our limits.
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I Especially in modern art, form and content have been separated, in such a way
that the material thing sometimes doesn 't coincide at all with the artwork. So what
do we collect?
2 We can pose the question whether the availability ofinformation in general
about the arts and its development also fall within the domain of the ICOM

definition. This is an important question. Because an artwork gets part ofits
significance in the contextuallayer placed around it by the museum. Merely
presenting a work of art without information about it, an explanation of its meaning
and content does not make sense. Therefore, making this framework for giving
additional information should also be part of the primary tasks of the museum.
3 Can we replace the mate rial work with documentation? Can we fulfil our task of
acquiring by collecting and presenting information? When we think of a theatre
museum, it is quite evident that the performances can never be maintained in the
way once presented to the public. An audio-visual is one of the nearest things we
can get for now. I have experienced the same prob1ems when working with artists

making performances.
4 If and when we can acquire a performance by documenting it - and placing it in
its correct art-historical context - can we then also acquire a painting, a drawing or
sculpture in that way?

The groups of the public that we distinguish need a different approach to the

presentation of the art. For example, for a tourist a museum should give in a short
overview, the structure of a body of cultural objects and thoughts specific for the
museum, as a short example of the collection, the country or the specific part of the
arts the museum has focussed itself on.
An art-Icving visitor expects the latest exhibition, with the state ofthe art. (Here at
last we really can talk about thatl), The student wants to have access to more

information than only the superficial names. He wants background, etcetera.
Formerly, in the museum profession this extra information demand has been the

domain of the education department; I think reflection on this flow of information
concerning the structure ofwhat the content of the artworks is, belongs to the
central tasks of the museum staff.

Working out the Organizational Structure

Let's take the ICOM definition as a statement of mission for a particular museum for
art. Almost every verb signifies an area of attention, meriting aspecific task or
organizational group. When we go top-down from these intentions, then we can
easily see, that the organizational structure will develop along the lines of:

external relations;
acquiring, with all kinds of networking by the curator;

conservmg;
keeping works of art with all kinds oflogistics;
education;
exhibiting and
art historica! research .

For all of these tasks, information is required to perform the work at hand.
Information is a general resource . A resource that is used by all the people working
in the museum, th at is also produced by them, as a product of the tasks performed
by the one to trigger another.

Problems

Within some of these tasks there are some specific problem areas:
Acquiring is mostly a problem of finance, and otherwise knowing what's going
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on. What's for sale (galleries, auctions), What is being made. What has been
documented.

Conserving and keeping is a problem of space, know-how, information, finance:
where to keep things, how to maintain their welI-being, having the information of
what the objects are, where they are, in what shape they are etcetera.

Data should be available: what is known about the works, the contents and what
has been written about them. This can be called the body of knowledge of a
museum, the prerequisite for the task of educating and making exhibitions that
make sense. The 'data' (strings of information about the works of art) should have a
high accessibility. In former times the brains of the curator gave real-time
information retrieval. But nowadays this just doesn't work any more. I think we
have already reached our cognitive limits. And people leave the museum , leaving
others behind in despair.

Budget deficits. ColIecting needs a lot ofinvestment: keeping all those artworks

forces one to have infinite confines, and gathering and presenting information is
labour intensive work .

Murphy's Law (Anything that can go wrong, will go wrong) can be stated as:
when you want to acquire a work it doesn't fit into your museum, because it is

fulI,
2 the work you want to lend out can't be found.
3 when you start to make a catalogue, the information on the works is not

available.
4 when you want to acquire a work of art, you can't find documentation on it or its

artist for the committee.
50 here we have some critical success-factors:

The physicallimitations, or confines of the museum.
The making and keeping track of information on the objects in the possession of
the museum .
Knowing what's going on. (Of course this list can be e1aborated on.)

In wh at Ways can we Solve these Problems?

First of all: we can throw a lot of money at the museums . The strategy of 'more of
the same'. We can build better and bigger store-rooms for all those works. Add a
new museum, specificaIlyfor an art historical period, or clone a museum into
separate parts.

We can make a survival-plan for the works, describing them etcetera, and
subsequently keeping them confined in a nice, quiet place somewhere.
Maybe throwing away, de-accessioning part of your coIlection wiIl give us some
space to breath.

WeIl actually, I don't think this wiIl solve any problem at all. Within a short
time we would be back where we are. These solutions don't solve the problem at
hand in a structural way. 1'11 show you why.

Growth-Rates

Let me show you what a mess we are in:
In science, a growth-rate can be plotted, and these growth-rates are always an

exponential function. The growth increases. And ifwe encourage growth by
creating favourable circumstances, the growth increases even more.

Art production wilI stimulate more art production, so that what is added every
year wiIl increase. That doesn't mean making any qualitative judgement, just the
fact that people make artifacts in the domain of the visual arts. In the age of mass­
reproduction, art produc tion grew because of new techno logies, with mass-media
and the new division oflabour it grew even more.
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So if we keep the same system of collecting art as we have had for the last two

centuries, it will place us in serious difficulties. When we keep on buying those

works of art that have merited attention, that have influenced others and that we
can make sense of in addition to what we already have, we will get stuck
somewhere. We shouldn't collect when we cannot take proper care of the work.'
Because more is communicated on art (this is an era of mass media, of a Global
Village), traditional criteria pose problems. Everything seems important. Many
museums have had difficulties here already, and have budget deficiencies.

S tru ctu ra l Changes

Only by making structural choices, by looking at the problem at hand in a different
and new way, can a new solution be found. Here we enter a narrow and dark alley.
What are the confines of our problem. What would we allow ourselves to do?

Making structural choices means doing something differently.

Let's pose a problem: can you conneet the dots in the following diagram by a

continuous drawn line of four straight segments?

This is not possible unless we go outside of the common way of thinking, outside of

the boundaries we normally set. Structurally making a choice, confining the focus of

the collection, what comes in, is of some help.
I'd like to offer an inventory of solutions:
I With a new policy on collecting we can restriet the growth.
2 Curators can make agreements and confine themselves to certain areas to collect.
3 Internationally, curators and some galleries can by agreement limit what's

important to the development of art, and thus what is of art historica! interest and

value, and what therefore deserves collecting in a museum. (Of course galleries and
artists will oppose this solution.)

These solutions still more or less confine themselves to doing the same things in
a different way. Probably solutions like these are of some help . But Iet's take a look
again at the tasks the museum has: acquiring, keeping/conserving, study, education

and exhibitions.
The basic statement concerns informing the public. A means to this end is

acquiring and conserving. But we can also put our main emphasis on the other
means given: researching, communicating and exhibiting.

Proposal

Now here I have a quite different proposal: Why collect the works of art
themselves? Why don't we go over to the aim of documenting the abundance of art
production. Design an information system that enables several datafiows to
coincide: internal and external. This would enable an elaborate documentation of
works of art and the collection in one and the same framework both data about and
visual evidence from the existence of an artwork, somewhere. Add the inforrnation

stored in the library,
and there you have a media bonanza - open to the public!

This would be atuned to the new world we appear to be living in. This would
take away the burden on collecting the physical things themselves, keeping them in
good shape, and storing them someplace,
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This will satisfy problems in a lot of our basic tasks, elaborated on in the organiza­
tional structure of the museum. Many critical success-factors have a relationship
with information.

Within one database we can collect information on art, and present it to the staff

and to the public; within the same information context we can give access to other
kinds ofinformation like images, stills or movies, so that in a certain way, we get a
superstructureofinformationtechnofogy.

Okay, lagree directly that studying this information about art is of no value
compared to studying the works them selves.

What I would like to add is that we should also collect and present
documentation about what's happening elsewhere.

Access to Material Evidence

Being trained as an art historian, I have seen more works in the form of a
reproduetion than in their real form and surroundings. And to me that has always

been okay.
For instance, reading about the daneer Simone Forti studying the behaviour of

polar bears in the zoo to use in her work really triggered me. jusr reporting on what
was happening had a lot of sense in the seventies. Lucy Lippard saw this c1early
when she wrote her book about conceptual art.' Magazines like Avafanche were
atuned to this kind of publishing. These information channels gave material
evidence of the works of artists all around the world, who worked within the
paradigm of the then current avant-garde. These publications still remain one of the
prime factors for the rapid dissemination of the ideas that were current at that time .
The same can be said of the publications the avant-garde served itself with in the
beginning of the century. '

Leaving material traces in this way is of course important for artists who make

ephemeral works. But in The Hague severa1 years ago, an artists' committee was

formed, that demanded attention from art historians. Not for want of being shown
in public, only to be documented, to be part of history." This group doesn't concern
performing artists. So for this group just making art wasn't enough, they wanted to
appear in the archives as weIl. Therefore, documenting can safely be c1aimed to be a
complement to production.

Consuming Art in these two Ways in a Museum

We can differentiate between two kinds of art-consumption: one in its reallife
form: in the museum, the gallery, or at home, and one in the secondhand form:
inforrnation about art, contextual or referential. Ofcourse, both types of
consumption of art can be placed within the museum .

Besides the genera1 public we have a group that is wen aware of what's going on.
These are the artists, art historians and curators with a developed sense of what's
going on. Wanting access to more information in new ways. Always wanting the
newest leads available. WeIl aware of making its own choices, valuations, and
communicating and developing its own tastes and likings. This relatively small but
extremely influentia1 group can be the focus for attention and can be given access to
an imagebank and art historical database. Shared between severa1 institu tes (because
this would go beyond the scope of a regular institute).

Such a database would enable all kinds of tasks internally to be performed better.
At the same time this partially relieves the museum of the task of actually acquiring,
education and exhib iting works of art, at least in some ways.

In a set up focussing on documenting wha t's going on, many people would
gladly participate. And should be obliged to do so.
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Documenta t ion ca nnot Rep lace Art , of Course

Art has a kind of mystique, artworks define things and are of a different order than
normal day-to-day human artifacts . Within the art context, we make works that
have something special. Even when we try to go out side the boundaries and state
daily life as part of the art world, this assertion remains. This is evident from the
importance that is placed on the craftmanship, the handiwork aspect of the work of
art. This begs the question: is it important to have the artwork itself at hand, or can
we use a replica, a reproduetion of one or another sort?

We can maybe make a distinction in two groups: there is a group of art-lovers
that thinks there is something that the master added by doing it himself.
Imperceptible, infinitely small refinements. That's why we always talk about the
hand of the master.

Others think that only the external form of the artwork is important. Maybe
these people are analytics who don't go outside the confines of that which they can

measure and deduct from what they know. Or these are consumers aimed solely at
the environment the museum gives.

The first category is difficult to describe without going into lyricisms or into
some faint and otherworldly assertions. The brushstroke of the artist can be seen as
the stroke of genius. In our culture this seems to be a central trait . We cannot

replace the material fact of this by documenting. Roy Lichtenstein has made

Brushstroke paintings, evidently referring to Abstract Expressionism.?But seen as
Pop-art, he is referring to the traditional place of painting in our culture.

I th ink such things as authenticity of the work exhibited mat ter . Even in a
documentary exhibition an original poster is valued more than a reproduction. A
modern copy of a Rietveld chair just doesn't have the extra historical dimension of

an original, even if that original is in bad shape. That also holds for works of art.
The original about which you now have some information should still exist
somewhere.

There are members of the public that won't care if they are looking at a replica
(as long as they don't know), maybe because theyare interested in other things.
First of all I can think of the tourist, brought to the museum by a tour-operator.8

Would this group also accept a big polaroid replica? Or a small replica? Or a video
still? Or a description in language?

A last remark on this topic. A museum cannot forsake the whole idea of
exhibiting and collecting the works of art because it is documenting.

Post-Modernistic Approach

In this age of mass media, we are constantly bombarded with images. For a large
part these images pertain to works of art or other cultural artifact s. This has led to
the idea of post-modernism. As Charles Jencks put it, everyone has these pictures
stored in an imagebank: Any middle-classurbanite in any large eityfrom Teheran to

Tokyo is bound to have a uell-stocè ed, indeed ouer-stocked 'image-bank' tbat is

continually restujJedby travel and magazines. His musée imaginaire may mirror tbe

pot-pourri oftbeproducers, but it is nonetheless natural to his way oflift. 9 These
members of the public are part of an international culture and should be served
according to this need.

Using an imagebank and a database-approach to fulfil our greedy hunger for
news on art can be seen as a 'post-rnodernistic answer' to the task of the museum.

Organizational Requirements

How do we have to organize in order for this to take place? How do we get the
organizational framework that uses state of the art information technology to form a
body of knowledge about art.
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Sharing this information means that several museums are part of a network. A
network in two senses: both a physical distribution network, along which
information is shared. But in another sense, we can talk about members of a
network: a network is a group of people or institutions, participating in a certain
activity.

Information technology is the domain of the carrier of the information: the
range is from terminals with question and answer possibilities (queries of a
database) to video-disk sessions and audio-visuals, inc1uding library functions.

Information technology claiming such a broad area of attention in the museum
would demand a new kind ofworker: the chief information officer. The CIO keeps a
grip on information flows, designing ways for employees and public to use
information, while assuring that many people will enter data into the system.

Collecti ng Data

Museums should enter information about what they are organizing. Which
exhibitions will take place, what has taken place. With information on the works
shown . For instanee, we can enter the texts made for flyers and 1eaflets (storing a
whole catalogue is too much, except for Humpty Dumpty). But we should also be
able to add video sources, and distribute these.

Galleries would gladly participate, especially when they understand that this
network gives them access directly to the curators. Through these sereens one can
see what is being painted elsewhere.

Centres for the performing arts can in this way make more public a witness to
what they have staged.

Critics and magazines might be willing to enter the information. So this
database will also perform the tasks of the Art-Bibliographies. Maybe this
periodical will itse1fuse this information channel.

Information should be shared between member institutions.

What is entered into the network at one node, will have to be available at all other

nodes, as soon as technically possible.
The Paul Getty Museum has taken the lead in establishing an international

database, available to subscribers around the world. Many museums have terminals
through which they can access data. Mostly traditional art historical inforrnation."
What we should add to this networking concept, is entering data about what's

going on . We should add that real-time aspect, because that's what turns us on.

Data -Management

Through the use of optieal-disks (WORM, write once, read many) we can (ourselves)
easily store huge quantities of data. Even slides, stills and pats ofvideo recordings
can be stored. Intemationally, a shared index can be made of what every user has in

his own portfolio. When consulting the index, we can ask for copies of the data.
That can be made availab1e right there and then, but also overnight.

Distribution of Data

The museums should have terminals available to the public. They could be used like

the telex machine that you can find at the bank. Information flows continually. Or
they can be used like a video set that shows semi-live evidence of the work of artists
in the several disciplines.

A structural problem in norm al publishing is filtering. The editorial board and
the authors decide what's important. They don't give information on what they
haven't focussed. But things might be happening right under their eyes that might
still be of interest to someone else somewhere else. By letting the requestor do the
searching, the problem of the information threshold is reduced. So essentially we
are talking about getting words and images about art at our front door.
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Direct -Casting

Let the user pay! We can ask fees from those requesting our data . We can set our
own fee, so that our expenses are covered. Of course, with some subsidies a lower
break-even point will be reached. And we can subsidize governmentally, but we can
also seek sponsorship. And we can expect private initiatives, through which we can
see this network for generating income if there is enough demand for the
information we have collected ourselves. For instance, a publisher might give

information away free1y, because this will generate additional sales. When being
used for advertisements some fee can also be charged.

So what I have added is some of the flavours of the Dutch o6-telephone numbers.
Or the French Minitel system - quite an institute in itself.

Technica l Requirements

There are already many international networks that are used for data transfer. An
interesting network is one that is shared between universities all around the world.
These work like a postbox system. A user can send data to an addressee. But the
data to be transferred is kept in a central computer.

I propose a different setup. Everyone keeps his own information and shares this
when this is requested. We should need two subsystems:

an index in which the various forms of data that can be accessed is recorded,
2 and every node should keep a file of the data that is kept available to others.

The node must permanently have a computer ready and functioning. Thc
equipment needed at every node can be customized for the bulk of data.

A minimum would be a PC with a hard disc, a scanner and a printer, plus a

modem toconnect to the network.
But a setup of a PC with a scanner (that's a kind of photocopying device that

makes an electronic image), a videocamera and video recording device, a printer, a
large hard disc and a WORM drive connected would enable larger quantities of data
to be stored and retrieved . In this setup we can customise some workstations for
retrieval of data, while others are used for entering data into the e1ectronic archive
and nerwork-index.

The index holds data on the exact location of the information and images. There
is a local index (ofwhat you have yourself) and there is a central copy in the network
so that everybody knows what information you have. Upon request for information,
the network server will try to access the data at the node given in the index, and
send it to the requestor. There it will be stored on the local hard disc of the PC at
that node. When the request is made in the node (the museum) locally, this is
handled locally.

Electronic images can be stored digitally on the WORM (which can contain up to
6 gigabytes of data on one single disk such as the Sony 12" wonsr-drive), even
videotape sequences can be stored this way. Also texts can be stored like this.

On the retrieval workstations we can sec both images and further information on
that what we are looking at. With Hypertext, data can be interconnected. This
means that the person that searches the network for information can go from one
subject to another, guided along the way by associations (automatically) made on
the basis of names, subjects, media, places, dates etcetera.

Organizational networking means that the various members will have to co­
operate in defining standards. This whole framework then is not futuristic but quite
feasible. Furthermore, it is the same infrastructure that the museum should have
anyway when performing the tasks of documenting the collection for admi nistrative
purposes and for the making of an on-line catalogue . What I have described is
basical1y also a way ofworking with information technology in a museum. ~
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ICOM Statutes and code of professional ethics, 1990. Statutes artiele 2.

2 (Though the conclusions reached at the end of this argument might hold also for other
museums outside of the arts, for instanee for theatre, history or natural history.)

3 ICOM code paragraph 3.1states Museums sbould not, except in very exceptional instances,

acquire material tba t tbe museum is unlikely to be able to catalogue, conserue, store or exhibit,

as appropriate, in a proper manner. One can as oneself, if existing collections should be

reduced if the possibilities for proper maintenance are not available. For instanee the

London Zoo gave part of its collection away and fired some keepers because of

budgetary reasons. Ca n museums of art can be expected to do the same?

4 Lucy Lipp ard, Six years, the de-materialization ofthe artobject. Preager, New York, 1973 .

5 See A. Kuiper, Tristan 'Tzara en Tesprit Dada', Kunsthistorisch Instituut G roningen 1981

6 T he HCAK, H aags Centrum voor Beeldende Kunst is an independent artist's gal1ery.

7 J. Lipman and R. MarshalI,Art about Art, Du tton, New York, 1978, p. 33. (from an

interview in Artforum, 1967).

8 Many visitors to the Rijksmuseum looking at tbe Nachtwacht wouldn't know there was a

replica if the original is being restored . Or for the same matter, who real1y knows that

the Mona Lisa in the Louvre is not an exhibition copy?

9 CharlesJencks, The languages ofpost-modern arcbitecture, Academy Editions, znd ed.

1978, p 127.

10 Paul Getty Museum database.
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Financing Museums

If the question is asked of the methods a museum can adopt to raise the funds

needed to carry out its function, a couple of things should first be clarified. First of

all it should be stated that we talk about museums of contemporary art that are

responsible for their own coIlection. Moreover we are certainly not talking about the

Museum Fodor. The second point is that I do not intend to discuss every aspect of

museum policy. I wiIl not deal with the creation of the coIlection, or the museum's

policy towards the public, or how it publicizes itself; nor with the running of the

building or persennel policy. Let us imagine a museum of contemporary art. Let us

say that it is in the city E and let us call it the Museum. The Museum has a Board of

Management. And the Management has one Problem, namely that the Museum

would be able to carry its function out better if there was more money.
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The Management assesses the collection of the museum and realizes that under

previous management certain somewhat one-sided emphases have been placed in
collection policy. The budget for making purchases is limited enough. The Museum is
entirely financed by the authorities: local and central government fix the budget;
although it is tied to the rate of inflation over the past few years this does not represent
any real increase. Moreover the Management has other expenditures: parts of the
collection are due for restoration, security must be modernised, etc. The Management

turns to its regular souree of supply: the authorities. But they are currently seeing
where they can make cuts. The authorities admit that they are responsible for
developing an art policy, and that they must also do this through the Museum. Art
policy is the responsibility of government at least in the sense that they must create the
conditions in which art can be produced. They never bother about the content of art,
but they are aware of its social importance. Daniel de Lange proposes a thesis that is a
clear statement of the social importanee of art: Time and again art gives life to culture,

eitherby validating it or through itsfunction ofcriticism. It disturbsthe mirror imagein
which every culturebecomes a Medusa'sbead; staring at its oum imagefreezes the culture
until it becomes a lifeless ghost. In this sense art is an indispensablejàctorfOr the survival
and'for thepossibilitiesfOrgrowth and change ofevery culture; the reverse is also true - the

wil/ingnessofthe cultureto al/ow the mirror imageofitselj to be alteredby art, isa measure

ofits vitality. Considerations such as these are a convincing argument for the
authorities to release funds for art policy; they are in keeping with the Thorbeckian
principle of never commenting on the content of art. (Thorbecke: 19th centuryDutch
Prime Minister responsibiefor tbe introduetion oftbe Dutch written constitution.
Translater's note.) In the meantime there is no chance of allocating more funds to the

art budget.
The Management is not prepared to leave it at that. Ifgovernment is unable to

raise more money then they must look to the private sector. Large-scale funds for the
promotion of culture do in fact exist, but it soon turns out that these sourees of money
have their limitations; they are insufficient to provide structural support for the

functions of the museum. The Museum is used to getting money simply by asking for

it. Normally speaking it turns to governmental or semi-governmental bodies. The
request is turned down, even though it is described as being not unreasonable. Why
should there be a request for extra money right now, and why can it not be granted?
The Management considers that it is time to pause for reflection.

The question why the Museum needs more money is not so difficult to answer.

The largest proportion of the extra money it needs goes to building up the collection.

The reason for this is that the price of contemporary art is very high, certainly ifwe are
talking about work that is patently representative of aspecific development or
tendency. A museum needs to buy work at a very early stage. If it has missed out on a
specific tendency it is often too late: the prices have soared to such an extent rhat they
simply do not bear any relation with the budget available for making purchases. As

soon as someone's work gets a certain name for itself its market price rises on average

15 to 20 per cent per year. Art is increasingly seen as an object for investment. This
tendency is partially responsible for the fact that the prices for art are constantly rising.
Contemporary art is part of the economie process of supply and demand. This
development takes some time to emerge. The market first waits for a certain level of
recognition and only then does a movement in price occur. Moreover this movement is

strange in more than one respect: the work has not been created in response to a

demand from the market; it is a progressive response to a demand, that, in view of the
value placed on it, must imply a great scarcity. Market research would indicate that our
mode of production is a response to a quite specific demand. Prices are normally
speaking determined by production and distribution costs. In the case of art these

aspects of evaluation play a negligible role. This is the basic difference between art and

other processes ofproduction. During the moment ofits creation art fails to comply
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with the laws that we recognize in economie affairs. Once it has been produced and

receives recognition, it begins step by step to participate in our economie cyele.This is

a development that artists have not failed to notice. Not so long ago artists had an

image of themselves that was still modelled on a rçth century non-economie pattem;
now we have the phenomenon of artists who are acquainted with their business
interests. This is a development that the museums follow with mixed feelings. After all
isn't it the museums that have given art and the artist their position in the market?

Museums are a rçth century institution. This was the century that invented

industrial capitalism and it needed a protected and privileged place where cuitural
values couid be celebrated by and on behalf of the established bourgeoisie in order to
demonstrate that they weren't just ferocious money grubbers. In every city concert
halls and museums rose from the ground and public art was able to get under way. A
public art moreover that gradually emancipated itself from both the church and the

secular rulers, who were the original patrons of art. As the process of democratization

developed the authorities increasingly gave form to these bourgeois aspirations. The
museums and the concert halls were created by the bourgeoisie who met in their art
salons, but they gave the responsibility for them to the institutions ofgovernment
which were in fact run by the same group ofpeople. In the meantime to all
appearances the artists complied with the wishes of their masters. They presented

themselves as political or a-political depending on the times. But they always

maintained a display ofbeing non-economie in their work and in their mode of
production. They stormed the Bastilles that were permitted them: the theatre and the
museum. And the people in power were highly entertained by the artists, regarding
them perhaps as pampered children.

The Management went on with its evaluation: it began to notice that somewhere

along the line art had taken another direction that na langer corresponded to its

original model. Even so the artists continued indefatigably to use the museums to
exhibit their work, but there was a discrepancy in their attitude. Where however did
that discrepancy lie?

Art is cunning. Ir is so cunning that it has always found a way, often an under­
ground one and often unconsciously, to resist the arguments of power. Or else it has

made use of these very arguments to erode power itself from within. Because it is in

this way that art becomes a mirror held up to culture. It is an apocryphal and
dialectical process: statement is constantly met with counter-statement that confirms
while at the same time proposing a meaning that erodes the original meaning till it
becomes something entirely different. This cunning, this vital will to live that is the

nature of art, is not a quality that the museums possess. A museum is literally a

follower of tendencies .
This discussion will perhaps need some elaboration. It can be found in the realm of

casuistry. When Mondrian produced his apple tree series he was, of course, producing
an experiment in form, but at the same time he was also demonstrating in a fashion
that almost reminds one of Foucault that the order of nature escapes our ability to
perceive it. He did not make an abstraction of the apple tree. He simply painted it.

And he painted a new world order. This is why Mondrian was both child and prophet
ofhis time. What about the museum then? The museum waits a while, but in the end
it decides to hang the work.

Meanwhile we have landed in the post-capitalist era and our mode of production
has also become a subject for art. Moreover the authorities have switched their

emphasis from artists' policy to art policy; they have abolished the BKR (government
regulation by which artists uiere guaranteed a basic income. Translator's note.) and in its
stead they have created the conditions for a broader commissions policy. The artist
once again apparently does his master's bidding and organizes himself in a more
business-effective fashion. The museum follows suit. The museum does this by
focusing on management techniques and sponsoring facilities.
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The Management of our Museum has some experience with sponsoring. The
conclusion it reached confirmed the research carried out in England. Sponsoring is
useful for additional financing of thematic activities up to a maximum of 10% of its
own budget. lt is clear to the Management that sponsoring and fund-raising (the latter
has never got off the ground in Holland) are not the answer to its Problem. But

gradually the Management is beginning to appreciate one thing very cleariy: to raise

money you have to be cunning. Art is cunning. Why shouldn't the Museum be like
art? lt understands art after all. How to put this idea into practice however requires a
great deal of thought.

If the current slogan is: be business effective - in what respects can museums be
business effective in their approach? And, moreover, how can they achieve this in the

area ofgenerating revenues? The Museum has already become as business effective as
possible in its policy of expenditures: it applied a whole variety of techniques in a
number of areas: financial administration, building and personnel management,
security and public relations, but all of this only covered the aspect of expenditure.
How can you become business-effective with regard to raising revenues?

Traditionally the museums carry out a variety of aetivities in the field of

publications; sometimes theyalso issue special editions of multiples. These raised
plenty of money but always on too small a scale to solve the Problem. Even an
adequate fiscal policy, for instanee in the area of sales tax, might offer some room for
manoeuvre but not enough to be equal to the Problem. No, it is time to do a radical
about-turn. What does a museum possess then that is both valuable and that can be

converted into money? lts own collection. Discussion has already begun about the
important capital that art in museums represents. The Mondrian in Hilversum set the
tune; Rudi Fuchs of the Haags Gemeentemuseum has formulated the question more
incisively:why do we nor sell a number of the works that we keep in storage in order
to make substantial improvements in our collection? There are a number of arguments
against doing this and this is not the place to go over this discussion all over again.

There is, it is true, something relative about a museum col1ection in the sense that it

accumulates by chance: purchases, bequests in sums of money and in works owned by
collectors and artists - from the point of view of developing a collection, there are
bargains enough to be made here - and, of course, there are 'remainders' from projects.
Even so, despite its weaker elernents, this collection is also a product of time and
circumstance. The Management sees no reason for selling...

The col1ectionof the Museum may represent a souree of capital, but it is a fixed
asset, and therefore from the point ofview of the 'firm' it is an unalienable, active
reserve. The Museum has another active element at its disposal: its expertise.

The Management ended its evaluation by drawing three main conclusions:
the museum is an institute that is distinguished by a rçth century task and form of

organisation.

the museum would be wel1 advised to situate itself closer to art than to society.

the museum must acquire greater familiarity with the worid of finance and
econormcs,

The Management prepared to draw up plans.
But before the Management could make its plans it first had to have an answer to

an important question. How does the price-making process develop in the case of art

and why does it show sueh a tendency to soar?
Sotheby's, the art auctioneers, maintain an index of the sales of modern art. The

course this index has taken since 1975 definitely deserves further study: the average
annual increase is 136'73%; at the same time there are hardly any fluctuations in the
trend towards growth . The annual performance seems to be hardly affected by the

fluctuations in the economie situation. The oi! crisis of 1979, for instance, to mention a

moment in recent history that was a major cause of fluctuations in the economy for
that year and for some years afterwards, had hardly any perceptible influence on the

Fodor Amsterdam 42



The Fodor Cycle

development of the stock market index for art. This is all the more striking if we also
bear in mind that the index is made up of the total turnover of modern art that is sold
in that year. Cood or mediocre, famous or obscure, it all comes under the hammer of
the auction houses. The stock market index may show a steady increase for art; but the

absolute increase in the value in modern art for the periods of modern art described
here is, to an investor's way of thinking, simply incredible. A share in the collection
that had the index value of DFL 100,- in 1975 would be worth DFL 2.°51 in March 1991.
To make a comparison: an investor's portfolio with a real profit of 6 to 8% is regarded
as very promising. Investors would call it a 'good performance'. The performance of

modern art and, it should be stressed, of contemporary art as well would amount to

many times the amount of an effective year's profit. The reverse of this situation is in
fact the cause of the problem: the prices paid for art are rocketing to such a degree that
museums are hardly able to continue collecting. The Museum disposes of the expertise
to spot valuable art at an early stage, or to be able to distinguish between passing

trends and genuine new tendencies. A museum possesses the expertise it needs for

collecting and managing its collections. A collection increases in value to the extent
that it is put together on the basis of quality. For this reason the Museum needs to
have the same expertise as the art investor.

Let us take a closer look at the business of investing in art:
Both the fact that it is unaffected by the fluctuations of temperature on the market and

the size of the increase in its value call for an explanation that we do not yet have. T 00

little research has been done on the subject of art investment. And yet the
phenomenon can hardly be called a new one. The only thing that is new about it is
that in Europe a broader social circle is beginning to participate in it than was
previously the case. So far, however, they seem to me to be doing so with a degree of
hesitation. Apparently we still prefer to preserve the rçth century attitude towards art
intact. Because no other explanation can be found than 'cold feet' for the fact that,
contrary to all the evidence of the figures, the interest in art as an object of investment
is taking root so slowly. Any new product that was put on the market with a
performance forecast comparable to that of art would normally speaking be assimilated
by the market much faster. The hesitant attitude can only be explained by a cultural
paradigm: the price-making process in art is shrouded in mystery: it is worth what

anyone is crazy enough to pay for it. There are no objective indicators for ascertaining

the value of art.
In art circles the development of art as an investment object is being followed with

deep suspicion. Once again the reaction is one of cold feet. In one respect artists have
admittedly every reason in the world to react in this way. Speculation with your
products is obviously no joke if you don't profit from it substantially yourself But this
does not seem to be the main cause of complaint: more important is the fact that

artists often want to know where their work has ended up and who owns it. They
boggle at the thought of air-conditioned vaults where their works may remain
deposited for 30 years without people ever getting the chance of seeing them. This
picture, however, is not entirely accurate: it is in the investment funds' interest to make
the contents of its collection known, to encourage loans and publications of work and

perhaps to show work somewhere for an extended period of time. This means that the

work has much greater exposure than when it hangs in a private house or a board
room. Furthermore, and this seems to me to be the most important argument: by
means of an investment fund money is released for art and this contributes directly to
the creation of income for artists. Moreover, this money also means an expansion of
the volume of the art market in the full sense of the term: the participation capitalof
the investment funds would otherwise never have become available on the art market.

The Museum realized that making its own expertise in collecting available to an
investment fund was one possible solution for the Problem . In fact, in addition to its
own collection which, we should again stress, is inalienable, the Museum disposes of
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the specific knowledge that will enable investors to make choices that will maximize

the returns on their investment. In addition to its own collection the Museum is in a

position to fulfil the functions of administering an investor's collection and organizing

its purchasing policy. What is in this for the Museum?
Here is one calculation. The Museum or its representative writes out participation

certificates for the investment funds to be developed. Let us say there are 1,000 shares
with a par value ofDfl 10,000. The starting capital amounts to Dfl 10 million guilders

in the first year. The staff of the Museum uses this to buy art. With adequate

preparation the staffwill be able to convert the 10 million guilders into art in a space of
no more than 2 months. The 10 millions will be invested with a maximum spreading
of risks: 6 millions go to pre-war modern art: Picasso, Boccioni, Klee, De Chirico etc.
20%, 2 million that is, then goes to post-war work: Rothko, Stella, ]ohns, Kienholz,
Moore, Oldenburg etc. The final 2 million is reserved for work that is being made

now, by the generations that are not yet to be found in the art guides and which are

gradually beginning to be purchased by the larger museums. The bulk of the fund
consists of recognized work of museum quality. The good pieces by well-known
artists, that have already reached a certain price, but which show a powerful inerease in
value in the above-mentioned index. The index relates to this part of the collection in
particular. The collection that was bought for 6 million is worth more than 12] million

IS years later. The remaining 4 million will show a somewhat more graduated increase
in value and will represent a value of 95 million guilders after IS years.

The total collection that was bought in the subscription year gives a gross return of
208 million guilders on the investment at the end of the period of IS years. That is a lot
of money. A staggering amount of money. If the investment returns after IS years were

9 millions, it would still be considered a good performance. T 0 achieve returns like
this there are still some costs that must be reckoned, from management and security,
say]% of the nomina! capital per year. In our calculation that means 4.S millions.
Finally the museum can calculate 20% of the gross investment returns for the
contribution of its own expertise. In this case then a revenue of50 million guilders.

The Management sat at its computer and blushed . Figures like this were absurd.
Furthermore to have a collection of such outstanding quality for IS years was very
worthwhile. And to think that every year you cou!d launch a new investment
collection.

The Management was faced with the prospect of a whole new set of problems:
would government continue to serve as a co-financier if the museums themselves were

able to develop revenues on this scale? Moreover an investment project brings

organizational problems with it. Moreover, is the market really so insatiable that the
ad lib increase in values will continue indefinitely? What would be the effects on the
price development if funds like these became generally accepted? In short, it is high
time to ask the government for a subsidy to do the necessary research...

From an economie point of view art is astrange phenomenon. In the meantime it is
becoming fashionable for museums, along with other non-profit making
organizations, to make use of all kinds of management techniques from the private
sector. We are talking about a shift towards the cultural institutions: museum directors
are going on courses and a new market is opening up for the banks, certainly since the
authorities are amongst other things also making proposals to privatize the museums.

To pass any judgment on this policy is beyond the scope of this essay. I would only say
that if the museum world wants to solve its money problems, that there are ways of
doing this but they require another mentality than the museums or the authorities in
this area seem to possess. The feasibility of one souree of museum financing as I have
described it here - and it is possib!e to imagine other sourees - would seem to offer
enough material to make a start. Ladies and Gentlemen, who's turn is it next? ,

translation DONALD GARDNER
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I should first like to mention rwo events, La Grande Parade' and Ulay & Marina's

Amsterdam part of the series Nightsea Crossing'.

La Grande Parade was the huge exhibition to mark Edy de Wilde's depar ture as

director of the Stedelijk Museum Amsterdam, and Ulay and Marina's immobile

performance took place around a golden tabie, together with an Australian

Aboriginal and a Ti betan monk. In retrospect these are events which are exactly in

keeping with what Fukuyama has referred to as the 'end ofhistory'.
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In a long line of saying farewell to the Big Stories, already heralded by the French
philosopher Lyotard, we have seen many walls crumble anyhow, inc1uding the one
in the Stedelijk. There, with the departure of De Wilde, the end of the supremacy
of New York's modernistic story was celebrated. A celebration that did honour to

his name. Isn't there the pressing thought when thinking of a large parade of that
one to celebrate East Germany's 40-year existence?

This artistic grand parade was the last spasm of a very successful but apparently
outmoded tradition of the modernistic ideal of painting. Here the fate of an
incestuous abstract painting tradi tion was sealed. This was once more emphasized
when with the appointment of a new director the so-called room ofhonour in the
Stedelijk, where contemporary works had hung for twenty years, was immediately
dismantled. Who's afraidofred, yellow and blue, a painting that had been the high
light of this triumphal installation, was relegated to a side room.

I was not the only one unprepared for this drastic move. My confusion and
desperation brought about at the time by the moving of the canvas were not unique.
A systems analyst, on reading a diatribe from the originally abstract but later fervent
figurative-advocating painter Willink, set about Newman's work with a Stanley
knife. For him the symbolic value of this canvas as a prototype for modernistic
representation was also of special significance. The result reached us only on
photograph: a shocking image of a painting in shreds as a result of a series of gashes.

That was five years ago. When a short time ago the canvas - totally restored ­
took up its old position in the museum, I was left completely indifferent. After the
corpus delicti had first been removed from the room ofhonour (Lenin taken out ofthe
Mausoleum and dumped in a remote spot, I once heard someone say sneeringly), the
lamentabie desperate act of the systems analyst had led in the long run to ewman
being reinstated. For the time being La Grande Parade was on its way again.

In the intervening years my 'belief in Ncwrnan's story had got lost. From a
believer I had become an opponent of this 'religion', and through the opposition to
rigid modernism, which I now exercised, I had gained more understanding of the

reasons for this desperate act. What I had always experienced with Fontana's work,
the artist who makes a speciality of slicing through his canvases, as being a sort of
decadent, somewhat powerless aesthetic symbol, had in this case become deadly
serious. Why not accept this outrage as an historical fact like the portrait of Qpeen
Wilhelmina damaged by Indonesian freedom fighters in the Rijksmuseum? Or like,

in the Boymans-van Beuningen Museum in Rotterdam, the Men ofEmmaus the

most famous 'Verrneer' by Van Meegeren, which hangs in a draughty corner
somewhere as a curiosity?

Moreover, the restoration was disputed. According to Prof. Ernst van de
Wetering, known from the Rembrandt Research Project, this is not the original
canvas. A layer of acrylic paint protects the original canvas against our curious
stares. But even making the scars public again cannot conceal the fact that this relic
has had its day. Darwin and Marx have been toppled from their pedestals and every
cobbled-together New York story by Greenberg, Marxist and Darwinist, and the
modernistic avant-garde of progress and finality has suffered the same fate. Never­
theless, this dogmatic doctrine is still defended tooth and nail in the museum world.
Nowhere is there such a stubborn belief in art history as there is there . The return of

ewman's totally-cured curiosity to its original place in the room ofhonour is an
ultimate attempt to resurrect a past long since given an historical context. Ir makes
c1ear that the red of Newman (also Marxist schooled) is far less removed from the
red ofLenin than we would perhaps assume. Newman, who as a child ofhis time
became bewitched and fascinated by an artistic version of an ideology and was busy
making history, must now pay for his highly one-sided vision ofhistory.

The confusion in which our museum world currently finds itselfis the result of
thc fact that the Big Stories, from which today's museums derived their justification
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as it were, are played out. Not only the nineteenth-century nationalistic version,

which inspired diverse patriotic fatherland museums and which survives for us in a
nostalgie, educational, understandably sentimental atmos phere of the national
department of the Rijksmuseum. On the eve of the zrst century the age of
international modernism, which postwar reconstruction could reflect and which was
f1eshed out in the Stedelijk Museum, is also definitely at an end. Our age has

finished with the history and certainly with the phantoms of modernism. Major
ideological impulses have lost their powers and with the crushing of modernism's
plausibility the idea of the traditional museum as fundament has been swept away.

In this there is a clearly connected development: an overburdened welfare state
assigns socialist ideals to the sidelincs; a destitute commando economy ultimately
curses the communists; our individualised concept of art ultimately dismisses the
coercive structures of modernism. Our culture is compartmentalised, we do not ask

of art history a simpIc, straightforward story any more. There are just as many
stories as there are individuals with understanding and imagination.

What the museums are lacking nowadays is a f1exible programme that could be
fitted into a larger masterplan. Without a broad framework it is already too difficult.
The older nationalism-related museums were according to the ideas of the day laid
out as copies oflarge department stores. Twentieth-century museums
(conternporary, modernistic or post modernistic) are still allied to an industrial
society. That goes for the Netherlands, that goes for elsewhere. Paris, particularly
thc historical and contemporary, shows that clearly. There is no better guide than
Baudelaire or, following in his footsteps, Benjamin with his Paris Passagenwerk .

Their preoccupation with the Grand Palais and the Galleries Modernes is nowadays
reflected in public buildings like the Musée d'Orsay and Disneypark. Elsewhere, in

America, the large-scale Guggenheim plans for developing a sort of world museum
in ew York, Venice, Salzburg and Boston are gaining currency. The Getty
Museum in California knows no other operational structure than the continuous
circulation ofliquid assets. A thousand-and-one formulas have been tried out
elsewhere. Yet you constantly encoun ter one outlived art historical ideology as a

palliative among the most diverse pragmatic, philosophical or artis tic rationales.
The new German museums are also still ideologically orienta ted . They are
expressions of a tempered nationalis tic 'overtaking' manoeuvre, with a view to post­
modern 'ideology-of-victory-over-ideology', which, more Darwinian in character
than modernism, is somehow experienced more deeply. In the same way that you
clutch at the last straw. For while these museums were still in the pipeline the
ideology had started to crumble. The museums were just ready when the hackneyed
tale of art history no longer tallied.

Master of severe Post Modernism

How has the Ne therlands attempted to mask the lost innocence? There is no better
example than the new building plans for the regional museum of modern art. In
Groningen the natural successor to Sandbe rg was installed as director of the
museum, but the neutral architectural autonomy of Sandberg's Stedelijk Museum
has been swopped here for the forcefulness and inflexibility of post-modern design,
which only wants to exist for itself. The fairytale prince of frivolous post
modernism, the wily Mendini, has known how to use his client's fascination for
Sandberg by creating a new museum building which even by the time of its opening
will probably already be a dated historicism of post-modem's colour-crazed history.
In Maastricht Aldo Rossi, the master of severe post modernism, willleave a relic
behind in the form of a building that seals the fate of the lost style of post
modern ism. In Eindhoven the monas tic- like building of the Van Abbemuseum is
totally snowed under by a genuine contemporary lightweight construction. This, in
fact, still symbolises best the lost ideals of the museum world. The contemporary
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museum as a parasite on the back of acultural elimate come to an end.
At the moment important decisions are on the agenda for Amsterdam's

Museumplein. The most obviously interesting of these is what will be decided
regarding the new extension of the Stedelijk. What does a council do, saddled with
a tourist attraction which has lost its ideological footing? Simply skirt the issue and
ease the Stedelijk Museum into the configuration comprising the Rijksmuseum, the
Van Gogh, the Concertgebouw and, further away, the Filmmuseum and the
Rijksacademie! For if the ideological reason for modern art museums' existence is
no longer there, then there is nothing for it but to latch on to the still, as yet,
insatiable hunger of the tourist for icons in order to conceal the existential crisis as

much as possible. It certainly looks like the choice will be for a solution that steers
clear of the real issues. The idea is to see a general plan realised that closely
resembles the Museuminselin Ber/in, in the former eastern sector. Thus a relatively
small site crammed with several museums where visitors will certainly have their
work cut out . And as is the case in Berlin, the set-up of the Museumplein like the
Museuminsel, will have obvious nineteenth-cenrury features.

Travel- in the style of tourist or real traveIler - is something the art world
cannot do without any more. The difference is between the motivated,
non-conforming travelIer and the submissive, all-adruiring programmed tourist.
This will make a great deal of difference especially to the Stedelijk's atmosphere.
Keeping in mind the anarchy of Sandberg, the intellectual chic of De Wilde and the

CUITent post-modern trend, the aim it seems is to adapt the Stedelijk along with
other museums ensconced on the Museumplein to a model made suitable for the
tourist, but which is unable to deal satisfactorily with the needs and desires of the
interested travelIer. The concept behind the redesigning of the Museumplein is
based on an outdated Darwinist development whereby art moves itself from a
figurative to an abstract objective. Even the events surrounding Barnett Newman
will not change anything on this score. The planned worship around Malevich's
Black Square, Yves Klein's Azure, Robert Ryman's Fingerprints, Fontana's Cuts or
Newman' s Red will simply continue. An atmosphere of après moi Ie deluge.

Let us just imagine that new Museumplein. The rwo state museums have it
easiest. The Rijksmuseum knows how to bring together the interests of the tourist
with the task of portraying Dutch national history. The Van Gogh museum sui
generis defends a view of painting that is validated by an alive-and-kicking myth
and a superabundance of tourists. The modern age can take note of this.

But with the tourist so much at home in these museums, the Stedelijk should
choose rather for the travelIer. The choice between travelIer and tourist has long
been thrown offbalance in Amsterdam. Politicians have championed tourists and
made way in the city for mass culture. The question is how to position the Museum
with regard to history, but equally, with regard to the future. Grabbing the

opportunity and building as soon as possible seems to drive thinking at this time.
This is a fatalistic attitude. Once, the new café terrace of the Stedelijk was the place
where it happened, but the new up-and-coming, well-endowed-with-pavement­
cafés lay-out for the Museumplein can never make up for this.

What modern art museums lack nowadays is a reliable artistic plan that does
justice to the interests of the intelligent visitor. That is to say no more outside cafés
for tourists, there are enough in the city already, but challenges for the traveIler, or
to make a travelIer of the tourist: to replace the consumption of passive art with
active discovery. To recognise the rights of the art lover over and above those of the
outdoor café owner.

Dinosaur

In discussing the possibilities of the Museumplein as a site enclosed by museums, its
surrounding satellites are also important. They partly determine how the Stedelijk
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could re-define itself. Therefore the Rijksacademie, the Filmmuseum and the
Concertgebouw are no less vital to the image of the Stedelijk than the Rijksmuseum
or the Van Gogh Museum. As far as the artistic dimate ofthe Rijksacademie is
concerned, its direction is dear. The tone has been set: At the Rijksacademie artistic
questioning is tbe main objective, even with neuitechnological media, says the
management, but of technocratie tomfoolery remain wary: tbe dinosaurs within the
visualarts: big, impressive, possibly a neeessary step in evolutionbut ofonlyJleeting
importante. This then is the cautious trend . The Concertgebouw and the
Filmmuseum are also programmed with an artistic code that aligns with the artistic
achievements of a nineteenth century model. In both institutes this code has almost
reached a perfect form of programming. For the passive art lover an ideal position to
take up. The Filmmuseum's refurbishment of the old sex cinema Parisien has shown
dearly that nostalgia and looking to the past are being used to create the overriding
atmosphere. In the Concertgebouw a retro feel pervades. The artistic augmentation
of sueh an atmosphere need not give rise to too many uncertainties. With
modernism outdated, there are sufficient harmless alternatives at hand. Most
suitable is probably the Kraaipoel method. Based on the controversial diatribe by
Diederik Kraaipoeli, De Nieuwe Salon (The New Salon), only the last offshoots of
modernism from the seventies and eighties need be removed from the museum and
replaced by a somewhat more figurative content. Kraaipoel still believes in the truth
and the applicability of conventional art history and the Greenberg version of this.
In fact his world view does not differ much from that of his opponents. One could
also extract a methodology from the new Amsterdamse Gracbtenboek' (Amsterdam
BookofCanals). There we find a smooth account ofhistory which in many ways is
adapted for tourists . And it does not betray the traveIler either. It is a topical book
that does not want to surrender a part of a city at the end of its history entirely to
chaos, but at the same time picks enough holes in (art) history to remain credible.

We need have no illusions, however, concerning the official dimate in which
projects are developed: the tourist grip is the only thing that matters here, the
arguments are economie ones - art as a component of the economie process. The
council has pressed for an extension to the Stedelijk that dosely resembles the
extension of the Museum voor Schone Kunsten in Brussels - namely the feeling of
being in an air-raid shelter. Unfortunately not the pleasant atmosphere you can
sometimes inhale in a depot opened for the public.

But ifin the end you have to choose for the tourist there are enough starting
points to operate a sound museum policy. For sometimes the interests of tourists
prove to be tied in to relevant questions which come to the fore in the constant
demands for a ncw museum. For the question, How to eope with all the visitors? lies
side-by-side with the question: how to store the increasingly growing collection?
And suddenly I realise that my image of an ideally functioning Stedelijk (and of
every new modern art museum for that matter) can be achieved via a tourist version.
For my ideal image of a museum is that of a virtual museum. A museum that is
incorporated into a digital data bank and does not need to exist in reality, but can be
called up as desired. Within the constellation of Filmmuseum and Rijksmuseum
and Van Gogh, where the emphasis lies on the aura of the work, where the idea of
the materiality is more appreciated than the virtuality of the idea, where the fetish­
ism of paint and film roll is celebrated, a Stedelijk that adopted a somewhat more
distant approach towards the object would be able to have its own special niche.

Nowhere is there so much knowledge about the opportunities for storing data as
in the world of information technology. Without allowing technology to take over
the duties of director and curator, you should, in a metaphorical sense, think over
these problems. And nowhere is there such an intuitive feeling for huge crowds of
people then by the tourist himself. The tourist has a nose for his own place in the
crowd. As part of an entire systematic plan the public willingly allows itself to be
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tickled. Where there are queues they happily join them. No one is more
knowledgeable about tourists then tourists themselves. In fact a long queue inspires,
makes them determined to join and become an object of attention themselves.
When Big Exhibitions are on, arranging a pass before arranging a visit has become
the norm, yet despite this procedure there is still a stampede. In this context the
choice of the 'stylish' expurgated-from-bodily-odours interior of the discarded
Parisien sex and porn cinema for the Filmmuseum's screening room is a
masterstroke. You do not sit down to watch the film any more, but you go because
you know that in the auditorium you yourself are henceforth an object of attention.
Edward Kienholz' Beanery falls into the same category. As one of the special cult
attractions of the Stedelijk and until now permanently erected in a small, tucked
away room, th is unique artistic bar - an oppressive space where together with a
couple of other museum visitors you are drawn into an American atmosphere - has
been moved to a larger public space. Now suddenly queues formed which in

themselves became part of the attraction of the work. This summer you did not

queue outside the museum but within it!

3 -0 Buildings

Why is it, incidentally, that up until now the Japanese spirit has nestled itself into so
many spheres, but in art it has hardly been given a chance? Is it a question of time,

that the problems of visitors and storage (which in manyaspects is comparable to
the silting-up of motorways and the problem of processing waste) will effect a
definitive turnabout in museum collections. And have not the japanese even
trumped the Dutch when solving problems of organising space? I predict that the
current museum problems will finally experience a manageable solution. 1 ot by
constantly expanding the museums - the Museumplein variant so far - but by
reducing the core issue to the 'rucksack problem': how and what to take in your
backpack as economically as possible. In this context, and everyone can take comfort
from it, Marcel Duchamp jumps out like a Jack-in-the-box with his exemplary
solution: a Duchamp collection in the form of a transportable case.

One Japanese inspired solution to the museology problem involves a master plan
that dryly reduces the processing of x number of data on input to a digital database.
Such a format should at the same time influence decisions regarding acquisition,
exhibitions and treatment of the material . You can for instance look at our museums
throughJapanese eyes. The Van Gogh Museum then suffers from totally contrary
premises: livingroom-sized paintings in far too big an overcoat. Vincent van Gogh
had something about Japan, for obvious reasons so does the museum. But it is a
strange relationship. The ponderous building is just as much in contradiction with
Vineent's sense of proportion as with the Japanese culture. You see that the museum
has a great desire to communicate with Japan. Perhaps it is worth considering the
idea ofacquiring Rietveld's Schröderhuis in Utrecht as annex for the museum. There
you can at least trace Rietveld's ingenious spatial considerations which embrace
those ofJapan. Or place the compact, hiding-within-itself space of the Schröderhuis
in an empty space of the Van Gogh Museum as a continual reminder ofwhat it is
all about. The Rijksmuseum should be returned to its original nineteenth century
exemplification, with the many perfectly balanced small rooms, in order to get rid of
the constantly new alterations being realised and to return what remains of the
original architecture. This would mean a jump back to the past and areconstruction
giving a sense ofhow the nineteenth century coped even then with considerable
numbers ofvisitors.

In this sense the Japanese labyrinths are worth mentioning. They are a way of
speeding up the flow ofvisitor traffic. Here the interests of public and operator
come together: a labyrinth is nothing more than a means ofhustling through as
many visitors as possible at different speeds. This sort of approach could mean the
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answer to absorbing large groups of people: a maze with wooden dividing walls
which from above looks like computer hardware. The visitor enters the labyrinth in
order to come out as quickly as possible at the other end . A card armounces the time
available to him. The system is versatiie, you can adjust the route. Anywhere within
the three-dirnensional structures - with four towers and bridges and passageways
running underneath - you can open and close doors to adapt the system ro any
total-number-of-visitors variant. During peak hours the tourist is bustled through
the one-way system so that he is unable to return to parts of the exhibition already
seen. The travelIer in the quieter periods has a more difficult task and can hang
around the maze much longer.

As a proven concept in accommodating as many people as possibie in as
restricted a space as possible, and exhibits in as small and compact a space as
possible, exact made-to-measure space offers one of several solutions. T he historical
representation is also different. In Japan the traditional temples and holy shrines are

often contemporary copies. The impact of the weather or unexpected disasters,
which have affected the original materials, means constant renovation. It is a
country where the past is continually renewing itself in the present and future, a
country where they are consciously preparing themselves to store the old culture
digitally. The old objects are being prepared to be included in the magnetic and
digital data bases. The past is there to be called up as virtual reality.

And here the travelIer makes his entrance. He is the self-possessed museum
visitor who goes his own way, that prefers not to be eased along, who does not fear
the experimental and apart from tactile desires (the actual work should be there) has
also conceptual interesrs. He is philosophical and not afraid of an experiment. He
asks questions about reality and the interpretation ofit. For surely in a museology
atmosphere there is the pressing question ofwhether actual reality has ever existed?

Has not reality always been something manipulated, have not all our realities been
continually subordinate to the concepts of some order or another that made it
possible for us to have a grip on reality? If this is so, what is it that makes us so
anxious about a speculative digital processing of our past, when we feel so
comfortabie with a nostalgic/tactile one?

I have my own views on this. You see a similar display of fear in relation to
statements made on the status of art by French philosophers. Of course, speculative
elements in that philosophy are considerable and invite contradiction, but that does
not explain why in the museum world Lyotard or Baudrillard are so loathed. They
have done nothing more than ask questions about the existential and ontological

nature of the aura of the artwork. Qgestions which showed no respect for the
nostalgic or tacti1easpect of a work. evertheless, the actual situation has affirmed
them both. Lyotard for anticipating the demise of the Big Stories and Baudrillard
for establishing that we all live in an illusionary world - whether there is living art
on the wall or not. If you no longer believe in the story ofNewman what hangs
there now is simply nothing more than a piece of red-painted cloth.

And should not the Stedelijk ask itself - rather than questions already long
answered about art of the past - questions about the art, the art registering and the
art collecting of tomorrow? Or simply become involved with art in a different way
than the standard one? Constantly modify the paradigms and as soon as a fashion
changes re-order all the data? The highly seductive tricks of conceptual art,
however, take on a curious form in the light of computer language. And since we
can compare the computer pixels with the dots of Seurat as cross-fertilized
metaphors, the nature of Kiefer's painting is changed. Only after a management
course can we properly assess the shopping-art philosophy of the neo-conceptualists
or the Benetton philosophy of Koons and company.

Nothing is more exciting than to visualise these points of change . The virtual
atmosphere of digital storage, a digital presentation and a few other possibilities that
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change the passive viewing of an observer into a much more conscious activity.
From Seurat to Gerald van der Kaap, the past of the present digitalised: Malevich's
Black Square, the linear Renaissance windows, the curvature of Baroque. The widely
diverging paradigms of art history have always displayed circumlocu tion due to the
problems of filing and recording . Every generation wants to avoid the
superabu ndance of the previous one by working with new macros, by lightening the
memory so as to leave the day free for a new output of ideas. Art history as a world
of data-base information for those who do not wish to remain loyal to the rigid
classification schemata. A virtual reality ofvisual material. The narrative structure
and exciting scenarios that can be stirred up by the pictorial passions.

M oreover, the opportuni ties for storage and informa tion processing could
provide an enormous stimulus for solving the pressing depot problems. The storage
period does not then have any problems any more, you store the material digitally,
you reeall it as necessary. In America when the private car reached its absolute
aesthetic zenith, with nineteen fifties designed tail fins, and there was no limit to its
size - when American battleships on the road were celebrated, the Japanese Trade
Ministry (Mln) was working on the scenario ofhow the car in the nineteen eighties
would look. W e all know how tha t scenario, which had not even taken the
development of the computer chip into account, produced the compact passenger
car. By 1969, when the first chips were integrated into the American car, the lag in
development was already too great . Thinking in smaller measurements is still not
standard practice. Perhaps the American car industry has now finally learned, but
contemporary museological culture still suffers from what I would like to term
'American car- thinking'. Based on an eradicable, misinterpreted philosophy, a
misadap ted high-school philosophy, this culture could make wrong choices for both
modernism and posr-rnodernism in fact: Barnett Newman who was the first to
bring size into play by paintings which are largely experienced as andachtsbilder or as
mandalas. Anselm Kiefer, who used big and heavy as principle starting points and
in our museum world, both in the us and Europe, is regarded as the most importan t
artist. The empty talk of a personal mythology, badly applied paint and the arbitrary
collage techniqu e suggest a European culture . But what makes him really popular
are of course the enormous sizes of his works which measure up to nineteenth
century prairie thinking.

IfI gaze into the crystal ball for a second, what would happen if instead of a
nostalgie feeling to the M useumplein a forward-looking interactive agenda were
realised? It will be no longer the traditional curator or restorer who determines the
image of a modern museum but the programmer or the in-house archive manager.
In a way, a total program me could be realised that in many aspects closely resembles
the set-up of digital visual media in Karlsruhe and Cologne. If the Rijksmuseum
and the Van Gogh Museum, plus the Concertgebouw, the Filmmuseum and the
Rijksacademie represent the classical aspect, then the Stedelijk should develop a
much more experimental, Iess restricted agenda and atmosphere in which to study.

Song L i ne s

In my book Engelen5(Angels) I considered one of the many possibilities for an
individually arranged art history. Ir is an offshoot of a branch long since sanctioned
in André M alraux's Musëe imaginaire and tested in the nineteen seventies from an
entirely different starti ng point by John Berger in his Ways ofSeeing. Although
always suspect in museum circles, Rudi Fuchs' 'At-eye-Ievel-and-not- too-close­
together' dialogue with painters has astrong affinity to this. Engelen is a collection
of dreams which , as a network of possibilities and considered designs, claims its own
rightful position over th at one, made-d ifficult route th at dominates the museums.
This dream method is borrowed from the idea of Songlines.
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Back then to the beginning and the performance ofUlay and Marina. As it has
gradually become known, especially since the publication of Bruce Chatwin's book,
Tbe Songlines, the Australian continent is entire1ycovered by a system of singing

paths. This web, thousands of years old, proved to hold some kind ofvalidity for the

Aboriginals in their claim for possession of land. This almost atavistic cultural code
is a last weapon in the hands of the original people to put a stop to modern
civilisation in important cultural places.

The Aboriginals have always cherished the concept of the Dream in their culture,
asinging dream which they regard as the souree of the Creation and which at the

same time upholds the creation. Across the entire continent countless invisible lines
have been stretched, along which the Ancestors made their journeys and which have
to be woven afresh byeach new generation. Every piece ofland is covered by
D reams, which are handed down from generation to gene ration, and thus keep the
land intact. In this way, through song and story, culture is brought into play. It has

long remained hidden within the circle. But nowadays in the declining years of this

almost extinct culture, this method has suddenly become very topical in the
Aboriginals' fight with European 'civilisation '. They demand th at these lines be
respected and that roads, building projects and mining sites do not dissect their
paths. From an old secret cultural precept they have fashioned astrong political
weapon. Ulay and Marina introduced the Dream of the Aboriginals to Amsterdam

in 1985. In the cupola of the Sonesta Hotel they invited an Aboriginal and a Tibetan
monk to sit with them around a table and to med itate totally motion lessly for four
days. For me it is an image th at still holds some credibility.

It is similar to the way I imagine the structure of a new museum. No everyday
place honouring the claims of an artistic order long discredited, but one that is in

service of the personaI, individual Dreaming of visitors. Without removing the

painterly fetishistic atmosphere immediately, there would have to be a far greater
emphasis placed on a different type of structure. The assirnilation of Songlines would
produce a weaving loom ofwide1ydiverging atmospheres that could all lead, via
computer data processing, to an art history for every individual which is entire1yhis
own . With the help ofvisual technology an entire flashing sweep of many traditions
can be maintained. And also of course to challenge constantly th e old fetish for an

art object. In the end art history as a museological classification system of objects
has only survived in the form of song-making works . In its consistency th is
historical incontrovertibility has always been very debatable and does not go along
anymore with historical reality and certainly not with avision for the future.

The Aboriginal is equipped for the future because he is not attached to objects
and material values yet with the concept of dreams and songs has assured himself of

the truth. A superabundance of art objects has deprived us of the conceptual value
of an artistic experience. Today paintings are tested for their value on the market; it
is the insurance premiums that determine the value of a canvas or the body of work
of an artist. For those whom the tactile , fetish-likc cxpcricncing of artwo rks
constitutes the rcal essence of artistic expericnce (Yes, I know, we are all victims of
it), they will find what they are looking for in the Stedelijk, but more so in thc

Rijksmuseum and the Van Gogh Museum. There lies the data base for classica! art,
there the memory of modern art is to be found . The Stedelijk must then have the
role of stimulating thc developmcnt of new agendas. But in particular should not
exhibit too many artworks; rhar only distracts. In rhe Stedelijk a higher language is
spoken, a language from the outset in art theory, in the art of Seurat and D e Stijl,

which gains its dernonstrable right to exist in conceptual art . D uchamp can have his

spot with his case. An image of a computer- related atmosphere: the museum
reduced to minimum dimensions. T he hardware from the past, as it is stored in th e
collection, must provide sufficient room for th c developing of new software .
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A Ser ies of Wiggles

From the computer world we know that object-oriented programming is very
conceptual. That should be the motto behind the new Museum policy. A
dreamworld for the twentieth century, art liberated from historical and nationalistic
tendencie s. The end ofhistory also means that totalit arian thinking is outmoded.
The end of history as well as the beginning of a history without boundarie s, just like
that long experienced by the Aboriginals, an almost perfect interpretation of the end
of the Big Stories as heralded by Fukuyama, Lyotard and others. If it were left to
me the Museumplein would really become a Dream Square. And then as a reference
for an exceptional group ofartists, the Aboriginals should provide the opening
exhibition . But no songlines on canvas on the wall, that would look totally out of
place. The idea would be to bring the spirit of the songlines to the city; redesign the
M useumplein on the basis of their sung dreams and experiences. No outdoor cafés,
no footpaths, but a sung and dreamed public work. And in particular as an example
of absurdity. For if there is one culture that is able to take itself with a pinch of salt
it is the Aboriginal one. As an example here is an extract from Bruce Charwin's Tbe

Songlines:
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Aboriginals, when tracing a Songline in tbe sand, will draw a seriesoflineswith tirdes
in betuieen. Tbe line represents a stage in tberln cestor'sjourney (usually a day's march).
Eacheircle is a 'stop', 'uiaterbole', or one oftbe rlncestor 'scamp sites. But tbe story oftbe Big
Fly One was beyend me.

It beganwith aftw straight sweeps; tben it wound into a rectangular maze, and

ftnally ended in a seriesofwiggles. As he traeedeacb section,[osbuakept callinga refrain,

in English, Ho! Ho! They got the money over there .
I must have beenvery dim- witted that morning: it took me ages to realize that this

was a Quantas Dreaming. fo sbua hadjled once into London. Tb e 'maze' was London
Airport: tbe Arrival Gate, Healtb, Imm igration, Customs, and tben ride into tbe city on

tbe Underground. The 'w iggles' were tbe twists and turns ofthe taxi,from tbe tube

station to tbehotel
In London,[asbua had seen all tbe usualsights - tbe Tower ofLondon, Changing of

the Guard and so on - but his real destination had beenAmsterdam.
Tbe ideogramfor Amsterdam was even moreperplexing. Tbere was a circle. T bere

werefour smaller cirdesaround it: and there were wiresfrom each ofthesecirdes which

led to a rectangular box.

Eventually, it dawned on me tbat this was some kind ofround-table conference at
whieh he,[osbua , had been one ofjOurparticipants. Tb e otbers, in a clockwise direction.
had been 'a white one, a Fatber one', 'a thin one, a red one', 'a blaek one, afat one'.

I asked ijtbe 'unres' were microphone cables;[osbua shook bis bead v igorously. He
knew all about microphones. They had microphones, on tbe table.

No! No! he sbouted, pointing hisftngers at bistemples.
W erc they electrodes or something?
Hey! he cackled. You got him.
TbepictureI pieced together - true orf alseI ean't begin to say - was ofa 'scientific'

experiment at whieh an Aboriginal had sung bis Dreaming, a Catholic monk had sung the
Gregorian Cbant, a Tibetan lama had sung bis mantras, and an Africanhad sung

whatever: all'four oftbem singing their heads oJJ, to test tbe effect ofdifferent song styles

on tbe rhythmic structure oftbe brain.
Tbe episode struckjosbua, in retrospect, assounbelievablyfunny that he had to hold

his stomachfor laughing.
So did 1.
We laughed ourseloes into hysterics and lay graspingjOrbreathon the sand.

It seems to me the right tone for a new policy for the Stedelijk would be set if the
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adventure and the unexpected entanglements, the evil and misunderstandings of

rumour and knowing-everything-better hearsay and the pre-established policies of a
pre-determined route were to be replaced.

Truth is what you make ofit yourself. Even in art history. ~

translation LYNN GEORGE

La Grande Parade exhibition, Amsterdam's Stedelijk Museum, 15-12-84 - 15-4-85

2 Ulay & Marina, Tbe Nightsea Crossing, Cupola of the Sonesta Hotel, Amsterdam, 1983

3 Diederik Kraaipoel, De Nieuwe Salon, Groningen, 1990

4 Paul Spies et al, Het Amsterdamse Grachtenboek. The Hague, 1991

5 Paul Groot, Engelen, scenarios for visual art, Amsterdam, 1990

6 Bruce Chatwin, The Songlines, London, 1987
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Bezorgd I Worried

by Geert Lovink & Basjan van Stam

'W/ra areyou?' 'a/I. Sorry.' He handed Zoyd a card that read,

DR.DEN NI S D EEPLY, M.5.W., PH.D.

NATIONAL ENDOWMENT FOR V IDEO E DUCATION AND R EHABI LIT ATI ON,'

somepiace down north of Santa Barbara, a struck circle around a tv set. above the Latin motto

Ex lucead saniuuem. 'We study andtreat Tuba l abuse and other video-related disorders. '

THOMAS PYNCHON Vitlelatld

.;:



Verlangen I Ye arn ing +

Het is gedaan met de onschuld van de media. Na de uitbund ige groei in de jaren '80 begint nu een periode va n stagnatie.

Deze wordt aangekondigd door een mentaliteit van matiging te propageren. Va n alle kant en wordt ons duidelijk gemaakt dat

het afgelopen moet zijn met de zorgeloze omgang met informatie en beeldmateriaal. De media en het datave rkeer dienen zich

voortaan in hun presentatie, net als andere sektoren van de W esterse samenlevingen, te onderwerpen aan het dictaat van de

ecologie. Het milieu is meer dan bedreigde planten en dieren. Het is een mentaliteit die met abstracte begrippe n als 'bespari ng' en

'recycling ' de geconstruee rde mediasfeer als een (derde of vierde) natuur ziet. Daarbinn en heerst waakzaamheid tegen alle

mogelijke nutteloze vervu iling en zinloze versp illing.

Bewuste mediagebruikers anno
nu v inden bij zichzel f een 'na­
tuurlijk evenw icht' tussen de

opname en afgifte van informatie.

a de eufo rische kenni smaking

met de nieuwe technologieën

zoeken ze een balans tussen de

immateriële omgev ing die imagi­
naire werelden oproept en het
biografisch milieu waarin het

eigen fys iek verkeert.

Dit eve nwicht wordt nodig

geacht om de pioniers in dataland

(die aan de e/fctrOIl icf ro lltitr

werkzaam zijn) te behoede n voor
een cold turkey. a de extase in

de expe rimentele fase treedt een

onbehagen in de techn o-cultuur

op, die mogelijkerwijs een de­

struc tieve uitweg zoekt. Hoge

verwachtingen gaan maar al te

gemakkelijk ove r in een grote
teleurste lling, die de haat tegen de

machin erie aanwakkert. Deleuze

en Guattari zouden dat simpel­

weg betitelen als 'anti-produ ktie':

de walging die plotseling opkomt

bij degenen die zich hebben laten
meesleuren in de tekenstromen.

Zou dat nou het 'drama van de

communicatie' zijn (vrij naar

A lice Mi ller], dat wij op het

moment enkel nog ontvangen en

niets meer terugseinen ?Of
omgekeerd: teveel data in de

wereld zetten , zonder daar ook

maar iets voor terug te krijgen? Er
ontstaat onder datawe rkers een
gevoe l van ledigheid en zinloos­

heid, die slechts tijdelijk kan

worden gecompensee rd doo r de

introductie va n alwee r nieuwe

hard- en software. Misschi en

biedt een ecologische therapie
uitkomst: in elk geva l is dat wat
de media-ecologen G . Steiner en

H,], S yberberg suggereren in hun

recente publikaties.

Het lichaam lijkt bij langdurig

verblijf in het mediaal milieu te
gaan verdampen. Met de grenzen
va n de eigen omgev ing vervaagt

ook de afperking va n het eigen

lichaam, Maar voo rdat de kriti­

sche grens van de 'v irtuele

we rkelijkheid ' genomen word t,

w illen de ecosofen ons daarvoor
behoede n. Ze kijken met wee­

moed naar het ve rv logen tijdperk

waarin authentidteit en rtal

prfsf llcf zo floreerden, in een

poging te redden wat er te redden
va lt.

Door de 'dreigende' vestiging

van de permanente media wordt

onve rmijdelijk een nieuw verlan­

gen geproduceerd naar 'direct

contact', zond er al die bemidde­

lende instanti es en gekunstelde
prot hesen. Aan de ongebreidelde

kolonisatie van het persoonlijk

leven dient tijdelijk een halt
toegeroepen te worden. Eind jaren
'80 wordt ineens de ergernis

ve rwoo rd over de mediale brei

waar men zich iedere dag door­

heen moet vreten om op de hoogte

te blijven. Niet nog meer bladen ,
Tv-series en computer softwa re !
N iet nog meer wereldschokkende

media-cventsl Het mediadieet dat

men zichzelf volautomatisch

oplegt om niet bedolv en te raken,

begint bon ton te wor den.

Verveling en onverschilligheid
ve rmengen zich met actieve

vor men van weigering nog langer

bewust te cons umeren, De aange­

schafte bestseller-boeken mogen

best ongelezen blijven, de TV kan

ook zappend of zelfs slapend

worden bekeken... of gewoo n
worden Uitgelaten. Het onbewus t

registreren van de headlines blijkt

vo ldoende om mee te kunnen

praten.

De 'Franse' theorieën uit de

jaren '70, die zich keerden tegen

begrippen als eenheid, waarheid

en zingev ing en ongebreideld de

deconstructie en de differentie

praktiz eerden, hebben het afgelegd

tegen de su personische wereld

va n de simulatie. De oneindige

tekst produktie blijkt geen oplos-



Vroeger I the Past = Nostalgie I Nostalgia

• Th e innocence of the media has been lost. After its exuberant grow th in the '8 0 5 , a period of stagnation is beginning,

heralded by the propagation of a mentality of restraint. From all sides, it is being made c1ear to us that the time has come to stop

handling information and v isual material carelessly. From now on , the media and data trafIic in their presentation must subject

themseives.Iike any other sector of W estern society, to the diktate of ecology.

The environment is more than endangered plants and animals. lt is a mentality which view s the constructed media spherc,

with abstract concepts [ike 'conserv ation ' and 'recycl ing ', as a third or fourth nature. Inside this sphere, watchfulness prevai ls

towards all possible needless polluti on and senseless was te.

A ware media users at the present

are finding a 'natura] balance' in

their own Ilves between the

recepti on and issue of

information. A fter eu phorically

getting to know the new

techn ologies. they are seeking a

balance between the immaterial

environment w hich evo kes

imaginary worlds and the

biographical env ironment in

whlch their ow n ph ystque finds

itself.

Thls balance is cons idered

necessar y to proteet the data

pioneers who werk at the

'electroni c Ïrontier' from cold

turkey. After the ecstasy of the

ex perimental phase a discomfort

appears in the technoculture,

which is possibly seeking a

destructive outlet. High

ex pectations all too easily end in

great d ïsappointrn ent, w hich

breeds hatred towards the

machin ery. Deleuze and G uatta ri

would s ïmp ly call it 'anti ­

productton' : the disgust that

suddenly arises in those wh o have

let themselves be carr ied away by

the stream of signaIs. W ould th is

be the 'd rama of commun ication'

(adapted from A lice Mill er) ­

that at the moment we are only

receiving and signaling nothing

back ?O r the reverse : putting too

much data into the world,

with out getting an ything

whatsoever in return ? Among

data workers there is a feeling of

ernptiness and pointl essness

whi ch can only tempor aril y be

compensated for by th e

introduction of yet more new

hard - and software. Perhaps an

ecological thera py can help: in

any case thi s is what media

ecologists G. Stein er and

H.J.Syberberg suggest in their

recent publications.

Th e body seems llkely to

evaporate from a long stay in the

medtal milieu . A long with the

boundaries of the persona l

environment, th e delinition of

one 's ow n body is growing vague

as well. But before the critical

limit of 'v irtua l reality ' is

transgressed , the ecosophers want

to protect us. Th ey look wistfully

back to the long-ago era when

authenticity and 'real pr ésence' 50

flouri shed, in an attempt to

salvage what there is to salvage.

Th e 'impendtng '

establishment of permanent media

una voidably produces a new

longing for 'dire ct contact',

without all those mediating

bodles and elaborate prosth eses.

The unbridled colonization of the

personal life must be ternporarily
halted. At the end of the '805

people suddenly ex pressed

annoya nce at the tapestry of media

we all had to eat through in order

to keep up on things. Not more
magazines, TV series and computer

software ! No t more world­

shoc king media events ! The diet

of media we automatically impose

on ourselYes, lest we get

swa mped, is becomin g the done

thing. Boredom and Indlflerence

mingle with acrive forms of

refusal to keep conscious ly

consuming. The bestsellers we'v e

bought can just stay unread, the

T V can be watched zapping or

even sleeping... or just left off.

Unconscious registrati on of the

headlines proves enough for

keepin g up in conversation.

The 'French' theories from the

19 7 0 5, whi ch turned against

concepts like unity, truth and

meaning and practised

unrestrained deconstruction and

difference. are no match for the

supe rsonic world of stimu lation.

Endless text production has

turned out to offer no solution, but

rather to cause prob lems. Moaning

and groaning about the excess of
interpretations is turning into a



sing te bieden, maar eerder proble­

men te veroorzaken. Het gesteun

en gekreun over een overdaad aall

Îrlterpretaties gaat ove r in een

publieke klaagzang die vele n blijkt

aan te spreken. Vol gens de diag­

nose van de mediadiëtisten bevin ­

den we ons momenteel in een

hetekmisvacuiim dat wordt ve roor­

zaakt door het geleuter van

jourllalisten en de oeverloze acade­

mische verhandelingen van de
specialistelI. Wij zouden in een

verdorve n we reld leven waarin de
parasietm vall lIet SeCl Hldaire het

voo r 't zeggen hebben. Deze

tw eederangs schrijve rs en filmers,

die de redactielokalen bevo lken,

zorgen ervoor dat iedereorigillele
ervaringin dekiemgesmoord wordt.
Volgens deze mediakritiek zou er

geen reëel heden meer bestaan.

maar enkel nog imagillaire zones,

indirecte vertogell engeëusceneerde

geheurteuissm. Bovenal zou ons de
toegang tot het kUlI stwerk versperd
worden door een afva lberg va n

exegeses. commentaren en kritie­

ken. Als iets de zingevin g kan

terughalen. dan is het wel èchte

kunst, die je met stomheid slaat en

geen ve rdere uitleg nodig heeft.

Society of the Primary

De antipathie voo r de leegte die de

ove rv loed met zich meebrengt,

wo rdt onder woorden gebracht

door Geo rge Steiner in zijn Real
PreseJ1ces (1989). In deze essays

zoekt hij aansluiting bijde huidige

wo rsteling met de mediale ov erkill

en maakt de lezer warm voor een

society of tlu primary waarin alltalk
ahout thearts. music audliterature is
prohihited. In til is society alldiscour­
seis luidto he illicit verhiage. De

kritiek kan aan de kapstok worden

gehangen, immers allseriousart,

musicaudliterature is a critical act.

W e hoeven ons geen zorgen te

maken dat in deze tegenhanger

van Plato's republiek a hlallk and
pa ssive silmee zou heersen. Alle

opvoeringen van de Grote

W erken die de imaginary commu­

IIity of tlu immediate voortbrengt

zijn immers als interpretaties te

beschouwe n en zijn understauding

ill actioll.
Steiner is zeker niet op z'n

achterhoo fd geva llen. Hij begrijpt

ook wel hoe moeilijk het is een

GEER T l O V I N K & BASJAN VAN STAM

scheidslijn te trek ken tussen

primaire en secundaire teksten.

Zijn oproep tot het ontmantelen

van de cultuur industrie moeten

we voora l zien als een teken van

wan hoop over het v luchtige

karakter va n de huidi ge produk­

ten . T1Jegreat hulk is totally epIIe­
meral, ze zijn 500 11 out of prillten

sepu/clm d illt/u deeellt dust of

deposit lihraries. Ze komen en gaan

likeq,umlous slwdows. leveren

hooguit wat trallsiautpleasureop

en de nodige wer kgelegen heid
voor de secollda ry souis.

De W erken va n va ndaag

wijden zich inderdaad niet aan

een imaginaire eeuw igheid. zoals

die v roeger bestond. Ze worden
verv aard igd om na opname te

wo rden gereproduceerd. preciezer

gezegd : gekopieerd. Hun vervaa r­

diging staat geheel en al in het

teken van de mogelijke media­

schakelingen. De v luchtigheid die

Steiner zo betreur t is niets anders
dan de snelheid van de huidi ge

regist ratie-technieken . Het media­

ve rbond waarin de 'eeuwige'

kunstwerken van voo rheen zijn

opgenomen. is een dynamisch

multi -mediaal archief. waarin

technische verbindin gen tussen

woord, beeld en geluid tot stand

worden gebracht. Zonder deze

ontwikkeling bij haar naam te

noemen, ziet Steiner hierin een

verlies aan auth enticiteit.

Het huidige mediaverbond.

waarin de cultuur zich als infor­

matie voo rtbeweegt, lijkt in geen

velden of wegen op Steiners

model van de secundaire lagen

met in het midd en de authentieke,

primaire kern . V oor de informati ­

ca bestaat er geen ve rschil tussen

eerste- en tw eederangs data (er

bestaan hooguit bewe rkte en

ruwe data). Inprincipe zijn ze

allemaal onderhev ig aan ruis en

erosie en overg eleve rd aan de

stand van de techniek.

Voor Stein er zijn media

sy noniem aan een dreigende

ondergang van het su bject. Deze

wil zich op eigen wijze uitdruk­

ken, maar komt daar niet meer aan

toe omdat hij omve rgekegeld
wordt door een informatielawine.

Literatehumauity is solicited daily
hy milliotlS of words, prillted.

broadcast, screened. abouthooks

which it will lieveropm . musÎC it will

IIOt hea r, works of arts it will llel'er

set eyes 0 11.Zelfs de computer en

de elekt ronische databanken

kunnen deze massa niet ve rwe r­

ken . Maar w ie maakt zich zorgen

ove r de mach ines ?Ste iner w il

vooral zelfmedelijden opwekken .

De geleerden kunnen het simpel­

weg niet meer aan. Erger nog: de

media tasten hun geestelijk

ver mogen aan en worden supe ri­

eur. A mmldariu madlless of
seCII lldary discourse iufects tllOught
alld setls ihility. Stilletjes hoopt hij

dat de geschiedenis een vern ieti­

gend oordeel zal vellen ove r ons

imperialismof the secoud-alldthird­
haud. Perhaps ourage willcometo
he kllowuas thatof the margillalists.
of tlle c1ericsof the market.

V an de fascinatie voo r de

media uit de jaren '80 blijft bij

Steiner we inig ove r. Zelfs een

analyse va n het globale mediaka­

pitalisme hoeft niet gemaakt te

wor den. De taak va n de geleerde

is blijkbaar niet gelegen in het

begrijpen van de wereld om hem

heen . Media verzieken de geest

en het aanwijzen va n de schu ldi­

gen is voldoende. Dat zijn de

persmuskieten: ]ountalistic pre­

selltatiollgellerates a temporality of
equivalent illstalltaueity. All thillgs

aremore or less of equal import ;all
areouly daily. (data areequa/. hut
sameare moreequal.)

Dichters, componisten en

schilders zouden vo lgens Steiner

geen genoegen moeten nemen met

de vijf minut en waarin ze als ster

mogen schitteren. Zij zijn immers

wagers0 11 lastillglless. Dat de

media tegenwoordig zorgdragen

voo r de opname van kunst in het

myth ologisch uni versum (denk

aan V an Gog h, Mozart of Th e

Doors) is Steiner nog niet opge­

va llen. De media hebben onder­

tussen hun eigen onsterfelijke

helden en myth en voo rtgebrac ht.
die zich kunnen meten aan de

traditionele en daar bovendien

vro lijk op voo rtborduren.

]ountalism bids us iuvest iu tlle

bourse of momentary sell satioll .
Hele vo lksstammen die serious art
bedrijven. gaan blijkbaar door de

knieën voo r dit verleidelijke

aanbod. Eigenlijk zouden ze een

radicale desint eresse voor de



D E VER ZURING VAN DE DUDE KUNST I T H E SOUR ING Of THE OlD ARTS

pub lic lament w hich appeals to

man y. A ccording to th e med ia

dietitians' diagn osis. we are

cur rently in a media paeuum
caused by th e dripelof jouYlla/ists
and th e endless acade mie

discourse of tlu specialists. W e

live. th ey say, in a co rrupt w orld

where tlie parasites of tl,eSeeoudary

ca ll th e sho ts. These secend -rare

writers and lilmmakers who

po pu late ed itortal eentres make

sure wery origiual experiellc( is

uippe.l iu tI,e blUi. A ccording 10 th is

media criticisrn, a real presenl no

lon ger exists, just imagiuary zoues.

iudirect discourses audstaged e"ellts.

A bove all. access to tI,e work of art
is being close d off 10 us by a

garbage heap of exegesis,

co rnmentaries and criticisms. If

any th ing can recapture meaning. U

is real art, which strikes you d u mb

and requires no fu rther

explanation.

Society of the Primary

George Steiner 's RealPreseIlees

(1989) articu lates th e antipathy for

emptiness which accompani es the

l100d . In these essays he see ks

alliance with th e mod ern struggle

w ith media overkill and aro uses

th e reader 's interest in a society of

t/re primary in whlch alltalkabout

tlre arts,music atill/iterature is

prolribited. lu tliis society all
.liscourse is Irel.l to be i/licit perbitlge.
C riticis m can be put on the shelf:

allseriousart, musie au.l literature is

a criticalact. any way. W e don't

have to worry abo ut a blaukaud

pa ssipe si/elieeprevailin g in tlu s

co u nterpart to Plato 's republic.

After all. all presentations of th e

G reat W orks which create an

imagiuary commuuity of tl,e

immediateare to be cons ide red as

interpretations and are

,ulderstaudiug iu actiou.
Stein er is w itho ut doubt

play ing with a full deck . He also

understands how d iflicult il is 10

dr aw a dividing line betw een

primary and seco nda ry text s. W e

mu st see his call for th e

dismantling of th e cu lture

industr y as. above all. a sign of

des peration at th e l1eeting

character of mod ern products. 71Ie
gruit bulkis totally ep/remera/; it

will be soau out of pr iut and

sepu/ehred iu tI,edUelit .lust of

deposit libra ries. T hese works

co me and go likequerulous

slllldows. provide al most some

trausiellt pleasure and th e

necessa ry job opportu nit ies for

the secoudary souis.
Indeed, the W or ks oftod ay

do not dedicate th emselves to an

imaginar y etern ity as once

ex isted . They are manufactured

to be recorded and reproduced ­

more precisely , copied. Their

manufacture is entirely

dominated by possible media

connections . Thel1eetingn ess

St einer so deplores is nothing

more th an th e speed of modern

registr ation technlques. The

med ia alliance int o which the

'eter nal' wor ks of art have been

inco rpo rated is a d ynamic

mu ltimedia arch ive where

technical co nnections betwee n

word . image and so und are

created, Without ca lling thi s

development by name, Ste ine r

sees a foss of aut he ntici ty here,

T he mode rn media alliance . in

which cu lture moves forwa rd as

information, in no w ay resembles

St einer 's model of seco nda ry

layers with an authen tic. primary

core at th e centre. In in formation

science there is no ditlerence

between first- and seco nd-rate

data (al most there are processed

and raw data) . In princip le, th ey

are all subject to statie and eros ion

and al th e mercy of th e state of

th e technology.

For St einer . media are

sy no ny mous with th e imminent

fall of the su bject. which would

ex press itself in its ow n way, but

cannot beeause it is bowled ove r

by an ava lanche of inform ation .

Literate IlIlmauity is soliciteddaily

by milliousof words , prillted,
braadcast. sereelled, Ilbout books
wlric/, it willllel'erope II, music it will
1I0t lrear, worb of art it will lleper
set eyes 011. ot even the co mpu ter

and the elect ron ic databanks can

process this mass . But who's

worryin g about the machines ?

Steiner is mainl y looking to

arouse self-pity. [t 's all s imply

come to be too much for th e

scholars . Ev en worse ; th e media

are impairing th eir int ellectu al

capability and are becomin g

superior. A m<llular ill maduess of

secolldary discourse illfeets t/JOugllt

audsellsibility. He tacitly hopes

th at histor y will pass devastatin g

judgment on our imperia /ism of tlu
secoud- atlll t/,ird·lwlI.I. Perllll ps our
age ,viiicome to be b, owu as t/Illt of

tlu margillalists. of tlie c1eries of tl,e

market.
Steiner has litt le of the '8 0 5

fascination for the media . No

analysis of global media

ca pita lism eve n need be made .

Th e task of the scholar ev idently

do es not lie in understanding the

world around hirn, Media ruin

the mind, and pointing out the

cu lprits is sufliefent. These are the

press hounds :JouYllalistie
preselltatiollgellerates a tempora/ity
of equipalellt illstalltalleity. All

tliiugs aremoreor /ess of equa/

import: allareoll/ydaily. (Data are

equal. but some are more equa l.)

Poets. composers and pain ters,

according to Steiner, should nol

hesalislied w ith th e live minutes

for which th ey are allowed to

shine as stars. They are. after all.

wagers 011 /a stillglless. That th e

media are co nce rned these days

with th e incor poralion of art into

th e mythological universe (think

of Van G ogh, M ozart or The

Doors) has not yet occu rred to

St einer. Meanwlule, th e media

hav e produced their own

Immert al heroes and myths,

whlch can compe te with th e

tradit ion al ones and moreover

happil y ernbroïde r on them .

Jounwli smbids us illvest iu tlu

bourseof momentary sell satioll.
Whole masses of people who

praclise serious art are caving in to

this seduclive offer. A ctually

th ey sh ould display a radica l

disinterest in timeliness . since

according to Stein er meallillgfu/
art is by delinition not new, and

just as limel y 30 years laler.

Origillality is autitluticalto uoPelty.
But creativity has become fatally

entang led in th e acade mic­

journalisli c discourse which

twines arOlll1d it. In placing su ch

emphasis on th e co mpu lsion to

present oneself as shoc king. new

or mod ern and succ u mbing to the

patt erns of fash ion . S teiner

can not get involved with the

cu rrent use of media in art. In his



actualiteit aan de dag moeten

leggen, aangez ien meallillgj"1I1 art
vo lgens Steiner per definitie niet

nieuw is, want over 30 jaar nog

steeds eve n actueel is. Origillalit)'
isantitlutical to IlOVelt)'. Maar de

creativ iteit is op noodlottige wijze

verstrikt geraakt in het acade­

misch-journalistieke vertoog dat

om haar heen is gev lochten. Doo r

zo'n nadruk te leggen op de

dwang, zichzelf te presenteren als

schokkend, nieuw of modern en

toe te geve n aan de wetmatighe­

den van de mode, kan Steiner zich

niet bezighouden met het huidige

mediagebruik in de kunst. In zijn

ogen houd en de media zich nog

steeds buit en het creatieve proces

op. Zij hangen als parasieten aan

het kunstwerk en vreten het va n

buit enaf aan. A ls dit geknaag de

pijngrens bereikt, kunnen we

inderdaad verwac hten dat kunste­

naars gefrustreerd raken ove r de

paper LeviatlwlI of secolldar)' talk
waarvan ze tegen wi l en dan k

onderdeel uit maken. Op dat

moment kan het ecologisch appèl

een gevoe lige snaa r raken en de

matiging een moreel fundament

geve n.

Als we daarentegen de media

zien als podium en erva n uitgaan

dat de kunsten contact moeten

zoeken met andere datastrom en

om te kunnen ove rleven, wordt

het v inden van een interp retatie­

vrije werkruimte buit en de media

wel erg moeilijk. Het verlangen

daarnaar is nostalgisch en va n alle

tijden. Het heeft toeristisch e trekjes
om eve n de boel de boel te laten en

je in een mediavri je omgev ing te

wijden aan nieuw werk. Zien we

de media ook nog als grondstof,

dan staan zij met al hu n secu nda ire

replays de kunstenaar vrij ter

beschikking. Als de poging slaagt

om media zui ver als materiaal te

gebru iken, is het een primaire

kunst-in-action gewo rden . Dan is

de versp illing weer aan het juiste

adres en kunnen we het Gerede
over het mediaov ersch ot en de

mentale matiging rustig door laten

woekeren. Dan is het niet storend,

maar juist bijval. applaus in de

vo rm van ruis. Het secundaire

leidt dan niet langer af en belem­

mert de 'art -in-action' in het geheel

niet.

GEERT LOVINK & BASJAN VAN STAM

Tweederangs Kunst

Dezelfde onza lige alliantie tussen

media en kunst die Steiner beo

klaagt. is ook de steen des aan­

stoots in het geruchtmakende

boek dat de W estduitse filmregis­

seur Hans Jürgen Sy berberg in de

woe lige ove rgangstijd va n

'8g /'go schreef. Vo m UlIgliick
1111.1 Gliick .ler KIllI St ill

Delltschlall.l lIach.IemKriege
kw am bij versc hijnen onmiddel­

lijk in de aandacht va nwege de

N azi-formul erin gen die de auteur

hierin ongeremd bezigt. Het

schandaal verhinderde dat men

preciezer naar de redeneertrant

keek. De 'secondary talk ' had hier

ind erdaad het effect dat de prirnai­

re theorie buiten scho t bleef. Het

bijzondere van KIllISt ill

Dwtsc1,lall.l is dat het pop ula ire

vooroordelen over de naoorlogse

kunst verwoordt en vervolgens

verbindt aan een ku nstth eorie.

Omdat Syberberg ziet dat met de

val van de Muur een tijdperk ten

einde komt. is hij er als de kippen

bij om te voo rzien in de behoefte

aan nieuwe paradigma's. Eindelijk

kan hij hardop zeggen wat ieder­

een altijd al dacht , namelijk dat

hedend aagse kun st tweederangs

zooi is. Ne t als Ste iner ve rlangt

hij teru g naar een kunst die

zuiverh eid, deugdelijkheid en

schoonheid uitstr aalt : authentieke

monumenten voor de eeuw ig­

heid .

O m opge nomen te worden in

de med ia heeft de kun st zich

daaraan moeten onderwerpen.

Daar zit volgens de conservatieve

denkers de oorzaak van de naoor­

logse ve rv lakking en vervuiling.

Deze KIl lISt olllle Volk result eerde

vo lgens Syberberg in

\Vegwerf waren wie PIlIIk. Popoder
Jllllk. A lles mlltiert ills Maplose.
alles sc1,iept ius II l1gesllllde

Verderben bei vollem Lob. In de tijd

va n hoogconjunctuur zegevie rde

een anti-ku nst, waar de media wel

pap van lustten : Den Gege/llvelten
des Sc1'Öllfll lvarell alle Tore
geöffIlet,grillsell.l 1111.1 markt­

belurrsc/ulld. freclt . S yberberg ziet

als kenm erk va n deze kun stvorm

de voorrang die het 'kleine,

ond ergeschikt e. het mismaakte,

zieke en de vuiligheid' krijgt

boven de sch ittering. Das
Häplic1rkeitsgebot bel,errsc1,t Leben
'vie KIllI St 1111.1 .Iie Ratte 'l'ird Zllm

S)'mbol des Illteressallten. wiedas
Sc1,weill.

Hans Jürgen ergert zich bon t

en blau w aan de 'Hamiet in onder­

broek', de 'Don G iovanni in de

hoerenkast van de fast -food­
keten ', 'de dich ter Kleist met een

stahlhelm', 'Wilhelm Teil in een

jeep' en Richard W agners

Göllerdam merll llg die wordt

ve rknipt tot eill V ideoclip für Fa st­
foo.l,Porllos. De lezer moet onwil ­

lekeuri g lachen om deze bombasti ­

sche dr onk emanstaal waarin

Syberberg zijn frustraties ove r het

arme Duitsland uitbr aakt. Hij tiert

over al die v ieze kun stenaars en

hun voze prod ukten, die in

zelfve rn ietiging cu lmineren ('de

rocker die zijn vioo l stu kslaat ').

Het 'neurotisch maniërisme '

typee rt de hu idige kunstsector.

überall sllb,'ent iollierte. orgallisierte
Elldzeitstimm,mg. Kllltllr o/lIIe
ldentität.gelä/rmt im ic/,t­
aut/ulltisc1ulI. Hoewel Syberberg

na wo n met zijn monsterfilms

successen boekte, beschouwt hij

deze periode toch als een hel. die

zijll zege vierde zondertefeestelI en

walgde vallzijll eigell kots.
U it zijn hallucinaties spreekt

een enorme angst voo r de chaos

van de vermenging, waarin alles

aan alles gekoppe ld word t, ieder­

een met elkaar naar bed gaat:

Natiollfll, Rassfll, Essen, Pflallze,
Tiere, POIJllltltiOllfll . V ooral de

media zijn hem boven het hoofd

gegroeid. Hij kan de vele beelden

niet onde rscheiden en vast houden

en ziet enkel de massa's media die

hem overspoe len. De illtmwtiolwle

Be/iebigkeit van het mllitikuiturelle

Mediellc1ll1 rismtl is voor hem een

brei, d ie van bovenaf uitges tort

word t ove r de Boden o/uu Blut. Dat

geeft hij ru iterlijk toe : Sositzen wir
.laimSclrlaraffenlalld der Realitätell,

auf 5 bis40 Kmlälen ausaller Welt,
fÏllsamen Lebells.gesättigt ulld der
KUlIst lIicht mäcllt i.~ mehr. De

media-fun ctionarissen , die va n

zichzelf zeggen de spreekbuis v an

het prot est te zijn, hebben een

gespleten tong : Lebell slügell eutste­

Itell tlllf.IeuMärktell der Medieuals
Dialektïk .Ier Millderheitell. De

Sc1lreibtisc1,kriege der
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v iew, th e media still maintain

themse!ves outslde the creative

process. They attach th emse!yes

like para sites to the work of art

and co nsu rne from the outs iele.

When th is gna w ing reaches the

thresh old of pain. we can ind eed

expect artis ts to beco me fru str ated

w ith tlu paper u viatlrall of

secolldary talk of which th ey

unwillingl y comp rise a pa rt. A t

th at mome nt, the eco logiea l appeal

can strike a chord anJ giv e

restr aint a moral fundament.

IE, on th e ot her hand, we see

th e media as a platform, and start

with th e assu mption th at th e arts

must seek contact w ith othe r da ta

cu rrents if they are to su rvive,

findi ng an inte rp retation-free work

space outside th e med ia does

beco me quite di fficu lt. The

lon gin g for that is nostalgie and

timeless. Leaving things as th ey

are and applying yourself to new

work in your rnedia -free

su rroundings has a tour istic

qu alit y. If we see th e media as

more raw material. th ey and all

th eir seco nda ry repl ays are freely

at th e artlst's disposal. If we

succeed in usin g med ia pure!y as

mate rtal, i t's been prima ry art-in­

act ion . Then th e wastefu lness is

back on track and we can calmly

let Babbl e co ntin ue to grow

rampant ove r media excess and

ment al moderation . Then it is not

inter feren ce, but applause in th e

form of statie. The seco ndary no

lon ger dis trac ts or impedes 'art-in­

action' at all.

Second -Rate Art

This same unholy alliance

betw een media and art bemoa ned

by Ste iner is also th e bene of

contention in the controversial

book written by West G erman

lilm director Hans Jür gen

S yberberg in th e turbu lent

tran sition al period of '8g /'go .

Vom UlIg liick Ulld C liick der KUlIst

ill Dmtsc1llalld lIacir dem Kriege (O n

th e Misfortune and Fortu ne of

Art in Germany alte r the W ar)

immediately d rew atte ntion to

itself when publish ed because of

th e Nazi term s llsed

lInr estr ainedl y by its author. The

sca nda l prevent ed peo ple from

looking more c10sely at his line of

reaso ning. T he 'secondary talk'

ind eed had th e effect here th at th e

prim ary theor y remained out of

ran ge. What is remarkable about

Kumt ill Deutsclrlalld is th at it

artieu lates popular prejudiees

abo ut pos twa r art and then

connects them to a th eor y of art.

Syberbe rg sees an era coming to

an end w ith the fall of the W al],
and is there in na time to lill th e

need for new parad igms. Fin ally

he can say alou d what eve ryo ne

was alread y thinking, namel y th at

contempo rary art is second-rate

garbage. Like St einer he thinks

back lon gin gly to an art that

radiates punty,durability and

beauty : au the ntic monument s for

ete rn ity.

In order to be inciuded in th e

media , art has had to defer to

them . A ccording to th e

conse rva tive thinkers, this is th e

reasen for pos twa r superhciality

and pollution . This art wit/lOut a
l'eol,le resulted, acco rd ing to

Syberberg. in t/Jrowa.vay goods like
pUllk, popalld j Ullk. ft-erytlr illg

mutatesboulldlessly, e"erytllillg

degmerates illtO'1II1.ealtIIY áecay,
witl, u,llOlelua rted al'l'ro"al. In the

boo m pertod an anti-art

triumphed which w as pounced

on by th e media: All doors opmed

for tltis allti-world of beauty,

grillllillg, domillatillg t/u market,

s/lOmeless . S yberberg sees th e

preference of th e small, th e

inferior, the deform ed, th e sic k,

and lilth over brilli an ce as a

hallmark of thi s art farm. 11te

commalld of uglituss domillates life
alid art alldtlle rats become tlle
symbol of wllil t is illterestillg, as do
tlle swille.

Hans Jür gen is livid with

annoyan ce at 'Ha mIet in

undersh ort s ', 'Don G iova nn i in

th e whoreh ou se of th e fast -food

cha in ', 'the poet Kleist with a

stal,lIulm', 'W illiam Te il in a Jeep'

and Riehard W agner 's

CötterdammerJlIIg cut u p int o 'a
fast food pOrJlO videoclip'. The

reader has to lau gh involllntaril y

at thi s oombastie drunken

language in whieh Syberberg

spews out his frustrations aoout

poor Germany . He rant s aoout all

those lilthy arti sts and their

hollow products that cu lmina te in

self-des truc tion ('the rocker who

smashes his viol ln '], A 'n eurotic

mannerism ' typilie s th e

contemporary art sector.

Everywlrere a subsidized ,orgclllized
apocalyptic mood, a culture witlrout
idmtity, cripl" edby illautlullt icity_

Althou gh Syberberg ach ieve d

success with his monster lilms

alte r ww 11, he neverthe!ess

co nside rs thi s period a heli , wi,iel,
ce/ebrated its tr iuml'h witllOut

malillg merry "'''/ WilS lIa" seilted by
its own IJomit.

From hls hallucinations there

spea ks a tremendons fear of the

chaos of hybrldization, in which

every th ing is co nnec ted to

every thing, everyo ne goes to bed
wi th everyo ne: lIa tiolls , races,food,
I" allts, allima/s' I'0l'u /atiolls. The

media in particu lar have beco me

too much for him. He can not

distinguish between the man y

images and sees only th e masses of

media that engu lf hirn . The

illtenltltiolla/ arbitrarilless of
multiculturalll1edia c1lOrismil is to

hirn a mess emptied over th e

bloodless lalidfrom above. Thishe

frankly ad mits : So wesit tilere ill

tlu lalldof I,/mty of realities, 0 115 to
40 cI"lIIl1e/s from al/overtlle wor/do
our lives 101le/y, silted alid 11tI villg lost
art.The media officials, calling

th emselves th e rnouthpiece of

prot est, speak wit h fork ed tongue :

life-lies arisef rom tlre media markets
as iI res"lt of tlu dia/ectic of
millorities_ The warsfrom be/1Îlld tlle
desks of tlleol'illioll illdustry,
acco rding to S yberberg's

masochist ie cu ltu ral philosophy.

result in a gigantie elWirOllllletltal

I'0l/"t ioll of tJ,e soul. Art has

degen erat ed into th e SIIO'V busilless

of tlu leisure illdustry . lt has been

red uced to c1lilrismatic electrollic

art.Syberberg's own medium too

is glli lty of dissolutioll ill tlre
illter lla tiollal e/ectrollic multimedia
marketillg show. when he writ es

that film has lowered art to pure

industr y. The aesthetic situa tion . it

see ms, is so hopeless that he na

langer embarrass es him self by

co ming out with su ch nonsen se.

Return to the Authentic

St einer and Syberberg fill a need .

For th e tim e bein g, ex periments

• continued on p 176 •
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MeillUlJgsilJdustrie resulteren

volgens Syberbergs masochisti­

sche cu ltuurfilosofie in een giganti­

sche UmweltversclllllUtzu lJg der
Seele. Ku nst is vervallen tot een

SllOwgeschäft der Fr eizeililJdustrie.

Ze is ten onder gegaan in clJarisma­

tischeu B ektrolJikkulI5t.Ook

S yberbergs eigen medium is

sch uldig aan de Selbstauj/ösulJg ilJ

dere/ektrolJisclu n Multimediashow
ilJterlJatiolJa/er VermarktulJg,
wanneer hij sch rijft dat de film de

kunst heeft verlaagd tot pure

ind ustri e. De esthetische situa tie is

blijkbaar zo hope loos dat hij er

zich ook niet meer voor genee rt

om met deze w artaal naar buit en te

komen.

Terugkeer van het Authentieke

Steiner en Syberberg voorzien in

een beh oefte. De ex perimenten

met electro nische kunst hebben

vooralsnog een ope n einde en

bieden geen vastigheid in de

wa nkele kunstw ereld . Vandaar

da t de roep om een teru gkeer van

het Authentieke op bijval kan

rekenen. De reëel bestaande

overkill is echter een logisch

gevo lg van de introductiefase va n

de nieuwe media op de markt.

Deze zal zich vanzelf reguleren

via matigin gen en faillissementen ,

onverschillig de authenticiteits­
hoos. Het trom geroffel van de

elkehouten stokken op strakge­

spannen varkensb lazen dat op

brad erieën en uitmarkt en te horen

is (al dan niet versterkt), trekt in de

conso lidatiefase van de media

momenteel aan ons voorbij. ge­
volgd door een authe ntiek sixties­

bandje en de nieuwste techno­

disco. Het is bij gebrek aan een

primaire mediat heorie dat

Sy berberg en Steiner niet alleen zo

naï ef conservatief ku nnen uitha­

len , maar bovendien ook nog eens

als grensverleggende denkers

worden bediscussieerd. Als

genoeg bekend zou zijn over de

mediale schakelinge n en techni­

sche mogelijkheden (en zijn

geschieden is), zouden zulke

bijdragen meteen ten ondergaan in

het multi-cu lturele geroezemoes

van alledag.

Fascina tie en verveling wisse­

len elkaar voortdurend af. Het

belang dat men hecht aan de media

is net zo groo t als het ongeloof

w aard oor men een moment later

w ordt overva llen . Deze zigzagbe ­

w egin g leidt tot verwarring. die

niet kan worden opgelost. beha l­

ve door alle media uit te schake­

len . Dat zou oo k het einde van

het authentieke kunstwerk zijn,

wa nt die bloeit juist op uit ver ­

w arring en is niet gebaat bij welk

dieet dan ook. De kunst is onma­

tig en verspi llend . en niet alleen

omda t ze tijd en ruimte achter zich

laat. De eeuw igheid die Syberberg

en Stein er propageren op basis

van eenvoud en matiging is bij

uit st ek een kenm erk van de

nieuwe media. Zij laten tijd en

ruimte achter zich , terwijl de

eeuw igheid voor Syberberg nog

geen duizend jaar haalde en

St einers Plato mysti ek bezig was

om het idee in natuurlijke getallen

uit te drukken.

GEORGE STEINER

RealPreseJlces:
/s d,ere alJythilJg JIJ w/Jat wesay

Faber and Faber (pub)

London/Boston 1989,

ISBN 0-57 1-16356-4,

English text, pp . 236.

HANS J ÜRGEN SYBERBERG

Vom UlJgliick ulJdGliick der KUlJst

ilJ Deutschla lJd IJtlch dem Kriege

M atthes & Seitz (pub)

München ' 990 ,

ISBN 3-88221-761-8,

G erman text, pp. ' 99.
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with electronie art are open-ended

and offer no certainty in the

u nstab le art world . Sath e call for

a return to th e Authent ic can

count on public approval. The

ove rkill, however, w hich is real. is

a logical conseq uence of th e new

rnedi a's phase of introduet ion onto

th e market. Thts wlll regul ate

itself v ia restraint s and

bankruptcies. irrespe ctive of the

authenticity wr apper. The

drumroll of th e oaken sticks on

tigh tly str etch ed plg's bladders

which can be heard at fêtes and

street festi vals (amplified or not ) is

at present pass ing before us in th e

media's conso lidation phase.

followed by an authentic tape of

'60s mus ic and the latest

tech nod isco. lt is for lack of a

prim ary media th eor y th at

S yberberg and St einer can not

only lash ou t so naively and

conservative ly, but on top of it get

d ïscussed as ground breaking

thinkers. If enoug h were kn own

about th e con nections and

technical possibillties of the med ia

(and its histor y], such

contributions w ould instantl y be

lost in th e everyday mu lticultural

shuffle.

Fascin ation and beredom
co nstantly alternare. The

importance w e attach to the media

is just as great as the disbelief

whïchove rcomes us moments

later. This zigzag motion causes

co nfusion which cannot be

cIeared exce pt by sw itching off all

th e media. Th at would be th e end

of the au thent ic work of art as

weil , becau se it blooms out of

confusion and is not avalled by

any diet whatsoe ver. Art is

immoderate, and not just becau se it

leaves time and space behind. The

etern ity propagated by Syberberg

and Steiner on th e basis of

simplicity and moderation is an

outstand ing hallmark of th e new

med ia. They leave time and space

beh ind, wlule for Syberberg

etern ity dïdn't last eve n 1000

years and Stelner 's Plato was

mystically busy ex pressing th e

idea in natura l num bers.

translation LAU RA MAR TZ
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~ 'V or~, -1iilr .. . , ~:.. ..,.~, ' - ~ ('j\ ~ ~ , J ..

the TelephoneBook ..'
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. . . .

e :·,••
De telefoon gaat. Yrs? De oorspro ng van de telefonie ligt in deze aarzelende instemming. Eenmaa l aangenomen stelt men zich

aansprakelijk. Dat is het uitgangspunt van Het Trlrfool/bork dat A v ital Ronel! produceerde. Naar wie of wat luisteren wij als we

de hoorn op nemen? In onderstaande fragmenten wordt het eerste oor voo rgesteld dat de sp rong maakte naar het medium van de

telefonica. Voor Ronel! is communiceren geen vr ijblijve nde aangelegenheid. Telefoneren = onde rbreken. 11,err '5 1/0 SI/d, tllil/,~

asafru wil. Een recensie va n Hrt Tr/rfool/bork is te v inden in de Drukwerkrubriek achterin.

• Th e telephone rings. Yrs? Teleph on y originates from thi s hesitating accepta nce. Takin g a call means makin g oneself

ans werable, Thi s is the point of depar ture for J1,r Trlrpllol/r Book, produ ced by A vital Ronell. T0 wh orn or wh at are we

listenin g ? In the extracts below RonelI present s the hrst ear that made the leap to the medium of telephonics. A ccording to

RonelI communication is not an activity without engagement. Placing a cal! = getting disconnected. 111([( '5 1/0 sI/eli tllil/g as a

fra ca /I. In the back of th is M ediamatic you wil! find a review of 111( Trlrplwl/r Book.
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A/ex/m.ler Gralralll &11

Karin Bloemen belt je .

••••••• En toch . je zegt ja. bijna automatisch. plotselin g, soms

onherroepelijk. O pnemen betekent dat het signaal is

doorgekomen . Het betekent meer: je leent je ertoe. je gaat in

op zijn eis om gehoor te geven. om een sc huld te betalen. Je

weet niet wie er opbe lt of wat je gevraagd zal wo rde n te

doen. maar even zo goed. je leent je oor. je ve rleent iets

toegang. je ontvangt een bevel. Het draa it om

aansprakelijkheid. Wie bean twoordt de aansp raken die de

telefoon stelt. de aanspraken van het plichtsbesef. w ie neemt

de verantwoording op zich voor de belasting die de telefoon

lijkt op te leggen ?

Het project om een telefoon boek te present eren, maakt

deel uit va n het angs t/verlange n-register van de gesc lued­

sc hrijv ing. Het is bij uitst ek een filosofisch project . al pinde

Heidegger lang gelede n N ietzsc he vas t als de laatste filosoof.

Toc h zull en wij. in gelijke mate als va n Nietzsche werd ge­

zegd dat hij met de hamer filosofee rde. een ander stu k gereed ­

schap ter hand nemen. één dat de puu rheid va n een identit eit

als gereedschap afwerpt door zijn verbondenhe id met de irn­

materialiteit en doo r de versch illende wijzen waarop hij ge­

bru ikt wordt: spiritueel. technisch . intiem. muzikaal. militair.

sc hizoïde. bureaucratisc h. obscee n. politiek. Natuur lijk va lt

ook een hamer onder het idee va n polit iek gereedsc hap. en je

kunt er altijd meer mee doen dan filosoferen ; je kunt hem laten

zingen of sc hreeuwen. je kunt hem tooien met het

Heideggen aanse cri/tcril. het Scllreibell/Scllrei van een tech ­

nische muta tie. Ons gereedschap kan dus een soo rt werktuig

zijn. een techn isch object waa rvan de technicitelt lijkt op te

lossen op het mome nt da t hij wordt ingesch akel d.

W ann eer wordt de telefoon wat hij is? Hij vooronderstelt

het bestaan van een andere telefoon . ergens. al is het juist zijn

atotali teit als apparaat. zijn singu lariteit. waaraan we denken

als we "telefoo n" zeggen. O m te zijn wat hij is, moet hij in het

meervoud worden gezet. ve rmen igv u ld igd , v erbonde n met

een and ere lijn. hoogst gespannen en gerich t op jou .

(... )

De plaatsen van overdracht en telefoon verslaving volgend .

hebben we in di t werk naar Amerika moeten immigreren. of

om nauwkeur iger te zijn. naar het ve rtoog dat uit is op de ver ­

groting va n een Amerika va n het technologisch geestloze bo­
ven. Amerika opereert vo lgens een logica va n interru pties en

hulpkreten . Het is de plaats va nwaa ru it A lexander Craham

Bell recht probeerde te doen aan het contract dat hij met zijn

broer had afgesloten. Wie va n hen als eerste zou ve rtrekken.

moest contact opnemen met de overleve nde via een medium

dat aantoo nbaar beter moest zijn dan het meer traditi onele ka­

naai va n het spiritisme. N ietzsc he moet dit onderaardse con­

tract hebben aangevoeld. want in zijn GCllealogie vall Je
Moraal schr ijft h ij over een telefoon naar gene zijde. De we­

tenschap staat zozee r in het krijt bij de ve rwoesting. dat ik

haar ver haa l heb wi llen beperken tot deze story over een per·

soonlijke catastrofe. waarvan de hoofdlijn en zich ontw ikkel­

den va nuit een gestorven broer. Tel hierbij tw ee paar dov e

oren op: die va n Bells moeder en va n zijn vrouw. M abel Bell.

Handhavend en ve rbindend. houdt de telefoonlijn samen

wat hij sche id t. Hij creëe rt een ruimte va n niet -betekenend e

breuken en is door de vrouwelijke nood gestemd op de nav el­

streng die hij opnie uw in het spel brengt. De telefoon werd

voldr agen binn en de schede va n het dov e oor van een moe-
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der. Toc h. het was een oor da t een roep deed uitgaan en, zo­

als de testsonars in de wa teren. is het ope n gebleve n voor

jouw signa len. De lijnen waaraan het ongevoelige oor ons

opnieuw verbindt zijn onthutsend. ve rbroken. ze breken

het oppervlak va n het gebied dat we als een Boek zijn gaan

beschouwe n gro nd ig aan stukken.

Desondanks. het telefoon boek an twoordt even onver­

schrokken als het ande re boek der boeken , een v ind plaats

d ie alle namen van de geschiedenis vas tlegt. al was het

alleen maar om toe te zien op de afwi jzing va n de eigen ­

naam . Als gedeel tel ijke arc hivering van de namen va n de

levenden verbind t het telefoon boek de levend en en de

doden in een onuitgesproken catalogus va n het lot. Wie

schrijft het telefoon boek. neemt zijn eigenaard ige idioom

aan of maakt het verwijzingssysteem erva n? En wie zou er

zo dwaas zijn , vol overtuiging te beweren dat de hoofdzorg

erva n is om de essentiële onts lu iting va n de waarhe id aan

het licht te brengen ? De telefoonlijn vormt een elliptische

construc tie die niet een (vi nd)p laats omsluit. maar het boek

verstrooi t. het mee de straat op neemt. en zichzelf radicaa l

ope nhoudt voor het bu iten. W e zullen koorddansen op

deze lijn van een specu latieve telefon ica en het schakel­

bord van de bewustz ijnss ignalen bed iene n. waarop u en ik

en ieder gedee ltelijk getechnologiseerd subject kan word en

gev raagd om te antwoorden ,

Het Telefoon boek opent. wanneer u akkoord gaat met

deze voo rwaa rde n. met de hachelijke en enigszins tran scen ­

dent ale situatie va n het beantwoorde n va n het Signaal van

de telefoon. W at beteke nt het dat je de hoorn op nee mt. dat

je jezelf ervoor aansprakelijk maakt in een toes tand waarvan

de gebare ngrammatica alleen al ja beteken t, zelfs als deze be­

ves tiging zich gevolgd ziet door een vraag teken : ja? Hoe je

het ook we ndt of keert. aan weersz ijden va n de lijn. er be­

staat niet zoiets als gratis bellen. Vandaa r de v ragende stem­

bui ging va n een ja dat bemer kt dat het een rekening gepre­

senteerd zal krijgen.

V oor zover je bent geworden wat je bent , namelijk.

deels. een antwoord apparaat, wordt het noodzakel ijk om

v ragen te stellen in de orde va n : wie geeft er antwoord op de

aanspraak va n de telefoon. op de aansp raken van het

plichtsbesef. w ie neemt de ve ran twoord ing op zich voor de

belasting d ie de telefoon lijkt op te leggen ? Zijn ontva ngs t

bepaa lt zijn GescllÎck. de richting d ie zijn lot neemt . na de er­

kenning da t er een signaal is doorgekome n. M aar het is pre·

cies op het moment van de sc hakeling. nog voo r er mogelij­

ken vijs fatsoen lijk betekenis kan wo rde n geven of een in­

houd kan word en uitgesproken . dat men zich afv raagt:

Wie is daar ?

beschou wde de telefoon nooit als

een lou ter wetenschappelijk ding. een object of zelfs een ma­

chine die op een dag ondergeschi kt kon wor den gemaakt

aan een notie van technologisch e overheers ing. Zijn part·

ner, Th omas W atson , schreef over de kWlsIva n de telefoni e

en was een spiritist die geesten opriep op nachtelijke séances

in Salern. Hij was, een tijd lang, een sterk medium. De gen e­

se van de telefoon. w aarvan de rizomatische uitlopers nog

altijd nagegaan moeten word en , kan wortel hebben ges·

cho ten in het dode oor dat Bell met zich ronddroeg en waar-
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which the insensible ear reeennects us are cons ternating.

broken up. severe ly cracking the surface of the region we

have come to hold as a Book.

Even so, the telephone book boldly answ ers as the

other book of books, a site w hlch registers all the names of

history, if only to attend the refusal of the proper name.

A partial archiviza tion of the names of the livin g. the

telephone book binds the livin g and the dead in an
unarticulated thematics of destination. Who writes the

telephone book. assumes its pecu lïar idiom or makes its

referentlal assignments? A nd wh o would be so foolish as

to assert with conviction that its principal concern lies in

eliciting the essential disclosur e of truth ? lnd eed, the
telephon e llne farms an elliptlcal construclion that does
not close around a place but disperses the book, takes it

into the streets, keeping itself radically open to the

outside. W e shall be tight roping along this line of a

speculativ e telephonics, operating the calls of conscience

to w hich you or I or any partially technologized subject

might be asked to respond.
The Telephone Book.shou ld you agree to these terrn s,

opens with the somew hat transeendental predicament of

accepting a call. What does it rnean to answer the

telephon e. to make oneself answerable to it in a situation

who se gesturaI sy ntax already rneans yes. eve n if the

aflirmation should find itself followed by a qu estion
mark: Yes ? No matter how you cut it. on either sidc of
the line, there is na such thin g as a free call. Hence the

interrogative inflection of a yes that finds itself accepting

charges.

T0 the extent that you have become wh at you are.

namely, in part. an automatic answering machin e. it

becomes necessary for qu estions to be asked on the order
of. Who answers the call of the telephone, the call of
dut y, or accounts for the taxes it appears to impose ? lts

reception determines its Gescll ick. its destinal arrange­

ment. aflirming that a call has taken place. But is precisely

at the moment of connection. prior to any prope r signifi­

cation or articulation of content. that one wonders.

Who's there ?

never considered the telephone to

constitute a mere scientific thin g. an object or eve n a
machin e that one day would be subsumable under a
notion of teclmological dominion . His partner. Thomas

Watson . wrote of the art of telepho ny and was a

spiritualist wh o conjured ghosts at nightl y séances in

Salem. He was. for a time. a strong medium . Th e

telephone's genesis. wh ose rhizomesque shoots still need

to be traced. could have taken root in the dead ear Bell

carried around with him and into wh ich he spoke. He
carried the ear. it transported him. during one summer

vacation spen t at his parent's home. ear was

lent to Aleck by the Harvard medical institution may

have been the other ear of Hamlet's father or more likely.

too, of V an Gogh. insofar as ears tend to come in pairs.

O r it could have been that of his deaf mother. calling him

home. Still. ears rarely are pricked up for stereophonic

listening. so that it might be reasonable to assume that one
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De lay Call Forwarding .

Followin g the sites of transference and telephonic

addiction we have had to immigrate in this work to
America. or more correctly. to the discour se inflating an

America of the technologically ghostless above . America

operates according to the logic of interru ption and

emergency calling. lt is the place from wh ich Alexander

Gra ham Bell tried to honor the contract he had signed with

his brother. Whoever depa rted first was to contact the
survivo r thr ough a medium demonstrably superior to the
more traditiona l charmel of spiritualism. Nietzsche must

have sensed th is subterranean pact. for in the Geuw/ogy of
Morals he writ es of a telephone to the beyond. Science's

debt to devastation is so large that I hav e wanted to limit its

narrative to th is story of a personal catastrophe who se

principa l figures evo lved out of of deceased brother. Add
to that two pairs of deaf ears : thase of Bell's mother and his

wife. Mabel Bell.

Maintaining and joining. the telephone holds together

wh at it separates. lt creates a space of asignify ing breaks

and is tun ed by the emergency feminine on the matern al

cord reissued . The telephone was borne up by the

invaginated structures of a mother' s deaf ear. Still. it was
an ear that placed calls. and . like the probing sonar in the

waters. it has remained open to your signaIs. The lines to

...... And yet your saying yes. almast automatically.

suddenly. sometimes Irreverslbly. Your picking it up

means the call has come thr ough. It rneans more: you' re its

beuehciary. rising to meet its demand, to pay a debt. You

don't know wh o's calling or what you are going to be

called upon to do. and still. you are lending your ear,

giving something up. receiving an order. lt is a question of

answe rabillty. Who answers the call of the telephone, the

call of du ty . and accoun ts for the taxes it appears to

impose?

The project of presenting a telephone book belongs to
the anx iety registers of htston cal recounting. lt is essen­
tially a plulosophi cal project. although Heidegger long ago

arrested Nietzsche as the last philosopher. Still. to the

extent that N ietzsche was said to phllosophize with a

hammet. we shall take another tooI in hand . one that sheds

the puri ty of an iden tity as tool, however, through its

engagement with immateriality and by the uses to whi ch it
is put: sp iritua l. technica ]. intimate. musical. military.
schizonoid. bureaucratie, obscene. politica]. O f course a

hammer also falls under the idea of a political tool, and one

can always do more than philosopluze with it; one can

make it sing or cry : one can inv est it with the Heideggerian

cri/tcrit. the Scllreibeu / Scllrei of a techni cal mutation.
O urs could be a sort of tool, then. a techn ical object whose
techni city apt>ears to dissolve at the moment of essential

connec tion.

When does the telephone become what it is ? [t pre­

supposes the existe nce of another telephone, somewhere,

though its atotality as apparatus, its singularity. is what we

thin k of when we say "telephone." Ta be what it is. it has
to be pluralized, multip lied. engaged by another llne. high
strUlIg and heading for you.

(... )
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in hij praatte. Hij droeg het oor. het ve rvoerde hem. tijdens

een zomervakantie die hij doorbracht in het huis van zijn ou­

ders. r. dat aan A leck was uitgeleend door

het medische instituut van de Harvard . het tweede oor van

Hamlets vader zijn geweest. of. waarschijn lijker ook. van

V incent van Gog h. voorzove r men bij oren meestal met

tweetallen van doen heeft. O f het kan het oor zijn geweest

van zijn dode moeder. die hem naar huis riep.

Toch. oren worden zelden gespitst om stereo­

fonisch te luisteren. en we kunnen er daarom

wel van uit gaan dat één oor zowel genoeg is

voor de telefoon als voor het doen van een uit-

v ind ing. Het oor van de ander is niet het andere oor, het oor

dat wordt uitgesloten van de partiële koptelefoon die eeuwig

schijnt te wacht en op de bij hem passende eenh eid.

Misschien kan deze scheiding in het oren paar word en ver­

duidel ijkt door te gaan zwemmen. Tijdens het crawlen be­

vindt één oor zich onder water - aangezien we regrederen

naar een begin is d it net zo'n goede plek om te starten als om

het even welke : bijde craw l, dus. is één hand uitgestrekt en

één oor ondergedo mpeld in een domein van resonerende

verstilling. De samenwerking tussen het oor en de spoor-ma­

kende hand produceert een kortstondige disruptie van het

metafysische senso riële apparaat (dat een stev iger basis heeft

in de oor-mond. hand-oog compliciteit). Tegelijkertijd staat

het andere oor open voor het "buiten" en stelt het zichzelf er­

toe in staat om de herrie uit een ander geluidsregister te ho­

ren, die het opva ngt alvorens omlaag te draaien. Het ene en

het andere oor verw isselen voo rtdurend hun posities. die

vaag te vergel ijken zijn met buiten en binnen. Aldus lijken.
op het eerste gezicht. de oren inderdaad stereofonisch te ope­

reren : ze luisteren naar dubbele sonische gebeurtenissen. ze

vangen op en sluiten af, al naar gelang de verschillende sig­

nalen van lucht - en waterdruk. Soms treedt er een onderlin­

ge inw erkin g van beide streng gescheiden sferen op . bijvoor­

beeld wann eer er water in het oor komt. Dit valt, over het al­

gemeen. pas op wanneer men aan land is. Desondanks. al

zijn de oren ongetw ijfeld afgestemd op ver­

schillende golven of kanalen, het is absoluut

niet zeker dat de oren niet tóch functioneren

als een monolitische eenheid. Want het valt

helemaal binn en ons bereik om te veronder-

stellen dat het oor onder water als versterker opereert van

het luistervermogen van het regelmatig opduikende oor. dat

als een luisterperiscoop boven water uitrijst. lI!lImilmlll
water neemt vrijzweve nde transmissies waar, die van hun

versluieringen ontdaan zijn door het terrein ond er water.

Betekent dit dat het verstilde oor niet kan horen ?Aa ngezien

de koptelefoon fun cioneert, kan niet worden geconcludeerd

dat er werkelijk een toestand van totale doofheid is teweeg­
gebracht. Net zo min is het mogelijk om te stellen dat men,

omdat de telefoon normaliter een van de twee oren isoleert ,

niets hoort. Integendeel. het dove oor laat zich actief in met

het luisterende oor en creëert aldus een kamer die op zijn

beurt het submariene zelf of een onderbewustzijn uitnodi gt

om af te stemmen op het signaal. Eén enkel oor doet het werk

om de telefoon te beluisteren. al heeft men bijoren vaak met

tweetallen van doen. Eén oor daalt af in de afgrond, terwijl

het and ere zijn pantser aflegt ten opzichte van de Open

Rui mte. Het is niet duidelijk wat het andere, latente oor doet.

Dit enigszins splitsende paar is niet als zodanig te d ialectise­

ren; er is geen derde oor om het probleem op te lossen, al

word t van Hölderlin beweerd dat hij een derde oog had. O f,

als er wel een derde oor is, en dat is er natuurlijkaltijd - het

oor van de staat bijvoorbeeld, van de telefoniste, of het oor

van de ander - . dan functioneert dat als een tweede oor bij

het inschuifbare orenpaar. Anders dan de mond heeft het

oor een stille metgezel nodig, een liol/ble en een schaduw­

beeld van zichzelf.

De Geboorte van een Telefoon

• et als bij schoenen, de telefoon of een schizofreen was

Alexander G raham Bell niet alleen, maar een duo. A ls het

noodzakelijk mocht zijn om het feit te verhu llen dat hij vaak

aan de ontvangende kant stond van het paarsgewijze feno­

meen. zou daarmee de dynamiek van de conceptie al zijn

ove rgeleverd aan wanbegrip. In de beroemde openingszin,

de eerste vo lledig begrijpelijke grammatica die elektrisch

werd overgedragen. riep Bell Th omas A. W atson op met

een autoritaire uiting. De eerste legendarische zin zal een

dwingende taaldaad zijn geweest van het soort dat ons in de

circuits van de telefon ie is blijven commanderen: "Watson,

corne here! I want you '" De order trekt verschillende regts­

ters van interpretatieve valentie aan - een moeder die een

kind roept misschien, zoals in Heideggers evocatie van

N ietzsche in Was I,ei fi t Dmkel!? Kom tevoorsch ijn. maakje­

zelf kenbaar, W at-zoon, verbreek de lijnen die ons scheiden

maar waarvan de wonden me in staat stellen jouw aan­

komst. jouw richtin g en lot te bepalen. Ve rschijn, verander

deze oproep in een waarneembaar beeld. • Hoe je het wendt
of keert. "I wan t you" suggereer t dat het verlangen een

woordje meespreekt. Of het ve rlangende bevel nu vanuit de

politieke of de particuliere sector wordt uitgevaardigd, het

duwt je langzaam maar zeker in de richting van de vernieti­

ging. Het komt voort uit wat niet onmiddellijk aanwez ig is;

daarom maakt "I want you" een spookbeeld van je. Ik wil

wat ik niet bezit, ik heb jou niet, ik mis je: Kom hier,

W atsen. ik wil dat je komt. Misschien is dit een echo van de

oorsp ronkelijker roep van een mannelijke god, een god die

niet volledig is, omdat hij vol zit met ressentiment, jaloezie,

achterdocht enzovoort. Hij schreeuwt het uit, hij verlan gt,

hij ontbeert, hij roept om het complement of het supplement

of, zoals Benjamin zegt. om hetgene dat zal opdagen om hem
te verr ijken. De god heeft de controle in handen. maar zon­

der te weten wat hij onder controle heeft, tot de Ander ­

die nog afwezig is - zijn roep beantwoordt. Terwijl de roep

als zodanig een bovelskracht suggereert, kan degene die

roept, gemaskeerd door het mach tsapparaat . in feite zwa k

zijn. lijdend. in paniek. een hulpkreet uitslakend . • W e

gaan erva n uit dat de fonetische omzetting betrouwbaar ge­
beurt. Toch is er niets dat ons garandeert dat we, na relefont­

sche ove rdracht, niet worden gev raagd om dubbel te horen.

om beide oren open te stellen, stereofonisch. teneinde de ho­

mon ymie te vatten van het grote bevel : kom-hier, kom­

hoor: Sjmah! Dit levert misschien niet exact dezelfde pro­

blemen op als de folio-editie van Shakespeare, die vol va­

rianten staat die ofwel moeten worden opgespoord ofwel op

verschillende manieren moeten worden voorgelezen. toch

laat het niet-beschikbaar-zijn van een primaire tekst de taal

los in de lucht . een taal waarvan de betekenis. afgezien van

het feit dat ze een bevel vorm t, een gammele of helemaal

geen basis heeft. Hoe dat ook zij, pas het komen van de ander
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• ear sutlices for the telephone as weil as for the purpose

of invent ion . Th e ear of the other is not the other ear, the
one exc luded from the partl al headset that see rns

eternally la awa it its filting unit y. Perhaps this division

in the set of ears could be clarified by sw imming. When

crawling. one ear is submerged und er water

- since we are regressing la a beginning

this is as good a place to start as any: with the

crawl, then, one hand tends to be extended

and e ne ear subme rged into a place of

resonant silencing. This cooperation of the ear and the

trace-makin g hand produces a momentary disruption of

the metaph ysical sensorial apparatus [wh ïch relles more

steadily on the ear-mouth, hand -eye complicities). ln the
meantime, the other ear exposes itself to the "outside,'

making itself capable of hearing the din of a different

register of noises, wh ich it receives befare turning down.

It exc hanges places vaguely comparabIe to outside and

inside with the other ear. In this way . at first sight. it

wo uld appea r that the ears are indeed operating stereo­

phonica lly. attending to double sonic eve nts, receivin g

and shutting out. responding to varied calls of air and

water pressures. Sometirnes an inmixa tion of the tw o

distinct statcs can take place. as for example, wh en the

ear retains water. Thi s generally becomes noticeable on

land . However, whil e they are surely attuned la different

waves or channels, it is by na means clear that the ears

are nol operating as one monophonic unit. For it would

be entirely within our range to su ppose that the

subme rged ear decpens the listening capacity of the

periotic one, rising above the water like a periscope that

hears, wate r perceives free-lloating

transmissions which are unmuffied by the und erwaler

terrain. Does this mean that the silenced ear cannol hear ?

Since the headset works, it cannot be determined that a

cond ition of pur e deafness is in fact indu ced. Nor wou ld

it be possible to state with conviction thai because the

teleph one normall y isolales a single ear. anc does not

hear. On the contrary. the deaf ear lends itself to the

listenin g ear. creating achamber that in lurn invit es the

subma rine self or a subeo nscious to tun e in the call. anc

ear alone does the wo rk of receiv ing the call. eve n

though ears a ften come in pairs. anc ear goes down into

the abyss w hile the othe r exfoliates to the Open. It is not

clear wh at the other. latent ear is doing. Thi s somewhat

disjunctive pair is not as such dialeclizable ; there is not a

third ear la resolve lhe issue. though Hölderlin is said la

have found a third eye. O r if there shou ld be a third ear.
wh ich of course lhere always is - the ear of the state. for

exa mple. the operator. or the ear of the other - it acts as

a second ear to the collapsible pair of ears. Unlike the

mouth. the ear needs a silent partner. a double and

phantom itself.

Birth of a Telephone

• A s with shoes. the teleph one. or a schizophrenic.

Alexander Graham Bell. was not anc. but a pair.lf it was

necessary to obscur e the fact that aften he was on the

receiving end of the cou pled phenomenon. then the
dynamics of the concep tion will have already been given

over to misu nderstanding. In the famous inaugural

sentence, the first fu lly intelligible grammar transnutred
electr ically. Bell conju red up Th omas A . Watson with a
commanding utterance. Th e first legendar y serue nce will

have been a perlocutionary speech act of the kind that has

been orderi ng us arou nd the circuits of telephon y:

"Watson, cornehere ! I wa nt you '" The command attracts

different registers of interpretive valency - a mother

calling to a cht ld perhaps, as in Heidegger's evocation of
ietzsche in V/lral Is GlllrJ llri..killg? Co me forth.

manifest yourse lf W at-son, cut the llnes that separate us

but wh ose wou nd enables me to command your arrival,

your destin ation and destiny. Appear, turn this call into a

phen omenal image. • By all ev idence, "[ want you"

suggests that desire is on the line. Whether issuin g fram
the polit ical or the private sector. the desiring ca mmand

inches you toward annihilation. It emerges from wh at is

not present-at-hand : thus. "[ want you" phantomizes you.

I want that whi ch I do not possess , I do nol have you. I

lack you. I miss you: Come here, W atsen. I wa nt you. O r

this may echo the more original call of a male god . a god

that is not fulL since he is fu ll of resentrnent . jealousy.

suspicion, and so on. He ca115out. he destres. he lacks, he

ca115 for the complement or the su pplement or. as

Benjamin says , for that whlch wtll come along to enr ich

him. The god is al the controls bul wi thout knowing

wh at he controls untll the Other - still lacking ­

answers his call. Where the call as suc h suggests a

commanding force. the calier. rnasked by the power

appa ratus. may in fact be weak, suffering. panlcked.

putt ing th rau gh a call for help. • W e suppose that the

phonetic inscr iption has been rendered Iatthfull y. Yet

nothing guarantees that, being telephonically transmitted.

one is not asked to hear doubl e. to open both ears,

stereophonically . in order to grasp the homon ymy of a
great command: Co me, hear : Schmah! While this does

not quit e present the same ditlicu lties as the

Shakespearean folio. whose variations hav e to be

discern ed or left multipl y dictated. the un availability of a

primary script frees a language into the air wh ose

meanin g. beyond the fact that it constitutes a demand.

remains on shaky. if any. graund. In any case. it is the

coming of lhe other that first enlists or clairaudience. as

Joyce calls it. the rejoining other wh o was presumed to be

second. secondary. a shadow of an ear receiving lhe

electric command. Th e first proper name that the tele­

phon e was to call out was : "Watson ," Pregnant wilh lhis

other, the telephone also engages a resuscitating
resurrection : "Walson, arise!" Al once unborn and

corpse. the O ther is made answe rable to the call. • He

himself offered the utt erance as an instance of emergency

calling, a kind of sens ibility of disaster wh ich traverses

the telephone wire sentenccd in this call for help. Th e

telephone. wh ich was until thai moment somew hat ill
behaved. had refused to carry out an order. but in the heat

of the moment. just as Bell aCcidently spilled a burning

chemicaI on his lap. the telephone cried out. responding

in effect to a master's distr ess. The telephone '5 opening

sentence let thraugh a burning body's call for help. It is

necessary to look to the /igur e of an assisting other in

order to grasp wh at it was the telephone was calling to in
the recorded moment of its birth pang. It is necessary ,
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activeert onze helderhorendheld. zoals [oyce het noemde:

door de komst van de antwoordende ander waarva n werd

gedacht dat hij op de tweede plaats kwam. secundair was,

een schaduw van een oor dat het elektrisch bevel doorkrijgt.

De eerste eigennaam die de telefoon zou uitroepen was:

"Watson." Zw anger van deze ander. is de telefoon ook uit

op een reanimerende resurrectie: "Watson , verrijs!"

Tegelijkertijd ongeboren en lijk. word t de A nder aansprake­

lijk gesteld voo r de eis die de telefoon stelt. • Hijzelf haalde

de uitspraak aan als voorbeeld van bellen in een noodsitu­

atie. een soort gevoeligheid voor catastrofen die aanwezig is

in de telefoond raad en tot uitd rukkin g kwam in deze hulp­

kreet. De telefoon. die tot dat moment enigszins onbeleefd

was, had geweigerd om een bevel uit te voeren. maar in het

vuur van het ogenblik. toen Bell net per ongeluk een bran­

dende chemische stof op zijn schoot had gemorst. schreeuw ­

de de telefoon het uit en gaf daarmee in feite antwoord op

een meester in nood. De eerste zin van de telefoon liet een

hul pkreet van een brandend lichaam door. Het is noodzake­

lijk de figuur van een hu lpbiedende ander nader te bezien.

teneinde te vallen waar de telefoon naar riep op het geregis­

treerde moment van zijn geboortepijn. Dit is noodzakelijk.

omdat de telefoon nooit degene is vergeten waarnaar hij de

eerste les ove rdroeg van wat ontbreekt. kapot is. of pijn

heeft. Een ongev al spleet de eerste woorden van wat

W atson de kunst van de telefonie noemt. Echter. tegen de

tijd dat deze zin werd voortgebracht. was de telefoon zelf

oud genoeg om met een begrijpelijke zin voor de dag te ko­

men. oud genoeg om W atson een andere plaats te geven op

de binnenkomende lijn. want de telefoon experimenteerde

met dit duo. keerde hun posities regelmatig om en maakte

het moeilijk om te bepalen wie de zender. wie de ontvanger

was - wie. met andere woorden. verantwoordelijk was

voor zijn geboorte. Eerder. op de hete junidag in 1875, had

W atson al de vrije loop gelaten aan een gelUidsvo rmende

elektrische stroom en eiste hij de eer daarvan gedeeltelijk

voor zichzelf op :

Ee n v an m ij n t r ilpl at en hi eld op met t r il ­

le n. Ik t ok ke ld e e r me t m ij n v inge rs o p o m

h em w e e r aa n d e ga ng t e k rij ge n .. . D ez e

f ij ne go lve nde s t roo m. di e op a n de re mo ­

ment en ove rs te md w a s do o r d e zw ar e

flu ctu e r end e s t r o o m. d o o rli ep d e ont v an ­

ge r d ie Gra ha m Be ll aan zij n o or hi el d e n

w e rd e r door o mge ze t in ee n z eer z w a kk e

ec ho va n h et ge l u id d at d e t r il pl a at ma a k ­

t e t o en ik e r o p tokk eld e. Deze s i t u a t ie zou

ve r moe de l ij k t o t ni et s h ebb en ge le id a ls e r

o p d a t mom e nt iem a n d a n d er s d an Bell h ad

s taan l u is t e re n ... H et 'ge p lo i n k' va n d e

tri l p laa t w aar ik o p t o k ke ld e o p 2 j u n i

1875 ma rk eerd e d e ge boo r te va n ee n va n

de g roo ts te mod ern e u it vi ndi n g e n . w an t

t o en de e le k tr isc h ge drage n g ees t va n h e t

ti k g el uid h et oo r va n Be ll b er eikt e . v o r m­

d e zi jn v ruc h t ba re b rein d e e e r s te e le k ­

t ri s ch s p re k e n de t el e fo on di e d e w er el d

oo it h ad g e k e n d .

Dit zijn de woorden die W atson aan het papier toever­

trouwde in zijn autobiografie. die hij bijna guitig Etploring

Life noemde. want W atson was een man met ironie. zoals

uit zijn geschriften blijkt. en de geest die hij naar Bells oor

stuurt geeft aan in welke richting zijn onderzoekingen gin­

gen. De geschiedenis van hun compliciteit maakt het waar­

schijnlijk dat er die dag meer dan één geest het oor van Bell

bereikte, maar we zu llen deze nog eve n verborgen houden

om in alle eenvoud te constateren dat er geen zekerheid be­

staat ove r wie naar wie de eerste emissie verzond en wiens

oren ontvankelijk open stonden voor welke geest. die nog

steeds uw binnenoor bewoont. W atson, die ook een dichter

was. had "er met mijn vingers op getokkeld om hem weer

aan de gang te krijgen." Hij eist het geboorterecht op , lijkt

het. en begint een soort vaderschap die past bij het 'ge­

ploink' van een trilplaat waar "ik op tokkelde op 2 juni

1875 en die de geboorte markeerde." • Het is misschien

subtieler aangedu id dan ik het hier weergeef. maar de ver­

warring die voo rtkomt uit deze koppeling creëert kanalen

die opheldering verschaffen ove r hoe we de dringende

noodzaak van deze allereerste transmissies moeten inschat­

ten. Op dit moment. nu we Heidegger hebben uitgehoord,

begrijpen we dat luisteren - een pose die W atsen aan Bell

toeschr ijft - niet enkel een modulatie is van een terughou­

dende passiviteit. Het hoort eerder thu is in een lange gene­

alogie van ingekeerdheid. d ie missch ien op gang is gebracht

door Rousseau 's zichzelf-verzamelende energetica van de

onbeweeglijkheid die hij. in de Rêveries, benoemde als f llr

nienle, het niets dat doende is. De aandachtige alertheid van

far Ilietlte. de ontologische stromen ervan, zijn hier nog

steeds aan de orde. Daardoor blijft het waarschijnlijk dat "de­

ze situatie vermoedelijk tot niets zou hebben geleid als er op

dat moment iemand anders dan Bell had staan luisteren."

Degene die in stille ontvankelijkheid wacht . luistert met een

actief en niet met een reactief oor. Echter. deze toeschrijv ing

is, zoals met veel dat zal volgen het geval is, tweesnijdend,

aangezien Bell consequent wordt beschreven als een weinig

begaafde luisteraar. terwijl het win nende paar oren integen­

deel aan W atson toebehoort. • A angezien de telefoon uit­

drukkelijk geconcip ieerd was als het verlangen van dit kop­

pel. zou ik de verbinding met de niet-ond erzochte ander

willen openhouden, degene die zo weinig heeft ontvangen

- maar niet vanwege een of ander welw illend sentiment.

wat een weerzinwekkende manier is om een interpretatieve

houding aan te nemen. Eerder moeten we het in deze rich­

ting zoeken. omdat de telefoon W atson uitkoos op een ma­

nier d ie sterk zou bepalen uit welke elementen het bestaan

van de telefoon opgebouwd zou blijven. A ls zijn maker

was W atson tegelijk de eerste dienaar van de telefoon ,dege­

ne die hem naar het daglicht leidde. W atsons hechte vri end­

schap met geesten moet niet worden ondergewaardeerd. en

ze werd ook niet genegeerd door Bell, wiens investering in

het tevoorschijn toveren van de telefoon nog steeds aan ge­

heim belang wint ; laten we deze investering beschou wen

als een beheerd fonds dat nog niet zijn vo lle rente heeft op­

gebracht voo r de telefoon. • De berichten wijzen op ambi­

valentie. Wie liet als eerste de telefoon spreken? De sugges­

tie van een conflict. die wij in de weergave van de geboorte

van de telefoon aan het licht lijken te hebben gebracht. is te

vinden in een sub tiele schuilplaats in de autobiografie. Toch

is het bepaald niet de enige van dit soort uitingen, waarvan

een aantal uitgekozen zouden kunnen worden. Dit is van

belang omdat het meest serieuze concept van ambivalentie.

zoals beschreven door Freud, in de telefoon is ingebouwd.



T HE T E L E PH O NE BOO K : SOM E EXTRA C T S

• because the teleph one has never forgotten the one to

wh om it carried the first lesson of what is missing, breken.

or in pain . An accident cleaved the original words of wh at

W atson calls the art of teleph on y. However, by the time

this sentence was produced, the telephone was itself old

enough to come up with an intelligible sentence, old

enough to rearrange W atson on the receiving line, for the

telephone experimented with this coupie, regularly

changing its positions, makin g it diflicult to determine w ho

was the sender. wh o the reci pient - who, in other words,

was respo nsible for its birth . Earlier. on the hot [un e day of

1875, W atson had already given vent to a sound-shaped

electr ic current, claiming some credit for himself:

O ne o f m y tr an smitt e r r e ed s s t o p pe d

v i bra ti ng . I plu ck ed i t w i t h my fin g ers to

s ta r t it go i ng .. .. Th at d eli c at e u n d u ­

lat or y c u r r e n t , w h i c h a t o t h er tim e s h ad

b een dr own ed o u t b y th e h e a v y

int ermitt ant c u rre n t p assin g throu gh th e

r e c ei v er Gra ha m Bell h ad a t hi s e a r , h ad

b e en conve r te d b y it int o a ve ry Fa t n t

ec h o o f th e so u n d o f th e tr an smitt er re ed

I had plu ck ed . Pr obabl y n othin g wo u ld

h av e c o m e fr om th e c i rc u ms ta nce If a ny

o t h er man th an Bell had b e en li st en in g a t

that moment .. .. Th e tw an g o f th at r e ed

that I plu ck ed o n Jun e 2, ma r k ed th e

birth of on e o f th e g rea tes t mod ern

i n v e n t i o n s , fo r w h e n th e e lec t r ica lly

car r ie d g hos t o f th at tw an g r e ach ed

Bell' s ear h is t e em in g b r a i n s ha pe d th e

fir st e lec t r ic s pea k i ng t el ephon e th e

w o rl d h ad eve r k n o w n .

These are the wo rds which W atson committed to paper in

hls autobiography. almost mischi evously eruitled

Erp/oriflg Life, for W atson was a man of irony, as his

writing reveals, and the ghost w hich he sent to Bell's ear

sugges ts the dir ections his exploratlons took. The history

of their complicity carries w ith it the probability that more

than one ghos t reached Bell's ear that day, but we shall

keep them h ïdden away momentarily in orde r simply to

note that there is nothing sure about who gave whom the

hrst emission, whose ears were recepti vel y open ed to

whîch ghost that continues to inhabit your inn er ear.

W atsen. who was also a poet. had "plucked it w ith my

fingers to start it going." He claims the birthrlght , it wo uld

appea r. and commences a eertarn paternit y suit for the

tW;lng ofthe reed that "I plu cked on Jun e 2, 1875. [whi ch]

marked the birth." • It is perhaps more delicately

ind icated than I am allowing. but which we can gauge the

ur gency of the prelimin ary transmission s that were made.

By now . having heard out Heidegger we also understand

that listening. a pose W atson attributes to Bell. is not a

mere modulation of withholding passivit y. It belongs

rathe r to a lon g lineage of inwardness tou ched olf perh aps

by Rou sseau 's self-gathe ring ene rgetics of stillness which ,

in the Rêveries, he names far fl iefl te, the nothing that is

doing. The attentive heeding of far fliente. its ontological

cur rents. are still at issue here. Thus it remains probable

that " noth ing wo uld have come from the circumstance if

any other man than Bell had been listenin g at that

moment. " Th e one who wait s in silent receptiv ity lend s

an active, and not reactive, ear. However , this attribution,

as w ith many that Iollow . is doubl e-edged . since Bell is

shown cons istently to be a dehcient listener. the prize pair

of ears belonging instead to Watson . • Sin ce the

teleph one was expressly conceived as the desire of this

couple, I should like to keep the un explored other on the

llne, the one w ho has received so ltttle, but not out of

some charitable sentiment, which wou ld be a revolting

way to strike an interpretive pose. Rather. we need to pass

it in this direction because the teleph one chose Watson in

a way that strong ly determines the factors of its being. A s

its maker. W atson was also its hrst serva n t w ho saw it to

the light of day. W atson 's intimate friend ship with ghosts

shou ld not be undervalued . nor was thi s overlooked by

Bell, w hose investment in its conjuri ngs still accumulates

a secret interest; let us think of this as a th rust fund that as

yet has not matured for the teleph on e. • The reports

ind icate ambtvalenee. Who first made the telephone talk ?

Th e conflictua l tone we appea r to have uncovered in the

rend erin g of the telephone's birth is situated in a subtie

hiding place of the aut obiography. Yet it hardl y stands

alone among suc h utt erances, of whl ch a few might be

singled out. This is impor tant becaus e the most earnes t

concept of ambtvalenee. as described by Freud, is bu ilt

into the telephone, harboring a double rapport of one to

the other in which the oth er is alw ays wanting or it is

from you that the want has been ex trapolated - a cut of

presen ce has been constitu tively left ou t, there is

something missing. which also, how ev er, makes certain

telephonic couplings at all possible. Ambivalen ce can be

read according to various frequ encies of desire and horror.

channel ing the hierarclu es that tend to bui ld up w hen

two are on the Ime, the caller and the called . though these

stations do not constitu te an op positional or stabie pair.

"Pair " is to be understood in the singular. a pair . elfecting

thus an internal series of controls whi ch may be dtflicult

to master or del imit. • It falls within the norm to assume

that W atson ranks second to Bell in terms of the contract

that unit es them. Nothing serious ly disputes th is

assumption, whi ch W atson himself of course shares. Th e

subject wh o comes sece nd is sometimes 50 immod erate in

praise and admiration that number on e falls into a

darkened sphere of projection created by the resourceful

su itor. For hls part it seems that W atson has pitched an

eterna lizing space for the primar y rnover, rend erin g him

immortal rath er sooner than he might hav e bargained for.

Early in the autobiography (Chapter 3) W atson has a

wo rd to say about hls schooling. In the schoo lroom we

find a microchip of a theory telling us what it means for

the young and delicat e W atson to be second. A second­

place theory comes on the heels of the sadism that jogs his

memor y : "The details of my work in [the schools] are

ve ry hazy in mind probably becau se the work was 50

uninteresting. I remember chiefly the frequ ent thra shings

the boys got from so me of the teachers w ho seemed to

delight in punishing for the least olfence . But some of the

wo men teachers I recall we re kind and patien t with us."

No w for a bit of theor y : "I was usually second in rank in

my classes and never envied the boy who stood at the

. Co nti nue d on pag e 184.
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waardoo r er een dubbele ve rbinding van de een naar de an­

der in is ve rankerd , een ver bind ing waar in de ander altijd

ve rlangt of jijzelf degene bent van w ie het ve rlangen is geëx­
trapo leerd - een part aanwezigheid is weggelaten. er e nt­

breekt iets. maar precies dat maakt ook bepaalde telefonische

koppelingen mogelijk. Ambiva lentie kan worden gelezen

vo lgens ve rschillende frequenties va n ve rlangen en ver ­

schr ikking . die de hiërarch ieën kanaliseren die meestal on t­

staan wa nneer er tw ee op dezelfde lijn zijn aanges loten. de

beller en de gebelde. al v ormen deze stations geen oppositlo­
neel of stabiel paar. "Paar" moet in het enkelvoud worde n ge·

lezen. U il paar, wa t een intern e reeks contro lemaatregelen te­

weeg brengt. die moeilijk te beheersen of af te perken kan zijn.

• Het va lt binn en de norm om aan te nemen dat W atson , in

termen va n het contract dat hen bijeenbr engt. op de tweede

plaats kwam achter s-n N iets stelt deze aanname serieus ter

d iscuss ie en W atson deelt deze aanname natuurlijk zelf ook.

De onde rgeschikte, het subject op de tw eede plaats. is soms

zo buit enissig in zijn lof en bew ond ering, dat nummer één

wegvalt in een ve rdu isterde sfeer va n projectie. die in leven

is geroepe n door de v ind ingrijke aanhankelijkheidsbetuiger.

W at hemzel f betreft lijkt W atson een veree uwigende ruimt e

te hebben gecreëerd voor de eerste beweger en maakt hij deze

veel eerde r ons terfelijk dan degene in kwes tie zelf ooit zou

hebben wi llen bedin gen. Vroeg in de autobiografie (hoofd.

stu k 3)heeft W atson het een en ande r te zeggen over zijn op·

leid ing. In het klaslokaal v inde n we een microchi p van een

theorie. die ons ve rtelt wa t het voor de jonge en gevoelige

Watson betekent om de tweede te zijn. Een tweede-rangs­

theorie vo lgt pal op het sadisme dat zijn geheugen opfrist :

"De details van mijn werk in [de scholen ] staan me zeer on­

duidelijk voo r de geest. ve rmoed elijk omdat het we rk zo on­

interessant was. Ik herinn er me hoofd zakelijk al die keren dat

de jongens slaag kregen van een aantal leraren die er een groot

genoegen in schenen te v inden om voor de minste ove rtre­

din g straf uit te delen. M aar ik herinner me ook een aantal Ie·

raressen die v riendel ijk ware n en geduld met ons hadden."

N u een beetje theorie : "Ik was meestal de tw eede v an mijn

klas en ben ijdde nooit de jongen die aan de leidin g stond.

wa nt het v iel me op dat hij het eerste slachtoffer was wanneer

de leraar bij een bezoeker wild e pronken met haar leerlin gen."

N u mmer één wor dt du s afgeschilderd als een slachtoffer.

Deze ambivalentie is ingebou wd in de struc tuur van de argu·

ment atle. want een figuur die eerst wo rdt gepresenteerd in

een gunst ig, ja zelfs bewond erend licht, komt al snel in moei­

lijkheden. Dit is va n toepassing op de gedac hte d ie begint

met: "Ik benijdd e nooit de jongen die aan de leidin g stond."

Watson s tevredenheid met de tw eede plaats neemt een fan­

tast isch morbide wending : "M ijn tevr edenheid met mijn

plaats in de rangord e nam nog toe toen de jongen, die een heel

jaar lang aan het hoofd v an de klas had gestaan , stierf aan de

terin g. Het leek me dat ik op het nip pertje gered was en ik zei

op de dag van de begrafenis va n de jongen tegen mijn moeder

dat de jongen die mij voo r was in de klas altijd doodging. maar

deze ve rbazingwekkende genera lisatie was slechts gebaseerd

op die ene observatie," W e begrijpen nu voo r w ie de klok­

ken luiden . De onbenijde nummer één die aan het hoofd staat

van het lichaam waa rin W atson een rol speelt. draagt het te­

ken va n ver tre k. onthoofding. hij alleen ("die ene observa ­

tie") geeft aan wat er altijd gebeur t. Hij vertelt het aan zijn

moeder, die v riendelijk zal zijn en tolerant jegens de theorie

en die. als vrouw. hem voo r zijn uitspra ak niet zal straffen

met een pak slaag. • Maar door zo'n "v erbazingwekkende

generalisatie" te produceren. alleen bestemd voor het oor

van M oeder - iets dat slechts één keer is gebeurd - zeg je

eigenlijk dat jij. W atsen . nog niet bent begon nen om een

tw eederangs relatie te beschri jven met A lexan der Craham

Bell, die je nog niet hebt ontmoet. al schr ijf je jouw au toblog­

rafie na zijn dood. Liever ver tel je je moeder , ver tel je mij,

over wat er met nummer één gebeur t. de stoere jongen die je

voo r is. aan het hoofd staat va n het hui shouden . De vader

van de telefoon of de vader bij jouw bestaan. de jongen die de

eerste is voor jou . draagt het teken van vert rek en sterve n

waarover je jouw moeder ve rtelt. A ls tweede ben jij de ver­

halend e overleve nde die op het nipper tje ontsnapt. een ont­

snapping d ie je altijd aan je moeder zult blijven ve rtellen. die

het gehoorap paraat is voor de dub bele waarh eid v an de arn­

bivalenti e - de ontva nger va n jouw autobiografische ver ­

slag. misschi en de en ige aan w ie het gericht is. de vo rm en

het lot van jou w receptiegeschiedenis.

. Conti nue d hom pag e 183 «

head for I noticed he w as th e pri ncip al v ictirn w hen th e

teacher w ant ed to show off her pu pils to a visitor." Hence

n umber on e is depicted as a v ictim. The ambtva lenee is

built into the struc tu re of th e argu mentation. for a figme

th at had been origina lly presented in a favorable, even ad­

mirin g light . gets int o trouble qu ickl y. This hold s for th e

sentiment beginning "I never env ied th e bo y w ho stood at

th e head .' W atson's satisfac tion w ith seco nd place takes a

grandly mor bid turn: "My satisfac tion w ith my rank

increased w hen th e boy . w ho for one whole year had been

at th e head of my class, di ed of cons u mption. lt see med a

narrow escape for me and I told my mother on th e da y of

th e boy's funeral that the boy ahead of me in the class

always dled, but that startling generalization w as based on

th at s ing le observa tion.' W e can gathe r now for whom

the bell tolls. The un en vi ed number on e w ho heads th e

bod y of w hich W atson plays a part . is mark ed for

departure. decapit atien. uniquely ("thi s single

observation") del inea ting what always happen s . He tells

thi s to his mother . who w ill be kind and parient w ith th e

th eory . and who, bein g a wo man. w ill not pu nish him for

thi s statemen t w ith a thrashing. • But producin g suc h a

"startling gener alization" for M other 's ears alone ­

something that has hap pen ed on ly once and Ie rever ­

really mean s th at you, W atsen. have still not begu n to

narrate a secondary relationship to Alexand er C raham

Bell, whom you have not yet met. altho ug h yo u are

writing yo ur aut obiography alter h ts dea th. Rath er. you

are telling yom mother. yo u are tellin g me. abo ut w hat

hap pens to number one. th e guy ahead of you, the head of

th e hou sch old . The father of th e telephon e or th e fath er to

yo ur ex istence, th e boy ahead of you , is mark ed for the

departure and demise of w hic h yo u teil your mot her. A s

seco nd you are to be the narr atin g su rvivor in a narrow

escape w hich you w ill always be telling yo ur mother. th e

listening dev ice for the double truth of ambiva lence ­

th e receiver of your au tob iographica l report. perhaps, its

so le add ressee, the sha pe and destiny of yom reception

history.
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Zoeken I to Search

denu nciatur esse per: relalionem (...)

o
. tu ne est relatie ra t ion is . ( .)

Pate] qui a guando sine operationer' r o ,
in"te llec tus ~~s non es t talts qualis

,.

by Norbert 80lz

Sinds kind eren helemaal te gek gaan in de multi-media-environments va n de grote steden en in de oneindige datastromen van

de nieuwe media. zijn de opvoed ingsstrategieën aan het eind va n hun Latijn gekomen. Swampedhy i"! on natio,, ot'er/oadzitten

nu al kleuters als jagers voo r hun beeldsc herm, De enige methode die ze kenn en om iets te zoeken en te onderzoeken bestaat uit

pat/er" recog"itio",

• Ever since chlldren became absorbed in the multimedia environm ents of the cities and the inhn ite data flow of the new media.

the educational strategies of the C utenberg galaxy have been Jinished. Swaml'ed by i,,!ormatiolloverload. eve n the pre-school

child is a huntsman before the screens. A ll searching and inv estigating takes place via llilt/en! recogllitioll.



Retrospecti ef kan men de media­

th eorie va n M arshall M cLuh an en

zelfs het Passagen-W erk van

W alter Benjamin als pogi ngen

bescho uwe n om een weergavetech­

niek te vinden d ie recht doet aan

deze nieu w e mediaw ereld . Zij

schreven geen boeken meer, maar

mozaï eken va n citaten en gedac h­

tenfragment en - sc hrijven als film.

Deze pog inge n om boe ken te maken

die de boekvorm te buit en ginge n,

zijn juis t in hun wa nsucces leerrijk.

Blijkbaar is het inform atieverwer­

kin gss ysteem boek niet meer

opge wassen tegen de co mplex iteit

va n onze socia le systemen. Daarom

rich ten au teurs d ie dat w eten en

toch auteur wi llen blijven hun

boe ken in naar struc ture n en

mode llen die ze ontlenen aan niet­

lineaire inform atieverwerkin gss ys­

temen .

Zo zijn de Filosofisclle

Onderzoekingen va n Wittgenstein

h ypert ex t ava n t-la-lettre - een

zigzagreis door gedac htenvelden.

Hij kon de ex tree m gecompliceerde

relaties tu ssen zijn filosofisch e

op merkinge n alleen nog duidelijk

maken door ze rigore us te v erb in­

den aan een netw erk va n cijfers.

A ls deze intensieve ve rbind inge n

nu ook nog w orden bevrijd va n het

fan toom dat de opmerkinge n zelf

een gedac h tenveld zoude n vo rmen

da t een eenhe id is, ontstaat er

intertekstualiteit : een differen tieel

netw erk va n tekstspor en die

eindeloos naar elkaar ve rw ijzen.

Een d u idel ijk. zij het q ua effect n iet

erg overtu igend voorbeeld hiervan

biedt de intert ekstua liteit va n de

HegeljG enet-kolomm en in Gb
va n Derrida.

H et bekendste voorbee ld is

natuurlijk H ofstad ters Gödel,
Esc/ur. Baci,:an elmldlgolden braÎiI.
Het boek on twi kkel t zijn arg u men­

tat ie door middel van zichzelf

ve rs terkende reson anti es, d ie

on tstaan als gevolg va n slrange loops
tu ssen ve rsc hillende niveau s in de

reflexie/de w eergave. \Val men

vroeger vo l afsc huw zou hebben

ve rw orpen als one ind ige regress ie,

w ordt nu elegant gehe rde fin ieerd

als een w etensch ap pelijke esthe tiek

van de recursie. M aar ook een boek

ove r slrangeloops da t zelf als een

strange loop is geco nstruee rd , blijft

een boek. Ju ist omda t het niet-lineair

N O R BE R T BOLZ

is opgebouwd. word t degene die

het van voor- naar ach terp lat leest ,

onvermijdelijk overvallen doo r

verveling.

Labyrintisc he argu mentaties ­

van Lu hma nn tot Hofstad ter -

zijn nu een maal niet in boekvorm

stap voor stap achter elkaar te

zetten . O m de beoogde co mplex i-

teit zonde r inform at ieverlies weer

te geven. zoude n ze gebru ik

moeten maken va n een sirnultaan­

present at ie op ve rsc hillende

niveaus. Ni klas Luhman n, d ie zijn

data nog altijd met kaartenbakjes

beheert, heeft da t du idelijk inge-

zien. De w eergav e va n co mplex i-

teit ve reist co mplexe th eorieën , die

n iet meer ser ieel te maken zijn

omda t de reflex ie op verschi llende

punten tegelijk ins tapt. Bove ndien

vooronderstelt ieder pun t waa r de

reflex ie bin nenkomt een groot

aantal nie t-expliciteer bare premis-

sen. D it w ordt allemaa l te vee l om

nog in een lineaire lectuur te

rea liseren. M en zoekt da n ook naar

een medium voor een sch riftuur

d ie op ve rschi llende lagen tegelijk

present is: Het zou mooi zijn als men

dezeenigszins /abyrintiscl,e tlleorie­

opbouw zou kllllllen weergn'en in

boekendie zogezegd tweedimensionaal

zijn ingeric1IL dus versc1lillende I I

/eesroutes aanbie<lm. (Luhmann) .:: _

M aar dat is precies wat hyper .

med ia doen . H ypermedia hebben

een sterke affin iteit met RDBM S, de

re!ationaldalabasemanagement

syslems die dyn amische struc ture n

afwe rken met relationel e ope rato­

ren; dat wi l zeggen: ze w erk en ­

zonde r nog iets te maken te hebben

met lineaire dataprocessing - met

many-to-many-re!alies. En hier

teken t zich een mogel ijkh eid tot

imp lemen tatie af die va n doo rslag­

gevend belang is voor de co mplexe

th eorie van het co mp lexe: hoog­

waardige hyperm edia gaan met

second-order-linksoperere n, dat w il

zeggen: met links10 links. Daarmee

zal hun so ftware-struc tuur identi ek

worde n aan de struc tu ur va n de

theorie va n complexe co nstellat ies :

beide zijn gericht op het aan elkaar

relateren va n relaties. Bekend e

d ynamisch e struc ture n als het w eer

kunnen op deze manier w orde n

gesimuleerd . H ypermedia maken

de w eergave mogel ijk va n de

interactie tu ssen relat ies en w aar-

den in de loo p van een bepaalde

tijdsru imte.

Ook de thans aan iedere hyper­

med ia-gebruiker bekende typed

linkszijn too ls voor de management

va n complexi tei t. Deze typed links

red uceren de co mplex iteit va n de

informatie door een veelvoud aan

v irtue le navigatiemog elijkhede n

aan te biede n. Di t moet niet wor­

den ve rward met he t tradi tionele

klasseren va n inform atie.

H ypermedia kenn en geen lingua
[ranw voor de w eergave v an 1-"

ken nis (vg l. W oodh ead 36). Ze o::.-'--'V'--
integreren ui terst heterogeen ----

materiaal, ope reren oo k fuzz y en

prob abi listisch, ze processen

parallel en 'connectionistfsch' en

ku nnen daardoor de ideale tools

bieden om te brainstormen

(vg l. W oodhead 143).
---

H ypertex t slu it ech ter niet

alleen aan bij de meest recente

technische on twikkeli ng. maar oo k

bij de allero udste traditi es. H et

eers te hoo fdstuk over de gesc hie­

de nis va n h yper text moet de

commentaren op Bijbel en Thora

behandele n, W ant wa t deden de

midd eleeuwse manuscripten va n

monniken en rabbi's ande rs dan

links , gu ided tour s en superl inks

prod uceren tussen de oerdoeurnen ­

ten en de religieuze en filosofisch e

trad itie: voe tno ten , kantteken ing­

en, voorbeelde n. Het is daarom niet

meer dan conseq uent dat het

Bijbelon derzoek als een der eerste is

overgesc hakeld o p hypertext.

De informa tieru imte van de

hyper med iacu ltuur heeft N dim en­

sies. En ju ist omdat informatie geen

natu urlijke topografie heeft. inter ­

ve niëren op het gebru ike rsopper­

v lak voortd urend mediametaforen

d ie voor de nod ige or iëntat ie

zorgen: bibliotheek. kompas ,

netwerk, film, H ilc/I H iker 's Guide.

H yperm ed ia gebruiken dus de

karakt eristi eke prestaties va n

oude re med ia als metafor isch e

hul pmidd elen bij de navi gatie door

de x-d imens iona le inform atieru im­

te. Vooral de filmmetafor en ,

bijv oor beeld op de HyperCard va n

Apple, accentue ren het afsche id

van de lineaire informatiestructu ­

ren : Iade-ou t. cu t, montage, flash­

back, zoo m in / out. Door dit soort

niet-lineaire struc turen va n datama­

nagement word t natuurl ijk een



In retrospeet. Marshall

Mcl.uhan's media theory and

even Walter Benjamln's Passagell­
\Verk (Passage \ Vork)can be

understood as allempts to do

justice to this new media world at

a level of technical depletton.

These are na la nger books bu t

mosaics consisting of quotations

and fragments of thought ­

w riting as in cinema . It is in part

the failure of these allempts at

writing such books,which bur st

th rough the limits of the baak

form, which is so instru ctive. Th e

inform ation processin g sys tem

'baa k ' is clearly no longer up to

the complexity of our social

systems. For th is reason, authors

w ho are aware of this and yet

want to remain authors, orga nize

their books according to

structures and patterris taken

from non -linear information

processing systems.
Wittgensteln 's Pllilosop/lisclle

Ulltersllcllllllgtll (Plli/osoplJical
1l11'estigatiolls)are therefore

hypertext avallt la leltre - a zig

zag jou rney across fields of

though t. He was on ly able to

make c1earthe extremely

complicated relationsh ips of his

philosophical observa tions by

means of rigorous linking with a

number netw erk. If this intense

Iinkin g is then released from the

uniform phantom in one's ow n

field of thought, the result is

intertextuality : a dilfe rential

network of tex t tracks w hich

refer intermin ably to others. A

clear, if in effect rathe r modest

example of this is provided by the

intertex tua lity of the

Hegel/ G enet columns in

Dernda's Glas.

The most prominent example

is, of course, Hofstadter's Gödel,
Escller, Bacil: tJuetertlell goldelI
braid. This is a baak which argues

wi th self-strengthening

resonances emerging from strallge

loopsbetween various levels of

reflection / depiction. What

wo uld have formerly been

rebuffed as infinite regress, is

elegantly reinterpr eted as

scientiJicaesthetics of recur sion .

Yet eve n a baak on strcltlge loops ,

construc ted like a strange loop,

remains a baak. It w ill inevit ably

NAVIGATION IN OOCUVERSE

bore those reading it from cover

to cove r for the very reason that it

consists of non-linear

structures.

Labyrinthic argumentations

- from Luhmann to Hofstadter ­

simply can not be seq uenced in

baa k form . In orde r to depiet the

complex ity aimed at here withou t

loss of information , it wo uld be

necessary to provide a

simultaneous presentation at

seve ral levels. N iklas Luhm ann ,

who still manages his data by

means of card-indexes, sees thi s

very clearl y. Depicti ons of

complexity require complex

theories wh ïch are na longer

serializeable, as reflection begins

simultaneous ly at seve ral points

of entry. Moreover. every

reflection entry presu pposes an

abunda nce of non-explicable

prerequis ites. A ll of this cannot

be realised in linear reading

matter. What we are therefore

lookin g for is a medium of

slmultaneo us ly-presented

depic tion : W/Ielt a p/ea sllre it

wOllld be if t/lis telll/tIIt ia/ly
labyrillt1l ic tlltory colI((ptioll coll/d

bedqJictea ill boob wlJic/l are, as it
were, stnlctllrea two-dimetl siolla/ly

i.e. presttltillg sereral readillg tracks.

(Luhmann)

It is, howev er, just tht s wh ich

hypermedia achleve . Th ey have a

strong aflinity to RDBM S, the

relatiolla l database mallligemtllt

systems,which wo rk out dynamic

structures with relational

ope rators; i.e. they werk w ith

mally·to-lIIaIlY relatiolls,a far cry

from linear data processing. It is

here that a decisive rneans of

implementation emerges for that

complex theo ry of the complex:

elaborated hypermedia are to

wor k with secolld·order·lillb i.e.

with links to links. This would,

however , make their sofiware

struc ture ident ical to the theory

struc ture of complex facts:

relationing of relations. Familiar

dynam ic struc tures such as the

weath er could be simulated in

thi s way. Hypermedia allow the

depic tion of the interaction of

relations and values ove r and

above a certain period of time.

The typed lillb already familiar

to eve ry user of hypermedia are

also tools for complexity

managemen t. T hey reduce data

complexity by ope ning up a

variety of v irtual navigatlo n

perspeetives. This must not be

confused with conventional

classification processes .

Hypermedia do not recogni ze the

lillgllaf rallwof the depic tion of i
knowl edge (cf. W oodhead 36). -'~ I~

Th ey integrate the most

heterogeneous material. also

operate at a fuzz y and probabi listic

level, process in a parallel and

'connectionistic' way and are

ther efore able to provide ideal

brainstormin g tools .r-';,
(cf. W oodhead 143)· 2-\/'--:;-

How ever, hypertext fe llows ----.

not an iy the most up- tc-date

technica l development but also

the oldest trad ition. Th e first

chap ter of its history should be

dedica ted to the commentaries of

the Bible and To rah. For wh at else

did the manusc ripts of mon ks and

rabbis in the M iddl e Ages

produce than lin ks, guided tour s

and supe rlinks between the hrst

doc umen ts and religious and

philosophical tradition : footnotes,

glosses, images. It is therefore only

consistent for Bïble research to be

one of the hrst to be converted to

hypertext.

The information sphere of the

hyperm edia culture has N

dimensions, And especially in

v iew of the fact that inform ation

has no natur aI topograph y,

orienting media metaphors

repeatedl y interve ne on the user

surface : library, compass,

netwerk. film, Hitcll Hiker's Gllide.
H ypermedia th us use the

characteristic attainments of older

media as metap horica l navigation

aids in the x-dime usional

information sphere, Above all, it

is the film metaphors, for exa mple

on Apple's HyperC ard, whi ch

mark the parting from linear

information struc tures:

d issolu tion, cu t, montage,

flashback. zoom in/ out. Such

non-linear struc tures of data

management do, of course ,

produce a much higher linkage

density (blls)' screell)than would

ever be possible in the case of

baaks. Books react to th is rathe r

helplessly with the strange loop
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veel grotere fijnmazigheid van het

informatienetwerk (busy screelI) in
het leven geroepen dan ooit bereik­

baar is voor een boek. Hierop reage­

ren boeken nogal hul peloos met de

bovenvermelde strange-loop- en

labyrint-technieken, met speciale

tekens die de aandacht sturen en
tekstlagen moeten indiceren (bijvoor­
beeld in Mandelbrots TI.e Fractal
Ceometr)' of Nature) - of zelfs met

diskettes die in een hoesje op het

achterplat worden bijgeleverd. Met

zulke hulpeloze gestes reikt de
C utenberg-galaxis naar de mogelijk­
heden van de docuverse. Maar pas

de hypermedia maken mogelijk wat

tot nu toe niet implementeerbaar

was: de browsillg betweelI media . Deze

zal een naadloze hypermedia-envi­
ronment tot stand brengen. die zich
reproduceert door middel van
interactief informatiegebruik.

A ls alleen de logica van de

hypersystemen in het spel was. zou

de nieuwe tekstmaatschappij - Ted

elson heeft haar dOCllverse gedoopt
- beslist afscheid nemen van
particuliere. discrete documenten en
zich ontvouwen in de f ree speaJIvan

oneindige(re)combinaties van

fragment sl,owers of illformatioll. Maar

in de komende tijd zullen er nog

steeds 'auteurs' bestaan, simpelweg

omdat de kapitalistische invulling
van het project 'tekstrnaatschappij'
moet blijven vasthouden aan het

copyright. Piraterij wordt het hoofd­

probleem. Daarom - en niet om

bijvoorbeeld technische redenen ­

moeten CD- ROMS momenteelzijn : mld

0111)' memories en niets anders. De
vraag naar auteurschap. copyright

en piraterij markeert het beslissende

punt waar de wegen van closed en

compound hypermedia scheiden

( lelsen. L\ l) .

H.C . W ells heeftgedroomd van een

'World Encyclopedta': spread like a
lIervous lIehvork (...) kllittillg all tl,e
illtellatual workers of tiJ( world
tllrougll a commoll illterest alld a
commOIl medium.Vannevar Bush. die

het werk van 6 0 0 0 A merikaanse

topwetenschappers aan de militair­

technische toepassing van hun

kennis coördineerde. begint deze
droomal in de jaren dertig te concre­
tiseren. Zijn beroemde opstel uit juli

1945 As wema)' tllillk.dat opent met

NORBERT BOl l

de Freudiaanse ontkenning: TI.is
Iws 1I0t been a sCÎentist's war.herfor­

muleert het kernprobleem van de

Tweede W ereldoorlog als het grote

beschavingsprobleemvan de

twintigste eeuw: de snelle verwer­

king van een informatiemassadie

iedere menselijke maat te buiten
gaat. O m deze opgave te realiseren is
een symbolisme nodig dat het

mogelijk maakt, wiskundige trans­

formaties te reduceren tot machine­

processen. Pas dan zou de ontlasting

van het menselijke denken zijn
bereikt, waarover Leibnitz en

Babbage al droomden: toclickoff
arguments 011 a macldlle (Bush 105 .:., --

De technische implementatie -~

hiervan mislukte steeds doordat

iedere toename aan complexiteit
leidde tot een afnameaan betrouw­
baarheid. Pas het tijdperk van de
elektriciteit en de nieuwe media

heeft de massale en goedkope

produktie van hoogcomplexe

gadgets met een grote betrouwbaar­

heid gebracht. Sindsdien is het
mogelijkom de weergave en reduc-
tie van complexiteit te machinalise-
ren.

Bush ziet zeer scherp dat de

toenemende complexiteit van de

westerse beschaving noopt tot het

mechaniseren van herinnering.

opslag en archivering. A lleen met
deze technische implementaties van
geheugenfuncties als achtergrond.

kan de mens erin slagen opnieuw

het privilegeofforgettillg te verwer-

ven. Het ontlasten van mensenher­
sens van zo'n voor de beschaving

onontbeerhjke complexiteit leidt dan
ook tot een pregnant beroepsprofiel :

de nieuwe functie van de trailbla zer

(Bush 108) is erop gericht plaatsver­
vangend voor anderen wegen te --~

banen door het labyrint van de

opgeslagen informatie en deze aldus
begaanbaar te maken; als kennisar­

beiders zouden deze trail blazers

menselijke dataprocessorszijn.

Trail blazers maken iets duide­

lijk:de hoofdproblemen van het
informatietijdperk zijn de selectie uit
en de toegang tot de record. W at

deze problematisch maakt. is de

traditionele wijze om opgeslagen

kennis te organiseren. namelijkdoor

indices. Daartegenover plaatst Bush
het associatie-mechaniek van de
menselijke geest, dat technisch

geïmplementeerd moet worden:

Selatiollby associatioll.ratIIertlWII b)'
illdexillg - dat blijft het principe van
alle hypermedia-structuren en

situeert hen op hetzelfde niveau als

connectionistische modellen. neurale

netwerken en parallel distributed

processi ll.~ . Hoe traag de rekenmachi­
nes ook zijn. voor al deze concepten
van selectie door mechanisch associa­
tieve verbindingen geldt: it sllOuldbe
possible tobeat tlle mÎJld decisively it'

regardto tlle permallencealld clarity of

t/,e items resurrectedfromstorage .e'l
(Bush 106). ..:::::,,"\.t.._

M ernex, de memory extende~

van Bush, was geplant als een

gemechaniseerde privé-bibliotheek

die de toegang tot de opgeslagen

informatie extreem versnelde - een

supplement bijhet menselijke geheu-
gen. Het functioneert op basis van
een enkelvoudig proces: de verbin-
ding van twee trefwoorden. waar-

door een automatische selectie van

het ene trefwoord door het andere

mogelijk wordt; dat noemt Bush
associatÏt'e illJexillg (Bush 107). __
A lleen het actuele kennisbelang va; ­
de memex-gebruiker bepaalt de
kenbare wegen door het mechanisch
geassocieerde vlechtwerk van de

data.

Memex als supplement bij het

geheugen. associatieve illJexillg van
data volgens het connectionistische
model van de hersenfuncties - het
visioen van Vannevar Bush over

een synergetica van mens en machi­

ne gaat nog een stap verder. A ls alle

vormen van kennis ter wereld gere­
duceerd kunnen worden tot varië­

rende stromen in schakelcircuits en
ook de menselijke hersenen volgens
exact zo'n schemate werk gaan, moet

interceptie in een radicale betekenis

mogelijk zijn. Interceptie wil immers

zeggen:de onmiddellijke overgang
van het ene elektrische fenomeen

(inside)naar het andere elektrische

fenomeen [outside],zonder dat het

eerst in een mechanische beweging

hoeft te worden omgezet (zoals

bijvoorbeeld bijencefalografie ge­
beurt). r our illsiJe is out allJ your
outsiJe is ill.

Hier is de stap van science fiction

naar normal science erg klein. Lang

geleden al is het visioen van Bush

uitgekomen over de onderzoeker van

de toekomst die de ketens van het
experimentele heeft doorbroken en

rondzwerft, waarneemt. fotografeert,



and labyr inth techniques already

mentioned , with specia l signs

meant to control attention and

indi cate text levels (e.g. in

Mandelbrot's The Fractal

GeOltletry of Nature) - or simp ly

by sticking in diskettes. \ Vith

such helpless gestures , the

O utenberg galaxy gropes for the
poss ibilities of docuverse. It is,

however. hypermedia which first

allows that which up to now has

not been implementable : hrowsi ng
hetweetl HIli /ia. It is to constitnte a

smooth hyperm edia environment.

reprod uced by means of

interactive information usage.

If it we re on ly a matte r of the

logic of the hyper sys tems, the

new text society - Ted Nelson

has called it the dOClll'erse ­
woul d resolut ely take its leave of

private, disc reet doc uments and

wo uld develop in the f ree speedl

of infinit e (re)combination s of

f ragmetlt showers of information.
Yet there will still be 'au thors' in

the foreseeable future for the

simple reason that the capi talistic

spee lheation of the project 'tex t

society' must insist on copyright.

Piratr y will become a key

problem. For this reason - and

nor, say, for technical reasons ­

CD-ROMS, for insta nce, will have to

remain that whi ch their name

sugges ts: simply read on/y

memories. The question of

autho rship, copyright and piratry

marks the decisive point of

rarnthcat ion between closed and

compound hypermedia

(Nelson, LM). c·:.,:::J·

*
H.C. W ells dreamt of a 'World

Encyc lopaedia': spread like a
nervous network (...) knitting alltlle
intellectual workers of tlu wor/d
tllroug/l a common interest anda
common medium. V ann evar Bush,

w ho has coordlnated the work of

6 0 00 leading American scientists

on the military-technica]

app lication of their kn owi edge,

begins as early as the thirties to

put thi s dream into concre te

terms. His famous essay of Jul y

1945 As wemay tilink, disclosin g

the Freudi an negation : This liaS

not heen a scietltist's war,

NAVIGAT ION IN DOCUVERSE

reformulates the central prob lem

of the Second W orld W ar as the

great civi l isatio n problem of the

zoth century : fast processing of a

mass of information bursting all

human measure. A sy mbolism is

required for this which allows

math ematical transformations to

be reduced to machine processes.

Only then wo uld a rellef for

human thou ght be achieved. a

state dr eamed of by Leibn iz and

Babbage : to dick offargumetlts on a
machine(Bush 105). The technic'!t
implementation of this lias , up to --­

now, also failed because every

increase in complexity meant a

redu ction in rehabllity. It is the

age of electricity and new media

whi ch has brou ght along the

mass, chea p production of highl y­

complex gadgets of great

rellablhty. Since then it has been

possible to machi nize the

depletion and redu ct ion of

complex ity .

Bush sees ve ry clearly that the

growing complexity of W estern

civilisation forces the complete

mechanizing of memory, storage

and the keeping of archives, It is

only against the background of

these technical implementations

of memory fu nctions that man

may succeed in regainin g the

pril'i/ege offorgetting. Relievi ng

human brains of indi spen sable

complex ity in terms of

civilisation to such an extent can

also stamp a terse voca tional

profile: the new pro fession of trail ­
hla zers (Bush 108) is markeelby -- _

the task of paving on behalf of

others practicabie ways through

the maze of sto red material : as

workers in the field of kno w ledge

they wo uld be human

information processors.

Trail blazers make one thing

clear : The main problems of the

info rmation age are selection and

access to the record.What makes

them a pro blem is the traditi onal

way of organizing the stored

kn owl edge - namely by means

of ind ices. Bush answe rs th is

with the association mech anics of

the human spirit which is to be

technically implemented :

Selection hy associatiotl, ratiurtllan
hy h,dexing - this remains the

princip le of all hypermedia

struc tures and situates them at the

same level as connect ionist

models , neural network s and the

parallel distributed processing.

Despit e the slow ness of the

calculators , it is tru e of all these

concep ts of selection by

mechanically associative Iinkin g

that : it sllOuld bepossible to beat the
mind decisit'ely in regardto the
pennaneuceand darity of tlu items ,~.

resurrected from storage. (Bush .:. ~"\I -
106) ----

M emex, Bush 's memory

extender, was planried as a

mecha nised private library.

greatly accelerating access to the

material stored - a su pplement

to the human memor y. It works

on the basis of the simple process

of the link between tw o entri es

thus allow ing an automatic

se lection of one by the othe r;

Bush calis this associative indexing ­

(Bush 107). It is only the Mernex__J.:.....
user 's respective thlrst for --

knowledge whlch then paves

discernibl e paths in the

mechanically associated web of

data.

M emex as a memor y

supplement, assoc iative

Ïndexing' of data acco rdi ng to the

connectionist model of brain

fu nctions - Vanneva r Bush 's

vis ion of a sy nergy between man

and machine goes eve n one step

further. If all forms of knowledge

in the world can be redu ced to

varying currents in sw itching

circu its, and the human brain also

proceeds according to just this

pattern, interception should be

possible in a radical sense.

Intercepti on means ind eed the

imrnediate transition from one

electric phenom enon (ins ide) to

another electric phenomenon

(outside) without it first ha ving to

be transformed into a mech anical

mov ement (e.g. as for an

encephalograph). Your inside is
out andyour outside is in.

Here the step from science

fict ion to normal science is very

smal!. It is a lon g time since

Bush 's v ision of the researcher of

the futme was fulfilled, a

researcher who has burst the

bands of the experimentaI. walks

rounJ , observes, photographs,

comments, machinizes all



becommentarieert . alle repetitieve

geheugenprocessen machinaliseert

en dan de opges lagen data vr ij

bewerkt. Zijn grafieken·tekenende

apparaten produ ceren het schrift

van de natuur in de nu merische

schriftru imte van de computer. Jay

David Bolter beweert zelfs: 1lJe book
of nature is a Ilypertext. 1I'/ lOse
language is t/lecomputatiolla /lntlt/le­

maties of direeteel grap/Is.
(Bolter 106: vgL nfl). ---

Ted Nelson. die zichzelf karakteri­

seert als een cy nische romanticus en

eomputopian . heeft als eerste de

grondbegrippen gedefinieerd van

het schr ijven onder compu tervoor ­
waarden. Daarin wordt literatuur

benoemd als een sys teem van aan

elkaar geschakelde teksten : Utera-

ture is anongoillg systemof intereon- '.-..:
lIecting doewnellts (Nelso n. LM2). Het -­
Xanadu-Paradigma van elson is--~

een online were ldbibliotheek. dat

wil zeggen : niet alleen een biblio-

theek voor de hele wereld. maar ook

een gedaanteve randering va n de

wereld tot uni versele electronische

bibliotheek. Alle documenten zijn

daarin vir tueel alomtegenwoo rdig

- ze nemen de vo rm aan va n een

'ins tant-literatuur'; t/le XllIwdu

system prodeles a II l1il'ersal data

structureto II'/lic/1allot/Ier elelta may .r-1
be mapped (Nelson . XP 1). Dit is zeer ~;:'7

zeker ook cartografisch op te vatten:

de ins tari t-literatu ur prod uceert een

nieuw e wereldkaart. Iedere byte

van de wereld kan van een eigen

adres worde n voorzien. Dat redu-

ceert de redundantie van kopieën en

identieke formul eringen : opgeslagen

worden alleen de originele docu-

menten en de varianten/versies.

Xanadu schrapt daarom ook geen

teksten.

Ted Nelson neemt afscheid va n

de Gutenberg-wereld va n d iscrete.

particu liere documenten en ont-

werpt een media-environm ent . die

het de gebruikers mogelijk maakt

eigen lillks te creëren tussen de in

een uitwisselbaar bestandsfo rmaat

opgeslagen gegevens van de wereld

- het nieuwe systee m noemt hij

dOClwerse (Nelson. LM). atuurlijk::~-.

kan men gemakkelijk aantonen op

welke hardware-grenzen het

Xanadu-paradigma van een sys teem

van alle wereldteksten online op dit
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moment stoot. Men heeft het

daarom ook al over docuislallds.
laar een princip iële beschouw ing

laat zien. dat juist Xanadu technisch

implementeerbaar is: de hardware

grenze n worden gevo rmd door de

standards d ie zijn vero rdend door

commerciële en pub liekst echtelijke

uitbaters. W aar zij bang voor zijn.

is de in lelsous systeem ingebouw­

de mogelijkheid van een radicaal

democratische samenwerking; want

precies daarop is de eomputopiilll uit.

TJterefore. wordt er consequent

gemeld in een hypermedia-paper

van een NATO A dvanced Research

W orkshop uit 1989 . tlJerefore tllis
scellario is 1I0teOllsidered furtlJer Iiere.
Puur techn isch gespro ken moet

echter worden geconstateerd :

TJ,e eOlleurrwey colltrol ofa

distributedHyperlllformatioll system

fits alltlJe tec/lll ieailleeds of tlJ is

scellario (NATO 3 14)'

De radicaal democratische

samenwerking in de naviga tie door

de docul'erse. dat w il zeggen door

een online were ldbibliotheek, is

vo lgens Nelson de enige mogelijk­

heid van menselijke hersenen om

zich opgewassen te tonen tegen de
massa en complexiteit van informa­

ties. Het afscheid van de discrete .

particu liere documenten van de

G utenberg-galaxis is nu eenmaal

ook een afscheid van de orden ings­

modellen hiërarchie. categorie en

sequentie. De beslissende karakte­

ristieke eigensc hap van de dOCIII 'erse
is illtertlVi llgularity - vervlechting.

netwer k. rizoom. El'erytllillg is

deep!yintertwillgled (Nelson. DM). ­

Dat is de feitelijke gronds lag voor ­

de eis va n een hyper text -adequate

herstru ctur ering van de kenn is.

Hardnekkiger dan de hardware­

grenzen zijn daarbijde receptie­

limits van de mens. A ls data niet

meer discreet en lineair maar met

hoge dichtheid op busy sereens
worden aangeboden. dreigt cogni­

tieve entropie. Dat is de keerzijde

va n de onbegrensde manipulatie­

macht die hypermedia verlenen :

verloren te gaan in hyperspace,

Tegen aanhoudende data­

overbelasting bestaan principieel

slechts tw ee techni eken tot ontlas­

ting : filtering en compressie. Bijeen

F 18-gevechtsvliegtuig word t een

gebruiksaanwijzing meegeleverd

van 3 0 0 0 0 0 pagina's. A ls men die

niet op papier maar op cn 'ROMS

opslaat. reduceert men de opslag­

ruimte met een factor 120 0 . Dat

geldt in geringere mate ook voor de

diagnostische reparatiehandleiding­

en van de grote autohrrna's: zo

wordt de vw Go lf gerepareerd aan

de hand va n het hypertext-systeem

Thoth n. Dat bespaart niet alleen

ru imte. maar versnelt ook de effecti­

vite it en maakt een wr ijvingsloze

updatillg va n de informatie en een

dynamische herconfigu ratie va n de

data mogelijk. Het is daarom niet

meer dan logisch dat de us Navy het

Interactive Craphtcal Documents

Sys tem voor de reparatie van elec­

tronisc h materieel (Brown

University] heeft gefinancierd.

Het cruciale opslagprobleem

wo rdt natu urlijk niet ve roorzaakt

door teksten maar door beelden. Hel

belang va n het aanva nkelijk indruk­

wekkende gegeven dat men op een

ClYROM zo'n 100 0 romans kan

ops laan. moet worden afgemeten aan

het feit dat een enkel kleurentelevi­

siebeeld ongeveer 100 kilobyte

verbru ikt. O m een gebru iksaanw ij­

zing of reparatiehand leiding verge­

zeld te doen gaan van een v ideo die

één minuut duurt . moet een opslag­

capaciteit van ongeveer 2 0 0 mega­

byte worde n gereserveerd . ClYROMS

slaan als bekend zo'n 6 0 0 megabyte

op. Maar de vooru itgang in datacom­

pressie heeft - tenminste momen·

teel nog - zijn prijs. Zoals de naam

al zegt zijn compact disks Read Only

Memories en va llen ze daarmee

onder Ted Ielsens kritische begrip

van de compoulld Ilypermedia .
Datacompressie was de ene

ontlastingstechniek. Om opgewas ­

sen te blijven tegen de pletllOra of
illfonnatioll(Mc Knight 7). is het

evenwel nog belangr ijker om Intelli­

gente filters te ontwi kkelen voor de

ecologische taak van de dataverwer­

king. d ie een ande re cynische

romanticus. Marshall Mcl.uhan, op

de pregnante formul ering van een

'beperkin g' van de media-falloutheeft

gebracht. Navigatie in de informatie­

ruimte van de hypermedia houdt

echter precies dit in : een reductie

van de complexiteit va n mogelijke

t'Ïews .anders gezegd: een uitfiltering

van irrelevante data. Juist een

docu verse à la Ted Nelson zou

moeten leven met het permanente

probleem va n jUllk illfonnatioll. Over



NAVIGATION IN OOCUVERSE

repeti tive thoug ht processes and

th en freely works w ith th e stored
data. H is graph-draw ing apparatus

produce the writing of nature in

the numerical w ritin g scope of the

computer. [ay David Bolter even

thi nks: TI,e book of lIatllre is a

Ilypertext, wllOselallgllage is tlle

eomplltatiolla/ matlrematies of

directedgrapl,s.
(Bolter 106: cf. nff)

Ted elson, w ho cha racterises

him self as a cy nical romantic and

complltopiall,has for th e first time

defined th e basic co ncepts of

writing under co mputer

cond itions. Accord ing to Nelson,

literature is a system of

interconnec ted scripts : Uterature
is allollgoillg systemof illtereoll­

lIecti llg documents . ( elson, LM 2~_

elson's Xalladu-paradigm is the

so ftwa re of an online-world ­

library i.e. not on ly of a ltbr ar y for

th e whole world but also of a

transform ation of th e world int o

an elect ronic universal librar y.

A ll th e documents contained in

th is hbrary are vi rtually

omnip resent and ubiquitous ­

th ey take on the form of i llsta ll t

literatllre:tlu Xalladll system

provides a IIl1iversaldata stru ctll re to

wlliell allotllerdata may be mapped ,
I I

(Nel son, XP1 ). Thts can also be _-'">-\
understood cartog raphica lly: th~~­
instant literature prod uces a new

worlel map . Eve ry by te of the

world can be provided w ith its

ow n add ress. This reduces th e

redu ndancy of the co pies and

identica l formu lations; on ly the

origina l docu ments and

variants / read ings are stored .

Xanadu th erefore does not delete

text s.

N elso n takes leave of the

G utenberg w orld of discr eet ,

pr iva te documents and designs a

media environment ena bling users

to establish their own 'lin ks '

hetw een th e world' s documents

dr awn up int o a compatib le forma t ­

- he calls it dOCll verse ( elson, LM ;

Of course it is easy to sho w th --

hardware limits reached nowadays

by the Xa nad u paradigm of a

system of all world text s online.

For thi s reason w e now talk aOOut

docu islallds. Yet one principle

contemp latio n shows that it is

preclsely Xanadu w hich is

technicall y impl ementable ; th e

hardware limits of w hich are

standa rds presc ribed by

commercial and public-law user s.

What th ey Ïear is th e possibility

of a radical-democranc
collaboration as co nta ined in

elson's system; it is just thi s

which the 'computopian ' is

aiming at. TI,erefore, it says

co nsis tently in a h ypermedia

pape r of a NATO A dvanced

Research Worksh op of 1989 ,

tllerefore tllis sW lilr io is 1I0t

collsideredfurtlrer lIere , However,

fro m a purely technical point of

vie w it app lies that : The
eOllcurrene)' colltrolof a distribllted
Hyperlllformatioll system fits alltI,e
techllicalllwi s of tl,is scellario.

(NATO 314)

The radical-democratlc
co llabo ration in th e navigation

th rough th e dOCll versei.e, through

an online world lïbrary. is for

Nelson th e only poss ibility for

human brains to sho w th at they

are match ed u p to th e mass and

complex ity of infor mation . Leave
taken of the disc reet. private

documents of the G utenbe rg

galaxy is simply leave taken of

th e classi fication patte rns of

hierarchy, category and seque nce ,

T he decisive cha racte ristic of

dOClwerse is illtertwillgll/arity ­
int erweaving, interlacing,

rh izome. Et'erytllÎlIg is deeply
illtertwillg led (Nelson, DM). That is

the factua l reaso n for dema nd in ~­

a h ypert ext -su ited restructuring

of knowiedge. Even more

stu bOOrn th an th e hard ware limits

are, however , th e recepti on limits

of man. If in form ation is no

longer provided discreetly and in

a linear fashion , but at a high

level of co mpac tness on busy

screens, th ere is a threat of

cog nitive entropy. This is th e

reverse of th e unlimited

man ip u lation po we r provid ed by

hypermedia: getting lost in

hyperspace,

In principle there are two

relief techniques aga inst a

perpe tua l information overload:

filterin g and co mpress ion. An

Fl8·figh ter plane has operating

instruction s co ns isting of

300 ,00 0 pages . If these are stored

on CD- ROMS instead of on pape r,

th e sto rage space is reduced by a

factor of 1200 . This also app lies

on a smaller scale to the diagn ost ic

repair manuals of th e large car

firms; thus the vw Rabbü is

repaired acco rding to th e

h ypertext system Thoth 11. Thts
saves not on ly space but

acce lerates access and enables

trouble-Ïree 'u pdating ' of

info rmation and a d ynamic

reco nfigura tion of data. It is

th erefore completely logical that

th e us Navy has financed th e

Interactive C raphlcal Documents

S ystem Ier repairing elect ron ic

equipment (Brown U nivers ity).

The cruelal storage problem is,

of course, caused not by texts but

by images . The initially

impressive fact that u p to 1000

novels can he sto red on a CD- ROM

mu st he measured by th e

co ns ide ration th at a Sing le co lour

televi sion picture consurnes

arou nd 10 0 kilobytes. Therefore

in orde r to add a e ne-minute v ideo

to operating or repa ir instruction s,

it is necessary to reserve a storage

capacity of approx . 200

megaby tes . As is kn ow n, CD- ROMS

sto re aro u nd 600 megab ytes . Yet

th e progress of dat a co mpress ion

has a price to pay - or at least

this is still the case toda y. A s the

name sugg ests, Compact Disks are

s imply Read Only M emories. and

th erefore come un der Ted
elson's critical co ncept of

compoulld Ilypenlledia.

Data co mpress ion is one thing.

T 0 prove a match for th e plet/rora I - I

of illformatioll (Mc Knight 7), it is/"V~

however , even more impo rtant to -­

develop intelligent filters for th at

ecologica l task of data processin g

w hich anot her roman tic cy nic,

namel y M arsha ll M cLuhan, has

reduced to th e terse formu la of a

med ia-fallout-ration ing,

av igatio n in the in formatio n

sp he re of the hypermedia is

indeed ident ical to a reduction of

th e co mplex ity of poss ible 'views'

i.e. to a filtering ou t of irrel evant

data. Just suc h a docu ve rse of

N elso n stamp shou ld live w ith the

permanent problem of 'junk

inform ation '. All document s

w ould he headed by innumerable
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alle document en zoude n immers

ontelbare co mmentaren. Iurks en

va rianten w ord en heengeschreven.

als bij een palimpsest. Wie maak t

het ondersch eid tu ssen belangrijke

en junk inform atie ? Wie filtert de

data zod at ze bruikbaar word en ? De

trai l blazers van Vannevar Bus h

na tuurl ijk. Ook implement eerb aar

zou een terugkoppelin g zijn over de

bruikbaarheid va n bepaa lde Ilodes en

lillks. ande rs gezegd een l'otillgfi lter

(...) bami 0 11re/eva llcefeedbackfrom

otlier ustrS (N ieIsen 142. vg l. 1880.

De meeste sc hrijvers hebben sc hijn­

v rede ges loten met de computer als

word processor. omda t die het

conventionele begr ip va n de lineaire

tekst niet ter d iscuss ie stelt: eenvou­

dige zoek programma's. grafische mo­

gelijkheden en tekstmontage leiden

niet per se tot hypertext. Beslissend

is veeleer de niet-lineaire structuu r

van de tekst als gehee l. die ex pliciet

en gemakkel ijk modificeerb aar moet

zijn. TI" maill distillelit'e utility of
outlillers is ill heilig ahleto fold alVay
IDlver /erels of all oul/ille. al/olVi llg a
IliglJ-l(I·el vielV of tilt struelural hack-
bOlle of a dOfUmlllt (\ Voodhead 30 . '--

Dit differentiecrit erium maakt

ook een nu cht ere kijk mogelijk op

zaken als interactief televisiekijken .

v irtua l reallty, electro nische amuse ­

ment sp ark en en interactiev e mu sea

voor wetenschap en techniek. Hoe

verd er de desbetreffende computer­

programm a's zijn ontwikkeld. des te

meer beslissingen [vooral]nemen ze

op zich. om deze da n te prese ntere n

in een visu ele vorm: al doen de

ve rgeet men het symbolische. De

lezer wordt toeschouwer : wanneer

hij. in plaats va n te lezen. onde r­

duikt in een environment. ondergaat

hij de suggestie dat hij erva ringe n

opdoet door middel van w aar­

nemingen . De 'tour -metafoo r maakt

duidelijk dat hyperm edia hier

opnieuw gered ucee rd worden tot

een sequen tiële en lineaire struc tuur .

G u ided tours zijn het w erk va n

Vannevar Bush s trail blazers : ze

bieden 'superlinks' aan . d ie niet

bestaan uit enkelvoudige ve rbindi n­

gen tussen twee nodes, maar uit een I

complete 'string' (vgl. Bolter 98 : ~_

ielsen 127). --...
Beter dan de guide- en tour­

metaforen geven. zoals reeds ver-

meld. filmmetaforen de niet-lineai re

stru cture n va n de navi gat ie in de N­

dim ension ale informatieruimte

weer ; ze signaleren lillks binnen en

tu ssen document en. alleen kunnen

ze niet ve rw ijzen naar de referenti es

tu ssen ve rschillende media. Ook

filmmetaforen sch ieten tekort wat

betreft he t eigen mome nt van

hypertext : to brolVse helwelll media
usillg a sillglede/it'erydel'Î[(

(Woodhead 58).

Een va n de eenvoud igste

mani eren om binnen lineaire

sc hriftbeweg inge n gelaagdhe id en

co mplex iteit aan te duiden is de

voetnoo t. Daarom karakt eriseert de

simpelste defin itie een hypert ext als

gegenera liseerde voe tno ten.

H ypertext vo rmt immers een

netwerk va n voe tnoten bij voe tno­

ten . M aar precies da t is in ged ru kte

media niet meer zinvol weer te

geven. Het lineair-seq uenti ële lezen

w ordt ve rva nge n door het peripa­

th etisch e lezen. H ypert ext maakt

expliciet w at lineaire teksten nog

als hui sw erk aan de hermeneuti ek

meegaven : het netwerk va n zijn

ve rw ijzinge n. Terwijl het lineaire

sc hr ift suggereert da t zijn ideeën

homogeen georganiseerd zijn.

maakt de electronische tekst een

coëx istentie va n de meest uit eenl o­

pende struc ture n mogelijk . Daarbij

w ordt duidelijk dat schrijve n niets

anders is dan een arr angement van

taalkundige gestes : Hou: 10 do I/tillgs

lVit/1 tOl'ics. Dit schr ijfspe l met

formele struc ture n wordt in de

out/ille I'ro[(ssi llg voor het eerst

technisch hant eerbaar (vg l. Bolter

15. 19. 95). Datzelfde is het geva l

voor leeswijzen en inter pretaties.

H et complete hermeneutisch e

geha lte va n een tekst is in de

ve rtakkingsstruc tu ur va n zijn

electronisch e wee rgave manifest.

A Ily/,erlext system s/"I/s oul til(
I'rocess of illlerl'retatioll ill t111 algo-
rililm alld emhodiestlrat I'rO[( 55ill a -.,

I'rogrammillg lallguage (Bolter 200).

De betekenis van een electro ni-­

sc he tekst is de manier w aarop hij

gebru ikt wordt in de lectuur va n

het gegeven moment. H et scri!'ta
mallet heeft zijn geld ighe id ve rlo­

ren : de tekststructuren zijn kin e­

tisch. En dat wi l in concreto zeg­

gen: electronisch e literatuur bestaat

alleen in real time. H et differentiël e

netwerk van de hypert ext roept

d us ju ist niet het gevoel va n het

eeuw ige te laat op dat kenmerkend is

voor de literatuur. maar sugge reert

de immersie in het perm anent e

heden van de tekstbew egin g.

Bri llgillg a desired bil of texl or d'lla

illto l'ielV allVayslltll'l'lIIS lIexl

(NATO 51: vg l. Bolter 130. 198).
De kinetiek va n elect ron isch

literatuur fundeer t een nieu w

tekst begr ip. da t rui m genoeg is om

alle d igitaliseerbare data - wa t w il

zegge n: alle data - te omvatte n.

lnzoverre is de terminologische

onbeslisthe id tu ssen hypermedia en

hypert ext goed onderbouw d. De

manipuleerbaarh eid va n iedere pixel

maakt een bit-mapping mogelijk.

waa rin een beeld als (dee l va n een)

tekst wordt behandeld. Bolter is

zelfs van mening: IIYl'tnlleJia is t/It

r(l'lIIge of lext U/'Oll te/el'Îsioll

(Bolter 26. vg l. NATO 55).

Computerprogramma's zijn immers

tekst en. die tekst en lezen en sc hrij­

ve n zonde r dat daaraan nog een

au teur -subject kan w ord en toege­

sc hreven. Dat fu ndee rt een centrale

karakt eristieke eigensc ha p va n

hypermedia le weergav en - ze zijn

s(lfaul/wring texls (Barrelt XIX).

H ier w ordt literaire arbe id

herk enbaar als co llectief proces.

V oor de eers te maal beginne n de

technisch e hul pmiddelen beschik­

baar te komen om de oude ut opie te

implement eren : het ondersc heid

tus sen au teur en lezer op te heffen.

Literatuur kan ontstaan wanneer

users navigeren door een ficti onel e

dataruimte die door hypert eksten

wordt opgetro kken - interactieve

fictie. De computerspe len waa r vaa k

om gemeesmu ild wo rd t. bemoeilij­

ken op zettelijk de navi gatie naar een

gewe ns t doel - dat maakt ze tot

oefenterre in van een nieuwe literart­

teit. W ant net als adventuregames

bouwen oo k hyperteksten simu latie­

werelden op. d ie men al lezend kan

verken nen. Het ve rhaal ontstaat dan

in de real time va n de navi gatie.

Daarbij fun ction eert de storyspace

als fiction eel docu verse - met

ande r w oorden : schrijvers zijn en kel

nog trail blazers in storyspace. Ook

zij doen niets anders dan w at de

gebru ike rs va n hun programma's

doen : kijken. lezen. navigeren.

spelen . Daarin ve rdw ijnt dan de

v raag: Wat is ((11 ,,,, teur ?

ve rtaling ARJEN ~lULDER



co mmentaries , 'lin ks' and

va riations similar to a palimpsest.

W ho is now to deelde on

imporlan t and junk in formation ?
Who is 10 filter the dala inlo

workabillty? Obviou sl y

Vannevar Bush's trail blazers. A

re-reglstr au on of th e workability

of certain Il odes and /illks i.e. a

l'otillgfi /ter (...) basti/0 11 re1n 'lIl1ce

feedbackfrom ot"er lI sers
( ielsen 141; cf. 1880 wou ld also

be implemenlable.

M osl w riters have made their

semblance of [leace wi th th e

compu ter as a wo rd processo r as il

does not question the

conve ntional co ncept of linear

writing ; simple search

programmes, grap hic abllities and

lext insta llatio n do nol lead per se

10 th e hypertext. What is more

decisive is th e non -linear strucl ure

of th e co mplete lext whlch must

be ex plicit and easily modihable.
TIu maill distillctil'e utility of
outlillers is ill be i ll.~ able to fo/,/ away
/ower /el'e1s of all out /ille, allowillg a
Il iglt-lCt'el l'Ïew of tl,e structura/

backbolle of a documtllt.

(Woodhead ]0)

This di fference criterion also

allows a so ber v iew of th e 50­

called inleraclive telev ision,

v irtua l reality . electro nic

amusemen t par ks and interactive

science museu ms. For th e more

developed th e co rres po nd ing

computer programm es are, th e

more (prelimina ry ) decision s th ey

take on which are th en presenled

in image farm; the y make the

sy mbolic forgotten . The reader

beco mes th e v iewe r ; instead of

reading he is immersed in an

environment, succombs 10 th e

suggeslion of ex pe rienci ng by

perceiv ing . [I beco mes dea r in lhe

'tour ' metaphor th at h yperm edia

are here again reduced 10 a

seque ntial-linea r struc lure.

G u ided tours are lhe work of

V annevar Bush 's trail blazers ;

Ihey offer 'su perlin ks ', w hich do

not simply co mbine tw o nod es but

a w ho le 'string' . (cf. Bolter 98; _.

N ielsen 1270

Film metaph ors, as already

mentioned , make d ear the non ­

linear struc lures of nav igation in

NAVIGATION IN DDCUVER5E

th e x-d imens iona] information

sp here bette r th an th e gu ide and

tour rnetapho rs: they s igna lize

lillks within and between

documents, bul they camlot

depict referen ces between vario us

media. Eve n film metaphors fail

w ith regard to the actual

achleveme nt of the h ypertexl : to

browse be/wetll me<1ill usillg 11 sillg /e
de/il'ery del'ice.

(Woodhea d 58)
O ne of the most s imple fa rms

of depict ing a multi -stage

arr angemenl and co mplex ity

w ithin Ïinear w riting mov ement s

is th e footnote. For this reason th e

simplest definition characterizes a

h ypert ext as a gene ralized

footnote. It does, ind eed , farm a

netw ork cons isting of footnoles

to footn otes. This can , how ever ,

na la nger be meaningfully

depicted in print med ia.

Peripatet ic reading takes the place

of linear-seq uent ial reading.

H ypert ext makes explicit th at

w hich linear writin gs still

encu mber hermen ent ic work

with : the netw erk of lts

references. Whereas linear

writing suggests th at its ideas are

homogeneou sl y organized, the

electronic tex t allows a

coex istence of varleus struc tu res,

A l th e sarne time it becomes clear

that writing is nothing olher th an

an arrangement of lingui stic

gestur es: How to do things w ith

top ics. T h is w riting game w ith

formaI struc tures becomes

technicall y managea ble for th e

hrst time in outlille processilIg

(cf. Bolter 15,19,95). The sarne

applies to reading matter and

inlerpretation . The entire

hermeneut ic conlent of a texl is

manifest in th e ram ificatio n

struc ture of its eleclron ic

depiction. A "ypertext system
spelIs out tlleprocess of
illterpretatioll ill a ll algoritllltl alld

embodiestllll t proctss ill 11

IJrogrammillg lallgulIge (Bolte r 20':l.
The significanee of an ~--

e1eclro nic tex t is its use in th e

respective read ing matter. T he

scripta mlltlet na lon ger applies;

th e text stru ctures are kinetie.

A nd th at simply means :

e1eclro nic lite rature ex ists only in

real time. T he d ifferenti al net work

?-.
ijl

of th e hy pertext th erefore does not

produce th e feel ing of

pos tponement and delay, bul

suggests immersion into a

permanent present of tex t

movement. Brillgillg a desired bit of

text of data illto l'iew always

11II1'I,ells lIext
(NATO 51: cf. Bolter 1] 0,198).

The kin et ics of elect ron ic

literatur e justify a new text

co nce pt which goes far enoug h to

co mprise all digitalisable data ­

i.e. all data. The term inological

undecld ed ness between

h ypermedia and hyperl ext is in

this respect well-fou nded, The

mantpu latabt ltty of each pixel

allows a bit-mapping in w hlch an

image is treated as (part of the )

text. Bolter even thinks :

"ypenne<1ia is tlle rel'tIIge of text
UpO Il te1el'Ïsioll (Bolter 2 6 ;

cf. :-IATO 55). Compu ter

programmes are texts which read

and write texts without it being

poss ible 10 assign an autho r

subject to them. T his acco unts for

a central characteristlc of

h yperrnedlal dep ictions - they

are self-autilOrillg texts

(Barr et t XIX). c:

Here literar y work beco mes

discern lble as a co llective process .

For th e first time technical

exped ients are provid ed 10

imp lcment the old utop ia : to

retract the dtflerence betw een

author and reader. Lireratu re may

arise when users navigate th rou gh

a fict ion al data s pace , dr aw n u p by

hypert ext s - interact ive fiction.

T he much smiled -at co mputer

games intenliona lly impede

navigation to a desi red goal -

that makes them the exe rcitiu m of

a new literature. For h ypert exts

build u p simu lalion worlds just as

adventure games do, and th ese can

be ex plored by reading. The sto ry

always ex ists in th e real time of

navi gation. A t th e same time th e

sto ry space works as fict ion al

docuverse - in othe r words:

authors are merel y trail blazers in

stor y space. They too do not hing

olher th an that which th e users of

th eir programmes do : see, read,

navigate, play. The questio n

\VIlIlt is allautilOr?then becomes

lost.
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Echte Wereld I Real World

Jean Baudrillard
LA GUERRE
DLJ GOLFE
N'A PAS EU LIED

La Guerre dil Colfe n'a pas eu lieu
JEA N HA VDRILI. ARD Éditions Caltlée, Paris 1991 , IS." 2'7 186-0395 , French text , PI'. 100, FF 65

by Arjen Mulde r

Th e G ulf W ar was a conflict hetwee n a carpet merchant and a

weapons manu facturer. Bath followed a strategy whi ch in v iew

of their professions was clever and respo nsïble. but one's had

little to do w ith the other' s, Th e carpel merchant hrs t called as

much attention as possible to his prod uct and then starled at the

highest price possïble, w ith the inten tion of arriv ing at a

reasonable offer after ex tensive bartering. W hen no price was

oflered, he rolled up hts carpet and left, in search of other

bidders. Th e wea pons magnate was looking for the most

favo urable pub licity possible for lus materiais: the range of his

advertising campaign as weil as its impact had to he maxima l. and

the effect of the demonstrations sa smashin g that henceforth na

one could ignore him. The G ulf W ar may, then , have been the

first war w htch was dominated from heginning to end by the

media; its two leading acters. Saddam Hussein and Geo rge Bush ,

or Iraq and the vs. never communicated face to face. T hat's why

noth ing has changed in the region w here the 'war' took place:

the weapons supplier was un able to get anyw here with the

carpet seller. and the carpel merchant d ldn't un derstand wha t the

weapon s industrialist was 50 exc ited about,

T herefore , this w as not a war, accord ing to Baudrt llard, Ina

w ar there are two adversartes w ho have contact on at least one

common level. But the vs und erstood nothing of Saddam's

sy mbolic provocations. and the Ïear the vs tried to incite failed to

ca me across in Irag. W hen Desert Storm broke loose the Iragis

had nolhing to put up against the vs arms superiority . If one side

can only he destro yed, as has now happened, and the other can

on ly w in, there is v iolent mass death , but not a war. Sc, in lhe

absence of a war, the information carriers simply hyped one on

sc reen.

Baudn llard's boc k ca nsists of thr ee parts. Th e first is from

early Janu ary ' 99' : TIlt G"'fW ar ",ill no: 1"'1'1'01. Here

Baudr illard delivers another rather classical piece of Co ld W ar

thou ght. His ancient idea sys tem is still functioning, wi thou t

causing a stir: deterrence, blackmail. kidnapping, banality. A t

that time no one yet believed there wou ld he war.

O nce v iolcnce does break out, Baudrillard wri tes during

Febru ary the piece, Istilt G llif \V"r really hal'l'etlitlg ? Here he

makes various efforts to conneet hls idea sys tem to the new

s ituation. Ti,is non-war is IIle cotltilluatiotlof die absellce ol polities

",itl, allrer met110ds. If tllis "'''r is /'eitlg fO"g/lt for ""ytllitlg, it is to

I'rol'e tI"'t war catl slil/ I" fo"g1.t. Th e ideas keep we rking. Does

tllis ",,,r exist ?Yo" may wotlder.O ne side gets bombarded w ith

smart and stupld bombs and disappea rs into the desert sand

w ithout ever havin g seen the enemy, the other side is sho wered

w ith a bombardment of information , and is swept (or goes) along

in a v irtual war w ithout adversartes. lllfonnatiOtI is likea nou­

itltelligwt missile; it tIeverhits ils t"rget (tlor its " tlti·missile), it

cras/"s dOIl ,tI" tly",here,or disal'l'ears itllo lIre I'oid... Information =

war. The more instantaneously, the more 'live an event is

transm üted, the more it is packaged in in formation and the more

inaccessibie it lx'Comes. \Ve'rej" st "''' Icllitlg'' /ire broadcasl itl tiJ(
h0l'e II"'t the (('etll ",il/ ol'ertake ti" itifonnllti011. A va in hope in

Ihis case. Th e 'G ulf W ar' was a publicity stunt for the war, w ith

the aim of creating a post.Co ld War deterrenl, by means of the

v irtual war: the one that can he seen on ever y screen.



A nd then the war was over. Baudrillard' s recap. TIu C"I! \ VlIr

.lid lIol/IIlppe", is the most inlerestin g pari of the boc k (il is here

that he develops the melaphor of non -cernm unt cano n belw een

the carpet and w eafXJl1s merch ants ). For the fiesl time anger

strikes in the idea syslem. Th e anger, remarkably, is aimed in

tw o d irections : on one hand at the war ilsel f. whi ch was a model

wa r. a deslruclion programme againsl local pop ulalions w ith the

goal of a uni po lar delerrent balance; on the olher, at the media­

wareh ers. who just stay glued to the damn lube the w ho le time

and thereby become accomplïces 10 the rnass murder. Th e old

trusted ideas take on a new implicalions. W e, Europeans,

W esterners. have lost the eve nt. W e have lost all conv iction.

We. a bunch of stup td, Irresponsib le. 'really [ree'. indi fferenl

slimulalion add icts. T hai's certain ly d ifleren t from eestatle tales

abou t the object stratcgies of silenl majorities ! Baudri llard is

really b,.'gin n ing 10 worr y. Th e O ther is being ehased out of the

wo rld th ro ugh th is sor t of vio lenee in the name of Democracy,

Human Righ is and the all-encompass ing consensus that Order

w ill soon prevail everywhere , Ne w \ Vorld O rder, where

not hing happens anymore. noth ing exisls anymore, nolhing

offers dediealion or ehallenge an)' more. Th e lasl lhi ng offering

resislanee againsl lhis new order is, nola ben e. Islam. bu l behind

lhal lurk all eu llura l forms whi eh eonlinue 10 rejecl lhe

R U M E UR S

Oud I Old

W estern world . And no one knows who wlll win here, r el

IV/ureI/ure i, .lilliger, ," /t,ltiolll /,ogrow,; Baudrillard is now

gu ol ing H ölder]tn. and translates this inlo hts concerned hope ;

IJ" ,"are rlie l"ge,"oIlY of rl" glolml CO lIselI'''' gro,,', . rI" ,~ rea r er rI"
ri,k - or rlu I"ck - rliar il IViII ,,,ddellly collll pse.

Baudrillard seerns 10 have corne10 the conc lus ion that a

choke mus l hemade. now that the lension is mounling and the

media are jusl rid ing along on the high of their ow n fun ctlonin g.

A t the momenl Baud rillard ean heltttle more than a moralist in

searc h of new ethics. Th e q uestion w üh w hieh he wr estled in

the FIIIIII St nl/ rgies - wh ether the eflects of obsce nity (Ihe

media) and these of seduction are the sarneor w hether they

preclud e e ne another - he appea rs 10 have definili vely

answered with ' preclude' , If a new morality appear s, it will be

an ttrnedul and as posil ive value reeognize only the O ther. tha t

w hich ban les disillus ionm enl and so salvages the eharm of the

world , T he law of the ew \ Vorld Order says thaI everyth ing

w hich is singular and irreducible must hereduced and brou ght

down. At the hour of simulation, the object to whkh

Baud rillard defected long ago has proven nol to consis i of 1he

silenl majorilies in fronl of lhe screen. but of all the barbaria.lS

oul lhere wh o are al least a so lution.

translation LAUR A MAR TZ
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by Lex Wouterloot

Spe ed is lhe key word for lhe series of eve nls w hieh make up

lhe C ulf W ar. Th e ball ie for a slrip of eostly deserl ground is

jusl bareI)' ove r wilh and many w ho live in Ihe modern media

have alread y forgollen wh al il was all aboul. Th ere isn 'lmueh

room for memory in Ihe inslanl informalion era of CIAand eNN.

\Ve mighl almosl heable 10 forgel how disorien led Ihe v iew ing
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pub lk was in the actua l coord inate sys tem of space and time of

the contempora ry media. T he lack of live reporting could only be

concea led w ith great d lfhculty. with advertising for superior

weapon systems and expert commentary from above a sand box.

Th e actual location of the fighting had beeome invisible and the

home front was en tertained with imposing images of a chronic

advance.

A fter CN"S brief exercise in television dtplomacy. the

contact was breken o/f. Around the world, television viewers

w itnessed the ir medium's co llapse. as it beeame old-Iashtoned

rad io. A t their best, the broadcasts reminded one of the early

days of TV . w hen on ly live stud io takes were possible,du e 10 the

medturn's lechni callimitalions. Th ere they were again, the talk,

and the panels o f experts. Th e implosion of the media didn't stop

there. Even in the us, as a conseq uence of the 'live vacuum' on

CNN and the big networks, an increase in interest in the kind of

solid informalion w hich the new spaper s had alw ays prov ïded

could be observed. A sornew hat stodgy Dutch foreign a/fairs

penodical atternpred 10 profit from the falling.domin o movement

in the media w ith an adverttsernent thai read : W atcllitlg expert,

on TV?You(at! rtatl f/ ,ttn , toD!

Th is shift rcminded me very much of the stories abou l the

Secend W orld W ar whi ch I grew up wüh, Legend has it that

the churc hes were fu ll and that peop le had never read so much.

You could n' t go out beeause of Ihe curfew which the Cermans

had imposed . and. besides,ou tside of IhOS<" churches. there was

nolhing to do and you had no money. The on ly Ihing you could

do was read. A great dea l of talking was done. The wildest

rurnours made the rounds: the A llies are already in Par is. we' ll

be liberated in two weeks! That 's why oral cu lture suddenly

revived d ur ing the C ulfWar. ln the cafes and Ihe streets. there

was only one subjecl of conversation: the war against Iraq . O nce

again. the wi ldesi rumours made the roun ds .

Eve rywhere. frightened cons umers began hoarding.

Su permarkets repor ted a greater dema nd for rice. can ned gocxJs

and mineral waler. In the soulh of France. ther e was a run on

wea pon slores. A not insignificant number of self-sty led

'E uropea n' Frenc h citizens feit Ihal they had 10 be capable of

defending thernselves agains l altacks whi ch their Moslem

neighbour s in their apa rtment bui ldin gs might eve ntually have

planned against them. A long Ihe Cole d·Azur. fear sp read that

the area was wit hin the range of Iraq i Scud missiles and was thus

a polen tial target for Saddam Hussein. As a precau tionary

measure . in view of poss ible panic reactions and rumour­

sp reading . Ihe test -sound ing of the 88 air raid sirens whieh had

marked the noon hour o n the first Monday of every mont h in

Holland during the entire cold war was cancelled.

Rum ours. once set in molion. are diflicult to stop. This time.

it was the elect ron ic media thernselves which had created Ihe

cond itions for this ora l exchange. The speed wit h w hich the

image of the enemy had been created. the simu ltaneous blockage

of information aboul the actua l events and growing uncertainl y

about the seale of the conflicl w hich was abou t to begin

prompled the rise of frightening questions. T he improbability of

the rum ourS wh ich had made the rounds is the least relevanl

th ing. What gives food for thou ght is how a public which is

informed about the technical q ualities of weapon s ad nau seam

can beeome confused aboul the context in whieh tho se systems

are app lied. O nly by participating oneself. by both word and

deed. in some kind of comprehens ible action . can on e w in back

one's self confidence , albeit. perhaps.at the cost of a poten tial

pogrom.

During their sorties ove r Baghdad. the pilots of the Tornado

bombers saw Bedouins w ith cameIs Irek king through the dese rt:

it was as if the progress of tech nology had left the wor ld beneath

thern untouched. ln an analogous way.t he electron ic med ia

were n' t able to stop the creation and sp read of rumours. O n the

con lrary . the informa tion black-ou t restored the oldest medium in

the world to hon our and gave it eve ry opportunity 10 function.

Th e amazing Ihing is that so ltttle is know n abou t the rumours,

w hich seem to have completely escaped the altention of the mass

commu nication experts and med ia researchers. A n exception to

thai rui l' is [ean-Noël Kapferer . the chairman of the Fren ch

Association for the A dvance ment of the Stud y of Rumours.

A mong ether things. th is organisalion has a telephone nu mber

wü h w hkh peop le can reporl on rurnour s w hlch are making the

rounds . Throu gh years of research. Kapferer has gathered an

enormous amo un l of empirieal materia\. Us ing th is knowIedge.

he has wrilten an intrcxluction to the sludy of rum ou rs.

Kap terer 's hoo k begins w ith a theorettcal ex posé in w hich he

deman ds that the ru mour be acee reled a fu ll-Iledged place as a

medium. Hls stance is in oppos ilion mainl y 10 A merican authors

wh o have stud led rum our from the perspee live of un tru th and

lies. In opposition to these researches. w hich are based on specihc

premises . Kapferer uses a naturalist ie approach in wh ich he

altempts to ans wer the most elemen tary quesnons. as for

exarnp le: Why do we believe a rumour? His hes italion to

beeome lost in abstract analyses can be seen in the conciseness of

the part of the hoo k in which an in lerpretalion is given of the

meaning of ru mours. One brief chapter bears the tüle: TI.,
Hidd, ,,M,ssa.~' . Kapfe rer is more at ease when dealing w ith the

functioning of ru mour s w ith regard to cr ime. pop stars. Ihe

wo rking environment, marketing. the slock market and polities.

He refers to French exa mples. in the main. Th e fact that the hook

has already been translated into six languages shows that Ihis

does nol form an obslade for the reader w ho is not familiar wi th

conditions in France.

Th e speed. un prediclability and inlangibility of ru mour are

disturbing. Th is is Ihe reason for doing research on rumour : in

order to be able to conlro l it.lnitia lly. Kapferer resists Ihis

approac h. beeause the desire for conlro l depri ves one of a v iew

of the reality of the medium .

Kapferer is also un able to resisl pressure 10 treat rumo ur from

the perspee tive of social engineering. With the molto Ca" Otl,

,top a rumour?(nû"drt). he treats upon melhods su ch as the

coun ter-cumour. denial. transformation of the image of a cumour.

The effect of these techniques is precarious. however. Therefore.

Kapferer ends with the recommendation : pr(l'(IItiotl i, btst.The

sobriety wi th which he hand les these practica l quesl ions makes

Rultltu rs an essential hook for all w ho are emp loyed in sectors for

w hich rumour posesa th reat.

For those wh o wis h to oppose rumour in forming their ow n

ideas.lhe hook has an extensive bibliograp hy. However : TotalI)'

UUfO Il IlJ(J illfonnatiotlcat! makitilt rounds in society just as tasi')'

a, info,matio" witll a ba,i, iu fart, audb'i ugabout tlu saltl,,ifa t,.

TI., 1tI0m'ut, of iu' igllt wllÎrh ,merg' f ,om , tud)'iug 'UItlOU' I,adtoau

awa,m,ss of t/u f ,agilit)' of t/u kuou 'I,~~, wllÎcll w,poss' ss. A great

.I""of ou, b lOw/d g' 1tIi1)' /Ia l" uaba,i, at illl. wit/lOut u, beiug awart

of it.

translation JIM BOEKBINDER
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Tlie Te lep/tO l1e Baak , Teclllla/agy Scll izapllren ia Eectric Speech
AV ITAL RON ELL University of Nebraska Press (pub), ' 989, rSBJ< 0-8032-8938-3, Engllsh text, pp. 465

by Geert lov ink

O nly the menlally disturbed piek up a telephone baak as if il is a

fascinaling pubheatton and begin 10 read. They undoubtedly

manage to fish messages out of the strearns of text. To them, the

printed database is nol a reference work, but a weil of signaIs. lts

funclional use is reversed: the telephone baak is na langer an aid

in phoning someone up: we, intently reading, are phoned up

ourselves. W e do not dislur b another, but gel disturbed ou rselves .

This twist. w hich is typt cal of any schizo-analysis , is the

foundation of A vital Ronell's Te/ep/IOne Boak.These who hke 10

make connections can belter put Ronell'sbaak down . 1I provides

scarcelya hard fact on the history of this lechnology. In contrast to

German media theory à la Kassel, RonelI doesn't really contribute

la the 'prehistory of technical media'. Ta her the teleph one is not a

communieations weapon la be fired at the Other. 11" Te/ep/IOne

Boak doesn 't fitso weil into the genre of narrative psychoanalysis

on liaison officers who are merciless in their object choiee (as

described in Th eweleit 's BIlehderKönige[Baak of Kings])or literati

who experiment with new notation systems (as in Kittler). TI"

teiep/IOne resists any kindof smootlrrmfolding. interrIlpting as it does,

screaming for immedialeresponses. ft breaks lipany Iropefor histori",!

(ollfr tt1c)' orcoutinllity because in a 5ft1Se it has uo JlÎstory . Ta Ronell,

the telcphone is an utterancr lI'e Ira Fe to respond to. She does not

philosophize from the acting subject that picks up the handset and

dtals the destred number. In her ears telephoning is a qrustionof

"nsll'erabi/ity. Her question is, wlrat does il me"n to anSIl 'er 11"
teiepiIO ne! She describes the tYllll scetIllenlalprecJ ieamentof aa epting a

",11. By concerning herself with the passivity of the one w ho wails,

who is taken bysurprise Irom outside and (omes into an un stable

sü uation , she breaks with the myth of the exchange and dialogue

which telecommunication claims 10 make possible. A ltention can

thus shift 10 the voicesoutside whtch come into contact with us

againsl our wil!. W e sharpen our ears and listen to the stalie on the

line (thaI in the future, with rsos -hber optie technology, will

probably disappear and be replaced by other random noise). Statie

lw5 tIlis wonderful semautÎc range of meaning. explains Ronell in a

enlightening interview with the A merican magazine Momlo 2 0 0 0.

Parasitie MOiseand random erIl ption lra s a/ways been a constitIlen t part

of langIlagebIlt a partthal's bUilkilld of obliterated.

Ronell's metbod is one of merciless deconstruction and

disorientation. This goes back to the approach of Freud, who used
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slips of th e tongue an d the ravings of hysterics as material to

descri be the 'no rrnal' men tal state. h is neccss;"y 10 take a detour

because we can never gel the unconscious ltself üumediately o n

the line. The accide nts generated by thc machin e of the

un consc iou s are charac teristic of the un conscious itsel f. in thi s

logic. 71" Tel,p/lOlle Book offers na immediate way out and eve n

stro ng ly resists a simple, sw if read ing. Th e User's M anu al warns ,

'I1te Te/,p/ lOu, Book isgoiug10",ist YO Ii. Dea /iug lV itl, a logir lHid

topos of tilt' sll'ildlboard, it ( lIgages tilt destabilizatfollof tllt' llddressu .

Buildin g o n Derrida's Carte Poslaleand th e Anu-Oed lpus of

De leuze / Guatta ri, A vita! RonelI w rites in a sty le th at bear s na

resernblance to academie interpretation s or rlp-offs of French

th eory. Ta th e mix of German q uotes , statemen ts w ith Fren ch

sen tence co ns tructions and ps ychoanalyti cal terrns, she adds a

ltterary q uallty . which causes the reader to stumble over the final

tex t, 11rere is 11 0 sudl tllingas afreeeall. C ommunicatie n is a

traum atic acl - and read ers of TI" Telepholle Book w ill no t soo n

forget it.

In the hrst secnon. philosopherZrecto r Heidegger gels a phone

ca ll in 1933 from the S torm T rooper Bureau , by w hich he is give n

la u nders tand th at he mu st give hls Oew ish) teacher Husser] the

pu sh. Heidegger acce pts the telep honed orde r and carries it ou t.

Ron elI takes this crucial moment in the histor y of philosophy as a

sla rting po int for her w riting. Why did Heid egger accep t thi s

telephone conversation I A ltho ug h th e telephon e is a black spo t in

h is oeuv re, in & iu!: aud Time he does indeed w rile aoo ut thc call: IJ
(i/i tJ tlal)':ecouscit' ttCt' ttlore l'enetratil1gly, it is ret'ealeJ as a eall. Calliug

is a motl, of discourse. T he conscience has a telephoni c character for

Heidegger. It is avoiel' th at calls ou t of the blue,

In W)"'t is Calltd Tltiukiug I Heidegger goes int o th is more

deep ly : 11te call is I'recisely som,tI,iug ",/,ich IV' oursel"es /",,,e ueilh"

I"allu,d uor p"paredfor uor I'oillutarily perfonued, uor /la"e ,,,ewer

doue so_ 'It ' call" agaillslour ,xl'eclal iou, audweuagaiust our ",iI/,

W e are not 50 mu eh requi red la sec thi s 'outside' as a person w ho

is ca lling to us : TI" call ,mdollblttl/ydoesuot com, fromsomeoueel"

", 110 is witl, m, iu ti" wor/d, 'Ilu callcomes frommeaudyelfro",

b'youd m' audol'a me. Like th e consc ienc e, technology is

swamp ing us : mauof /,im" lf {aullot coulrol il. Sea ted at her

sw ilchboard Ron ell se ts up a conferenc e call among th e th eorist s

S. W eber , Fyns k and Borch ·Jaeobsen in order la br eak open

Heidegger's closed circu it. T hey bring th e category of the O ther

into the game : TI" ,,/aliou 10 ti" Otl,,, is sl ruclured iu tmus of rail

aud "'1'ou,,- The meel ing w ilh this Other is not non comm ittal. bu t

even v iolent in esse nce_ h is acco mpanied by Ih row nn ess ,

fascination, vertigo, anxiety, gu ilt. T he teleeonferen ee wo nders

how Ihe O ther undergoes th is ('1V1", t ' or '",lw ' u llde~~oes t/,is

o,'t rt,' I,,/miug, disllppr0l'riat iug experi"' " of 11"Ot/,eras ti" SOlira of

its 'o",u ' uullity I). Heidegger canno t switch o ve r to the other s ide of

the line, and th us cannot ans we r th e qu esti on /11 u,hlll "U" is

I,, / s/te/i! ti" b,a", of 'lIullily'1

As opposed la Heidegger's se lf·address ed en velope ­

Da " iu's co llect call to itself - Borch·Jacobsen sees th e call as a gift

11"'1 surl'asses your illitiati ,'e, iudebtill!: audobligiu!: youbef0reyou rau

uuda ta k, m)' du i, iou. Ro ncl/ does nol presen t suc h different

pos itions from Heidegger's in order to ex pose a fascist ca re in his

tho ug ht. Like her tu tor , Derrida, Ron elI eraw is int o Heidegger's

langu age and effortless ly in terweav e.s h is insight s on th e voiee

cha raeter of th e consc ience w ith qu otes on th e pho ny character of

th e other.

But then the co nnec tion gets bro ken, again and again . Itis

followed by a w hole ser ies of dots lon g lines that look lik e morse

code ... w hite pages." in flated words bloeks of texl torn down the

midd le... The modernist typograph y asse rts itse lf and cns ures th at

the biopho ny (w hich Ron elI wa nts la wr ile) becornes audfblc. Ta

make iI perceprible thai tech nology has 'being' in its grip , lhc

closural sorereiguty of11" Book must becracked open. A ccord ing to

the manual, th e idea is th at you ,cil/ become seusit ir e to t/,eslVite/' iug

ou aud offof iuterjuld " ~o ires . Respollil asyou "' olild to tI,e te/ep/lOue,

for tI,e(allof ti" telep/lOue is iueessa ut aud'" lYfmilti ug. W/u u you

IUHlg u/,, it lloes not disappearhul goesiuto remissioll. TIlis cO lIstiLHtt'S

its Oasein. 11,ere is 11 0 offswitd , to tilt' tedtnologiclli. Th e design of

th is boc k is decidedly un cont emporary. It stays away fro m the

Iashton of the (esthet ic) v isua l presentanen of th e text and th e

defor mations which have becorne poss ible th rou gh modern digital

man ipu lation techniques. The compos ition remains notieeab ly

close la th e lexl and , strietly s peaking. func tions to suppor t the

conlent. T he reader w ho manages to keep h is/her mind on the tex t

is already making 50 man y strange leaps int o th e dark, that lhe

uneonvenl ional design , strangely eno ugh, is no t d ist racting. Sa

fused togeth er are con tent and fa rm.

Th e speculati,'ele/ep/lOuics wluch Ro nelI practices somelVMere

betwutl sCÎence' lJoesy and tllÎllkittg does not v iew the telephone in a

tech nical sense, as a netwe rk of wi res and radio links . Th e llncar

lines w hich wou ld suggest a ch ro no logy do not come close la

approac hing th e phenomen on telep hone. W e can beller ca ll her

wr itin g pure med ia phllosophy which has na object an d seeks

no ne. Th e telepho ne has na identit y . Isil au objertI /s it au artuw k1
's it a replicaut or so"" sort of ,,/eslia/ ,uouslr osity toa ro iee tI",t ',

al""II, adistmbodied ,'oiee, agod/ike iutru siou I Ne ilhe r is it a

mach ine, acco rd ing 10 Rond!. for it is Ilt times 'Iil'e'.Rath er, il

cons titutes part of a tee/tIIos"I" re, in w hie h th e objects are

interch angeable in terfaces that gel elimina ted in thou gh!. /'m /e55

interested in tiJ( instrumttltality or 'tool-uess'of mediatie illwrsioHS

tllaU iu 11" reilltiou toa /lalluri,"' ted exteriorily thai tI" st reflut , ti"

pla" IVI"re tilt disliurliou betlVeeu iuter iori ty audexteriorily is

radically S11S1" uded aJ"l lVl" retI,is pl' a>lIasmi{ oppositiou is opeued lip,

Ronell explains in th e Moudo 2 0 0 0 int erview .'

As tropMYforaforgolteu iustiuct th e td ephon e affords us access

to th e dark coutiu",/. lt flirts w ith Ihe life/ death opposition aml

receives tMe ro ire ofau a!>sWI persou. The most susce ptible to thi s

q ualit y of teleph onin g is th e sch izo, the demouieoperator w ho can

connec t w ilh eve ry th ing, Ron elI rereads Freud ,Jung and Laing for

th e teleph onic conle nt of their psychoana lyses and deals wilh the

case of M iss St. , w ho in terp reted her voiees as iul'isib/e te/epllOues,

This b!ack read ing of th e dark side of co mmunieation is in

stark contrast to the w hile transp areney w hich Balld rillard

attribu tes to the slick, operationa l s ur face of the obsc ene medi a, I

ouly Ma r, topirk lip 11" le/epllO''' , he wr ites in his Fatal Siralegies ,""d

tltere it is, t/te ",1101,margilla l u,t grabsouto me, be/ea,~uers me, Fi'lIllly 1

tlO longer b lOW wlUlt Iwlmt, 505t1 tllrated is space,sagrflJ t is tilt

1"'SS'''' of t1'ay tl'iuglVl,iel, waut, to mak,it"lf 'IIlderslood.Th e

'ecs tas)' of communication' the medi a are no w in has na dark side

for Baud rillard . H is emp has is o n 'Ia taI connec tiv ily' leads to totall y

d iffere nt co ncl us ions th an Ronell's 'w ill to rupture' w hich push es

for ward d isconnecl ion as a cons tituen t property . W e can descr y

na vo ices in Baudri llard' s empliness. Heidegger' s Sfl{ll k i ll,~ is

/ist"' iug to ll" laug''''g, IVl,ichIV' speak: RonelI embroiders on thi s

and makes teleph oning an int ro verted an d repeti tiv e acli vit y (we

sa)'agaiu ti" sayillg we /"'I'e /"ard). O ne might rightly wonder to

w hat degree th e telephone can be co unted as part of 'the media' . lt

is a ften not listed along w ith other media - and it is not on ly in

Heidegger 50. 11te telepllO'" ,urpasses th, (alcu/usof techu% gieal

"p""utal ious. The babble-mach ine has suc h an a priori charaeter

that as a part of thebuildiug site, ti" waycables/ral" to befittedaud



dileI", d",~ priorto rmy (O",t r"ctio". tlrete/eplro"e i, iusert"}toa deep/y

wit/riu I/reoe""" to be /aid ou tlre ,,,rface /iurs.

The second pari of 71reTelep/roue Baakdeals with the birth of

the telephone, without lapsing into historical writing. A s in the

case of the philosophy and psyc hoana lysis discussed,we are

required to be informed in adva nce about A lexander C ruham

Bell's Iarnily perils and his painstaking preparations. and then let

ourselves be carried along through Ronell's sch izo-version of the

hrst telephone sessions. The logistic male couple of W alson aud

Bell is exceplionally accommodaling when it comes to an occult

ex planalion of the telephonic phenomenon. The baby they bring

into the world is in accordance wit h Rondl 's int roverted techn ica]

opinion. for them above all a private a/fair. whi ch has nothin g 10

do w ith secret commercial or military objectives. \V atsotl ma)' lw ve

beeu 11" fint (O ut'iuced penouact"allyto /i'l tll to uoise.Th e electric

speech which they were the hrst to listen to was a natu ra]

conlinuation Ïor both of the previous med ium, the dancing table,

B YT E

and hyp notized the publïc, which included many schizos who

were called up bythe telephone to come ove r (ne telep/ro tlewil,

tlrecr,II",) .

lt is in this segment on the 'rnv isible mout hp iece' that n e

Te/ep/roue Baak really gets going; the typography goes crazy. blurs,

shifts. sets down crooked bleeks . prints sentences on top of each

other. compresses and rips lines apart. n eart of te/ep/rouy

(Watson) nnally precipitates in a text which destres to reach na

one, distu rbed by noise and misunderstandings. Schizo-analysis

has now dehnitively taken the place of phllosophy - a statement

w hich comes across in the beginnin g as theoretical. but towards

the end is converteel into truly random text and takes you along

on a dizzying trip through the noise. U ntil you hang up the

receiver. The first telephon ists found il difficult to hang up. They

often forgot to pu t down the phone. Th e same happens to the

reader of Rondl's Tellp/roul Baak.

translation LAURA MARTZ

Voo ruitgang I Prog ress

Byte
volume 16. no. 6. June 1991, FRED LANGA (ed) McGraw-Hili (pub). us 199' , subscription rate $29 .95 per year

by Paul Groot

The 486sx versus the AM386-40 lab analysis has reve aled a

sur prise w inner. In anticipation of the hot news planned for

A ugust about the new , ve rsion 5.0 of MS DOS. Byll 'S[une new s

this time gives us an exci ting analysis of the Intel-cro-aê ö,



IF COM IX MEN TA L

w h ïch - surprise! - delfve rs an infer ior performance to the

older and cheaper 4 Q- M IlZ A MD 386!

T here is no more exci ting readin g than B)'Ie. the sltghtly

more elitist competilo r to I'C Ivlaga: ille. co ns umer gu ide 10 the

development of th e latest thin gs in !'CS. A manu al for all our

secre l wis hes and never-to-be-Iu lfilled destres.

What co u ld be more exci ting th an a firsl glance into an eve n

more revolution ary \V imlows program, with an eve n more

co lou rfu l and classiea l choiee of letters. with su re enoug h a 4­

dimens iona l spread sheet gra ph ic program thai con nects ,tel'whe

di,eritnillalltat",I)" i' with ,"rl'il 'alll "al)',h and TlIgllc/'i

eXl'eritno ,tlll desigll?

Ca n you really imagine eve r having llved wi thout the

scanner and the prin ter . without the LAl" and the WAN, w ithout

PA SCAL and c+ +. w ilhout No teboo ks and Palmtops. w ithou t

the A IX A hern ative? If an yon e on the ed itorlal stalf of B)'te can,

it's Hu gh Kenner. Kenner is the only one in this compan y of

digital junkies wh o can give you the feelin g. alter readin g the

some limes more than 500 pages-wor th of monthly insta lment s,

that the world of yeste rday still ex ists. His column usu ally

appea rs at the back of th e magazine. lt is a moment of san ily alter

the market of I'roject alIaI)'",. ,tatesof tIl( art" features. rev iews

and others, vy ing for attenlion in a strange mix tur e of neoph ilia.

curiosily, the drive 10 eensurne. and desperately scraped -

loget her technical innovations. Kenner is an old acqua intance of

mine, an ex trernely unconvent ional litera ry theer ist wh o

broucht Samuel Beckett and th e bicv ele onto one conce ptual

level and forged them into a new coa lition. There is no one w ho

better succeeds in trac ing the C eltic in fluences in the work of

the classical Irish wnters.

\ V hat he does here in B)'te hardl y diffe rs from his werk in

literary cri ticism. He no w unl eash es h is skilful lette r play on the

nu rnberrnasters. In the Ju ly issue he talks abo ut the daz zling life

of the Ind ian au tod idac t Ramanuj an. wh o by chance got his

hands on G. S. Car r 's 5)'1101" ;' of életnelltar)' RlS"lt, ;11 P"re{lIId

Al'l'lied""Iatllt,"aticsat the age of sixteen and understood its

conten ts as ifby intuition. wr ote its w riler a letter, suggesled

some add itions and impr ovements, and was invited 10 Eng land

to ex pou nd on his ideas. A perfect moral tale for the no t-se­

hrigh t guy wh o imagines h imself someth ing of a Rarnanujan in

hts compu ter wo rld . Th e master of [ree interpr etatio n. of the

literary ' I';elerei. amidst the computer junkies w ho make up the

audience for his narratives nowadays,

\Vith Kenner as your gu ide . you can read B)'teas an

abandoned varia n t on th e literary tradition of the ava nt-garde of

the first half of our cen tur y, and the jargo n of the compu ter

wo rld as bearer of a slray literary code ,

tra ns latton LAU RA MA RTZ

Frankrijk I France

~
de médiolo~e

géné~~e

Cours deMédiolog ie Cénéra le
RÉGlS DEBRAY ÉdilionsGallimard. Paris 19 91 . ISBN 2 -0 7 -07 2 2 92'9. French text, pp . 395, FFl20

by Lex Wouterloot
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COURS DE M ÉDIOlOGI E G ÉN ÉRA l E

Th e cos lof re-inven lin g Ih ings w hlch have already bccn

inven ted is imposs ible 10 calcu iaie. In the bu siness world . w here

research is nol repe lilive and free of obllaattons, bul. rather . Iays

the foundalion for elaims 10 fu tu re segments of the market. on ly

the str ictest sranda rds of efr.ciency can beapplted . On the e ther

hand . cha nces for large uurribers of peoplcof persona lly

invenling the w heel lay the foundation for sc ienlific

developrnent w h ïch culminales in the race for palenls . Th e

di/licu lties which enterp reneu rs occas iona lly have w ilh the

educa liona l system being a refuge w here one can be shamelessly

mistaken abou t the ev ident and arnaze with th at which is already

known has its origins partrally in a narrow v iew of cu lture. For

example, ou ts ide of the world of technology. Ce rva ntes ' Do"

Quixole proves that the grealesl maslerpie ce of a decadent genre

can come from the lasl of ils followers.

This misunderstanding regard ing the suffocaling dr ive for

or igina lily was ev ide nt in the headin g of the rev iew of COllrs de

Mldiologie Cl"lrale in Le Mo"de. ot wi tho ut iron y, th e

statement was made that Regis Debray had been understood by

McLuh an . Understand ing med ia is qu ile a job and wi thou t

referring to the vo luminous literature w hich has been wr iUen

about th is area. an intellectu al doesn 't gel ve ry far. S iriking in

th is regard is the infreq uency w ith w hich lh is ser ies of leclur es

published in baak far m refers la American lileralure. No l to

menIion co ntemporary Cerman lheo ry. Ta pullhe w hole lh ing

more crass ly: Ihe French have lhe habil of co nsidering lhe wor ld

an inlern al. nalional alfair, and lhus find I'rench sou rces to be

qu ite logically the mosl reliable source of informalion about il.

Perhaps, lhemalically , Debray is sec retly laken w ilh McLuhan,

bu t sho ws abso lu lely na signs of any aspiralions la Ihe role of

media-scienlific orade. h wou ld be more fiUing 10 raise lhe name

of CamIe. b,:eause il is inlhe foots leps of lhe Ï nv enlor ' of

socio logy lhal Oe bray w ishes 10 follow. A nd lhen cerlainly nol

in order 10 wi nd up as Ihe nuU y founder of a co nlempo rary

varialion of the Pos iliv istic C hurch wilh which Comle spoiled

h is biograp h y.

While il may have alread y happened in olher languages, it's

for a French aud ience w hich Debray marks oul lhe domain of a

new scien lific discipline : mediology. Mediologica l science slands

in relalion to ideo logy as ecology does 10 econo my. Oebray uses

the inadequacy of four disc iplines w hich are Fren ch par

exce llence. Le.. epistemo logy , semiology , archeo logy (as meant by

Foucau h) and th e hislor y of menlalily, la defend lhe elaim lhal a

new science is neces..o;;a ry in order 10 study the material co nditions

necessar y for ideology. S ubseq uently. he lakes issue w ilh four of

w hal he calis miscon cepti ons, w hic h form a hindr ance la

lhinking alxlUl media : dualism. sp irilualism. humanism and

ind iv id ua lism. The lou r de force wilh whi ch he altempts la

va lida le his elaill1S is an ana lys is of Ihe success of th e message of

C hris lianily , namely, by show ing lh rou gh w hich mediations an

idea becomes a force (r"r qlleUes mtdidtious UUf iJle11fl'ieut /lil t'

force ).

ChristiCl llity has, in a u rftti" SUlst.go tten al,t'cul of its own

sllceessby IlO d "g i"cor"oflltedti" drid"g forcebelli"d its eXI",,,sio,,.

It is tllis reflertio" of tI" m,dium i" tlu messageitself wltielt makes

Clt ristia" it)' tI" obliga!or)'a""roael l of our discil,/i"e. T his careful

preparate of C hr istianily as lhe medial religion par exce llence

may be ingenious . bul seems 10 me 10 be a refined for m of

elhnocenlrism. The 'physics of soc ial thou ght' becomes more

conv inc ing w hen it altempts la leave speculalion beh ind and 10

demonstrale th e revoluli on in soc ial relalions hips w hich is a

consequence of the grad ua l demater ialisalion of lhe bea rers of

media, from the elay labiel 10 cn·ROM.In order la make a

period ising of the media possi ble he introd uces the conce pl

'med iasp here'. w hich is w hat the concept 'env ironmen t' is

within eco logy . Entirely in the spiril of Comte. Debray

d istt ngui sh es theet" pcriods in the deve lopmenl of media. s ince

the inven lion of w riling : th e logosph ere, th e grap hos phere and

the v ideos phe re. Debray descr ibes soc ialism as an aspect of the

graphos phere: a meehal ecosys tem that is borne by typograph y.

prin ters, books.
If we ap ply Debray's med iological th ree-ph ase sys lem lo hts

ow n baak. we are forced to conclude that wh at is happen ing

here actually arnounls lo a cou nter -revolution within the med ia

revo lution , The baak is already a med ium from a b)'gone epoc h

and the lectur e can certain ly be ca lied thaI. Debray ex hibits a

eertam preferen ee for anach ronism. In auy case , a qu ote of

C uiseppe V erdi 's wh ïch he uses is applicabie la his own

medium : Let's collew/ ra!e 01111" "ast. l/ta ! Icill be agrea! sleI'

for"'''fll. T his foster ing of an obso lete med ium seerns 10 take on

iron ic Ïeatures as he mirrors himself in th e exa mple of soc iology .

ln the French nation al trad ition . thi s discipline was developed by

D urkh eim into a theoret ical framewerk for the civic sc ience

laught by teach ers in publtc sc hoo ls. Debray alte mpts 10 follow

in Ihis tradit ion as he makes a subjecl out of ",!tlia/agiecidtl"e.

lrony and palhos mingIe in Oebra)"s sty le. So melimes Ihal

can irrilale. wh eu th e laugu age barrier farms an intellectu al

hor izon as we il and eru di lion refers mainl,. to the French

Iraditi Oll. Thi s is even lrue of th e elever med ia-inler prelation of

C h ristian ity in w hich the refo rmation beeomes a historical lriOe

in th e light of Ihe millenia-encompassing h islor y of the Roman

Ca lholic churc h, He hasn 'luuderslood very much aboul

American proleslanti sm , let alone the success of the T V

eva ngelists. And one looks in va in for an ans wer 10 th e q uestion

of how lhe mullimedia·regime of Nazism sho u ld be inler preted.

In Ihis respecl . il does n' l dis linguish ilsel f from lhe va rious

soc iological traditions .

\ Ve don'l do jus tice to the quality of lhe COllrsdeMldi% gie

Cl "l raleby jud ging il oui l' as th e wo rk of lhe fou nder of a new

science. The baak has the character of au in lrodu clion 10 th e

prob lell1S dealt wilh by med iology. The cyele of lectures was

mean l for an audi eu ce of slude nts. T his edu calional in tent has

been preserved and is fell clearly in lhe tex l. A llhe same time.

each chap ler is an inle lleclua l tour de force: a monograph and a

lhou ghl ex perimenl al once. A s Oebra)' says himself. il's nol

necessar y 10 follow the en tire co urse. O nly w hen placed outside

the inslitli lion al rclalio llS o f t'tfucatio l1and sc ience can jllsl ice he

done la the baak's conlent. O n ly Ihe counlena nce of a number of

sp lend id essays on C hristian tht'Ology and lhe med ial powe r base

of Ihe C hu rch of Rome is dis figured b)' its French impr int.

o less fascinaling is lhe polemic against the political spir il

of' lhe imaginalion in power' , under lhe molto : Est-ilrrai t/IU les

idles ",w w ! Ie tnolltle?Th is is na lasIeless pos l-eommllnist

conve rsion pitch. I s incerely recom mend his leclure abou l

soc ialism as a med iological ecosyslem of lhe pr iuted wo rd 10

lhase wh o whish 10 legitimate a de finitive break with the

work er 's movemen t. Equa Uy la be recommended is Ihe hislory of

censo rship which Oebray writ es without any shame for a

materialistic app roach. beeause la tnl,liologie !"Olldrai! l llldier les
rapports d'illteraction Wl iSSlJut lt s faits symboliques et UIl milieu

tnatleieltec/miqlle. His principally hislorical ap proach in w hich

the dogma of dialectics is absenl is also non-eon lemporary . Yel

anolher reason la look forward w ilh iu leresl lo the seq uel to lhi s

cycle of lectures. Iranslation IIMBOEKBINDER



Zwart I Black

IF Comix M ental
GRAHAM HARW OOD. W ork ing Press (pub) London ' 991. Eng lish tex t, PI'. 40 + record + A2 poster . (4.50

by Richard Wright

Presenred as Brila ill', fin t computergtlllraled comic.IF COlliix ­

l\ltlltal armounces its central theme on its Inside page w ilh the

caption 11Ii, comici, ba<td 0 11 Ihe lack of allorigillal idea...

Appropria tely eno ugh, a magazine prod uced usin g a machine

that spe nds most of its time rearranging inform alion created by

ether means was made by Graham Harwood . on e of the 'orlgtnal'

organizers of the Fe'lival of Plagiari""' a huge ser ies of 'anti -art '

events held in and around Londo n in early 1987 ,

This is the th ird issu e of IF C OllIix, the previous two con­

lain ing a similar poleau cal thrust , Post-Situ relerences. collaged

imagery and varyin g degrees of digital post-process ïng. Th e firsl

lhing you notl ee about this lalest issu e. however, is its distinctive

'look', It is a look that succeeds in breakin g aw ay Ïrom w hat was

the increasin gly predkt able sty le of coun ter-cultu re work , with

its wood -cut graphics and heavy , moody typefaces, In Melltal,

every picture appears 10 hecu t out of sheets of anod ized steel,

w ith hard and crispy tones, simplihed in some places but greatly

detai led in others and Irequently brek en up by sh arp horizon tal

bands that slice up the image. The metallic appearance is not like

the usual look of pr istine compuler shaded geometries , but more

as thou gh the dr aw ings have been etched or burnt into steel

plates, leav ing tamïshes and riv u lets of molten metal,

Th ese effects have been achieved wi th image process ing .

software. developed by G raham himself. and applied 10 the

images once they have been scanned or vid eo-grabbed into his

computer. Iearly all the artwor k is culled from non-orig inal

sourees. scan ned in and processed into a single style - sharp

and glisten ing. but also grilly and even d irly lookïng. just like the

cyberpunk jux taposition of high tech and lew life.

It', abolll tIl{GIIIJ W ar alld tec/H1% g)'alld til{ lIIelallic look

slIited tllal.says G raham. A lso, c)'berl'" l1 k '1{1'lr realI)' ,,,,,jall

aeslll{lic of its OIV II . aI"l l lVa lltetito protillcea st)'lefor it tllal fit lIl{

I'resetl/. I u'allted it 10 look likeIheimages ",ere I'r"<tdOll t of ,tul.

sla rk allJhard. Th e comic lells the story of a wor king class fight er

pilot in a G ulf W ar-type scenario. but w üh the text main ly

pieced together from doe urneuts like Marks & Spe ncer sales

promortons. British Petro leum handouts and news broadcasts,

Included wi th the comic is an A 2 poster and a 45 record ,

composed by sampling and collaging sounds and d ialogues from

war and sc i-f films and CNN repo rts . .. but it's ,tilldallceablt. says

Graham.

C raham 's approach is norrnally found und er the category of

'cu ltural activ ist', and the anti-art compo nent of hts werk has

revolved around oppos ition to art-centred notio ns of genius ,



Mental

originality and au thenlicity. IF COlflix - '\/wtal is printed as a

' llrnited ed ino n' of ' 500 copies , bu t each copy comes w ith its

own license agreement containing sueh stipu lalions as

prohibiting the licensee from sho w ing their copy of Mental to

anyo ne else without the prior agreement of Harwood himself.

Howeve r, the only indication of each copy 's uniq ueness is a

copy number printed on the license agreement itself. w h ïch is

then posted back la the publtshers. TI.e lierll" e is allowedto makt

'hack.up·copiesof tilt comic. likt il was a pieceof software, l",t if lilty

trallsf tr tht comic to m'yolleel" t/lty lla,'r 10 hUrl! auy copiestl"y

maJeas IVrl/.

For most cultura l activ ists wo rking on the po litica] margins

of art and culture, magazines and pamp hlets have always been

an import ant channel of expression and op pos ition. Now thc

comic book farm is proving itself a particu larly flexibl e wa y for

independ ent prod ucers to make themselves seen and heard.

Since the mld ' g80s, commercial comics have made importan t

ad vances in leav ing their 'kïds-only ' reput ation behind and

find ing new 'serieus ' readershi ps, With these new ex tended

markets and the graphic possibi l lt fesof combining image and

text, comics offer a medi um able to opera te as an tnd iv tdu al

means of 'art-like' ex press ten . but also able la take ad vantage of

its [unc tton as a reprodu ced commercial commod ity,

Constdenng that Graham has had previous project work

censored and confiscated from publlc art galleries.

Independ entl y produ ced comics provide an artist wit h

un paralleled freedom. The sarne commercial pressures that

oompe l art curators to compromise can prov e unex pected ly

liberating in the commercial med ia sector w here the only

stipulation is to sell. I calldo u'hatrrrr I likt ill comics, says

G raham. it 's all (5capef rom art tO" lViJrr "udiellu "lid l'm

illJrptlldrtll of publis/" rs"liddistribulors. (Some years ago

G raham helped set up the W erkin g Press to support

publlcattons dealing w ith we rking class culture). You blOlV I see

art as IJ class practia hl the UK, but com ics lVork in ti widtr cultllral

conu s) , C omics like IF sell from comic shops and boc ks hops as

weil as art gallery shops. Graham bases hls produ ction around

an [BM PC, the PageM aker layout package and image processing

softw are that he learn t to wr ite w htle 0 11a part-time arts course

at Ci ty of Londo n Polytech n tc, It 's all JOllr 011 (htap allJ

a((rssihlr trc/molog)'. TI" PC costs about ( J.700 mld it cost mr

aboul ( 2,500 10 prillt '500 (OI,j(5of ti" comic.

A lol of Craharn's souree imagery comes from the comic

strips of hts youth - the Eaglecomic, V oyage to the Bottom of

the Sea, Dr. Who. It 's partly all atttmpt to rulaim IfI)' ho)'llOod

culture. TI.r aim is 10 reu-ark my culIurealIrIV. for mysrlf alldfor

ol/,rrs. He goes on to explain, afta 11" lossof Marxism. tha e's 110

alttnrati,"e 10 capitalism. Prol,le sayhul 110u' t/"re's ollly wl'ilalism,

capitalismhas won. So tI ltrt 's no rtsistarlCl10 tlu domina nt (Ulturf ,

The batt le for vts ib tluy in mass cu lture . for submerged

farms to develop and reassert themselves, is an area in w hich

new oppor tunities are emerging. The old forms of marginal and

werking class culture and the like wi ll not su rv ive unch anged,

but new ave nues into cultura l prod uction. many coming Ïrom

non-art d irections like new tech nologies or praetrees like scratch

and plagiarism can by-pass the more d ass consc ious side of arts

trainin g and the associated cultural and intellectual baggage.

Th e challenge (or these new 'cu ltural wo rkers' now is not just

to throw up new aesthetics and reapp ropri ate cultura! forms.

but to evo lv e subject matter w hich is neither art based not

pro pagandis t. but relevant and po lemica/. and at I he same time

accessibie and even en tertaining.
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• het 21 e film festival rotterdam

• 11 winterse dagen en nachten

• 200 fims en video's
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• 500 gasten

• 100 talkshows

• the limits of liberty

• cinema narcissus

• alternative dimensions
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fax +31(0) - 4135132



Agend a I Diary

edited by ariane seydel

The next Mediamatic calendar will run from March till June 1992. Please send your info before 1 February 1992 to:
Mediam atic, Postbu s 17490, 1001 jl Amsterdam, the Netherlands. or fax to +31 (0)20 263 793 . Thank you.

BELGIUM

Antwerpen 15 Sep . 15 Dec

marcel d uchamp. retrospective,

ga lerie ronny van de velde,

Ilzerenpoortkaai 3, tel.os 2163047

Antwerpen 19 Nov - 11 Jan

man ray, exhibitio n of

photographs of Mar cel Duch amp

and his wor k. fnac, contact: ronny

van de ve lde , tel.os 2163047

Brussels 21 Nov - 11 Jan

ha nnah co llins. xavie r hefkens,

Sint-Gillis kerkstraat 65,

tel.02 5370933

CANADA

Toronto 15 Nov· 5 Jan

colin ca rnp be ll, me d ia wor ks 1972­

1990. th e power plant , 231Qu een 's

Qu ay West , tel.ais 9734949

Toronto 15 Nov· 5 Jan

cla ude -philippe benoit . interieur,

jo ur, large format ph otography.

the power plant , 231Queen 's

Quay West , te l.416 9734949

Toronto 15 Nov- 5 Jan

ilya kabakovI john scott,

exhi b ition. th e power pla nt,

231Qu een 's Quay West,

tel.416 9734949

FINLAND

Helsinki 3 -26 April

MuuMed ia Festiva l. film and video

sc reenings . installati on s,

derninard , wo rkshops. co n ta ct: avo

arkki, Anna nka tu 13 b,

te l.3580 605191

FRANCE

Agen April

Video Creation Festiual,

cinevision,Contact mr Lafit te

dominique, l.'H ost e Estillac, 47

310 l.apl um e

Beaufortain 6 - 9 Jan

Olympiades de la cr éation video

t éléuision locale, video art

com pe tilion. association

d 'an imation d u beaufortain. Place

de la Ma irie. te l.33 79383390

Paris 27 Nov - 27 Jan

max ernst, re trospective. mu see

national d'art moderne ce n tre

gee rges pompidou .

Paris 10 Dec · 27 Jan

gisèle freund, ltin éraires. m usee

nat ion al d 'art moderne ce n tre

gee rges po mp ido u.

GE UMANY

Berlin 13 . 24 Feb 1992

5 Video Fest, interna tio na l video

festival. med ienoper ativ e berlin

e.v., Potsdamerstr 96.

teL030 2628714

Bremen 24 Nov - 14 Jan

From th e museum ofm emory

toiuards the personal obseniatory,

installa tions by

Hooykaas /Stan sfield . galeri e katrin

rabus, Plantage 13. tel.oazt 356568

Düsseldorf 28 Nov · 26 Feb

ren at o gunuso . exh ib itio n.

kun stmuseum düsseldorf im

ehrenhof. tel.oau 8992460

Marl 24 Nov - 19 Jan

cork marcheschi, energetische

plastik. skulp turenm useum

glaskasten. Cre iler Plat z, Rathaus,

tel.o 2365 105287

Oberhausen 30 April · 6 May

38. Intemationalen Kurzfilmtage

Oberhausen, film and videofestival.

Ch rist ian-Stegers traBe 10,

tel.aozooa

GUEAT BU l T Al N

Bristol 30 Nov - 12 Jan

The circular dance. exh ib itio n by

Asian worn an art ists wo rking in

Britain. a rno lfini ga llery, 16 Narrow

Quay, tel.oaza 299191

'.

1'" "

' ~ ~7j
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Bristol 18 Jan - 23 Feb

anne tte rnessager. multi -media

work. arnolfini gallery, 16 Narrow

Quay, tel.0272 299191

Bristol 23 May . 28 June

Ol/ter Space, photo-based

installation s. arno lfini gallery. 16

Narrow Quay, tel.0272 299191

London 31 Jan - 7 Feb

BP Expo 92. international film and

videofes tival. contact: riverside

studlos. Crisp Road,

Hammersmith. tel.oar 7412251

NETHERLANDS

Amsterdam 7 Nov - 9 Feb

In het licht LJan de fotograaf. dut ch

theatre ph otography til1 1940.

ned erland s theater instituut.

heren gracht 168. tel.ozo 6235104

Amsterdam 15 Nov - 5 Jan

rini hurkmans. Cut ren t Euen ts,

exhibition . stedelijk mu seum.

Pau lus Potterstraat 13.

tel.ozo 5732911

Amster dam 22 Nov · 18 Jan

Centrale IV, tim brennan . W139.

Warm oestraat 139. tel.ozo 6229434

Amsterdam 23 Nov - 6 Jan

Parier Femme, elise tak. chr ister

hennix. lena tuzzolino. renée kool.

mu seum fodor, Keizersgra cht 609.

tel.ozo 6249919

Amsterdam 30 Nov - 31 Dec

winifred evers. exhibition. torch ,

co ntemporary pictures,

Prinsen gracht 218.tel.ozo 6260284

Amsterda m December

Wim Liebrand. galerie ren é coelho

- mon tevideo , Singel 137.

tel.ozo 6237101

Amsterdam 8 . 31 Dec

Iorge Luis Borges, exhibi tion .

ins titute of contemporary art.

Nieuwe Spiege lstraat 16.

tel.ozo 6201260

Amsterdam 8 Dec - 9 Feb

wanderlieäer. exh ibition of wall­

paintings and installations.

sted elijk mus eum . Pau lus

Pott erstraat 13. tel.ozo 5732911

Amsterdam 10 - 28 Dec

martin spa rijaa rd. Ade lbrecht.

galerie rené coelho - mont evideo,

Singe l 137. tel.ozo 6237101

Amsterdam January

sket, caris. galerie ren é coe lho ­

montevideo. Singel 137.

tel.ozo 6237101

Amsterdam 18 Jan - 29 Feb

To be happy in Amsterdam.

exhib ition by ben. reflex mod ern

art gallery, Weteringschan s 83

Amsterdam 18 Jan - 16 Feb

Signalen I.exhibilion with a.o.

man el espar be gasca , ren e dani els.

eric du yckaerts, joost van toorn .

institut e of contempo rary art.

Nieuwe Spiegelstraa t 16.

tel.ozo 6201260

Amsterdam 18 Jan - 23 Feb

ulisses carrion Other Books mul Sa.

hooks video uiorks, med ia projects

muse um fodor , Keizersgracht 609.

tel.ozc 6249919

Arnhem 24 Nov· 5 Jan

hen ck van dijck, exhibition.

gemee nte muse um.

Utrecht seweg 87. tel.oüs 512431

Delft 9 Nov - 26 Jan

Sch r ägtTegendraads, group­

exhibition contemporary Dutch

Art. stedelijk mu seum het

prinsenhof. St Agatha plein 1.

tel.0I5602358

Den Haag 26 Nov· 19 Jan

Rhizome; gro up-exhibition. haags

gemeente mu seum.

Stadhouders laan 41. tel.ozo 338ttt l

Den Haag 29 Nov - 26 Jan

hami sh fulton , installat ion . haags

gemee nte mu seum.

Stadhouders laan 4t. tel.ozo 3381111

Museum fOOOR 18 januari t/m 23 februari

OtherBooks and So
Artsists' hooks. video toorks, media projects

publicatie: U/ises Carrián. 'We have won ! Hauen't wet
edited by Guy Schraenen, information 020 - 6249919

Museum Fodor, Keizersgracht 609. 1017 OSAmsterdam. dagelijks van 11 tot 17 uur



Den Haag 30 Nov - 26 Jan

Ars Usu. group-exhibition. haags

gemeente museum.

Sta dho ude rslaa n 41. tel.ozo 3381111

Den Haag 11 Dec · 19 Jan

maria vedder, video-installation.

het kijkhuis. Noordeinde 140.

tel.ozo 3644805

Den Haag 15 Dec · 19 Jan

rien monshouwer, installation.

stichting archief. Huygenstraat 11.

tel .ozo 3886082

Den Haag 7 • 12 April

World Wide Video Festival. het

kijkhuis. Noordeinde 140.

te l.ozo 3644805

Eindhoven 23 Nov · 12 Jan
juan m u üoz, scu lptu res,

installations, drawings. stedelijk

van abbemuseum.

Bilderdijklaan 10. tel.oao 387319

Groningen 8 Dec - 9 Feb 1992

Africa Noto, contemporary african

art. scale models of architecture.

paintings, drawings and

sc ulptures. groninger m useum .

Prae d in iuss ingel ss, tel .oso 183343

Rotterdam 16 Nov - 22 Dec

thomas lenden. installations.

perspectief. Eendractsweg 21.

Te l.oio 4780655

Rotterdam 7 Dec - 26 Jan

john ahearn & rigoberto torres,

The South Bronx Hall ofFam e.

wille de with , wille

de wit hs traat 50. tel .oio 4110144

Rotterdam Jan - Dec
antoni muntadas , CE.E.-Project.

wille de with, wille de

wit hstraat 50. tel .oi o 4110144

Rotterdam 13 Jan

paul hosek and armand perrenet.

film and video screenings. zaal de

unie. Ma ur itsweg 34. co ntact:

Rotterdamse Kunststicht ing.

tel.oio 4141666

Rotterdam 23 Jan « 2 Feb

film festival rotterdam wi th the

Iimits of llber ty . cinema

narcissu s . alternative

dimensions . south

p .o. box 21696

3001 ar rotterdam

010 - 4118080

Rotterdam 10 Feb

ineke srnits, noud heerkens, film

and video screenings. zaal de unie.

Mauritsweg 34. contact:

Hotterda mse Kunsts tichting.

tel.oio 4141666

POLAND

Wroclaw 4 . 8 Dec

srd Sound Basis Visual Art Festival.

contact: so und basis Visual art

festiva l. 54- 136Wroclaw 16.

p .o.box 1385. te l. 48 241037549

SPAIN

Barcelona Nov - Feb

bruce naurnan, espai pobleno u,

Ptge . Sala Drigas 5-9. te l-4851909

5evilla April 1991

Imago . Fin de siecle in DWeil

contem porary Art. as part of the

wor ld exh ibit ion EXPO·92.

Valencia 21 Nov - 6 Jan

john heartfield. ivam cedntre gulio

gonzalez, Guillern de Castro 118.

tel.3863000

SWlTZERLAND

Zürich 1 Nov · 26 Jan
visionare Sclnueiz; utopian visions

in art. kunstha us zü rich,

Heimplats I. te l.Ol 2516755

Zürich 22 Nov - Feb

Dada Global, exhihition.

kunsthans zürich, He implats I.

te l.o i 2516755

Zürich 8 Dec · 5 Jan

Kunstszene Ziiri ch, video

ins ta llations, performances.

symposium. exhibition. kunsthaus

zü rich , Heimpla ts I . te l.o i 25t6755

UNIT ED STA T E S

Houston 7 March - 5 April

Fotofest'ns, photography fest ival .

focuses on Latin America and

Euro pe. george r. brown

convention center. contact.tel.zia

8409711

Pittsburg 19 Oct . 15 Feb

Carnegie lnternational. carnegie

artmuseum. 4400 Forbes Avenue.

Oakland

New Vork 15 - 26 January

From Object to Subject. documents

and documentaries from the

Woman's movem en t. whi tney

museum of american art. 945

Madison Aven ue . tel.z ia 5700537

New Vork March

alexis srn ith, mu ltimedia works.

whitney museum of american art.

945 Madison Avenue . te l.aiz

5700537

New Vork 23 Jan > 19 April

william wegman. retrospective,

including videotapes. drawings,

phot ographs and paintings.

whitney museum of american art.

945 Madison Avenue.

tel.zra 5700537

5tamford 7 Feb - 8 April

Immaterial Objects, wo rks by 14

artists who sought new definitions

of the art object by experimenting

with light. sound. video. whitney

mu seu m at champion of american

artO ne Cha mp ion Plaza Atlantic

Street and Tresser Blvd..

te l.aos 3587630
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