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Art in the Age of the Internet, 1989 to 
Today examines the radical impact of 
internet culture on visual art since the 
invention of the web in 1989. This exhi-
bition presents more than forty works 
across a variety of media—painting, per-
formance, photography, sculpture, video, 
and web-based projects. It features work 
by some of the most important artists 
working today, including Judith Barry, 
Juliana Huxtable, Pierre Huyghe, Josh 
Kline, Laura Owens, Trevor Paglen, Seth 
Price, Cindy Sherman, Frances Stark, 
and Martine Syms.

Organized by the Institute of Contem-
porary Art in Boston, the exhibition at 
UMMA will be accompanied by a wide 
range of U-M partnerships and public 
programming. 



Gretchen Bender (1951-2004, America)
American Flag
C. 1989
Fabric
72x108 in
The Gretchen Bender Estate and OSMOS, NY

Gretchen Bender was an American artist born in 1951. After earning her bachelors, Bender moved to 
Washington, DC to  work at a feminist-Marxist silk-screening collective. At the collective she printed banners, 
T-shirts, and other materials for political demonstrations. By 1982 Bender had found television to be a fruit-
ful source of imagery that she could reprocess and recontextualize in her work. This became a differentiating 
advantage as most other artists at the time resisted using television because of the necessary technical skills. In 
a 1985 Andy Warhol Interview Bender asserted that “artists should be spending their money on VCRs instead of 
paint and canvas.”

Bender’s American Flag employs a digital image of a flag taken from the broadcast of a sporting event on a major 
television network. Bender isolates the image of the American flag (one of the most widely circulated images in 
American culture) as it dissolves—in video editing, a dissolve is a gradual transition from one image to another—
printing the image of the digitally rendered, fragmenting flag on fabric. “I like that it takes this curious nationalis-
tic symbol and destabilizes it,” the artist has said.

Networks and Circulation

The internet has radically changed how images and information circulate. The global 
communications networks and related technologies that constitute it have dramati-
cally increased our collective output of data into a growing mass of information that 
we produce, circulate, and consume online at an accelerated pace. The prevalence and 
portability of cameras—in devices ranging from smart phones to police body cams—
along with the increased presence of screens in public and private settings have en-
abled, perhaps even caused us to share, and be shared with, as never before. Artists 
working with networked images and videos—those that are repeatedly uploaded, 
downloaded, shared, reformatted, and reedited—mobilize a range of artistic strate-
gies. Together the works presented in this section reflect on the widespread social and 
political impact of our previously unimaginable level of access and interconnectivity.
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Camille Henrot (b. 1978, France)
Grosse Fatigue
2013
Video (color, sound; 13:00 minutes)
Courtesy the artist and Galerie Kamel 
Mannour, Paris

Henrot’s Grosse Fatigue attempts to synthesize the origin stories of several cultures into a single narrative: The history of 
the world. As part of a Smithsonian Artist Research Fellowship, Henrot documented different museum collections—includ-
ing natural specimens in the National Museum of Natural History. Her footage plays on a series of computer windows and 
folders that open and close, often one overlapping another. “To take on the whole history of humanity is already a burden,” 
notes the artist. “The burden of the history of the universe is absurd definition. [. . .] Fatigue is mentioned in a lot of creation 
myths. It’s the loss of energy, the entropy principle, which is the founding principle of the creation of the universe.” Grosse 
Fatigue, in both its form and its content, expresses the experience of image and information overload that is a hallmark of 
the internet age.

HOWDOYOUSAYYAMINAFRICAN?
(Collective, founded 2013)
thewayblackmachine, 2014–ongoing
Thirty-monitor video installation
Courtesy the artists

HowDoYouSayYaminAfrican? (translation: How Do You Say Yam in African?), is the playful, provocative name for a band of 
38 musicians, poets, actors, writers, and visual artists from around the world. Mostly black and mostly queer, by their own 
definition, they convened in New York to complete their first public project, instigated by Ms. Shields, an abstract artist. 

Camille Henrot (born 1978) is a French artist who lives and works in New York. Henrot attended the École Nationale 
Supérieure des Arts Décoratifs where she studied film animation and soon after helped assist Pierre Huyghe who worked in 
advertising and making music videos. Currently, she is based in New York and her work includes video installation, sculp-
ture, drawing, and assemblage. She has worked with many diverse forms of media such as ethnographic film, the zoetrope, 
telephone hotlines and ikebana.

thewayblackmachine is composed of algorithmically-generated, electronically processed images and materials collected 
from social media platforms, combining hashtag trends (such as#Ferguson), press and amateur footage, and statistical 
data on police brutality, as well as white supremacist violence against African Americans. thewayblackmachine is a riff 
off the Internet Archive’s Wayback Machine—a selective digital archive of the World Wide Web—and a digital nod to “The 
Red Record,” the 1895 pamphlet made by activist Ida B. Wells documenting American lynchings in the 19th century. In 
the words of the collective, thewayblackmachine takes as its point of departure “the cultural force that is black engage-
ment with social media (discussed most often as “black twitter”) and the ways that black people have created much of the 
usage infrastructure upon which social media has been built.” The 2014 shooting of African American teenager Michael 
Brown by white Ferguson, Missouri police officer Darren Wilson led the collective to turn its attention toward “document-
ing and archiving the way black folks use social media to record and share the centuries-old reality of state-sanctioned, 
ritualistic violence (via police brutality) with a willfully blind white majority overclass through the (arguably) more demo-
cratic and creative structures of media like Twitter, Facebook, Tumblr, and Instagram.”
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Olia Lialina (b. 1971, Moscow)
My Boyfriend Came Back From the War
1996
Website
Courtesy of the artist

Olia Lialina is a pioneering Internet artist and theorist, an experimental film and video critic and curator. “If 
something is in the net, it should speak in net.language,” net artist Olia Lialina told critic Josephine Bosma during 
an interview at Ljudmila Media Lab in Ljubljana in May 1997. Eight months earlier, Lialina had created and pub-
lished her first work of net art, My Boyfriend Came Back from the War (MBCBFTW).

Lialina’s My Boyfriend Came Back From the War is a website that explores the specific capacities of early internet 
browser windows to tell nonlinear narratives. The website tells the story of a couple struggling to reunite and 
emotionally reconnect after a war. The artist’s inspiration for making the work was the language of the internet 
itself: hypertext markup language, or HTML. “I was inspired by HTML frames,” Lialina explains. “I made My Boy-
friend [out of] a desire to tell this story on the net using HTML language.”

Oliver Laric (Born 1981, Austria)
The Hunter and His Dog
2015
Polyurethane, pigment, and steel
Three parts

Oliver Laric, an internet-based artist, born 1981 in Austria, now lives and works in 
Berlin, Germany. He publishes his artworks on his website: oliverlaric.com. He is 
also a co-founder of vvork.com. VVORK is an art blog acting as an exhibition space 
and, occasionally, a curatorial platform that organizes events in brick-and-mortar 
venues.

The Hunter and His Dog addresses the nature of authorship and the status of the work of art in the age of the 
internet. The sculpture is modeled after an 1838 work of the same name by British sculptor John Gibson. Laric 
made three-dimensional scans of Gibson’s sculpture, posted them online for free download, and produced three 
identical, brightly colored reliefs, further blurring ideas of copy and original in light of state-of-the-art printing 
technologies. The faux marble exterior of Laric’s sculpture references sculpture’s classic materials, while the 
perfect repetition of three forms calls into question Western ideals of skill, genius, and originality.



5Laura Owens (b. 1970, America)
Untitled
2016
Flashe and screen printing ink on dyed linen
108x84 inches
Promised gift of Fotene Demoulas and Tom Coté

Owens has significantly expanded painting’s traditional parameters by incorporating digital mark-making, 
networks, and virtual worlds within the space of her canvases. Untitled integrates screen-based operations 
such as Photoshop and screen printing with different modes of art making (gestural, mechanical, and digital). 
The artist layers several images culled from high art and pop culture, including Juan Gris’s celebrated 1914 
cubist painting The Man at the Café, with a background pattern from a poster for the Garfield comic. In Owens’s 
painting, the celebrated cubist artwork is heavily pixelated and unrecognizable, while the Garfield poster motif 
is rendered sharply, flattening the traditional hierarchy of high and low images.

Laura Owens (born 1970 in Euclid, Ohio) is an American painter, gallery 
owner, and educator. She emerged in the late 1990s from the Los Angeles 
art scene. She is known for large-scale paintings that combine a variety of 
art historical references and painterly techniques. In 2013, she turned her 
studio work space into an exhibition space called 356 Mission, in collabo-
ration with art dealer Gavin Brown and Wendy Yao. Soon after, she hosted 
a second location with the art bookstore Ooga Booga #2 in the front of the 
building. She lives and works in Los Angeles, California.

Trevor Paglen (b.1974, America)
Autonomy Cube
2014
Plexiglass box with computer components
13 ¾ x 13 ¾  x 13 ¾ inches
Courtesy the artist and Metro Pictures, New York

Trevor Paglen is an artist whose work spans image-making, sculpture, investigative journalism, writing, engi-
neering, and numerous other disciplines. Among his chief concerns are learning how to see the historical mo-
ment we live in and developing the means to imagine alternative futures. Paglen holds a B.A. from U.C. Berkeley, 
an MFA from the Art Institute of Chicago, and a Ph.D. in Geography from U.C. Berkeley.

Autonomy Cube is a functional Tor router enclosed in a Plexiglas vitrine. Tor (The Onion Router) allows museum 
visitors to connect to a Wi-Fi network and surf the internet anonymously. “The Autonomy Cube,” according to 
Paglen, “is a way of enhancing museums— for a couple of reasons. Right now, institutions are almost on auto-
pilot trying to install more and more invasive surveillance systems. They are unthinkingly installing biometric 
surveillance setups, which track how people move around in a particular space. […] But what we’re proposing is 
that civic institutions and museums should perhaps do the exact opposite: they should be the bubbles in society 
that are free from this type of data collection. And this goes back to a very old idea in democracy, which is that 
you need to have certain institutions that allow for freedom of exploration and freedom of expression.” Join the 
network “Autonomy Cube” on your mobile device to browse the internet on the Tor network. No password is 
required.
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Seth Price (b. 1973, Israel)
Still, Five Hooded Men with Seated Man
2005
Signage ink screen print on archival polyester 
film and grommets
Dimensions variable
Courtesy the artist and Petzel Gallery, New York

Seth Price (born 1973 in East Jerusalem) is a New York-based multi-disciplinary post-conceptual artist, whose 
work is concerned with the principle of mutability and the appropriation of cultural consumerism. Seth Price, in 
his 2002 manifesto Dispersion (Self-published and available online via PDF download) outlines artistic produc-
tion in an era that priveleges content distribution over content creation. Price emphasizes the idea that distribu-
tion is never neutral, but rather destructive. 

Still, Five Hooded Men with Seated Man takes as its source an image from a video of an execution by militants. 
Price compresses and enlarges the low-resolution image, then screen prints it on clear polyester film, and 
hangs it crumpled on a wall in a way that partially obscures the already degraded image. These transformations 
further abstract the image from its source, a process that is analogous to becoming desensitized to such images 
the more they circulate. In 2002 Price authored Dispersion, an influential essay in which he theorized: “Distrib-
uted media can be defined as social information circulating in theoretically unlimited quantities in the common 
market, stored on or accessed via portable means such as books and magazines, records and compact discs, 
videotapes and DVDs, or personal computers and mobile devices.”

Paul Pfeiffer (b. 1966, America)
John 3:16
2000
Digital Video (color, silent, 2:07 minutes) 
LCD monitor and metal armature

Paul Pfeiffer is an American sculptor, photographer and video artist. In a series of video works focused on 
professional sports events—including basketball, boxing, and hockey— Pfeiffer digitally removes the bodies of 
the players from the games, shifting the viewer’s focus to the spectators, sports equipment, or trophies won.

Presented on small LCD screens and often looped, these intimate and idealized video works are meditations 
on faith, desire, and a contemporary culture obsessed with celebrity. Many of Pfeiffer’s works invite view-
ers to exercise their imaginations or project their own fears and obsessions onto the art object. John 3:16 
comprises found footage of basketball games that are pieced together and edited to center around the ball, 
largely omitting the players from each shot. The title of the work alludes to the New Testament passage that 
pronounces a formula for eternal life. Pfeiffer contends that eternal life is the very promise of digital media: 
“There’s an interesting kind of resonance that I see between this idea of a formula for salvation and eternal 
life and the promise of digital media that never break down and literally can live forever…that can always 
be copied endlessly. In a way, the medium itself represents a kind of promise that almost has spiritual over-
tones.”
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Thomas Ruff (b. 1958, Germany)
nudes lox22
2000
Chromogenic print with Diasec
57 1/8 x 39 3/8 inches (145 x 100 cm)
Courtesy the artist and David Zwirner, New York/London

Thomas Ruff is a contemporary German photographer and prominent member of 
the Düsseldorf School. His broad oeuvre incorporates images of domestic interiors, 
austere portraits, blurred pornography, photograms, and found JPEGs which intend to 
spur the imagination rather than capture reality. “I think that historically photographs 
may have been made in a naive and honest way, when photographers believed in the 
‘pencil of nature’ and recording what was in front of the camera,” he reflected. “But 
photography quickly came to be used in a prejudicial way, losing its innocence and 
consequently its ability to communicate.”

For his longstanding series of nudes (1999–ongoing), Ruff sources low-resolution pornographic images on-
line and blows up the images so they become blurred and almost illegible at close range. Ruff considers por-
nographic images as a contemporary extension of the genre of the nude in art. “Those low-quality porno images 
on the internet seemed more honest to me than the erotic-artistic nude,” Ruff explains. “The nudes had to do…
with that new medium called the internet that converts inaccessible images into accessible images. And I think it 
is fascinating how the internet has helped develop exhibitionism and voyeurism at the same time.”

Penelope Umbrico (b. 1957, America)
33,930,694 Suns from Sunsets from Flickr (Partial) 9/5/17
2006-ongoing
Installation of chromogenic color prints
Each 4 x 6 inches (10.2 x 15.2 cm)
Courtesy the artist

In her ongoing series Suns from Sunsets from Flickr, Umbrico downloads pictures of sunsets from Flickr, crops 
each image so that the suns are centered in the frame, prints them as 4 x 6 inch prints, and installs them in a 
monumental grid. The title of each installation reflects the number of photographs that are tagged “sunset” on 
Flickr at the time Umbrico prints the images. “When you think about it, it’s kind of absurd,” Umbrico says. “We 
only have one sun in the sky, but we make millions of images of it. And, more absurd, we then upload these pic-
tures to photo-sharing sites. Most of the sunset pictures look the same. They followed a visual script. What does 
it mean for us all to take a picture of the sun? What kind of ownership is involved in that?” In her exploration of 
this single image, Umbrico raises critical questions about authorship, ownership, and visual culture in the age of 
the internet.

Penelope Umbrico is an artist best known for appropriating images found using search engines and picture 
sharing websites. Penelope Umbrico utilizes traditional photographic techniques along with various methods of 
appropriation and reproduction to explore how images are made and used in contemporary culture. Considering 
the wealth of images on the internet as a collective archive and portrait of society, Umbrico creates a body of 
work that navigates between consumer and producer, materiality and immateriality, and individual and collec-
tive expression.
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HYBRID BODIES

Judith Barry (b. 1954, America)
Imagination, dead imagine
1991
Five-channel video installation (color, sound; 15:00 minutes) 
with mirror, wood, and rear projection screens
120 x 120 x 120 inches (304.8 x 304.8 x 304.8 cm)
Courtesy the artist and Mary Boone Gallery, New York

Judith Barry’s video installation, Imagination, dead imagine, opens with the sound of labored breathing, followed by a 
gurgling cascade of liquid pouring down upon the head of a person of indeterminate gender seen from five sides on a giant 
cube of screens. The subject endures the onslaught with eyes closed but also with an impassive expression, as if this were 
all in a day’s work. We never see who’s doing the pouring, but it’s repeated again and again with a different substance each 
time: Water, flour and, perhaps most disturbingly, maggots. 

Judith Barry (born 1954) is an American artist, writer, and educator best known for her installation and 
performance art and critical essays, but also known for her works in drawing and photography. She is a professor and the 
director of the Program in Art, Culture and Technology at the Massachusetts Institute of Technology, Cambridge, MA. She 
has exhibited internationally and received a number of awards. 

The age-old question “what does it mean to be human?” remains critically important in the age
of the internet, and takes on new urgency in today’s technologically mediated societies. From 
the lasting effects of human activities on the health of the planet and nonhuman life, to the ac-
celerated development of biotechnologies, robotics, and automation, the human being as a ba-
sic unit of measurement and a structure of shared identity is continually, and often divisively, re-
examined. In “Hybrid Bodies,” the body itself is present in multiple ways—as an avatar or digital 
representation, as a fragment comprising both organic and synthetic matter, or huddled under-
neath a protective emergency blanket. Confronting questions related to race, gender, and labor 
among others, these artworks consider how our bodies remain sites for politics in the digital age.

There’s a fluid dissolve between each round, and at one point the sequence runs backward, so the face goes from wet to 
dry. Barry, who has taken the title from a Samuel Beckett story that’s at once visceral and austere in its depiction of two 
bodies confined inside a vault, offers her victim no respite from the torture. Imagination, dead imagine pictures the body 
as a hybrid—not human, but not completely machine either. The artist explains this work is “an attempt to return the body to 
minimal art. That these images are electronically produced, defaced, and finally delivered ‘clean’ only to be sullied again 
leaves no uncertainty for the viewer that this head, while perhaps at first seemingly human, is in fact technologically gener-
ated.” Although this work was created during the height of the AIDS crisis in the United States, it feels at home in today’s era 
of omnipresent screens and swipes.
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Lee Bul (b. 1964, South Korea)
Vanish (Jade)
2001
Cast silicone mixed with pigment
23 1/2 x 18 x 12 inches (59.7 x 45.7 x 30.5 cm)
Collection of Miyoung Lee and Neil Simpkins, New York

Lee Bul is a contemporary sculpture and installation artist who ap-
peared on the art scene in the late 1980s. Her work questions pa-
triarchal authority and the marginalization of women by revealing 
ideologies that permeate our cultural and political spheres.These 
themes take form in cold, mechanical sculptures and installations that 
reflect the ideals of a futuristic society. Through various performances 
and objects, Bul has focused on the representation of the oppres-
sion of women, commercialization of sex, etc that are intensified in a 
male-dominated society.

Vanish (Jade) is a silicone torso of a cyborg, a hybrid of the human, the animal, and the robot, a figure that 
recurs throughout Lee Bul’s art. “[My work] references and elaborates on popular imagery borrowed from 
cyborgs in animations and films,” Lee Bul explains, “but my cyborgs are all missing organs or limbs, so they are 
incomplete bodies in a sense, questioning the myth of technological perfection.”

Gregory Edwards (b. 1981, America)
Human Being
2014
Oil on canvas
72 x 72 inches (182.88 x 182.88 cm)
Collection of Debi and Steven Wisch, New York

In Human Being, a graphic representation of the titular subject is depicted as text in relief overtop of geometric 
shapes and expressive forms rendered as if on a computer screen. Edwards employs some of the default tools of 
digital design software—such as the drop shadow and the gestural stroke—expressing a digital aesthetic through 
painterly means. Human Being explores the capacity of digital technologies to represent its subject, ultimately 
an inexhaustible category whose characteristics will always exceed the representational possibilities afforded 
by technology.

Gregory Edwards is a contemporary artist who is originally from Long Island, NY. Edwards’s work is informed by 
his lifelong interest in literature and every day visual culture. His use of words in his paintings signal universal 
themes that vacillate between being both meaningful and empty at once. Of his 2014 solo show, Artplaces wrote 
“The paintings recall the vintage aesthetic of MS PowerPoint and Word Art.”
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Josh Kline (b. 1979, America)
Saving Money with Subcontractors (Fedex Work-
er’s Head)
2015–17

Three 3D-printed sculptures in plaster with inkjet 
ink and cyanoacrylate, cast urethane foam
packing peanuts, vinyl, cardboard, and MDF
35 x 27 x 27 inches (88.9 x 68.6 x 68.6 cm)

Courtesy the artist and 47 Canal, New York

Saving Money with Subcontractors demonstrates the wide-ranging effects of new technologies on our everyday 
lives. To make this artwork Kline scanned, modeled, and 3-D printed a FedEx worker’s body. “In 2014, I started 
doing 3-D scans with DSLR [digital single-lens reflex] cameras, which opens up a whole new world of 
photography” says Kline. “The way they’re created—by compositing together scores of photos of a subject taken 
from different perspectives—becomes a metaphor for how information about us is collected by companies and 
government agencies. Fractured aspects of our lives accumulating in different databases, creating subtly 
different portraits.”

Josh Kline was born in Philadelphia and now lives and works in New York, as a curator, collaborator and artist.  
Kline aligns his art with the philosophy of post-humanism. Spanning a wide variety of media with specific focus 
upon the technologically innovative, his art has an ergonomic sensibility. It is centred upon the inability of hu-
manity to function efficiently within its working environment, with corporeality being marginalised in favour of 
digital expressions of selfhood.

Kate Cooper (b. 1948, United Kingdom)
Rigged
2014–15
Installation with digital prints and HD videos 
(color, sound; 4:28 minutes)
Courtesy the artist

Kate Cooper is an artist widely known for her original art style she likes to call 
hypercapitalism. This term describes depictions of numerous images of women 
either digitally created or photographed and then manipulated beyond recogni-
tion, resembling closely the images we see in TV commercials, computer graphics, 
magazines but also in the digital world. 

Rigged features hyperreal, computer-generated (CG) models that embody so-called “perfect” representations 
of the female form. Using the same technologies and aesthetics of glossy advertising, the artist explains: “I was 
thinking about these highly-modified images of computer-generated women. The representation of bodies 
within these images fascinated me. There was a link to female bodies found in commercials and pornography 
and I wanted to understand what was at stake with these new CG rendered images.”
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Virtual Worlds

Even before the invention of the World Wide Web, cyberspace was something we imag-
ined as an expansive, immaterial environment flexible enough to accommodate a 
multitude of possible virtual worlds. From the experimental communities of early 
bulletin board systems, chat rooms, and “surf clubs” to today’s image boards, discussion
forums, and hyperreal virtual realities, computergenerated spaces of all 
kinds remain sites of fantasy and projection that nonetheless remain linked 
to real life. Artists in “Virtual Worlds” engage the complicated relationships 
between the virtual and the real in myriad ways, exploring the possibilities of 
computer-generated spaces as sites of production and inquiry, even as they mark the 
increasingly indistinguishable difference between the virtual and the real in everyday life.

Cory Arcangel (b. 1978, America)
Super Landscape #1
2005
Reprogrammed Nintendo Famicom cartridges (Super 
Mario Bros. and F1 Racer), Nintendo
Entertainment System, and Hyperkin RetroN on monitors
Sammlung Migros Museum für Gegenwartskunst, Zurich

Cory Arcangel (born May 25, 1978) is a Brooklyn, 
New York post-conceptual artist who works in 
many different media, including drawing, music, 
video, performance art, and video game mod-
ifications, for which he is perhaps best known. 
Arcangel often uses the artistic strategy of ap-
propriation, creatively reusing existing materials 
such as dancing stands, Photoshop gradients, and 
YouTube videos to create new works of art. His 
work explores the relationship between digital 
technology and pop culture.

For his series of video game modifications, Cory Arcangel hacked cartridges made for early video game systems, 
such as Nintendo, and reverse-engineered them, replacing the game’s program chip with one he programmed 
himself. Super Landscape #1 features the open road of F1 Racer (a.k.a. Japanese Driving Game) and the white 
fluffy clouds from Super Mario Clouds (2002). Arcangel initially made Super Mario Clouds as a GIF and set of in-
structions to live online and be disseminated widely: “I wanted to make something that was ‘meme-able,’ some-
thing that would replicate itself,” recalled the artist. “I wanted to make a webpage about a project that people 
would never have to see to know what it was. The point of the work wasn’t necessarily the work; the point of the 
work was showing people that I did it and explaining how it was done.” Presented here on five monitors installed 
close to the gallery floor, Super Landscape #1 evokes the feeling of sitting on the floor playing video games.
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Harun Farocki (Born 1944 in Nový Jic´ín, Czech Republic; 
died 2014 in Berlin, Germany)
Serious Games IV: A Sun with No Shadow
2010
Video (color, sound; 8:00 minutes)
Courtesy Harun Farocki, GbR

Farocki was born as Harun El Usman Faroqhi in Neutitschein, Sudetenland, which is now Nový Jičín in the Czech 
Republic. His father, Abdul Qudus Faroqui, had immigrated to Germany from India in the 1920s. His German 
mother had been evacuated from Berlin due to the Allied bombing of Germany. He simplified the spelling of his 
surname as a young man. After World War II Farocki grew up in India and Indonesia before the family resettled in 
Hamburg in 1958.
Serious Games IV: A Sun with No Shadow is part of the series Serious Games (2009–10), which looks to the 
various ways that the U.S. military employs gaming technologies. A Sun with No Shadow was made at the Twen-
tynine Palms Marine Base in California, where soldiers are trained for combat on accurately simulated, comput-
er-generated landscapes. The video also includes how military psychologists use virtual reality technology for 
treating soldiers with post-traumatic stress disorder. Farocki’s video examines the many intersections of gaming 
technologies and contemporary warfare, and how those technologies impact both the experience and image of 
war in American society.

Cao Fei (b.1978, China)
RMB City: A Second Life City Planning
2007
Video (color, sound; 5:57 minutes)
Courtesy the artist and Vitamin Creative Space, Beijing

Born in 1978 in Guangzhou, Guangdong Province, China, Cao Fei earned a BFA from the Guangzhou Academy 
of Fine Arts in 2001. She uses photography, video, and digital media in innovative ways to expose the dramatic 
changes to her everyday environment during the period, of China’s high economic growth, urban development, 
and rapid globalization that centered on her native Pearl River Delta region (starting in 1992). As a young artist, 
Cao Fei immersed herself in the flows of global pop—Cantonese Pop, Japanese anime, and American hip-hop—
and became fascinated by local youth subcultures. In the early photographic and video work COSplayers (2004), 
she explored the alienation and escapism felt by disaffected and displaced youth who cast themselves as fan-
tastical gaming characters. The interplay between virtual and real worlds, utopia and dystopia, and the body and 
technology would remain major themes for the artist, as her social commentary became increasingly pointed.

Taking its name from the Chinese currency renminbi, RMB City is a virtual metropolis in the online world Second 
Life designed by Fei (whose Second Life avatar is named China Tracy). The artist’s virtual city distills myriad cul-
tural characteristics of historic and contemporary China into a single, intricately detailed world. In each aspect 
of its design, RMB City is at once a critical reflection of China’s present and a utopian imagining of its possible 
future. “Although RMB City is a virtual platform,” the artist reflects, “I have integrated my questions about utopia 
into this virtual space.”
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Pierre Huyghe (b. 1962, France)
One Million Kingdoms
2001
Video (color, sound; 7:00 minutes)
Courtesy the artist and Marian Goodman Gallery, New York

M/M Paris (Mathias Augustyniak born 1967, France; and 
Michael Amzalag born 1968, France)
Wallpaper Poster 1.1 (AnnLee Colours: Anywhere Out of 
the World)
2000
Screenprints on paper
Van Abbemuseum, Eindhoven, Netherlands

In 1999, the artists Pierre Huyghe and Philippe Parreno purchased a Japanese manga character named Annlee. 
As part of a collaborative project called No Ghost Just a Shell (1999–2002), Huyghe and Parreno lent Annlee to a 
group of artists and designers including Liam Gillick, Dominique Gonzalez-Foerster, M/M Paris, and Rirkrit Tira-
vanija, inviting each of these collaborators to design worlds and narratives for Annlee. In One Million Kingdoms, 
Huyghe portrays Annlee in a barren, computer-generated lunar landscape, accompanied by a soundtrack of the 
recording of Neil Armstrong’s first moon landing. Annlee wanders forlornly across the landscape, transfixed by 
her own solitude. An accompanying wallpaper, made by the French design firm M/M Paris, is a graphic collage of 
Annlee’s image. In 2002, Huyghe and Parreno created a corporation in Annlee’s name, and sold her copyright to 
that corporation so that she might own her own rights to representation. This gesture, the culmination of Huyghe 
and Parreno’s project to “free a sign from the realm of representation,” provokes questions about legal person-
hood, agency, and the politics of representation. “Placing this sign outside the field of representation does not 
mean erasing it,” Huyghe explains, “it means opening it up to another world, a world that doesn’t involve the field 
of representation, an imaginary world. It’s not an end, but a beginning.”

M/M (Paris) is an art and design partnership consisting of Mathi-
as Augustyniak (born 1967) and Michael Amzalag (born 1968), 
established in Paris in 1992.
M/M are best known for their art direction and collaborations 
with musicians (Björk, Madonna, Benjamin Biolay, Etienne Daho, 
Jean-Louis Murat, Mew, Kanye West); fashion designers (Jona-
than Anderson, Sarah Burton, Nicolas Ghesquière, Yohji Yama-
moto, Jil Sander, Calvin Klein, Stella McCartney, Riccardo Tisci); 
magazines (Les Inrockuptibles, Documents sur l’art, Vogue Paris, 
Purple Fashion, Man About Town); and contemporary artists 
(Pierre Huyghe, Philippe Parreno, Inez van Lamsweerde & Vi-
noodh Matadin, Liam Gillick, Sarah Morris, George Condo).
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Jon Kessler (Born 1957 in Yonkers, NY)
Noriko
1994
Mixed media, photograph on fabric, Duratrans, 
lights, and motor
47 × 24 × 37 inches (119 × 61 × 94 cm)
Courtesy the artist

Kessler is best known for his kinetic sculptures that leave the mechanics exposed for the viewer. His work of-
ten combines centuries-old analog mechanisms with digital technology to explore the runoff of consumerist, 
“post-utopian” societies. Much of Kessler’s work from the 1990s examined the interactions and tensions be-
tween Orient and Occident. He often presented Asia as a construct of Western Orientalism, while at the same 
time portraying the West in a steady state of decline.

This kinetic sculpture is animated by optical devices, lights, and motors, and features a photograph of Japanese 
singer and actress Noriko Sakai. Inspired by the cityscape of a futuristic Los Angeles in Ridley Scott’s cult classic, 
Blade Runner (1982), Noriko is Kessler’s “low-tech attempt to create a cyberspace immersive world,” as he has 
said. For Kessler, Noriko is also about displaying the mechanisms that make the object function, especially reso-
nant in relation to the sleek consumer aesthetic of contemporary technologies that conceal their inner-workings 
under a veil of seamless design. “In my own work, there is a relationship to the mechanisms. I want the viewer to 
get the feeling that the pieces are trying to invent themselves.”

Michel Majerus (1967-2002, Luxembourg)
Tron 4 (grün Pantone 375)
1999
Screenprint on canvas and wall painting
Screen print: 56 x 48 inches (142 x 122 cm)
Wall painting: 118 x 118 inches (300 x 300 cm)
Michel Majerus Estate, courtesy Matthew Marks 
Gallery and neugerriemschneider, Berlin

His paintings’ stylistic quotations include excerpts from Andy Warhol, Willem de Kooning, and Jean-Michel Basquiat, video 
games and other pop-culture sources. He did not limit himself to two-dimensional surfaces, but created dynamic, painted 
installations which surround the viewer.

Majerus’s painting Tron 4 (grün Pantone 375) combines the movie poster for the science fiction film Tron (1982) with a 
photograph of the German hacker known as Tron (Boris Floric, 1972–1998). Floric was a notorious hacker who mysteri-
ously disappeared on October 17, 1998, only to be found dead five days later of a suspicious suicide. Tron, the movie, stars 
Jeff Bridges as software engineer Kevin Flynn whose adversary uses an experimental laser to digitize and download Flynn 
into a virtual world called the Grid. Majerus conflates these narratives against a green screen backdrop that suggests the 
possibility of future variations.

Michel Majerus (1967 – 2002) was a Luxembourg artist whose work combined 
painting with digital media. He lived and worked in Berlin until his untimely 
death in a plane crash in November 2002. Painting was Majerus’s preferred 
medium of expression, but his creative horizon extended to many aspects of 
popular culture, from computer games, digital imagery, film, television, and 
pop music to trademarks and corporate logos.
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Albert Oehlen (b.1954, Germany)
Untitled
2008
Oil and paper on canvas
78 3/4 x 94 1/2 inches (200 x 240 cm)
Collection of Bridgitt and Bruce Evans, Boston

Oehlen began making his series Computer Paintings in 1990 when he bought Texas Instruments drawing soft-
ware to generate low resolution graphics for black-and-white paintings. To make these paintings, Oehlen prints 
and enlarges drawings made with the software and silkscreens them on canvas. Each work is completed by 
painting the blurred pixels by hand, creating a novel interplay between mechanical production and the hand-
made. “What you expect from a computer is that it helps you do something that you could not do alone,” Oehlen 
said. “Somehow it opens a window to the future. But my Computer Paintings do just the opposite. They look 
back: I try to correct the pixels and the final product is hand painted. It’s not looking into the future, it’s looking 
back from the future. And it is not the computer helping me, it’s me helping the computer.”

Avery Singer (b. 1987, America)
Untitled
2015
Acrylic on canvas
100 x 120 inches (254 x 304.8 cm)
Whitney Museum of American Art, New York. Purchase, 
with funds from the Painting and
Sculpture Committee

Avery Singer was born in 1987 in New York, where she continues to live and work. Painting almost exclusively 
in tones of black and white, Singer’s canvases teeter between abstraction and figuration.

Singer’s Untitled employs the 3-D modeling software SketchUp, rendering the composition in the computer pro-
gram before she executes the painting by hand. “I utilize computer modeling as a means to set up a kind of digital 
still life,” Singer says. “I take the basic information that a selected still from each model gives me as a point of 
departure.” In Untitled, a geometric female figure studies a film strip, with two of the frames isolated and magni-
fied showing instances of movement paused in the space of the static painting. Singer tests the representational 
capabilities of the software while expanding the possibilities of painting in the digital age.



States of Surveillance

Recent events, such as the 2016 U.S. presidential election and its ongoing fallout, have served to re-
mind us that even as the internet’s democratic promise endures, it remains simultaneously a site of 
misinformation and control. Former National Security Agency contractor Edward Snowden’s 2013 
revelations revealed the staggering extent of the agency’s global surveillance program, fueling 
debates about government transparency, mass surveillance, and information privacy. Two 
years before Snowden’s disclosures, the Arab world experienced democratic revolutions 
in the spring of 2011 that were partially hinged on the various uses of social media plat-
forms, along with other digital technologies that offered a means of collective activism to 
subvert state-operated media channels. These two episodes are unique and complex exam-
ples that reflect the dualistic nature of the internet, its utopian ideals and sometimes dys-
topian realities. The artworks in this section employ a variety of strategies to examine the 
wide-reaching effects of surveillance technologies while pointing to paths of resistance.

aaajiao (Xu Wenkai)(b. 1984, China)
Gfwlist
2010
Steel panels, thermal printer module, and thermal 
printing paper
94 1/2 x 23 2/3 x 70 1/8 inches (240 x 60 x 18 cm)
Collection of Candace and Michael Barasch, New York, 
courtesy of Leo Xu Projects, Shanghai

Active online as a media artist, blogger, activist, and programmer, aaajiao is the virtual persona of Shanghai- 
and Berlin- artist Xu Wenkai. Born in one of China’s oldest cities, Xi’an, aaajiao’s art and works are marked by a 
strong dystopian awareness, literati spirits, and sophistication. Many of aaajiao’s works speak to new thinkings, 
controversies, and phenomenon around the Internet, with specific projects focusing on the processing of data, 
the blogsphere, and China’s Great Fire Wall. aaajiao’s recent projects extend his practice to various disciplines 
(among them, architecture, topography, and design) to capture the beat of the young generation consuming 
cyber technology and living in social media.
A monolithic sculptural work, Gfwlist prints a growing list of websites blocked by China’s so-called “great fire-
wall.” The artist encrypts the names of the banned websites to highlight both statemandated online censorship 
and the possibility of subverting such restrictions using encryption. Over the course of the exhibition, the print-
ed-paper output of the sculpture will pool on the gallery floor, providing a powerful commentary on statespon-
sored censorship while pointing to paths of resistance.
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Rafael Lozano-Hemmer (b. 1967, Mexico)
Surface Tension
1992
Video projection with computerized surveillance system and 
custom-made software
Courtesy the artist and Bitforms Gallery, New York

Rafael Lozano-Hemmer was born in Mexico City in 1967.He emigrated to Canada in 1985 to study at the Univer-
sity of Victoria in British Columbia and then at Concordia University in Montreal. Lozano-Hemmer’s work can be 
considered a blend of interactive art and performance art, using both large and small scales, indoor and outdoor 
settings, and a wide variety of audiovisual technologies.

Surface Tension, conceived in response to the rise of surveillance and smart bomb technologies during the early 
1990s, uses infrared technology in an interactive installation in which a human eye is programmed to follow 
viewers throughout the space. Though originally made to parallel developments following the first Gulf War, 
Lozano-Hemmer reconfigured the piece in 2004, “to coincide with George W. Bush’s new war in the Gulf and the 
increased surveillance of his own people,” he said. Surface Tension implicates the viewer in a real-time system 
of watching and being watched, pointing to the often unseen role of surveillance in everyday life.

Rabih Mroué (b. 1967, Lebanon)
The Fall of a Hair: Blow Ups
2012
Pigmented inkjet prints
Seven parts, each 51 3/16 x 35 7/16 inches 
(130 x 90 cm)
Courtesy the artist and Sfeir-Semler Gallery, 
Hamburg/Beirut

Made during the first year of the Syrian Civil War (2011–ongoing), The Fall of a Hair: Blow Ups comprises seven 
blurry images of gunmen pointing their weapons toward the photographer (and thus, the viewer). These images 
were captured by Syrian protestors, some of whom were reportedly killed moments after photographing the 
gunman. (The photographs were taken with the cameras in their mobile phones and uploaded to the internet.) 
Cell-phone photography and citizen journalism has played a pivotal role in documenting the on-the-ground re-
ality of the Syrian Civil War and the Arab Spring uprisings (2010–12). “What distinguishes the revolution in Syria 
more than any other Arab country is that, in Syria, journalists—whether professionals or freelancers, wheth-
er they belong to an institution or not—are entirely absent from the scene of the event,” Mroué explains. “This 
makes it almost impossible to know what is happening during the demonstrations. There are only two ways for 
us to know what is going on there, one being Syria’s official news channels, and the other the protesters’ imag-
es, which are uploaded onto the internet. I chose the second source, the internet, since my aim is to look for the 
protesters’ point of view.”

Rabih Mroué  is a Lebanese stage and film actor, playwright, and visual artist. Rooted in theater, his work
includes videos and installation art; the latter sometimes incorporates photography, text and sculpture.
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Trevor Paglen (b. 1974, America)
RAVEN 2 in Corona Borealis (Signals Intelligence Satel-
lite; USA 200)
2015
Chromogenic color print
60 x 48 inches (152.4 x 121.9 cm)
Courtesy the artist and Metro Pictures, New York

Trevor Paglen (b. 1974, America)
NSA-Tapped Undersea Cables, North Pacific Ocean
2016
Chromogenic color print
48 x 72 inches (121.9 x 182.9 cm)
Courtesy the artist and Metro Pictures, New York

Paglen has photographed the physical infrastructure of the internet to reveal the various unseen material 
components that make up contemporary surveillance networks. These two photographs map the geo-
graphical and spatial limits of those networks. NSA-Tapped Undersea Cables, North Pacific Ocean captures 
National Security Agency-tapped fiber optic cables at the bottom of the ocean and RAVEN 2 in Corona 
Borealis (Signals Intelligence Satellite; USA 200) pictures a surveillance satellite in the night sky. Taken 
together, these works visualize the global scale of U.S. surveillance. “I’ve been putting a lot of time into 
learning how to ‘see’ telecommunications infrastructures like the internet,” Paglen explains. “Intuitively, 
‘the internet’ seems like a liminal space, a kind of abstract nowhere that is everywhere, seemingly, a space 
of pure culture. But telecommunications technologies and networks are made out of physical stuff in the 
same way that everything else is. ‘The internet’ is made out of transoceanic fiber optic cables, landing sta-
tions, amplifiers, switches, exchanges, communications satellites, and on and on.”
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Julia Scher (b.1954, America)
Mothers Under Surveillance
1993
Live black-and-white camera with 16mm lens, 
transformer, 25-inch monitor and bracket, 
cable, two DVD playback decks for fake feeds 
A & B, and character generator
96 x 36 x 24 inches (243.8 x 91.4 x 61 cm)
Courtesy the artist and Esther Schipper, Berlin

Deeply invested in the interpersonal effects of surveillance on our lives, especially the lives of women, Scher 
makes inventive works that often draw the scale of global surveillance back into the intimacy of domestic spac-
es. The video feed on the television monitor in Mothers Under Surveillance alternates between footage of a 
women’s nursing home and live footage from within the gallery, complicating the status of surveillance by pre-
senting it alternately as a practice of caretaking and voyeurism in which the individual is both subject and object.

Julia Scher (born 1954, Hollywood) is an  American artist whose installation and performance art primarily deals 
with themes of surveillance, control, and seduction. She uses a variety of mediums and is most known for her 
installation art and performance art works. In 1975 she received a B.A. in Painting/Sculpture/Graphic Arts from 
U.C.L.A., and a 1984 M.F.A. in Studio Arts, from the University of Minnesota. Her first video art piece about wom-
en in security was Safe & Secure in Minnesota in 1987.  As a side job, she established her own company called 
“Safe and Secure Productions”, installing security and surveillance equipment. At the same time Scher started 
using security cameras for her artwork.



Performing the Self

The rapid development of social media networks throughout the 2000s intensified the 
already growing pressures to document and publicize one’s life on the internet. Along-
side chat rooms, blog publishing services, and video-sharing websites, social media 
platforms ushered in a new economy based on online visibility. Identities, styled as 
“user profiles,” are often constructed and compressed via the selfie or the meme, the 
status update or the tweet, and “likes,” and garner serious followings and economic re-
wards. Alternatively many online platforms offer unique means with which to explore 
and articulate aspects of our personal and cultural identities that may otherwise not 
be easily expressed. Online platforms and technologies can offer new modes of rep-
resentation, a sense of community, and increased visibility for historically marginal-
ized groups. The artworks in this section explore the extraordinary visibility afforded 
to those moving within digital networks as well as their far-reaching effects offline.

Alex Bag (b. 1969, America)
Untitled Fall ‘95 (still) 
1995
Video (color, sound; 57:00 minutes)
Courtesy Electronic Arts Intermix, New York

In Untitled Fall ’95, Bag films herself performing various roles she observed in her experience as an art student 
at the School of Visual Arts (SVA) in New York. The video follows the trajectory of a young woman recording a 
video diary of her experience as a student at SVA, from her freshman year to her final semester, punctuated by 
sometimes strange and humorous vignettes and different stereotypes of artists. Bag’s confessional mode of 
address and a medium close-up camera angle has strong roots in pop culture—especially from the MTV reality 
show The Real World (first broadcast in 1992)—and is now ubiquitous across reality TV, social media, and online 
videos.

Alex Bag is an artist working primarily in video. She currently resides in Glen Ridge, New Jersey. Her work is 
largely influenced by television, which she finds to be “the most awful thing. But I can’t stop watching it...” Her 
father worked in advertising and Bag sometimes visited his sets as a child, which she regarded as “something 
just as exciting and important as traditional kinds of fine art.” Her mother also worked in television as the host of 
popular children’s program The Carol Corbett Show, later renamed The Patchwork Family. Bag appeared on the 
show at the age of four to interview a monkey.
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Frank Benson (b. 1976, America)
Juliana
2014–15
Painted bronze with Corian pedestal
Sculpture: 23 x 48 x 22 inches (58.4 x 121.9 x 55.9 cm)
Pedestal: 42 x 53 x 24 inches (106.7 x 134.6 x 61 cm)
Koons Collection, New York

Benson’s Juliana, made with the aid of 3-D printing technology, captures artist Juliana Huxtable in exquisite 
detail. Made in close collaboration with Huxtable, Benson finished the sculpture with a metallic green paint 
inspired by Huxtable’s 2015 self-portrait, Untitled in the Rage (Nibiru Cataclysm) (on view in this exhibition), 
giving the classic bronze sculpture a digital, or machine finish. Benson’s Juliana is presented in idealized, hy-
perrealistic detail—her pose references classical representations of the female body throughout art history. For 
Benson, the 3-D modeling technology and its existence in digital space is on par with the physically rendered 
sculpture: “I want the sculpture to exist as a completely finished entity inside the computer,” the artist explains. 
“The 3-D model is its ultimate version and the print is the real-world manifestation of it.” After its inclusion in 
the New Museum’s 2015 exhibition Surround Audience in New York, the sculpture became a social media phe-
nomenon and an icon for some members of the trans community. Its digital origins, transformed into physical 
form and translated back to the digital realm via social media, are emblematic of how circulated images can have 
immense power.

Cindy Sherman (b. 1954, America)
Untitled #463
2007–08
Chromogenic color print
68 5/8 x 72 inches (174.2 x 182.9 cm)
Collection of John and Amy Phelan, New York

Since the 1970s, Cindy Sherman has transformed her 
own appearance with costumes, makeup, and wigs, pho-
tographing self-created fictional characters in staged 
environments that predate the now-ubiquitous selfie. In 
Untitled #463, she questions the female stereotypes and 
archetypes that proliferate in pop culture. According to 
Sherman, this photograph “was inspired by the idea of par-
ty photos seen so often where people, desperate to show 
off their status and connections, excitedly pose to have 
their picture taken with larger-than-life-sized smiles and 
personalities. I started to think about some of the charac-
ters—how they’re older women and if they are successful, 
maybe they’re not really happy. Maybe they’ve been di-
vorced, or they’re in an unhappy marriage, but because of 
the money, they’re not going to get out. That’s what I was 
thinking—that there’s something more below the surface 
that you can’t really see.”



22Celia Hempton (b. 1981, United Kingdom)
Top to Bottom

David, Florida, USA, 28th September, 2015, 2015
Oil on linen

Macedonia, 12th August 2016, 2016
Oil on linen

Turkey, 22nd March 2017, 2017
Oil on polyester

Jim, United States, 27th February 2016, 2016
Oil on linen

United States, 21st February 2015, 2015
Oil on wood panel

All courtesy the artist and Southard Reid, London

In Hempton’s series of Chat Paintings, the artist painted—in real time—
the people she met on chatrandom.com, “a place where you can meet 
strangers using your webcam,” according to the website. While her 
male subjects expose themselves on screen, Hempton makes gestur-
al paintings of them, artworks that engage themes of exhibitionism, 
voyeurism, and the performativity of sexuality in virtual interactions. 
According to the artist, “There’s an interesting type of interaction that 
happens online, where there’s a level of mystery or it’s difficult to 
understand what’s real and what’s not real—because you’re not sat in 
front of someone. You don’t have all your senses helping you make a 
decision or judgment about someone, so you’re given very little and 
you end up imagining various things. There’s also an intimacy that you 
can get.”

Celia Hempton (born Stroud, England) is a British artist based in Lon-
don and has exhibited internationally across Europe, Asia and North 
and South America. Hempton is primarily a painter but works across 
different medias including sound and performance. Her primary artis-
tic interest is feelings of discomfort and confronting those feelings.
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Juliana Huxtable (b. 1987, America)
Untitled (Casual Power)
2015
Inkjet print
40 x 30 inches (101.6 x 76.2 cm)
Solomon R. Guggenheim Museum, New York Purchased 
with funds contributed by Stephen J. Javaras

Juliana Huxtable (b. 1987, America)
Untitled in the Rage (Nibiru Cataclysm)
2015
Inkjet print
40 x 30 inches (101.6 x 76.2 cm)
Solomon R. Guggenheim Museum, New York Purchased 
with funds contributed by Stephen J. Javaras

Huxtable is a multidisciplinary artist who engages visual art, 
poetry, music, and performance across a range of platforms 
to push against and destabilize the restrictive boundaries 
traditionally assigned to categories such as gender and 
ethnicity. “My adulthood was liberated by social media,” 
explains Huxtable. “It became as integral to my sense of self 
and psychosocial reality as my flesh. At this point, I feel like 
I am always living as a hybrid of my online presence and my 
IRL [in real life] presence. I used to feel a bit powerless, and 
it was actually through playing with my body as an image 
file that could be manipulated, distorted, rendered, dec-
orated, and placed in new contexts that I came to accept 
and feel at home in my body as it is currently, but also to 
imagine how it might move into the future.” In Untitled in 
the Rage (Nibiru Cataclysm), Huxtable portrays herself as 
a selfdescribed “cyborg, cunt, priestess, witch, Nuwaubian 
princess.” For Untitled (Casual Power), Huxtable creates a 
provocative visual poem composed of references to various 
places, people, and cultural signifiers that relate to African 
American identity. Throughout much of her work, the inter-
net is a tool for the writing of various histories, and thus a 
tool for constructing and deconstructing identity.
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Frances Stark (b. 1967, America)
My Best Thing
2011
Video (color, sound; 100 minutes)
Courtesy the artist and Gavin Brown’s enterprise, 
New York/Rome

My Best Thing is a feature-length animated video that uses two computer-generated avatars to revisit the 
relationships Stark formed with two Italian men she met while trolling video sex chat sites online. The avatars 
reenact the archived conversations the artist had with the men—ranging from private and emotional to sexually 
explicit. “I got fascinated by feeling so intensely for people I didn’t know,” Stark describes. “One of the things
that made the intimacy possible was the fact that there was no interest or expectation in gauging the ‘realness’ 
of knowing each other. There was no real need to ever think about what might happen in real life. So that was a 
contract that shaped the possibility for the closeness or openness.” The online forum lent a sense of freedom to 
her interactions: “I was performing myself,” Stark said, “being myself but on a keyboard.”

Martine Syms (b. 1988, America)
Lessons I–LXVIII
2014–17
Videos (color, sound; sixty-eight parts, each 
00:00:30 minutes)
Courtesy the artist and Bridget Donahue, New York

Syms’s series Lessons combines found footage mined mostly online, images and video from her personal ar-
chive, and original footage, to construct thirty-second commercials. The lessons “range in tone and texture,” 
Syms describes, “but each one explores the idea of black radical tradition—as much in terms of the way I was 
making it—the process—as the content that was within it.” This work takes as a point of departure the five lessons 
in Kevin Young’s book, The Grey Album: On the Blackness of Blackness (2012), which argues that African Amer-
ican culture is American culture. Through the short format of the videos and their presentation on a monitor in 
front of a wall painting of the word “SUSS”—a compressed textual and graphical expression of the work made for 
the ICA—Syms examines black cultural politics, commercial media, and the multivalent performance of identity. 

Transcript available. Please ask gallery staff for assistance.


