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change from admiration of contemplation of the work to creative

Since the advent of digital media, art has undergone @ rapid

and playfulinteraction with the work

Marc Lee's participatory net-hased Insta
pﬂ'l',‘&i]mnﬂﬂd practice of art, nwhich the

Iation 10,000 Moving Cities - Same but Different bears witness 10.an gssentially new

waditional cliché of the solated artistic genius 1S superseded by the invitation and

hution of the public to the content, form, presentation, and dissemination of the

iies, as well as the extensive contr

R real possibi
| mﬂﬂ! Madem and
nature 10,000 Moving Cities plays @ part in the new MUSeUm's missio
fﬁmartammumﬂnmlhﬁte promation of diversity and global culture.

the grand opening exhibition of the new branch of the National Mu-

013. As a profoundly participatory “work in progress” by its very
n statement to establish and advance a new era in Korean

version of this new work has been created for
Contemporary Artin Seoul in November Z

s aiming both to individalize and

ia" was linked with far reaching technological vision
ime from any location on

ime infarmiation and communication. Wit should be possible, as an individual, to connect in real t
yone at any place

': L '; | | “ﬁ'&éwetu any other individual on the planet. The totaity of global information ought to be accessible foran
o e expectation that globally networked communication and understanding

i the world — this was the vision. But besides the
O ﬁﬁim uniquely positive outcomes, even in the 1960s the imminent danger of manipulation by totalitarian systems Was

and described

el e

‘Some degades aanmet'am"mwmed

all expectations, the rapid and I
the term “new media” today

iy " A N L F&@mﬂn Jtimate and vigorous resource of general prosperity, and by surpassing
ey . J estistible developmen oimewesagﬁd information super highway over the last two decades,

’ql sikes ﬁ-‘r.. fongi tﬁa'mhmhl:a, outdated media theary. The irreversible transition from analog to digital culture has alse
o s, a dependency

ncreasingly

Ipl. o

rougnt fo: uF ”  (ependence ona technology that is marketed and controled by only a few global player
0T even \'*’ﬁdim only be termed “totalitarian.” Apart from the permanent doxologies to new media,
| theirnega 2 consequences are being discovered, including the broader public." However faced with the superiority of these
| W'ﬁﬁwh 0Es % M discem a fatalist tendency of being resigned, of considening these consequences as “normal,”

ociety they are obviously “given as factual” and thus can be exploited for any purpose-

analog video and the us.

30s; th '-'_'-_-_; entioned\visions were sourced by the emergence of two new technologies,
pack, came on the

- .J'F'" l L“' PIELUISON 0 ﬂlﬁwﬁt nghaimve the first portable video system, Sony's Porta
97, the Sic ',,,; eanartistNam June Paik had highlighted the manipulative as wellas the participatory potentia
oges. Alieady n Iﬂ&ﬂ; Paik presented twelve manipulated television sets at the Gallery Pamass inDus-

> ' ¢ performances and artworks Pak — and with him a whole generation of medi

ipatior ﬁfth&mﬂenca n felevision as a mass medium — recalling the profoundly democratizg
: W192? U’f German playwright Bertolt Brecht in his radio theory. 5 The initial jmpetus
g : A mili’ﬁ‘lm This was pursued further by the strong movement of Fluxus and reappeared

ment, inte: ":-’. 'ﬁmﬁrmm andthe New Tendencies of the 1960s and early 19705.

ia artists”

gies provide users with expanded -nppurluniﬁe'szfnr'iﬂfﬂmﬂﬁmﬂﬁd

b cipate in content, and forms of design and expression. T
T tand tec “Rlﬁﬂi’*ﬁhﬁs always been assumed that changes in technology alse gIves

i ks
ndice Hﬂlﬁdﬂ we have in order to understand what came first, from wher

. T I i d
ed and brought about? Was it not always the artists, who prepared an¢ unlease

II vt e e T T S

tfitude 5+ and their continuous interrogation of traditional

Sl e g

periments, and new productions? Are not, for instance,
| "!"ﬁ* bt _‘fﬁfg"hmﬂimﬂnh to patemalistic forms of govemmen a

Cek bl
aif e |

valuations, and.
the pervasive.
nd the

1
Tha tarm “global village™ was coingd m 1962 by Warshal

Melihan in his famous boox Thi Gitenborg Gataxy

Z)

Already in his important book Understanding Media

The Extonsions of Man. 11964, New York: McGraw-Hifl
(Cambridge, MA, MIT Press 1884, p. 3.} Marshall McLuban
recognizad the totalitanan character of the Upcoming
global network:“Taday, aftér more than a century ol
lactiic technology, we have pxtended ous cential nernvous
system ifta global emhrace, abolishing hoth-space and

tima as far a5 our planetis concerned -

3

Ihanks to the disclosures of the Courageous wiistia-
blower Edward Snowden and others tha top-Seqret mass
sunvaillance programs parucularly of LLS. intefligance
agencies are now known about world-wide: Above all that
thisy have the capability of ising electrome networks 1o
spy on mdividuals and commercial companies extansively
\When all madia are connected parmanently tothe et
enables intellinance agencies 1o penatrate all apphances
used by individuals, every computer, every Smanphong,

anywhare and everywhere in the world

4

THE CREATIVE ACT, by Marcel Duchamp: “Allin all, the
creative actis not parformed by the artist alone; the
spectator brings thie work in contact with the external
warld by deciphering and interpreting 1ts inner quakiheation
ant thus adds his contnbunon to the creative act: This
becomes even more obvious when posterity gves a final
verdict and sometimes rehabilitates forgotten amsts
Seasion on the Creative Act, Canvention of the Amencan
Fedeation of Arts, Houston, Texas, Apnl 1957, THE
CREATIVE ACT, by Marcal Duchamp. Publishad in: Roben
Lebal: Marcel Duchamp. Naw York: Paragraphic Books
1958,pp. 77-78

a)
" _radiois one-sided when it should be two ltis purety

an apparatus for distmbution; for mere shanng out. 50

here is 8 positive suggestion; change this apparatus over
fiom distribition to communication. The radio would he
the finest possible communication apparatus in pubkic lite,
avast network of chiannels: That is 1o say, it would ba if

it knew how to feceve as well as 1o transmit, how to lat
the listener speak as well as haar; how to bing him into 2
relationship instead of isolating him: On this prnciple the
radio should step out of the supply business and organize
its hstenars as supphars. Any attempt by the rado to give
a fruly public character 10 public oocasions is a step in the
right ditection " Bertolt Brecht, The Radio as an Apparatus
ot Communication, 1932, p 129, anline: httpi/telematic
walkgrart org/tolersal/tnt_brechthtml

emergence of the new anthropocentric and democratic model of society in essence due to the knowledge and influence of

whole generations of painters, sculptors, architects, musicians, nlaywrights, anatomists, mechanics, engimeers, philosophers

and inventars, poets and writers, yes indeed due to these «ctiete” who did not restrict themselves to the leamed tradition and

craftsmanship, but with their knowledge and capability in all disciplines expressed a different interpretation, and thus a compre-

hensive new vision of human exstence?

Art means capability and knowledge, awareness and practice, and it also means expansion of consciousness beyond given
boundaries. Upon closer examination it becomes ciear that new developments in “art” precede technological as well as social
change at all times. They anticipate, initiate, and prepare the thinking, models, forms of action, and even the technical tools that
lend themselves to all of the other social domains for and during change. Finally and definitely, we have to understand that not
“war s the father of all things,” but that “art is the mother of all things.” Art1s the profoundest source of all change and evolution.

At the same time it must be clearly stated that, contrary to some pessimistic anticipations, the rise of new technologies has by
no means undermined the traditional forms of artistic formation, As little as painting has become superfluous with the invention
of photography, photography has not disappeared with the utilization of digital technology. Anyone who observes the gigantic
mass media and entertainment market with alert eyes today will identify the aesthetic mediocrity of the majonity of its products.
Unfortunately, particutarly of those that are associated with the cultural field. Moreover, in most cases these products are ho-
mogenized for easy global marketing and customized according to the taste of a broad and therefore uncritical public.

This statement anticipates a threatening and profound change in our cultural landscape: today this landscape is already flooded
with an ocean of images and sounds by means of the vast transmission ca pacity and the homogenizing effect of the Intemnet, as
well as mass-produced, individually used DVDs and computer games and also new mass entertainment farmats in music, film,

and television, out of which only minimal artistic intention and creation emerge

Thus, if a new “script” is being created through the application of new media in art, how we deal with this new, participatory
writing, and how can we define that it must also be questioned? By observing the impact of our own interactions, we abandon
the limited role of the beholder and simultaneously become the reader, player, and user, but above all, for a limited time we be-
come the co-creator, co-author, and co-producer of a work that can unfold into thousands of vanations. Just by taking over the
selection of content, the organization of form, and the distribution of the work, we become a participating producer of the work

rather than a disabled passive consumer.

Digital media has broadened our horizan, yet has immediately retracted this broadening. The price we pay for this unbelievable
mass of information 1s frequently a loss of direct sensory contact with reality. The debt we should actively reject is to fall under
permanent control of powerful services and providers. Rejecting false promises of a “brave new warld” has today become the
most noble task of the artist. For this purpose he/she appropriates new tools. For mutual investigation of social reality he/she
avails us the new tools and thereby constitutes the creative (rjevolutionary act.

The artwork 10,000 Maving Cities - Same but Different engages with the world of information and news about places, cultures,
people, and movements. Audiovisual information can be sought online from a large number of uncensored Intemet sources n
real time, and the results are projected onto a number of cubes in the space of the gallery, symbolizing architectural models of
cities and their squares. Visitors can walk around these models and experience the information in 30. They are surrounded by
countless moving fragments of the selected place, which are in constant change.

Just as all cities in the world are different, the projections and sounds in this work appear so different and alive. Each new re-
fuest creates ever new representations of the real world as a combination of visitors and digital matrix. And what is more: Each

request enables us to join and actively participate in the social movernents of our time.
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