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A EFIBRFFHIRE .

R CIERTHT, EE, 2010, 35mm, ¥&, B, 9644

LP: RN T B BERRE, MARBIETKERBREWET L. EA
BRERFARZ BRI ARNXR? BUARBEEAEERY PANFZR?
S5RERETAR?

HS: HREMBUGIERRE, RAKE L. RAMAREERRRREE. KA
UBHEMLRT . REBITIE.

?‘E{’

ERRDORIERRLE,

LP: EARAMESETEBXE,

HS: ZM— T2 MRAEE, WHERKBEREENREEZHE . BEORFR
BZEBERTHAR, URENNAS MM RETEE.
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LP: HX FEMUKB AEMNERREE, BAERBKEREEZNY
R AMFEKFH, FABRHTRER—IFTNFEM R GEEER=25
Fisko BRMFMBHENELPBRLR, TR REBESZ S 5FRE
gerh, WA —EREER. BASHARR—NRSEF L. RN
B, ABRUERTR—ERURHEAERNETXSEREN.

REBARTEZARZANBIRET N, EEBLRENTR?

HS: SHBEAGIMER. AEEBEFEAIMREZE, T =182H
BHEE. FTEXLEH RIS XIS E RN E AR Hh— R,
RN —FIRE TEBNES, THMHNZ ARSI ENE R RERE HEARHER
Bi8%. FTATAFEMARDSHEH — N BRRE SR . {RAT A ESRBEHEIK,
FRFPEHANEA. EREBEER, XNMRELE—1IEE, H2AEUE
BUFENNER. EE—MHERZEONFAIDERZIGRERDIE—H
AR L, MERBMEENARSFHHEMSTNLRN. REMPE (sand-
boxing) ER—MIHENZLENAE, RATKRBLEENIRE. FUUXRKE
BRRETRIERZNS, BARTRER, AURRIAETAIMEE.

LP: UM UNZRIKM. BAPRENR, ARAUETEMER.

HS: FLRBAE, EFRARREREER, RAIHRER TSRS L

LP: FRIREAREMAHEER A7

HS: Mg “@HBZEAR (Duty Free Art) 7 , ERXTEHHBEBEARCERN, —
SN, SAXRDTEERBIEMETSITEMASF TAIERT
BAEfaE. EEERT L, BRATSEEE DR MEENITEIESEI.
EER& H (Rem Koolhaas) I TIEEOMAZ [BIRIE FER AR . YHELLKOMAE
KA LS ENES MR, hIWEEAERXRA: “BAVEETIA (X
HFERAFR) B, 7 RE—T, BRUXENTFZRERTERSHFIAER
W “BIERAXHFZEREMEST M. " BAIFTAENIRNZERE—ESE
BT

MIFEAARERHERTARER, EAITEFE. BAZUE. BEER
ZYE. EEGRRMKIE. XRETFRIENZMNEEES.

WER, REMEMNRNERRSEHMRE, BAKINER. ROURER
. ERGE—MUREHENER. REETUHRER. REAHEE. B
AN “BHE4(Left To Your Own Devices)” ARLSEHEEARREEXNMRE
K &R EEYEBEEM. TERAST!

LP: X2/ 4 B—— 1R R 8 A AX MR,
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HS: XEEMRESHA RN IE: BHEE!

LP: fREGHEMF SRR K RAMEENIERAFXRE—BN—EREE—F
BENMBNENSTE. M- PRBEE T, BEARFSMR?

HS: tEi%, #E8IE “+— H(November, 2004)” B, HEAHEFH AWML
MRl XTMHEEEXTR—NEEREHRBHRAENBREN; EXSERER
ST REH, AAEBENELBIEEKEIL.

EREINMERE, HIEBESRAGRHTE 154, MRANERAZAEE
X—1Jf. Andrea Wolf2HK FEREIRIARL, hAZA1996F IR IEMA
TEREIB T ARPKKIZFER. REE—HE5TEEREBARKEZ
&, WHEINMEGR. REX—WELXR, MERERRIABAXHIE
He BREXEXTHRMENIERTEE.

LP: XFIXAEM, REMLRERSNELG? HERHTLNEE?

HS: B, XNRETREWEF, MATRKERSEET . BRIAABE
L, BEEBETRET .. BORE <HEAT HWXEFRER, PKKIERZ
HORUEENEN KX Daesh[ISISIBLE AR —E 5. ABLEIT XM ER
HFRRALTHERES T, REMR AR PERERE. BIIUE RS
SE23, BRAGKELT. BR—EEEE, BERAFANZEEREBSL
SHREEMBSHAETSE, iIOEEANREIMRRENERERT. £—
FRHERNNRES, XE—MRER. SAKM. MAERAIEERNTE.

LP: BRARIE A S R A FX M EmIG?

HS: HAEHE, MEEESTRILFEL K. BREERS:, BEEZK,
MERSECHESERB. hFE—RK2M.

MERF T «ZARIRIRY 2015F5 AH), A XEFMEEartforum.cn& .
B/ RN ¥
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IR B G AP

“IREE"  (the poor image) BARMEILR. ENIREE. BEK. HEE

RIBEERNMNRTITR. FRGEREGNER. 2. FRE. N2TEN
k. RABEDLTRBHEE, EIIMBRMDERDFELR, HRHE
5. EF. HiE. A M—AEEHIRNE S —4t.

REGREGE N, RAVI (ZEREXAER) RIPEG (EHEIERXH)
EXMRERERSRIENNRENFESS, TEGZERNL~E. €
MEABH LR TR 2F. BUNEE. SNEFEGREBRBATLE,
BEGHBRRNETRTEENE (cult value) , WRETRTIARE,
WRBERTHIE. Hlt, BRFEMEERMERENSTHBRLR, F%
HESMIREARNER TRFUNTHEEZ F. FRGEEITHR, 2
—HMERFE SRR

REGRNFREGERRNIEERET, IETESARE. ENBFHI
BEEH. EEMALES. REXKEERK. ERFEMRSI—HHKE
B, XEENENREIINRR. CEEFEBRANRE. FEETNNER
ABUNBRHTENER, EEANSFEETEBHANER. REEBRK
R REESE — 8 A P X H R E 5.

REGRIARFRNTE, ZURHENRRE, 2HRBLETEFRLR.
EMNESREARTEEEERHAIERRE, ENETHNBRRERL. R
BMEKR . SEGEHRSMBE, IREAIANR, ILYREL. 1)
HARARIETE, BRLHESER, RAXBE. FERRRET RIS
B BMZAMEUABE—NMRBNPAFTEEZRERFE.

RAPE

TEfRIE 3218 (Woody Allen) RIS «BBHMIEEY (Deconstructing Harry)
f, FARAIKEN. [1IXHIERRAREGR, M2EBAEN—MER—Ih
M SRR RZEMN. ATABERATNERSHN, XFMEBEHHRNE
ERMERZ: MERTEIE. BWMENRAEXERAIT —MERMEI-E. 5§

o

R, URMBREEFENNELENENSRK, ARFEENTEHRERN
Bik. ENEEBFESERLEBE (Harun Farocki) fE2007FH—KE
ZRIERAPRE, TR R FEENRELNXMENERES T2
MR [2] EESHMFLST, BERDEEENENAE. REEN
ERNERERNEHEEATHAERRAHERE. AT, E2MiBE
2. BEDVD. BIMMMEEENITESR, BRAZHERANER, BIWEE
=R Z.
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AR PE A EIRAR M KAR N HREIRDVDI A HINE
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BR, SRESNEGERRERY. ERSIA. EBAE. FRENSHN,
FELEILAEZMH. AR, EMNEL (rich) « WSHARRAEBERES
DA FFEMEE T XENNRE, BITAESEREKF ZEGRER
AMERRIE. LUBZEFREBENURERER—FRENER, JLPFR
BRIAES LN BEM AR LS. FEREERNE, SWHBEMTRIHER
MEBEMERTFREXL. BAEXGHNIEZHE ISRBUERTHERE
R ERHRGEH, HEAEEASNERRNERSRT——RMmXLEMRE
FEE. XNOPRHRTHHRZD T ENRINEEN@E —#. MNEBRFN
BFHSE T TREEMI B FNGIE. BEENKEFMRNEGREENEER,
FE®K (rich image) thZIZHBFMERG.

giF (ERFERKE)

RMXFEENEFELSHRTENER. ERRAEXHXBZNSW L,
—NEEERTINERBEENRSUMELBRRBLR FSEXBRK =
THP (Humphrey Jennings) HIfEf. RESWRHAT REFEHREHDVDI
FENE, URMEAFEERRE R PNEE. EXMFH, FRLA
BgHZHPRAERIZ, HETHENFR. BEEZHRBETHEAEN
BUBMISER. —THE=TF1, HABIXHREEFNERFRIGEER
FEEUANESR, XESAMULFERIKRE M CRL. HAXKER
EXBRPRBERNERDSR, MARERI LB SR AR 28
Hitt, EMNRUEADEE R, HERFMARAERHE. —HUK, BXHR
FMIREZNRBIARERTRN, TEAPHIGEBAEZEIERE
HARBBLZZLILNERI S, ERERBNSRRBRZE, EHXHE
RERLKRHHRREES.

EMERRRSH B A E G CERTE X E B RS Ex, 58
FHE LR EEAZREEE, URMIEZHIENLSZLERX. RAN52RK
PR = Y SR AN L [ R RN X AT =Ml B 2B BT R B AT R KRBk XA
—sk, MIPUEMMTEM BN EMRIRE BT, DAL THYEM
W, REBLEEANERDSAZBAIFEZNBRREHNELERE. XL
REFHERERD, ERAUEKERLNETZEMNOOEE. R, BE
METFALUENE R, XHEEFELEERNNE. HEURESHNFH
ENEHERAEARES, F—HMAEITHOSKE (EWMUbuweb) |,
BLNZHRNER (MYouTube) .

ms, MEXBRERZIZED PR BRI (Chris  Marker) HIBICH
Fo. MNREEMNERE, BSETUSE. EENTREHFERTRIEY
BHTHR: RAMNEXEXHRETRUEBEFHE. WRINIELEEE
AN ENHTHRENEE. LEENERNSHESEHARE. FESRES
RIZNTERASEMT S IR (AVI) EEAFHARTA (P2P) A LEXH;
MEREBFIARAIAEYouTubeFSAM TG L 1E5E; ZARRIEDHBERAR
DVD#iHi . BIABMLERY. BEFRIEFIHEUREGHNERER
T— R RBMENRE.
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REHTDRE EALY XMEUAPMR, 2009F5[29R

FABILFERIE

AR SRE. 2ANBEERIRAZRNHERAZFTUFRROER
EHERXQRNY, ZEYPEESZ—REERZN. EBTENZEZTRRE KA
SHRENER, TEETRABRELEZL. URHSNWENRESEEN
ERRERAEN ERESMHFHIR. [4FRGZAMAZIEE, ZRIENFR
ABEGM B S EMNE——ENIEEM R M A ER S RERIX I
hinfE. SWENREKEIET ENZHEMAMEBRTRN. (5]

B2, ZMICRTNEH B BEEXEE~ VAR FRARANEREREX, ©5
FHESEXMBEEREXNREER. RECMEEMIITHEREEEX.
ERLEERBAE, FHXLANERELHI, HEEMELE. ERXBY
M7 R HFEE——RSMEE B R ~ R EE IR A B R SFER
M. HERZAEFNASH— P RZEMERL, ERENEEREE
FREBEREELENNESR. (6] BEREMELREAMNLELEERN
EEF . B —#, RIMEBEEEEN LURNHEXLAR.

EmMEMAXIR (Kodwo Eshun) fEHH, IMEBHMEBSSERTEER
BREENBHER, FEFTAALTHARBEEE—FEL6 / 352 KK
ARMSRE, REFTMEMRENSER. [7] MXTBEE, HRRGERT
B E R AR MEMIEF LA ENRR. XY I ERS SRR
EFE, RERAEBLM S XUEFRAE-—TRERES. MAHUNEREL
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PEHERBLEEFERIBINEE~LENER. ER, 5—F@E, BE
MEEHME R EHNEE, NHANTERBME L, WESERMMBHEE
FRESIXTIFEGNRE.

TEEMER

SREGR A B IE R AR T iR e MA T R-HF K ETE (Juan Garcia Espino-
sa) , TI960ERKRAETELRNEMNE—"HFES: ATFRENR
> o [BIRHIREIEIANA, ZHMMEATRENSRE, 2RAN “JLEHE
HARAEMZRA LEBNRERFBERTMERN. ” FRENBEEZESSH
BRMEHSFNENS L. BEER. EFMRFERHE, EHTERES
A/=E. MASHEENBR. EETW, BHERHEEEX, BXESHE
KRR A E L ERE XHIERE.

R REFAEREE PRN BT R EMNRTR. i fth N S R e
REEREERFRLTIEENRBRMA, FERLERRBIES—FTIBN
ARMZAR—RATEE. BEEGMRTREREFENT 1EESURIS
B, ABEFSZABMI—fh. REENZ, BHN. LRB. THEALHS
B GILE G RAR TR EZ .

EMEEL, FEGEKFRATAITENEY, MEXNBIEGZENENR
[ERR S, B2, AEMYRTTERYILREEFENEE T EM
MRk, —T7E, FREGEKLAMTCEERNS S, ERERMMANCE
BB, @7 U EMRRBE S NEIEARRNMA. B2, XHFRER
BERXENXATRANEN. RIRSE. SIRMAREBNEIBSET K
FRHERMEY. BFBRERARRSWUNTHZ ——— X2 — MU
REZFEMNFRERAMANE (BERMEE LE2RUN) RELREHEK
e

REGFERRE R ME R M T HBNFTHEANEEE, XEAELMER
BN, ENFREEXRENZAMERM, TESRABEBNEENR
BREM . YREGNTUEARTEMESHEAN, BERKRLHNERLR
REBET . EREAFFARS SHENEERNTNERN, hARMIRIE
FAUg. AAERTIHRRGHNSRE. WeE. BiFEM (BE) fBE.

F2, FEGRAESHAFEMNENRTER. ENFREH LKA
BFE: NeEIX. BUE. BEEIMENE. REAEPIBNRTERO.
BERCEERLENENXEREERME. 9182, TEGEN T HRARBE
WRERE, NHER. T8E. BE. BEHZL BERE. OHREL
WP ——RIA. BRIRESTNE TR ERfEREREx, 5%
ROUEMNHWAEX, il —REMNEGHTER. FNTFH. ERRERL
%o

EFi, IFANMEZEFEXERONE, IEEHBHR, B—P2H0
BREFERG. RTHBREMZHMNE, AMTLURES—MBERE. BEM

/23



IFEEXHNEGNE. FEGEZMUZTELE, BAEIREREDESRBIRE
HiRE. EMNEEREUKESEE. BEMRETIEYRELRR, FR5MN
RERELZE, EEUREXNFSUEFDZTHE. [10]EMIEFITHT
JIEE (Felix Guattari) Friit, [11] BRAMFShIERE, BRFEHEMRE
REREENEREE, XERRORESEITHERNAESFSIH. [12]

EMIREARNRELE—MESPERE G —— R REME— TR
MIEREMR, MASFHRGMXFHBMERERGBR, Bk AMELRE
XEREARTORF. [13] WSZRELEREERREMRUER AT
MRS INENER. KW, ERVZZMRUNZARTEEENEERE XK
FSRIE, BRMENRATXHWSHEE. [14] FMHERX LY, TEGER
BEUNEKEE. —HHE, ENSEEXNEIPHRATYNEN—FxIHT;
F—HE, BUERAHACKREREMMAZEERATXH, XFHEAE
XHEDEREBTFENNXEE, BESMAERERKMIETR, REMmIE
BE, FEmmIEmk L.

B, REXHMEAHZTA?

B2, SkAN—#MEENFERELE. TEGRNRBLET —MEX, B
ROBETERRY. (B9 BEXBAEMNIREFNRVER—KES
—MERER, —FMHLRERRAIMITTREY . EXHEHAZHNA, B
EEBLEEFLEANARTESEREARE, EEESBAHT SN
XRo

Hit, FIFEGOETHZNEE, EHWETERNERME. EERE
RIS R AIAECER, SIRENFSIRIE. QUEFNARMINIE. AREAR
kA, EHERRETBUAREHBESEECNEHFTNNIR. XMALTRE
T RIET MR, mEAEFRNREE. ERBEEERERS W
XFFERN ARG, MRRFEEN BN RNEEERE. [15] BES
BEREMTHL, BUETRHNENEN ST ARRDENE®E.

G EMg/RITR (Dziga Vertov) BEHT, HMEGKREBESET “WHt
A" (visual bonds) o [16]#RfthANIE, XFh “MEAT REGHRE
WETABEE—R. [17]fMERT —MEFEXH. WHEHN. THXNEF
=, MUATHREEEMERHEE, TAMNEREARE—R. EFMEXL,
MBEELHRELBERAETXHMNT, WAMEUEHERNENNESRE . BIE
Fet. A—E. OIS SERRERE, BhOBERERAT .

BERtAE-LIFRGHNREMESZETFI. BV, REBRK. UR—LIE
FHNEERER. ENNREE—&ERE. XHSZE. IAKEER—H
RHEFEZ BBRATERNARERK, XFMXKERER T HHEE LN

Ko

RERI IR A 5 A SRR L T B R MITEFTENRR . BRT 5 &ZTRD
HEERMBFEAZIN, ERERBIFENBRISEHFZE. IFEERNBEIRE LT B
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TRFEERBENDEFTRE: HRITERM WRAT" « WG FH (Pe
ter Weiss) 7£ <RFIHIZEZY (The Aesthetics of Resistance) FRFT##iidHI
EfFEX TABFEE. «E=BEM=KMEX> (Third Cinema and Tri-
contmentallsm) KRS E B B ERR 4. .Iﬂiﬂ@fg—,ﬁ\bk*
T RE 2 FBEAEBHEER/NMIF. SEHEMERE. HTURARE
*ﬂﬁl\f@%xﬁﬂ%&’éﬁﬁfﬁ%Wiﬁ?%ﬂ’\]%fﬁﬁﬂqﬂ?ﬁﬁ']ﬂi?”ﬂﬁﬂ"]%?é“ﬁsgn
s, EXNHZHEMSHEEFNSXLEBFRXREY), EPREFEHERIT
RE “UREATE" M.

RERXFE— MR RPOREIEZXBARBHAGR: “‘BE, RSRHON
Jl_,—ﬂﬂﬁ%‘TEf]—/l\? ?

RH¥FLEE: MRXMBEY TR,

!

HEGRZFERFREEMEEREARARM .. CIRHRTER P Y —EREN
%iz%oUB]EMEﬁiQﬁF%MﬁALwtm.XWﬁLmﬁm%ﬁz

, XEERER N THEUNTAT I ERRTE. EINREET SR
HT REMEN, AREELRETZFMEARE.

WE, FEXEMNERBLUTRRIEREDERNNOAEH, k. A
FHSFHRRLERTZATHN, BABBRBARR I THATRES.

2 HmZHE, ERXTFHEA
MBS HFE: XTFERNRE. %&I?—ﬂ:ﬂ’\w%?%\ AR BT R AR BN EN .
EXFRUSHA, ENEXTEBEFIRMALF A

BmEz, EXFHE.

R #H Fe-flux journal5+H1, 20094,

3O/ RBES e BEEHRR
E/A S



[1] <FRAIMGERY , {Hid*3{E (Woody Allen) $15, 1997,

[2] “Wer Gemaélde wirklich sehen will, geht ja schlieBlich auch ins Muse-

um,” FEEMKREEBE (Harun Farocki) 5T HLIACERREF (Alexander

Horwath) HIXJiE, JE=5EIR, 200766 F14H.

[3]Sven LuttickenfIEE X E «AILMES R : BB RIRNE BLT
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ZARMBUE: SRZARARRIHE

BBOE 5 ZARMEBRH — MR EHUEZBR ZAURMD K2R TBUAIGE. B
EXRFES—MEAGENNE: BEROAPNBORENERIAE. [1]
RBEZREBTEFLA—MARERTT 4.

EZEMEARTRX P, AZREEEBHFIXHNRIVENREZHERN, ERF
. BFNERMAFR. GRERAFE—NFRBENKTEH. NS
HER. 52K, ERZFBRBTHERIXHNERSRP. HAVREIL
ELE LR ZRIIBL S I IEIZ S 1 ERRER (defibrillate) £ BUEERI AT
Ko XRERVEFREZIEREKE. FREB. UARERFTEEENS
REFNEIAEAP. SRZRE—NRERENREEIR, ENTUNER
FJLPEFEE L ER—RREREA, HBLRFEIRE Z Bk
HEFYE; ERENEMES LRMESEFEREE kN5 KB EH
Za; RAREFANIRG, P, HRIHHROKEEBIER®
X, FRHB. MRERERZER, BAEEREZ, MAEREENHITIE
BEHFE?

TEBRERATNNEXITFE. CLEAREXINE. EREERE X (disas-
ter capitalism)d, ZRMUINERMTA? MERSAREEBA, X—BEXW/
ZHRVEEFSEAFENER, ERARERBUANBNHES, MEFHSE
MBS FLA AR L2 THM R ERAIT. [2]1 HREREESRMEERRRIK
FT—4RNETRAEENEMERZE . N, ERFRNERHLILXE
BEMEFRLU—BENZRPLBEAINRTFEHRILAGEHT T . 5K,
BHEXHEREANEBRETM—NBFESNEHIZEEP. —NEEAN
MER? &E, Kk—EEE(Frank Gehry) lIZERIE!

“EIREREBE” (The Global Guggenheim)2—ME—RIIBREHLE
B g SISk SR, ST R R ERER—#, MR
BRI ABEFA OB TIRANELS. 3] ZAREUEER T HEBCaH
H—MHENZROBRANERE, XERANRESENLFEEEBLTABELE.
B LM TR BRR S RS RIEIREGE (shock-and-awe  policy) Ti{S2IBh
Ko

LRZARAMANEZRBR, EERRBFRT BEFTHNE AL TIE BN
T. FEFLT-MobileB 5 A FMEERI R M, BREREFSERENX
(semiocapitalism) R X BNBIERE. BERSE5T ARG EBZETHT
HBERFR. BrESH, IR EKRE, BTXET. BESIFHERE, BE
HWEEF, GERHEC. NEEDEIRESR, YRZRELTE. MHE
BAGHREESHE, MATEEHTOLEL L, MME—B X —BAZNE
Fo
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HFH4ARRE. XEMERNS, HRERSEXHMNES]H? —NEE: 2R
£ERE T REREFERBREARE X (hypercapitalism) IEEE, XFHB
BEAEXBRERFELARAKERXPHBCAES . EMFERTHN. TM
BB, AHiEE. REET. ERLE. HARSRBRMKRSHHEES, EWE
AEEREEBRNELFFEEINEC —H. BXZRRABNESRES,
SRZERAMBENEREEATYE, MEEFBURRIE—FEEN—b
ERAEBRN—ZAER. BREBFSXMARENENE-XT-ZARARK
THEXBERANEE. CETEHN. BUN. UIRERTEBREN.

XAMEXPUAB N EBREREE, HRIEERGERRIITHNER

o EEEN? BOMITBENBIE—FRAL? NAFE (checks and bal-
ances)? X Z(cheques) Iz B (balances)B! RIFMBURFAIE? HEHE
H%ER! XTHREAATASRELASEREARTIE: BAX—EXN IR
&M

Ak, EENEREFTUZXLEBITFAG K MEUFIRASE SE AT 613 H kK9
WMEFRNN—MEESRSE. AMSWERN, SFREENZREFNZFZHR
MENSEIELS, NS AEEIPEGERKIT. KERBMUMNSER. B
BN U HMATREEUPEENS. BAZRBERETLE(work)
, Emythin, 2 “stEItE(strike work)” o [4] ZEARMEFEHREEEEE
FEXBR2 AT TIE(all-you-can-work) (e X L —FEW. EHIR
HIIE (shock work) , BIERILEE FTHITHERBRENGE—RIE. &
BRoTHE . FFEARE D

&Y, ‘REF() 2REHFEBRINBERFTHNE. XPRBREHEBEN
udarny trud, BA ‘BRER. RHBRBHF I (udardMZEHH
shock, strike, blow) o BfE, ¥R THXLI ., “REIRE SEE
FIRMEEEX. SHUZLE. EENHE, ZANEGTIEEXIOSEH
HE. ISR (ERE . XMMENZAREFHERAEHR T HAESEE, K315
2. HMERTAMIAERSKARIFAEIEL, ABHAE S (hyperproductivi-
ty) BSER R T HOMISHE . “REFN ESHTRMREMELS, 8%
MENEERZ . INARZER. BB ARZLERE. SHRIIK. IR
SHERRBAI—XAH, “RELE FHESTRENI LA
MRFMEECBENERE.

‘RIETIE MRFEEFRBMBE, BIEAMMRREE, GERIMML
FREDRl. EXEAMEHNFETMNETBHS . BN —KRARSHMEP T
F—ZREREHF NBEN™L. ELEFERMPEIENBRIHNS
5ZMNESHEAREREE, £ BE. S—MIEHHI ML, 2%
K% WFEBENRB 2T LN, ENRFEXATLNBREING.
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AI'S / PREFACE

“My conviction is that, now more than ever, real life is much stranger than any
fiction one could imagine. So somehow the forms of reporting have to become
crazier and stranger, too. Otherwise they are not going to be ‘documentary’
enough; they are not going to live up to what’s happening.”

—Hito Steyerl in conversation with Laura Poitras, in the May 2015 issues
of Artforum.

We live in odd times. And this oddity is made exponentially more perceiv-
able and accessible by the barrage of new techniques available to ob-
serve our reality. The rhetoric used to be that oversaturation numbs, but
late capitalism has evolved with such velocity and intensity that original
sensibilities have not only emerged but erupted within this space, often
to the willing negligence of the novelty-obsessed art world. When visual
art is submitted to “viral spreading” and “language to the fake regime of
advertising” (Franco Berardi), and as wechat-commerce lingo translates
into real profit and solidifies into style, our ways of critical thinking and
cultural production will just have to evolve along.

If the inaugural “THE BANK SHOW: Vive le Capital” marked an effort
to come to terms with the fact that contemporary art is—and can only
be, for a while—embedded and operative in a world calibrated by global
capital, its sequel focuses on a single artist whose singular approach to
navigating the unstable grounds of contemporary life “in the neoliberal
thick of things” feels more relevant than ever, perhaps eerily so. When Li-
quidity Inc., the main attraction in this exhibition, first came out in 2014,
the fate of its protagonist Jacob Wood—an adopted Vietham War orphan
turned Lehman Brothers financier turned MMA (mixed martial arts) fight-
er after losing his job in the 2008 economic crisis—already felt like an all
too familiar narrative with the last global financial fiasco securely tucked
into the past. Yet now as you sit on the Hokusai-inspired ramp specially
constructed to experience this video, 1.93 million Euros had just been
raised on a crowd-funding platform that ultimately failed to resuscitate
the Greek economy and, together with China’s stock market downfall, one
can only forecast continued instability for the global economy and the
world that it sustains.
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Even though Liquidity Inc.’s main arc revolves around two of the most vol-
atile global forces—the financial market and the climate—and how they
shape the circumstances of individual lives, it also uninhibitedly explores
the expanded connections among abstract ideas, historical events (Ja-
cob’s Vietnam War origins and the radical, anti-war group The Weather
Underground), and geopolitical dynamics with the nimbleness and comic
relief that are the hallmarks of our post-internet, heavily imaged cul-
ture. The essence of liquidity is to adapt. As Bruce Lee preaches at the
beginning of the video :“Be like water, my friend” whether in fighting, in
portfolio management, or, it would seem, in making sense of contem-
porary reality. As many art practitioners tread cautiously by burdening
still objects with too many references or interrogating a limited scope of
topics with serious, established methodology, Hito Steyerl has reveled
in and improvised on the erratically morphing language of hyper-reality.

In conjunction with the two works on view—Liquidity Inc. and STRIKE, a
2010 work that harks back to Sergei Eisenstein’s 1925 feature about a
workers’ strike at the eve of the Bolshevik Revolution with piercing con-
cision and potent whimsy, an integral component to THE BANK SHOW
sequel is a small selection of the artist’s own theoretical (but wildly en-
tertaining) texts which have been translated into Chinese for the first time
through a collaboration with The Hunting (GU Qianfan, ZHANG Hanlu,
and LIU Qianxi) and artforum.cn. This edition includes Steyerl’s seminal
essays In Defense of the Poor Image (2009), Politics of Art: Contemporary Art
and the Transition to Post-Democracy (2010), The Spam of the Earth: With-
drawal from Representation (2012), as well as a very recent conversation
with Laura Poitras, journalist and director of the Academy Award-win-
ning documentary Citizenfour. In this mind-bending exchange, Steyer|
observes that Poitras’ film, which captured Edward Snowden amid his
exposé of the NSA spying scandal as it unfolded, seems to “lie in the way
all of you came together and then created the event, the story, and many
of the tools to tell it while all hell was breaking loose around you.” Yet
this “lie” seems to be the only way that we can navigate reality today, by
creating and post-editing its narrative in real time.

How do we critically engage with events and circumstances of certain
magnitude without the necessary historical distance? Hito Steyerl’s writ-
ings have already opened up some possibilities for fellow artists and art
writers. While she predicted that alien intelligence will most likely under-
stand our civilization through spam, due to its crushing dominance over
our more refined attributes, her projections are firmly grounded in and



telling of our immediate reality, where “the dream team of hyper-capital-
ism” consists of men and women “on knock off antidepressants, fitted
with enhanced body parts.” Too often the art world finds itself in desper-
ate need of utopia, after life, or alternative futures (preferably free of the
plight of capitalism), like some kind of ideological cleanse-juice, without
realizing its impotence in producing interesting enough works about the
present day. “How can people get away with being so boring?” Steyerl
asks, reminding us that even in a world where our actions are only mean-
ingful when imaged and our presence visible by coerced participation in
capitalism, there remains vast, uncharted territories that hold promises
for a new discourse in art and politics.

Text / Xin Wang



Techniques of the Observer
Hito Steyerl and Laura Poitras in conversation

“TECHNOLOGY HAS TAKEN US by surprise, and the regions that it has
opened up are glaringly empty,” Siegfried Kracauer once wrote. The great
German film theorist was not merely lamenting the depletion or alien-
ation of life in a mechanized world; he was also expressing elation, antic-
ipation, about the possibilities opened up by technology and in particular
by film—a space for play, for discovering extraordinary experiences and
visions. The films and videos of LAURA POITRAS and HITO STEYERL con-
jure a similar sense of exhilaration, exploring as they do wholly new tech-
niques, devices, and immense fields of information. And yet the secrets
they uncover and the stories they investigate are often terrifying—whether
they are breaking Edward Snowden’s revelations of the US government’s
vast, clandestine surveillance of its own citizens or teaching us how to
hide from drone strikes in a half but also deadly serious way. Artforum
invited Poitras, whose CITIZENFOUR won this year’s Academy Award for
Best Documentary Feature, and Steyerl, whose solo exhibition at Artists
Space in New York is currently on view, to meet and exchange thoughts
about filmmaking, perception, disclosure, encryption, and the promise
and peril of the image.

Hito Steyerl, How Not to Be Seen: A Fucking Didactic Educational .MOV File, 2013, HD
video projection (color, sound, 14 minutes), architectural environment, dimensions

variable.



LAURA POITRAS: The last time we saw each other was about two years
ago—right before | started getting e-mails from Edward Snowden. And
you were working on a project for the Venice Biennale dealing with sur-
veillance and drone strikes.

HITO STEYERL: We were brainstorming about it together. And then a
couple of weeks later Snowden contacted you?

LP: Yes. In retrospect, your project foreshadowed a lot of the Snowden
revelations.

HS: | made a video called How Not to Be Seen: A Fucking Didactic Educa-
tional .MOV File [2013], which dealt with how to be invisible in the age of
surveillance. It premiered, and four days later the leaks hit. It was amaz-
ing. | was seeing Snowden everywhere. And | knew you were involved.

LP: A lot of people would think that this idea of disappearing was just
paranoid. But if you're living in a place that’s a potential target for drone
strikes, then needing to disappear visually or going off the grid are not
just theoretical scenarios. They're real questions.

HS: Absolutely. Actually, your idea for how not to be seen was to create a
phone app that would warn you if there were drones approaching.

And the problem was that | had no idea how | could produce such a thing.
But you already had a wealth of strategies and techniques to do some-
thing like that. | was in awe, because you had this vast knowledge of en-
cryption, having air-gapped computers that never went online, and so on.

LP: Before Snowden, I'd already had to figure out means of securing
information. At that point | was filming a lot with Jacob Appelbaum, who
was traveling throughout the Middle East to train activists on commu-
nication security. That was really sensitive footage—covering everything
from the Egyptian resistance movement to the situation in Tunisia—and
so we had to be careful, because there were people who didn’t want to
be identified.

But what | love about How Not to Be Seen, and your work in general, are
the strategies that you use to combine documentary elements with fic-
tion, with extremely playful storytelling—the threat of surveillance and
this almost slapstick approach to evading it. So I'm curious: What’s the



progression when you’re beginning to conceive of a piece? Do you know:
“This is where the idea begins”?

HS: Well, in the case of How Not to Be Seen, it started with a real story
that | was told about how rebels avoid being detected by drones. The
drone sees movement and body heat. So these people would cover them-
selves with a reflective plastic sheet and douse themselves with water
to bring down their body temperature. The paradox, of course, is that a
landscape littered with bright plastic-sheet monochromes would be plain-
ly visible to any human eye—but invisible to the drone’s computers. And
people were reading books underneath these sheets until the drones left.
They brought them along for the occasion. It was actually a great oppor-
tunity for them to study and to take a break: The drone shadow became
a sort of university.

How about you? In the case of the last film, | remember, we talked about
it being a film about whistle-blowers in general, and you already had a lot
of footage. And then things started to happen and the project completely
changed.

Hito Steyerl, How Not to be Seen: A Fucking Didactic Educational .MOV File, 2013

LP: Snowden contacting me out of the blue is an example of why | love
doing work that is in dialogue with the world around me, because | liter-
ally could never have imagined Edward Snowden. The limits of my imagi-
nation are much less interesting than what | encounter going into the field
and filming. So yes, it obviously changed the narrative. But part of vérité



filmmaking, and documenting in the present tense as things unfold, is
going where the story leads. It’s uncertain and scary at times, but that is
why there is drama. It wasn’t difficult to shift the focus around something
that obviously has a lot of gravitational pull, which Snowden had.

HS: And then you met Snowden and you filmed in that hotel room in Hong
Kong. How did you work on it after that?

LP: In Hong Kong, | just tried to document as much as | could, not really
knowing what would happen. Throughout the filming there, | was in a
state of shock—shock over the top-secret documents, shock over meeting
Snowden and discovering how young he was and the risks he faced, and
shock over knowing we were about to anger the most powerful people in
the world and that there would undoubtedly be a massive backlash.

Glenn [Greenwald] and | both had seen what had happened with Chelsea
Manning and how the media had crafted a narrative that pathologized
her. And we were worried something similar could happen in this context.
But there was a huge difference with Snowden, because he had decided
that he would come forward. He had made the decision not to conceal
his identity. When he first told me that, | was terrified—I thought that this
was like committing suicide. Up until then, | had assumed he hoped to
remain an anonymous source. In hindsight, though, it was very smart and
very risky—he knew that he wouldn’t be able to remain anonymous, so he
decided to preemptively disclose his identity. When | asked to meet him
in person and film him, he was resistant because he didn’t want to be the
story, and because it was dicey for us all to be together if anyone tried to
stop the reporting. But | convinced him, arguing that it was important for
people to understand his motivation.

After leaving Hong Kong and returning to Berlin, | knew that | had an
obligation to report on the documents. Snowden’s very first e-mail to me
said: Whatever happens to me, promise that you’ll get this material back to
the public. And so | had to do that. But I’'m not a writer—I| mean, I've been
contributing to print journalism, but | knew that my real contribution
would be as a visual journalist and filmmaker.

HS: But | don’t think that’s entirely correct, because you added some
other very important contributions—beyond CITIZENFOUR [2014], of
course, which is masterful in itself. | think one of your real accomplish-
ments was figuring out how to deal with this kind of information, the



way you handled the reporting, and the way the information was stored,
secured, circulated, redacted, checked, and so on. It was an entire art of
withholding and disseminating information and carefully determining the
circumstances. And this was something new and extremely thoughtful, |
think, in relation to how leaks were previously handled—by WikiLeaks, for
example. How did you come up with that? How did you make the rules?

Laura Poitras,
CITIZENFOUR, 2014, HD video, color, sound, 114 minutes. Photo: Praxis Films.

LP: You're right that there were a lot of decisions that were put in
my hands and in Glenn’s. We learned. Both Glenn and | had followed
WikiLeaks closely. Glenn had written about it. | had filmed a lot with
Julian [Assange]. And we’'d seen some of the things that they had ac-
complished that were really extraordinary, particularly the use of media
partners to publish with multiple outlets internationally. In the past, sto-
ries were suppressed because the government put pressure on US news
organizations. That becomes much harder if a number of different inter-
national news organizations have the same information.

We went to multiple organizations as well, but | was very careful with
the material. | didn’t trust anyone. | didn’t want there to be a repeat of
what had happened with The Guardian, where they published a password
that led to the disclosure of the unredacted State Department cables.
That was actually the failure of the journalist, who had failed to protect a
password, not the failure of WikiLeaks.

Because the NSA [National Security Agency] material is so sensitive, | felt



that everything had to be developed on a story-by-story basis with news
organizations and that only the sets of documents around those particu-
lar stories should be shared. And that has pros and cons. The drawback
is that the reporting happens more slowly; there has been criticism about
that, and | actually think that criticism is correct. | wish | could have
published more quickly. But | didn’t have a newsroom behind me when
Snowden contacted me. | had to build these relationships as | was going,
though | remained totally independent—I have freelance agreements with
many news organizations, but | work story by story and | don’t promise
exclusivity, which keeps me flexible. After | published the prism story with
the Washington Post [PRISM is the code name for the NSA’s secret Inter-
net-communication data-collection program], | started working with Der
Spiegel in Germany and with the New York Times, and Glenn was working
with The Guardian. But Glenn and | felt that Snowden had entrusted us
as journalists—individual journalists. He didn’t entrust Der Spiegel or The
Guardian or the New York Times. And so we weren’t going to just hand over
the entire archive, because we’d seen this go badly, particularly in the
case of The Guardian’s publication of the password.

HS: It means that you decide, OK, there is this subset of documents and
I’'m going to partner up with a specific organization and let’s work on that
topic. And that becomes a kind of aesthetic decision.

LP: No, that’s just a strategy of publication. It wasn’t about aesthetics.

HS: | disagree. It really is a formal decision, about how to format infor-
mation, about its form. And that’s important on the level of safety, of
course, but also in terms of protecting your autonomy and the autonomy
of the work. It is about aesthetic autonomy, too. To go back to our first
meeting, it was so interesting because we began a series of conversations
about Turkish jet strikes in Turkey facilitated by American drone recon-
naissance, and then two years later you published the corresponding NSA
documents about those strikes with Der Spiegel, which showed exactly the
station that relayed the information to the Turkish air force to send jets
to perform the airstrikes. It's like you and Snowden suddenly provided
something | thought would be hidden forever: the perspective, the aerial
perspective.

LP: Yes, but you're the one who built the artwork around that information,
which is different.



HS: Well, one thing that is clearly part of your technique is your fly-on-
the-wall point of view, which you had used extensively before shooting in
Hong Kong—in Yemen and so on. | always marvel about that take where
you managed to film your protagonist and his little son praying at dawn.
How did you even get in the room?

But there are also your skills of editing, which are being expanded by
techniques of encryption—techniques of selection—and ways to keep
material safe and to distribute information. Not only making it public,
divulging or disclosing, but really finding new formats and circuits for it.
I think this is an art that has not yet been defined as such, but it is, well,
aesthetic. It's a form.

This is the major creative challenge not only in your case but in general,
if you have a database. This harks back to the WikiLeaks issue, where
the database is just a trove of information, and you have to create a sort
of narrative in order to navigate the data. What kind of storytelling can
adapt to the technological novelty and also to the vastness of the data-
base as an archive?

Lev Manovich, the new-media theorist, wrote about databases. He goes
back to Dziga Vertov's Man with a Movie Camera [1929], focusing on the
editing work—navigating a database of footage—rather than the camera-
work. But—and I’ve often thought about you when thinking through this
question—how does the editor work in the twenty-first century? Especially
if, as in your case, the editor is also the person with the movie camera and
the Soundbeam and the encrypted hard drive; she is a writer who designs
a whole infrastructure of communication. And she’s a woman, not a man!
Vertov’'s team had several film reels. That was it—that was their archive.
Now it’s not only about narration but also about navigation, translation,
braving serious personal risk, and evading a whole bunch of military
spooks. It's about handling transparency as well as opacity, in a new,
vastly extended kind of filmmaking that requires vastly extended skills.

LP: Ironically, one of the unintended consequences of being put on a US
government watch list and interrogated every time | crossed the US bor-
der is that it made me smarter about how to circumvent the state, and it
toughened me up. I'd already reached the decision that | would not be in-
timidated. So, in a way, | am grateful to all the border agents who provid-
ed essential training for when Snowden'’s first e-mail arrived in my inbox.
In terms of the broader questions about the archive itself and how to



find meaning, that’s one of the things I’'m thinking about for my upcom-
ing show at the Whitney [Museum of American Art in New York]. The
archive has tremendous amounts of “news” and evidence of abuses of
government power, but it also opens a window onto a parallel world that
operates in secret and wields tremendous global power. There is a whole
culture, language, and worldview that is not just about facts. That’s one
of the things I’'m working on now.

HS: How does the NSA even do it themselves? How do they manage their
information?

LP: Creating narratives from vast amounts of data is a challenge for the
NSA—they are ingesting billions of data points every day—and they're
not very good at it. They use graphs and visualization tools. For instance,
they have a program called TREASUREMAP that provides analysts with a
near-real-time map of the Internet and every device connected to it. One
of the pieces I’'m doing for the Whitney will also be called TREASURE-
MAP, and it's a sort of subversive countermapping. | think the real core
of the NSA’'s approach to data collection is retrospective querying—how
to see narratives after the fact. That is why they want to “collect it all,”
which of course violates all kinds of fundamental principles of the rule
of law and probable cause. These violations range from watch lists to far
worse abuses, like using metadata to target people for assassination in
the drone program.

What is your approach to editing and the archive in your own work?

HS: Well, I've always been engaged with editing. And | think that editing,
not only in filmmaking but in a lot of different activities, is a crucial ac-
tivity. Postproduction is not working on content in retrospect but creating
the content. Editing is where the meaning is created.

Godard said an edit could be an “and” or an “or.” That is how traditional
film or video editing works. But now editing, with newer media and with
physical reality becoming mediatized to a large extent, becomes a much
more expanded activity, being able to channel and process information
and to put together meaning in a much more expanded field.

Now instead of expanded cinema, it's expanded editing, expanded post-
production, and circulation across different platforms and formats. |
think it's one of the crucial lenses through which to analyze contempo-



rary activities.

Hito Steyerl, How Not to Be Seen: A Fucking Didactic Educational .MOV File, 2013, HD
video projection (color, sound, 14 minutes), architectural environment, dimensions

variable.
LP: Do you edit alone, or do you work with an editor?

HS: | do the editing on my own, but then there is color correction, com-
positing, and 3D modeling and rendering. My team does the bulk of this
work. But | see the effects, too: When I’'m working in After Effects, there is
hardly any real-time playback. So much information is being processed,
it might take two hours or longer before you see the result. So editing is
replaced by rendering. Rendering, rendering, staring at the render bar. It
feels like | am being rendered all the time.

What do you do if you don’t really see what you edit while you’re doing it?
You speculate. It's speculative editing. You try to guess what it’s going to
look like if you put keyframes here and here and here. Then there are the
many algorithms that do this kind of speculation for you.

LP: One of the most disorienting aspects of doing this NSA story is how
to process all the different roles I’'m occupying simultaneously. How do
you identify your own position?

HS: Well, | never was trained to be an artist, nor do | aspire to be labeled
as such. It’s strange to me. But the art world has become a sort of sen-
sory industry—an industry that expresses so many of the tensions that
surround us, from anything connected to real estate to militarization to



sponsorship to geopolitics to general working conditions and inequality,
from the intern to the high-net-worth individual.

LP: | just read your recent essay about the planning of a redesigned Na-
tional Museum in Damascus, which articulates these issues so beautiful-
ly. How do you navigate within institutions like the museum, the market?
Do you sell your work in editions?

HS: Yes, | do editions. But the contract states that the work is free to cir-
culate on- or off-line in any form whatsoever. It isn’t restricted to editions.

LP: Have you ever thought of making a feature film?

HS: No, | know that in the places where | show my work, the attention
span is just not there. It's very difficult to show ninety minutes. People are
just going to abandon it. In the cinema it is different.

LP: One of the best things about cinema is the fact that you have a cap-
tive audience—you’ve got them for those ninety minutes. There is pop-
corn, you feed them, you give them a comfortable chair. You don’t have to
worry about them wandering in and out.

| think in the art world, duration is often seen as transgressive because
it's somehow forcing the audience to go beyond their comfort level, to
subject them to an endurance test. And yet duration is absolutely accept-
ed within mainstream cinema. So duration is perceived very differently
in those two domains. Warhol, of course, was the supreme example of
really pushing that in beautiful ways.

Laura Poitras, CITIZENFOUR
2014, HD video, color, sound, 114 minutes. Photo: Praxis Films.



HS: AS ART, CITIZENFOUR does something very effortlessly that many
artists strive to achieve—it infiltrates the circuits of mass media. In fact,
it is the most influential and efficient political work of art of the twen-
ty-first century so far, without following any of the narrow doctrines of so-
called political art. And even though you are independent, you released
this film commercially—which helped it reach something of the magni-
tude of audience that the initial Snowden videos did.

LP: | released the film commercially because my work does fall within the
storytelling genre of movies. And the type of storytelling that I’'m drawn
to, which is about understanding bigger themes through the narratives of
individuals confronting conflict, happens to align itself with more popular
cinema. So while I'm not bending my practice to speak to that audience,
or making compromises, it does have the potential to reach a popular
audience. And | love that. What’s so beautiful about cinema is that it's a
populist medium. CITIZENFOUR fits within a long tradition of Hollywood
films about the individual against the state.

HS: But again, | think a lot of it is unprecedented because the film feels
like the documentation of its own making. The event of reporting itself
is the thing that’s covered. The film is more like the documentation of a
work than a work itself. But the work also seems to lie in the way all of
you came together and then created the event, the story, and many of
the tools to tell it while all hell was breaking loose around you. The work
is, ultimately, the making of an expansive and complex process that has
political, juridical, informational, aesthetic, and infrastructural levels that
have not yet fully unfolded.

LP: Well, I'll agree there were some unprecedented aspects about what
went down—the magnitude of the disclosures, Snowden outing himself,
the anti-establishment journalist getting the scoop, and the filmmaker as
participant.

It was complicated to navigate. | knew, for instance, right before we were
going to break the Angela Merkel story, that it was going to be big. And,
of course, I’'m going to bring the camera and document that day. So there
was this weird convergence between events that | could foresee having
impact and then documenting them, and those | could not foresee.

Do you feel that in your own work you might create situations or be a
catalyst, and could have an effect on the subject down the line?



HS: | don’t think so, no.

LP: But your own approach to storytelling plays with time and cause and
effect.

HS: Well, one of the main questions for me is in the genre of dealing with
real life: how to deal with it formally. There is a standard set of formal
expressions that are used in traditional journalism. And some of them are
really necessary, like fact-checking. But my conviction is that, now more
than ever, real life is much stranger than any fiction one could imagine.
So somehow the forms of reporting have to become crazier and stranger,
too. Otherwise they are not going to be “documentary” enough, they are
not going to live up to what’s happening.

LP: What kinds of forms do you think are commensurate with this new
subject matter?

HS: For me, the whole issue of the relationship between, let’s say, image
life, what we used to call representation, and so-called reality. The thing
formerly called real life has already become deeply imaged. And it is
about finding different forms of circulation, even physically altering the
infrastructure, since existing circuits are controlled by governments and
corporations.

LP: | went to Artists Space today and had a look when you were install-
ing, and this tense relationship between representation and reality was
palpable. | was surprised to see the Weather Underground, for instance,
channeled in a very funny, surreal way. Do you know the film called Under-
ground [1976], about the group? Emile de Antonio, Mary Lampson, and
Haskell Wexler made this film at the time the group was in hiding, which
was a piece of really bold filmmaking.

HS: | saw it maybe twenty years ago and loved it. Of course, today, the
Weather Underground is the name of a corporate weather-forecasting
website. At one point it stated explicitly that they took the name from this
radical organization.

In my video, reporters supposedly from the Weather Underground—
played by a young girl and two adult performers—come onstage to an-
nounce the weather, but the weather is a strange mixture of man-made
weather, political weather, affective weather, all sorts of catastrophes,
going crazy: climate change, financial, geopolitical. There are storms
brewing everywhere, different bits and pieces mixed up in one continuous
tsunami.



LP: It's a great metaphor. It hit me when | walked in—I was surrounded
by all this blue. And | had a very emotional reaction; | felt like | was de-
scending into something.

HS: | was actually trying to evoke the sensation that the whole space is
underwater. There are blue gels on the window to flood the whole space
in blue.

LP: It’s really beautiful. And the curved seating area—is that a wave?

HS: Yes, there’s a recurrent motif in the film, which is the Hokusai wave—
The Great Wave off Kanagawa, | think it’s called. It’s the quintessential
Japanese woodcut from the nineteenth century. Mount Fuji is in the back-
ground, with boats precariously dangling under the wave. And that scene
repeats in the film.

The work is inspired by Jacob Wood, a financial adviser turned MMA
[mixed martial arts] commentator. He links different types of liquidity
to one another: a risk-based financial liquidity that could at any moment
morph into a perfect storm, and the graceful fluidity that Bruce Lee de-
scribed: “Be formless, shapeless, like water . . . water can flow, or creep,
or drip, or crash. Be water, my friend.” The video is installed inside a half-
pipe/wave/gym structure, where kids can play or people can fall asleep
if they want to. | have a feeling they should take off their shoes and bow
to the mat, but that’s probably asking too much in a Western context.

Hito Steyerl, How Not to Be Seen: A Fucking Didactic Educational .MOV File, 2013, HD
video projection (color, sound, 14 minutes), architectural environment, dimensions

variable. Hito Steyerl.



LP: | WANT TO SPEAK to you about writing something based on the
Snowden archive for the Whitney catalogue I'm working on—not from a
news perspective but rather from a theoretical and artistic perspective.

HS: Yes, I'd want to look into what was happening in Turkey. In your Der
Spiegel article, you also detailed the internal cooperation of the NSA with
the Turkish secret police and the way in which all cell-phone communica-
tions, basically, are being monitored.

And | met the people whose cellphone communication transcripts were
read in court: journalists, politicians, all facing years of prison for writing
articles or communicating on the phone. This was being construed as
terrorism. Turkey has a notoriously abysmal record when it comes to the
freedom of press and of speech. But now we see the chain of surveil-
lance: The NSA provides the data for another country’s accusations. Now
we know how it works, thanks to Mr. Snowden.

LP: Through the archive, you come to understand that everything is like
a chess game. There’s what we pretend is the political reality that we
live in and then there are the actual moves that happen underneath, the
realpolitik beneath the stage politics. We’ve seen that with the WikiLeaks
releases. And it’s just incredible to be able to look inside and see how the
deep state works.

HS: The case of Turkey proves how their state is supported by Western
surveillance infrastructure, a deep state par excellence, upgraded by cor-
porate collaboration. | have always been convinced that this would never
be revealed. | grew up in Europe, and many of my friends—all Eastern
European—have been able to see their Secret Service dossiers, because
they were declassified after the fall of Communism. But those of us who
lived in the West never got a chance.

There is a real “before” and “after” the Snowden leaks.

LP: The narratives you build, these primary documents you're riffing off
of, remind me of Alexander Kluge, his writing as much as his films—his
insistence on posing oppositional or alternative public spheres, his use
of primary documents as jumping-off points for narratives and critiques.

HS: Yes. There is a lot of carryover from Kluge and his collaboration with
Oskar Negt.

LP: In a way, we've lost that intimate, critically intertwined relationship
between art and cinema. Often, when | go to see contemporary art and



I’'m looking at moving-image work, I’'m disappointed because it seems
very rudimentary. Sometimes | look at a video in a gallery and | just think,
Wow, the production values are so low.

HS: That’s fine. If the production values are low, it's not a problem. But
how can people get away with being so boring?

What about image quality in your own work? What kind of production
values do you seek?

LP: My work has gone from 16 millimeter to digital standard definition to
high definition. But | don’t really subscribe to the idea of some big differ-
ence between digital and analog. My work is much more driven by people
and narratives, even as | want the image to be cinematic.

HS: But you shot most of your work on small, handheld cameras, no?
And you did most of the work yourself. In Irag and Yemen you did it all by
yourself. And this defines your special relation to the people you film—the
relationship that you build in order to be able to film them. | think that
would dramatically change if there were more crew, bigger gear, lights.

LP: Yes, that’s true, in the case of both Irag and Hong Kong. They were
both dangerous situations, so working alone made more sense. I'll take
the risks because it's my work, but | don’t want somebody else taking
the same risks.

Laura Poitras, The Oath, 2010, 35 mm, color, sound, 96 minutes.



LP: THE NEXT PROJECT I’'m doing is the one at the Whitney, and | don’t
quite know what it means yet. What is the relationship between that mu-
seum context and the public? How is political content contained in a mu-
seum context? How is it different from a movie theater?

HS: | think in terms of political context, you don’t have to worry. You
could go on to abstract painting for the rest of your life. You're covered.
You have street cred.

LP: I’'m not so sure that’s true or if | can count on that.

HS: The other question is, of course, entirely relevant. | think that needs
to be negotiated on a case-by-case basis. And it depends on the content
that you're going to place in there and how it communicates with this
precise location.

LP: I'm excited about doing installation-based work because it doesn’t
have the same constraints as long-form narrative filmmaking, where you
have to choose only those three minutes of footage that are what you need
at that point in your narrative. I'm looking forward to being liberated from
that, to let the audience participate more in the narrative experience—to
hand over some of the choices. | won’t abandon narrative—there will be a
beginning, middle, and end, with reveals and turning points—but how the
work is navigated by the viewer will be more dynamic.

How did you come up with the configuration of the display at Artists
Space, all the different elements?

HS: There are five video works. And behind the bookstore, there is an
event space where | installed three of my lectures. All these lectures deal
in some way with the museum as battlefield. In one of them, | speculate
about a stage set consisting of a barricade where unpaid art-world interns
pitch their projects to posh juries. So we actually built a barricade with
FEMA sandbags. You could use it to prevent flooding or to take cover from
enemy fire. But in the bookstore, the structure also doubles as a couch
for watching TV. One of the lectures has slides and animations projected
into something that looks like a military sandbox, which is what soldiers
use to plot a terrain and analyze lines of sight. | learned that sandboxing
is also a term in computer security, where you basically fence off virtual
environments. So this is more like the playground part of the exhibition
where, since it’s not art, you're allowed to play around and experiment.



LP: | thought it was the other way around. Since it is art, you get to play
around and experiment.

HS: But you know, it's much better if it's not considered art, because
then you can really do whatever you want.

LP: And what’s the lecture you're doing tomorrow?

HS: It's called “Duty Free Art,” and it's about the phenomena of freeport
art storages, extraterritorial zones of a kind, in tandem with the initiative
to redesign the National Museum in Damascus and other building proj-
ects in Syria. On WikiLeaks, there are actually e-mails presumed to be ex-
changed between the administration of the Syrian ruler, Bashar al-Assad,
and none other than Rem Koolhaas’s studio, OMA. When | asked OMA to
confirm the messages’ authenticity, their reply was genius: “We are not
able to confirm the authenticity of [these e-mails].” Just imagine this as
a template for certificates of art editions: “I am not able to confirm the
authenticity of this artwork.” The art world as we know it would come
crashing down!

People tend to think of these types of lectures as performance, but
they’re totally not. It’s not theater. It's not even a lecture. It’s more like a
talk. It comes from my activity as a teacher.

For me, giving a talk is what | do when | have no budget, since it's so
cheap. | like it. It's like an austerity form. You can always fall back on that.
You're left to your own devices. That—*“Left to Your Own Devices”— was
actually going to be the title of the show at Artists Space. An homage to
the Pet Shop Boys. Unfortunately | forgot about it!

LP: That's a great title—you need to use that someday.

HS: It would also be a wonderful way to describe your work: left to your
own devices!

LP: Your talks seem in line with the way you constantly develop and re-
develop pieces—there’s a spontaneity, a provisional aspect to your work.
How do you continue the research from one project to the next?

HS: With November [2004], for example, | constantly revisit the material.
This is the film about a friend who was killed in Kurdistan; more or less



every two years | do another update, because things change so dramat-
ically.

In your case, it’s not a coincidence that Snowden contacted you. In my
case, | was faced with this situation out of the blue. | had a teenage
friend, Andrea Wolf, who went underground and joined the women’s army
of the PKK [Kurdistan Workers’ Party] around 1996. She was eventually
extrajudicially executed after a battle with Turkish armed forces. | didn’t
have anything to do with it, and it took me a long time to understand
anything about this situation. But it came to define a lot of my work and
also life right now.

LP: What are those unanswered questions you have around that, or un-
expressed feelings?

HS: Well, the case has not been clarified yet, and it may never be. But |
think politically the situation is different. As you wrote in your article in
Der Spiegel, the PKK is now part of an American-led coalition against
Daesh [ISIS], more or less. Those same female militants who used to be
killed as terrorists have now become role models in the fight for gender
equality. They fight with tremendous courage and still face death. The
situation keeps shifting all the time, but the most fascinating aspects are
the real changes within parts of Kurdish society, the turn toward basic
democracy and experiments with autonomy. In the middle of an extreme-
ly violent civil war, it’'s a daunting, admirable, and constantly endangered
project.

LP: And you want to continue researching and updating the work?
HS: It's not that | want to; it’s that it has not set me free yet. The situation

is still ongoing and changing, and | feel | haven’t learned enough yet.
Maybe one day.

Published in the May 2015 issues of Artforum.



In Defense of the Poor Image

The poor image is a copy in motion. Its quality is bad, its resolution
substandard. As it accelerates, it deteriorates. It is a ghost of an image,
a preview, a thumbnail, an errant idea, an itinerant image distributed
for free, squeezed through slow digital connections, compressed, repro-
duced, ripped, remixed, as well as copied and pasted into other channels
of distribution.

The poor image is a rag or a rip; an AVl or a JPEG, a lumpen proletari-
at in the class society of appearances, ranked and valued according to
its resolution. The poor image has been uploaded, downloaded, shared,
reformatted, and reedited.

It transforms quality into accessibility, exhibition value into cult value,
films into clips, contemplation into distraction. The image is liberated
from the vaults of cinemas and archives and thrust into digital uncer-
tainty, at the expense of its own substance. The poor image tends toward
abstraction: it is a visual idea in its very becoming.

The poor image is an illicit fifth-generation bastard of an original image.
Its genealogy is dubious. Its file names are deliberately misspelled. It
often defies patrimony, national culture, or indeed copyright. It is passed
on as a lure, a decoy, an index, or as a reminder of its former visual self.
It mocks the promises of digital technology. Not only is it often degraded
to the point of being just a hurried blur, one even doubts whether it could
be called an image at all. Only digital technology could produce such a
dilapidated image in the first place.

Poor images are the contemporary Wretched of the Screen, the debris
of audiovisual production, the trash that washes up on the digital econ-
omies’ shores. They testify to the violent dislocation, transferrals, and
displacement of images—their acceleration and circulation within the
vicious cycles of audiovisual capitalism. Poor images are dragged around
the globe as commodities or their effigies, as gifts or as bounty. They
spread pleasure or death threats, conspiracy theories or bootlegs, resist-
ance or stultification. Poor images show the rare, the obvious, and the
unbelievable—that is, if we can still manage to decipher it.



Low Resolutions

In one of Woody Allen’s films the main character is out of focus.! It’s not
a technical problem but some sort of disease that has befallen him: his
image is consistently blurred. Since Allen’s character is an actor, this be-
comes a major problem: he is unable to find work. His lack of definition
turns into a material problem. Focus is identified as a class position, a
position of ease and privilege, while being out of focus lowers one’s value
as an image. The contemporary hierarchy of images, however, is not only
based on sharpness, but also and primarily on resolution. Just look at
any electronics store and this system, described by Harun Farocki in a
notable 2007 interview, becomes immediately apparent.?

In the class society of images, cinema takes on the role of a flagship
store. In flagship stores high-end products are marketed in an upscale
environment. More affordable derivatives of the same images circulate as
DVDs, on broadcast television, or online, as poor images.

Obviously, a high-resolution image looks more brilliant and impressive,
more mimetic and magic, more scary and seductive than a poor one. It
is more rich, so to speak. Now, even consumer formats are increasingly
adapting to the tastes of cineastes and esthetes, who insisted on 35 mm
film as a guarantee of pristine visuality. The insistence upon analog film
as the sole medium of visual importance resounded throughout

Public ceremony or-
ganized by the mayor
of Puebla, Mexico, to
destroy pirated DVDs
in circulation.



discourses on cinema, almost regardless of their ideological inflection.
It never mattered that these high-end economies of film production were
(and still are) firmly anchored in systems of national culture, capitalist
studio production, the cult of mostly male genius, and the original ver-
sion, and thus are often conservative in their very structure. Resolution
was fetishized as if its lack amounted to castration of the author. The cult
of film gauge dominated even independent film production. The rich im-
age established its own set of hierarchies, with new technologies offering
more and more possibilities to creatively degrade it.

Resurrection (as Poor Images)

But insisting on rich images also had more serious consequences. A
speaker at a recent conference on the film essay refused to show clips
from a piece by Humphrey Jennings because no proper film projection
was available. Although there was at the speaker’s disposal a perfectly
standard DVD player and video projector, the audience was left to im-
agine what those images might have looked like.

In this case the invisibility of the image was more or less voluntary and
based on aesthetic premises. But it has a much more general equivalent
based on the consequences of neoliberal policies. Twenty or even thirty
years ago, the neo-liberal restructuring of media production began slowly
obscuring noncommercial imagery, to the point where experimental and
essayistic cinema became almost invisible. As it became prohibitively
expensive to keep these works circulating in cinemas, so were they also
deemed too marginal to be broadcast on television. Thus they slowly dis-
ap- peared not just from cinemas, but from the public sphere as well. Vid-
eo essays and experimental films remained for the most part unseen save
for some rare screenings in metropolitan film museums or film clubs,
projected in their original resolution before disappearing again into the
darkness of the archive.

This development was of course connected to the neoliberal radicaliza-
tion of the concept of culture as commodity, to the commercialization

of cinema, its dispersion into multiplexes, and the marginalization of
independent filmmaking. It was also connected to the restructuring of
global media industries and the establishment of monopolies over the
audiovisual in certain countries or territories. In this way, resistant or
nonconformist visual matter disappeared from the surface into an un-



derground of alternative archives and collections, kept alive only by a
network of committed organizations and individuals, who would circu-
late bootlegged VHS copies among themselves. Sources for these were
extremely rare—tapes moved from hand to hand, depending on word of
mouth, within circles of friends and colleagues. With the possibility to
stream video online, this condition started to dramatically change. An
increasing number of rare materials reappeared on publicly accessible
platforms, some of them carefully curated (UbuWeb) and some just a
pile of stuff (YouTube).

At present, there are at least twenty torrents of Chris Marker’s film es-
says available online. If you want a retrospective, you can have it. But
the economy of poor images is about more than just downloads: you can
keep the files, watch them again, even reedit or improve them if you think
it necessary. And the results circulate. Blurred AVI files of half-forgotten
masterpieces are exchanged on semi-secret P2P platforms. Clandestine
cellphone videos smuggled out of museums are broadcast on YouTube.
DVDs of artists’ viewing copies are bartered.® Many works of avant-garde,
essayistic, and noncommercial cinema have been resurrected as poor
images. Whether they like it or not.

Chris Marker’s virtual home as found in Second Life, May 29, 2009.



Privatization and Piracy

That rare prints of militant, experimental, and classical works of cinema
as well as video art reappear as poor images is significant on another lev-
el. Their situation reveals much more than the content or appearance of
the images themselves: it also reveals the conditions of their marginali-
zation, the constellation of social forces leading to their online circulation
as poor images.* Poor images are poor because they are not assigned
any value within the class society of images—their status as illicit or de-
graded grants them exemption from its criteria. Their lack of resolution
attests to their appropriation and displacement.®

Obviously, this condition is not only connected to the neoliberal restruc-
turing of media production and digital technology; it also has to do with
the post-socialist and postcolonial restructuring of nationstates, theircul-
tures,and their archives. Whilesome nation-states are dismantled or fall
apart, new cultures and traditions are invented and new histories created.
This obviously also affects film archives— in many cases, a whole heritage
of film prints is left without its supporting framework of national culture.
As | once observed in the case of a film museum in Sarajevo, the national
archive can find its next life in the form of a video-rental store.® Pirate
copies seep out of such archives through disorganized privatization. On
the other hand, even the British Library sells off its contents online at
astronomical prices.

As Kodwo Eshun has noted, poor images circulate partly in the void left
by state cinema organizations who find it too difficult to operate as a
16/35 mm archive or to maintain any kind of distribution infrastructure
in the contemporary era.” From this perspective, the poor image reveals
the decline and degradation of the film essay, or indeed any experimental
and noncommercial cinema, which in many places was made possible
because the production of culture was considered a task of the state.
Privatization of media production gradually grew more important than
state-controlled/sponsored media production. But, on the other hand,
the rampant privatization of intellectual content, along with online mar-
keting and commodification, also enables piracy and appropriation; it
gives rise to the circulation of poor images.

Imperfect Cinema

The emergence of poor images reminds one of a classic Third Cinema
manifesto, “For an Imperfect Cinema,”by Juan Garcia Espinosa, written



in Cuba in the late 1960s.8 Espinosa argues for an imperfect cinema
because, in his words, “perfect cinema—technically and artistically mas-
terful—is almost always reactionary cinema.”The imperfect cinema is
one that strives to overcome the divisions of labor within class society.
It merges art with life and science, blurring the distinction between con-
sumer and producer, audience and author. It insists upon its own imper-
fection, is popular but not consumerist, committed without becoming
bureaucratic.

In his manifesto, Espinosa also reflects on the promises of new media.
He clearly predicts that the development of video technology will jeopard-
ize the elitist position of traditional filmmakers and enable some sort of
mass film production: an art of the people. Like the economy of poor im-
ages, imperfect cinema diminishes the distinctions between author and
audience and merges life and art. Most of all, its visuality is resolutely
compromised: blurred, amateurish, and full of artifacts.

In some way, the economy of poor images corresponds to the description
of imperfect cinema, while the description of perfect cinema represents
rather the concept of cinema as a flagship store. But the real and con-
temporary imperfect cinema is also much more ambivalent and affective
than Espinosa had anticipated. On the one hand, the economy of poor
images, with its immediate possibility of worldwide distribution and its
ethics of remix and appropriation, enables the participation of a much
larger group of producers than ever before. But this does not mean that
these opportunities are only used for progressive ends. Hate speech,
spam, and other rubbish make their way through digital connections as
well. Digital communication has also become one of the most contested
markets—a zone that has long been subjected to an ongoing original ac-
cumulation and to massive (and, to a certain extent, successful) attempts
at privatization.

The networks in which poor images circulate thus constitute both a plat-
form for a fragile new common interest and a battleground for commer-
cial and national agendas. They contain experimental and artistic materi-
al, but also incredible amounts of porn and paranoia. While the territory
of poor images allows access to excluded imagery, it is also permeated
by the most advanced commodification techniques. While it enables the
users’ active participation in the creation and distribution of content,
it also drafts them into production. Users become the editors, critics,
translators, and (co)-authors of poor images.



Poor images are thus popular images—images that can be made and
seen by the many. They express all the contradictions of the contempo-
rary crowd: its opportunism, narcissism, desire for autonomy and cre-
ation, its inability to focus or make up its mind, its constant readiness
for transgression and simultaneous submission.® Altogether, poor images
present a snapshot of the affective condition of the crowd, its neurosis,
paranoia, and fear, as well as its craving for intensity, fun, and distrac-
tion. The condition of the images speaks not only of countless transfers
and reformattings, but also of the countless people who cared enough
about them to convert them over and over again, to add subtitles, reedit,
or upload them.

In this light, perhaps one has to redefine the value of the image, or,
more precisely, to create a new perspective for it. Apart from resolution
and exchange value, one might imagine another form of value defined
by velocity, intensity, and spread. Poor images are poor because they
are heavily compressed and travel quickly. They lose matter and gain
speed. But they also express a condition of dematerialization, shared not
only with the legacy of Conceptual art but above all with contemporary
modes of semiotic production.® Capital’s semiotic turn, as described by
Félix Guattari,'! plays in favor of the creation and dissemination of com-
pressed and flexible data packages that can be integrated into ever-newer
combinations and sequences.!?

This flattening-out of visual content—the concept-in-becoming of the
images—positions them within a general informational turn, within econ-
omies of knowledge that tear images and their captions out of context
into the swirl of permanent capitalist deterritorialization.!3 The history of
Conceptual art describes this dematerialization of the art object first as
a resistant move against the fetish value of visibility. Then, however, the
dematerialized art object turns out to be perfectly adapted to the semi-
oticization of capital, and thus to the conceptual turn of capitalism.* In
a way, the poor image is subject to a similar tension. On the one hand, it
operates against the fetish value of high resolution. On the other hand,
this is precisely why it also ends up being perfectly integrated into an
information capitalism thriving on compressed attention spans, on im-
pression rather than immersion, on intensity rather than contemplation,
on previews rather than screenings.

Comrade, what is your visual bond today?

But, simultaneously, a paradoxical reversal happens. The circulation of
poor images creates a circuit, which fulfills the original ambitions of



militant and (some) essayistic and experimental cinema—to create an
alternative economy of images, an imperfect cinema existing inside as
well as beyond and under commercial media streams. In the age of file
sharing, even marginalized content circulates again and reconnects dis-
persed worldwide audiences.

The poor image thus constructs anonymous global networks just as it
creates a shared history. It builds alliances as it travels, provokes trans-
lation or mistranslation, and creates new publics and debates. By losing
its visual substance it recovers some of its political punch and creates a
new aura around it. This aura is no longer based on the permanence of
the “original,” but on the transience of the copy. It is no longer anchored
within a classical public sphere mediated and supported by the frame of
the nation-state or corporation, but floats on the surface of temporary
and dubious data pools.*®

By drifting away from the vaults of cinema, it is propelled onto new and
ephemeral screens stitched together by the desires of dispersed spec-
tators.

The circulation of poor images thus creates “visual bonds,” as Dziga Ver-
tov once called them.'® This visual bond was, according to Vertov, sup-
posed to link the workers of the world with each other.'”

He imagined a sort of communist, visual, Adamic language that could
not only inform or entertain, but also organize its viewers. In a sense, his
dream has come true, if mostly under the rule of a global information
capitalism whose audiences are linked almost in a physical sense by mu-
tual excitement, affective attunement, and anxiety.

But there is also the circulation and production of poor images based
on cellphone cameras, home computers, and unconventional forms of
distribution. Its optical connections—collective editing, file sharing, or
grassroots distribution circuits—reveal erratic and coincidental links be-
tween producers everywhere, which simultaneously constitute dispersed
audiences.

The circulation of poor images feeds into both capitalist media assembly
lines and alternative audiovisual economies. In addition to a lot of confu-
sion and stupefaction, it also possibly creates disruptive movements of
thought and affect. The circulation of poor images thus initiates another



chapter in the historical genealogy of nonconformist information circuits:
Vertov’s visual bonds, the internationalist workers’ pedagogies that Peter
Weiss described in The Aesthetics of Resistance, the circuits of Third
Cinema and Tricontinentalism, of nonaligned filmmaking and thinking.
The poor image—ambivalent as its status may be—thus takes its place
in the genealogy of carbon-copied pamphlets, cinetrain agitprop films,
underground video magazines and other nonconformist materials, which
aesthetically often used poor materials. Moreover, it reactualizes many of
the historical ideas associated with these circuits, among others Vertov’s
idea of the visual bond.

Imagine somebody from the past with a beret asking you, “Comrade,
what is your visual bond today?”

You might answer: it is this link to the present.

Now!

The poor image embodies the afterlife of many former masterpieces of
cinema and video art. It has been expelled from the sheltered paradise
that cinema seems to have once been. 18 After being kicked out of the
protected and often protectionist arena of national culture, discarded
from commercial circulation, these works have become travelers in a dig-
ital no-man’s-land, constantly shifting their resolution and format, speed
and media, sometimes even losing names and credits along the way.

Now many of these works are back—as poor images, | admit. One could
of course argue that this is not the real thing, but then—please, any-
body— show me this real thing.

The poor image is no longer about the real thing—the originary original.
Instead, it is about its own real conditions of existence: about swarm
circulation, digital dispersion, fractured and flexible temporalities. It is
about defiance and appropriation just as it is about conformism and ex-
ploitation.

In short: it is about reality.

Text / Hito Steyerl
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Politics of Art: Contemporary Art and the Transition to Post-
Democracy

A standard way of relating politics to art assumes that art represents po-
litical issues in one way or another. But there is a much more interesting
perspective: the politics of the field of art as a place of work.! Simply
look at what it does—not what it shows.

Among all other forms of art, fine art has been most closely linked to
post-Fordist speculation, with bling, boom, and bust. Contemporary art is
no unworldly discipline nestled away in some remote ivory tower. On the
contrary, it is squarely placed in the neoliberal thick of things. We cannot
dissociate the hype around contemporary art from the shock policies
used to defibrillate slowing economies. Such hype embodies the affective
dimension of global economies tied to Ponzi schemes, credit addiction,
and bygone bull markets. Contemporary art is a brand name without a
brand, ready to be slapped onto almost anything, a quick face-lift tout-
ing the new creative imperative for places in need of an extreme make-
over, the suspense of gambling combined with the stern pleasures of
upper-class boarding school education, a licensed playground for a world
confused and collapsed by dizzying deregulation. If contemporary art is
the answer, the question is, how can capitalism be made more beautiful?

But contemporary art is not only about beauty. It is also about function.
What is the function of art within disaster capitalism? Contemporary
art feeds on the crumbs of a massive and widespread redistribution of
wealth from the poor to the rich, conducted by means of an ongoing
class struggle from above.? It lends primordial accumulation a whiff of
postconceptual razzmatazz. Additionally, its reach has grown much more
decentralized—important hubs of art are no longer only located in the
Western metropolis. Today, deconstructivist contemporary art museums
pop up in any self-respecting autocracy. A country with human-rights vio-
lations? Bring on the Gehry gallery!

The Global Guggenheim is a cultural refinery for a set of post-democratic
oligarchies, as are the countless international biennials tasked with up-
grading and reeducating the surplus population.® Art thus facilitates the
development of a new multipolar distribution of geopolitical power whose
predatory economies are often fueled by internal oppression, class war
from above, and radical shock-and-awe policies.



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

Why and for whom is contemporary art so attractive? One guess: the
production of art presents a mirror image of post-democratic forms of
hypercapitalism that look set to become the dominant political post-Cold
War paradigm. It seems unpredictable, unaccountable, brilliant, mercuri-
al, moody, guided by inspiration and genius. Just as any oligarch aspiring
to dictatorship might want to see himself. The traditional conception of
the artist’s role corresponds all too well with the self-image of wannabe
autocrats who see government potentially—and dangerously—as an art
form.

Post-democratic government is very much related to this erratic type of
male-genius-artist behavior. It is opaque, corrupt, and completely unac-
countable. Both models operate within male bonding structures that are
as democratic as your local mafia chapter. Rule of law? Why don’t we
just leave it to taste? Checks and balances? Cheques and balances! Good
governance? Bad curating! You see why the contemporary oligarch loves
contemporary art: it’s just what works for him.

Thus, traditional art production may be a role model for the nouveaux
riches created by privatization, expropriation, and speculation. But the
actual production of art is simultaneously a workshop for many of the
nouveaux poor, trying their luck as JPEG virtuosos and conceptual im-
postors, as gallerinas and overdrive content providers. Because art also
means work, more precisely, strike work.*

It is produced as spectacle, on post-Fordist all-you-can-work conveyor
belts. Strike or shock work is affective labor at insane speeds—enthusias-
tic, hyperactive, and deeply compromised.

Originally, strike workers were excess laborers in the early Soviet Union.
The term is derived from the expression udarny trud for “superproduc-



tive, enthusiastic labor” (udar for “shock, strike, blow”). Now, transferred
to present-day cultural factories, strike work relates to the sensual dimen-
sion of shock. Rather than painting, welding, and molding, artistic strike
work consists of ripping, chatting, and posing. This accelerated form of
artistic production creates punch and glitz, sensation and impact. Its his-
torical origin as format for Stalinist model brigades brings an addition-
al edge to the paradigm of hyperproductivity. Strike workers churn out
feelings, perception, and distinction in all possible sizes and variations.
Intensity or evacuation, sublime or crap, readymade or ready-made reali-
ty—strike work supplies consumers with all they never knew they wanted.

Strike work feeds on exhaustion and tempo, on deadlines and curatorial
bullshit, on small talk and fine print. It also thrives on accelerated ex-
ploitation. I'd guess that—apart from domestic and care work—art is the
industry with the most unpaid labor around. It sustains itself on the time
and energy of unpaid interns and self-exploiting actors on pretty much
every level and in almost every function. Free labor and rampant exploita-
tion are the invisible dark matter that keeps the cultural sector going.

Free-floating strike workers plus new (and old) elites and oligarchies
equal the framework of the contemporary politics of art. While the latter
manage the transition to post-democracy, the former image it. But what
does this situation actually indicate? Nothing but the ways in which con-
temporary art is implicated in transforming global power patterns.

Contemporary art’s workforce consists largely of people who, despite
working constantly, do not correspond to any traditional image of labor.
They stubbornly resist settling into any entity recognizable enough to be
identified as a class. While the easy way out would be to classify this con-
stituency as multitude or crowd, it might be less romantic to ask whether
they are not global lumpenfreelancers, deterritorialized and ideologically
free-floating: a reserve army of imagination communicating via Google
Translate.

Instead of shaping up as a new class, this fragile constituency may well
consist—as Hannah Arendt once spitefully formulated—of the “refuse

of all classes.” These dispossessed adventurers described by Arendt, the
urban pimps and hoodlums ready to be hired as colonial mercenaries
and exploiters, are faintly (and quite distortedly) mirrored in the brigades
of creative strike workers propelled into the global sphere of circulation
known today as the art world.> If we acknowledge that current strike



workers might inhabit similarly shifting grounds—the opaque disaster
zones of shock capitalism—a decidedly unheroic, conflicted, and ambiv-
alent picture of artistic labor emerges. We have to face up to the fact that
there is no automatically available road to resistance and organization
for artistic labor. That opportunism and competition are not a deviation
of this form of labor but its inherent structure. That this workforce is not
ever going to march in unison, except perhaps while dancing to a viral
Lady Gaga imitation video. The international is over. Now let’s get on with
the global.

Here is the bad news: political art routinely shies away from discussing
all these matters.® Addressing the intrinsic conditions of the art field,
as well as the blatant corruption within it—think of bribes to get this or
that large-scale biennial into one peripheral region or another—is a taboo
even on the agenda of most artists who consider themselves political.
Even though political art manages to represent so-called local situations
from all over the globe, and routinely packages injustice and destitution,
the conditions of its own production and display remain pretty much
unexplored. One could even say that the politics of art are the blind spot
of much contemporary political art.

Of course, institutional critique has traditionally been interested in simi-
lar issues. But today we need a quite extensive expansion of it.7 Because
in contrast to the age of an institutional criticism, which focused on art
institutions, or even the sphere of representation at large, art production
(consumption, distribution, marketing, etc.) takes on a different and ex-
tended role within post-democratic globalization. One example, which is
a quite absurd but also common phenomenon, is that radical art is now-
adays very often sponsored by the most predatory banks or arms traders
and completely embedded in rhetorics of city marketing, branding, and
social engineering.® For very obvious reasons, this condition is rarely ex-
plored within political art, which is in many cases content to offer exotic
self-ethnicization, pithy gestures, and militant nostalgia.

| am certainly not arguing for a position of innocence.® It is at best illuso-
ry, at worst just another selling point. Most of all it is very boring.

But | do think that political artists could become more relevant if they
were to confront these issues instead of safely parade as Stalinist re-
alists, CNN situationists, or Jamie Oliver-meets-probation officer social
engineers. It's time to kick the hammer-and-sickle souvenir art into the



dustbin. If politics is thought of as the Other, happening somewhere else,
always belonging to disenfranchised communities in whose name no one
can speak, we end up missing what makes art intrinsically political nowa-
days: its function as a place for labor, conflict, and ... fun—a site of con-
densation of the contradictions of capital and of extremely entertaining
and sometimes devastating misunderstandings between the global and
the local.

The art field is a space of wild contradiction and phenomenal exploita-
tion. It is a place of power mongering, speculation, financial engineering,
and massive and crooked manipulation. But it is also a site of commonal-
ity, movement, energy, and desire. In its best iterations it is a terrific cos-
mopolitan arena populated by mobile strike workers, itinerant salesmen
of self, tech whiz kids, budget tricksters, supersonic translators, PhD
interns, and other digital vagrants and day laborers. It's hardwired, thin-
skinned, plastic-fantastic. A potential commonplace where competition
is ruthless and solidarity remains the only foreign expression. Peopled
with charming scumbags, bully-kings, almost-beauty-queens. It's HDMI,
CMYK, LGBT. Pretentious, flirtatious, mesmerizing.

This mess is kept afloat by the sheer dynamism of loads and loads of
hardworking women.

A hive of affective labor under close scrutiny and controlled by capital,
woven tightly into its multiple contradictions. All of this makes it relevant
to contemporary reality. Art affects this reality precisely because it is
entangled into all of its aspects. It's messy, embedded, troubled, irresist-
ible. We could try to understand its space as a political one instead of
trying to represent a politics that is always happening elsewhere. Art is
not outside politics, but politics resides within its production, its distribu-
tion, and its reception. If we take this on, we might surpass the plane of
a politics of representation and embark on a politics that is there, in front
of our eyes, ready to embrace.

Text / Hito Steyerl
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| am expanding on a notion developed by Hongjohn Lin in his curatorial statement
for the Taipei Biennial 2010. Hongjohn Lin, “Curatorial Statement,” in 10TB Taipei
Biennial Guidebook (Taipei: Taipei Fine Arts Museum, 2010), 10-11.
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This has been described as a global and ongoing process of expropriation since the
1970s. See David Harvey, A Brief History of Neoliberalism (Oxford: Oxford University
Press, 2005).

As for the resulting distribution of wealth, a study by the Helsinki-based World In-
stitute for Development Economics Research of the United Nations University
(UNU-WIDER) found that in the year 2000, the richest 1 percent of adults alone
owned 40 percent of global assets. The bottom half of the world’s adult population
owned 1 percent of global wealth.
http://www.wider.unu.edu/events/past-events/2006-events/en_GB/05-12-2006/

3

For just one example of oligarch involvement, see Kate Taylor and Andrew E. Kramer,
“Museum Board Member Caught in Russian Intrigue,” New York Times, April 27,
2010, http:// www.nytimes.com/2010/04/28/ nyregion/28trustee.html. While such
biennials span from Moscow to Dubai to Shanghai and many of the so-called transi-
tional countries, we shouldn’t consider post-democracy to be a non-Western phenom-
enon. The Schengen area is a brilliant example of post-democratic rule, with a whole
host of political institutions not legitimized by popular vote and a substantial section
of the population excluded from citizenship (not to mention the Old World’s growing
fondness for democratically elected fascists). The 2011 exhibition at Haus der Kul-
turen der Welt in Berlin, “ThePotosiPrinciple,”organizedby Alice Creischer, Andreas
Siekmann, and Max Jorge Hinderer, highlights the connection between oligarchy and
image production from another histori- cally relevant perspective.

4
| am drawing on a field of meaning developed by Ekaterina Degot, Cosmin Costinas,
and David Riff for their 1st Ural Industrial Biennial, 2010.

5

Arendt may have been wrong on the matter of taste. Taste is not necessarily a mat-
ter of the common, as she argued, following Kant. In this context, it is a matter of
manufacturing consensus, engineering reputation, and other delicate machinations,
which—whoops— metamorphose into art-historical bibliographies. Let's face it: the
politics of taste are not about the collective, but about the collector. Not about the
com- mon but about the patron. Not about sharing but about sponsoring.

6
There are of course many laudable and great exceptions, and | admit that | myself
may bow my head in shame, too.

7

As is also argued in Alex Alberro and Blake Stimson, eds., Institutional Critique (Cam-
bridge, MA: MIT Press, 2009). See also the collected issues of the online journal
transform: http:// transform.eipcp.net/transversal/0106.
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Recently on show at Henie Onstad Kunstsenter in Oslo was Guggenheim Visibility
Study Group, a very interesting project by Nomeda and Gediminas Urbonas that un-
packed the tensions between local (and partly indigenist) art scenes and the Gug-
genheim franchise system, with the Guggenheim effect analyzed in detail in a case
study. See http://www. vilma.cc/2G/. Also see Joseba Zulaika, Guggenheim Bilbao
Museoa: Museums, Architecture, and City Renewal (Reno: University of Nevada Press,
2003). Another case study: Beat Weber and Therese Kaufmann, “The Foundation,
the State Secretary and the Bank: A Journey into the Cultural Policy of a Private
Institution,” transform (April 25, 2006), http://transform.eipcp. net/correspon-
dence/1145970626.

See also Martha Rosler, “Take the Money and Run? Can Political and Socio-Critical
Art ‘Survive'?” e-flux journal, no. 12, http://www.e-flux. com/journal/view/107; and
Tirdad Zolghadr,“11thIstanbulBiennial,” frieze, no. 127 (November-December 2009),
http://www.frieze.com/issue/ review/11th_istanbul_biennial/.

9

This is evident from this text's placement on e-flux as an advertisement supplement.
The situation is furthermore complicated by the fact that these ads may well flaunt
my own shows. At the risk of repeating myself, | would like to emphasize that | do
not consider innocence a political position, but a moral one, and thus politically ir-
relevant. An interesting comment on this situation can be found in Luis Camnitzer,
“The Corruption in the Arts / the Art of Corruption,” published in the context of
the “Marco Polo Syndrome,” a symposium at Haus der Kulturen der Welt in Berlin
(April 11, 1995). See http://www.universes-in-universe.de/ magazin/marco-polo/s-
camnitzer.htm.
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The Spam of the Earth: Withdrawal from Representation

Dense clusters of radio waves leave our planet every second. Our letters
and snapshots, intimate and official communications, TV broadcasts and
text messages drift away from earth in rings, a tectonic architecture of
the desires and fears of our times.! In a few hundred thousand years,
extraterrestrial forms of intelligence may incredulously sift through our
wireless communications. But imagine the perplexity of those creatures
when they actually look at the material. Because a huge percentage of
the pictures inadvertently sent off into deep space is actually spam. Any
archaeologist, forensic, or historian—in this world or another—will look
at it as our legacy and our likeness, a true portrait of our times and our-
selves. Imagine a human reconstruction somehow made from this digital
rubble. Chances are, it would look like image spam.

Medical spam image retrieved from corporation Symantec Intelligence’s blog.



Ed Ruscha, PRODUCTS — SPAM, 1961/2003, gelatin
silver print, 33.02 x 25.4 cm.
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Image spam is one of the many dark matters of the digital world; spam
tries to avoid detection by filters by presenting its message as an im-
age file. An inordinate amount of these images floats around the globe,
desperately vying for human attention.? They advertise pharmaceuticals,
replica items, body enhancements, penny stocks, and degrees. According
to the pictures dispersed via image spam, humanity consists of scantily
dressed degree-holders with jolly smiles enhanced by orthodontic braces.

Image spam is our message to the future. Instead of a modernist space
capsule showing a woman and man on the outside—a family of “man”—
our contemporary dispatch to the universe is image spam showing en-
hanced advertisement mannequins.® And this is how the universe will see
us; it is perhaps even how it sees us now.

In terms of sheer quantity, image spam outnumbers the human popu-
lation by far. It's formed a silent majority, indeed. But of what? Who are
the people portrayed in this type of accelerated advertisement? And what
could their images tell potential extraterrestrial recipients about contem-
porary humanity?

From the perspective of image spam, people are improvable, or, as Hegel
put it, perfectible. They are imagined to be potentially “flawless,” which in
this context means horny, super skinny, armed with recession-proof col-
lege degrees, and always on time for their service jobs, courtesy of their
replica watches. This is the contemporary family of men and women: a
bunch of people on knockoff antidepressants, fitted with enhanced body
parts. They are the dream team of hypercapitalism.

But is this how we really look? Well, no. Image spam might tell us a
lot about “ideal” humans, but not by showing actual humans—quite the
contrary. The models in image spam are photochopped replicas, too im-
proved to be true. A reserve army of digitally enhanced creatures who re-
semble the minor demons and angels of mystic speculation, luring, push-
ing, and blackmailing people into the profane rapture of consumption.

Image spam is addressed to people who do not look like those in the ads:
they neither are skinny nor have recession-proof degrees. They are those
whose organic substance is far from perfect from a neoliberal point of
view. People who might open their inboxes every day waiting for a miracle,
or just a tiny sign, a rainbow at the other end of permanent crisis and
hardship. Image spam is addressed to the vast majority of humankind,



but it does not show them. It does not represent those who are considered
expendable and superfluous—just like spam itself; it speaks to them.

The image of humanity articulated in image spam thus has actually noth-
ing to do with it. On the contrary, it is an accurate portrayal of what
human- ity is actually not. It is a negative image.

Mimicry and Enchantment

Why is this? There is an obvious reason, which is too well known to elab-
orate on here: images trigger mimetic desires and make people want to
become like the products represented in them. In this view, hegemony
infiltrates everyday culture and spreads its values by way of mundane
representation.* Image spam is thus interpreted as a tool for the pro-
duction of bodies, and ultimately ends up creating a culture stretched
between bulimia, steroid overdose, and personal bankruptcy. This per-
spective—one of more traditional Cultural Studies—views image spam as
an instrument of coercive persuasion as well as of insidious seduction,
and leads to the oblivious pleasures of surrendering to both.®

But what if image spam were actually much more than a tool of ideologi-
cal and affective indoctrination? What if actual people—the imperfect and
nonhorny ones—were not excluded from spam advertisements because
of their assumed deficiencies but had actually chosen to desert this kind
of portrayal? What if image spam thus became a record of a widespread
refusal, a withdrawal of people from representation?

What do | mean by this? For a certain time already | have noted that many
people have started actively avoiding photographic or moving-image
representations, surreptitiously taking their distance from the lenses of
cameras. Whether it's camera-free zones in gated communities or elitist
techno clubs, someone declining interviews, Greek anarchists smashing
cameras, or looters destroying LCD TVs, people have started to actively,
and passively, refuse constantly being monitored, recorded, identified,
photographed, scanned, and taped. Within a fully immersive media land-
scape, pictorial representation—which was seen as a prerogative and a
political privilege for a long time®—feels more like a threat.

There are many reasons for this. The numbing presence of trash talk and
game shows has led to a situation in which TV has become a medium in-



extricably linked to the parading and ridiculing of lower classes. Protago-
nists are violently made over and subjected to countless invasive ordeals,
confessions, inquiries, and assessments. Morning TV is the contempo-
rary equivalent to a torture chamber—including the guilty pleasures of
torturers, spectators, and, in many cases, also the tortured themselves.

Additionally, in mainstream media people are often caught in the act of
vanishing, whether it be in life-threatening situations, extreme emergency
and peril, warfare and disaster, or in the constant stream of live broad-
casts from zones of conflict around the world. If people aren’t trapped
within natural or man-made disasters, they seem to physically vanish,
as anorexic beauty standards imply. People are emaciated or made to
shrink or downsize. Dieting is obviously the metonymic equivalent to an
economic recession, which has become a permanent reality and caused
substantial material losses. This recession is coupled with an intellec-
tual regression, which has become a dogma within all but a very few
mainstream media outlets. As intelligence doesn’t simply melt away via
starvation, derision and rancor largely manage to keep it away from the
grounds of mainstream representation.”

Thus the zone of corporate representation is largely one of exception,
which seems dangerous to enter: you may be derided, tested, stressed,
or even starved or killed. Rather than representing people it exemplifies
the vanishing of the people: it's gradual disappearance. And why wouldn’t
the people be vanishing, given the countless acts of aggression and inva-
sion performed against them in mainstream media, but also in reality?®
Who could actually withstand such an onslaught without the desire to
escape this visual territory of threat and constant exposure?

Additionally, social media and cellphone cameras have created a zone of
mutual mass surveillance, which adds to the ubiquitous urban networks
of control, such as CCTYV, cellphone GPS tracking and face-recognition
software. On top of institutional surveillance, people are now also rou-
tinely surveilling each other by taking countless pictures and publishing
them in almost real time. The social control associated with these practic-
es of horizontal representation has become quite influential. Employers
google reputations of job candidates; social media and blogs become
halls of shame and malevolent gossip. The top-down cultural hegemony
exercised by advertisement and corporate media is supplemented by a
down-down regime of (mutual) self-control and visual self-disciplining,
which is even harder to dislocate than earlier regimes of representation.



This goes along with substantial shifts in modes of self-production. Hege-
mony is increasingly internalized, along with the pressure to conform and
perform, as is the pressure to represent and be represented.

Warhol’s prediction that everybody would be world-famous for fifteen
minutes had become true long ago. Now many people want the contrary:
to be invisible, if only for fifteen minutes. Even fifteen seconds would be
great. We entered an era of mass paparazzi, of the peak-o-sphere and ex-
hibitionist voyeurism. The flare of photographic flashlights turns people
into victims, celebrities, or both. As we register at cash tills, ATMs, and
other checkpoints— as our cellphones reveal our slightest movements
and our snapshots are tagged with GPS coordinates—we end up not ex-
actly amused to death but represented to pieces.?

Walkout

This is why many people by now walk away from visual representation.
Their instincts (and their intelligence) tell them that photographic or mov-
ing images are dangerous devices of capture: of time, affect, produc-
tiveforces, and subjectivity.They can jail you or shame you forever; they
can trap you in hardware monopolies and conversion conundrums, and,
moreover, once these images are online they will never be deleted again.
Ever been photographed naked? Congratulations—you’re immortal. This
image will survive you and your offspring, prove more resilient than even
the sturdiest of mummies, and is already traveling into deep space, wait-
ing to greet the aliens.

The old magic fear of cameras is thus reincarnated in the world of digital
natives. But in this environment, cameras do not take away your soul
(digital natives replaced this with iPhones) but drain away your life. They
actively make you disappear, shrink, and render you naked, in desperate
need of or thodontic surgery. In fact, it is a misunderstanding that cam-
eras are tools of representation; they are at present tools of disappear-
ance.'® The more people are represented the less is left of them in reality.
To return to the example of image spam | used before—it is a nega-
tive image of its constituency, but how? It is not—as a traditional Cul-
tural Studies approach would argue—because ideology tries to impose
a forced mimicry on people, thus making them invest in their own op-
pression and correction in trying to reach unattainable standards of ef-
ficiency, attractiveness, and fitness. No. Let’s boldly assume that image



spam is a negative image of its constituency because people are also
actively walking away from this kind of representation, leaving behind
only enhanced crash-test dummies. Thus image spam becomes an in-
voluntary record of a subtle strike, a walkout of the people from photo-
graphic and moving-image representation. It is a document of an almost
imperceptible exodus from a field of power relations that are too extreme
to be survived without major reduction and downsizing. Rather than a
document of domination, image spam is the people’s monument of re-
sistance to being represented like this. They are leaving the given frame
of representation.

Political and Cultural Representation

This shatters many dogmas about the relation between political and pic-
torial representation. For a long time my generation has been trained to
think that representation was the primary site of contestation for both
politics and aesthetics. The site of culture became a popular field of
investigation into the “soft” politics inherent in everyday environments. It
was hoped that changes in the field of culture would hark back to the field
of politics. A more nuanced realm of representation was seen to lead to
more political and economical equality.

But gradually it became clear that both were less linked than originally
anticipated, and that the partition of goods and rights and the partition
of the senses were not necessarily running parallel to each other. Ariella
Azoulay’s concept of photography as a form of civil contract provides a
rich background to think through these ideas. If photography was a civil
contract between the people who participated in it, then the current with-
drawal from representation is the breaking of a social contract, having
promised participation but delivered gossip, surveillance, evidence, serial
narcissism, as well as occasional uprisings.!

While visual representation shifted into over-drive and was popularized
through digital technologies, political representation of the people
slipped into a deep crisis and was overshadowed by economic interest.
While every possible minority was acknowledged as a potential consumer
and visually represented (to a certain extent), people’s participation in
the political and economic realms became more uneven. The social con-
tract of contemporary visual representation thus somewhat resembles
the Ponzi schemes of the early twenty-first century, or, more precisely,



Rendition of iSee Manhattan, a web-based application charting the locations of
CCTV surveillance cameras in urban environments. Users are able to locate routes
that avoid being filmed by unregulated security monitors.
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participation in a game show with unpredictable consequences.

And if there ever was a link between the two, it has become very unstable
in an era in which relations between signs and their referents have been
further destabilized by systemic speculation and deregulation.

Both terms do not only apply to financialization and privatization; they
also refer to loosened standards of public information. Professional stan-
dards of truth production in journalism have been overwhelmed by mass
media production, by the cloning of rumor and its amplification on Wiki-
pedia discussion boards. Speculation is not only a financial operation
but also a process that takes place in between a sign and its referent, a
sudden miraculous enhancement, or spin, that snaps apart any remain-
ing indexical relation.

Visual representation matters, indeed, but not exactly in unison with oth-
er forms of representation. There is a serious imbalance between both.
On the one hand, there is a huge number of images without referents; on
the other, many people without representation. To phrase it more dramat-
ically: a growing number of unmoored and floating images corresponds
to a growing number of disenfranchized, invisible, or even disappeared
and missing people.!?

Crisis of Representation

This creates a situation that is very different from how we used to look at
images: as more or less accurate representations of something or some-
one in public. In an age of unrepresentable people and an overpopulation
of images, this relation is irrevocably altered.

Image spam is an interesting symptom of the current situation because it
is a representation that remains, for the most part, invisible.

Image spam circulates endlessly without ever being seen by a human
eye. It is made by machines, sent by bots, and caught by spam filters,
which are slowly becoming as potent as anti-immigration walls, barriers,
and fences. The plastic people shown in it thus remain, to a large extent,
unseen. They are treated like digital scum, and thus paradoxically end up
on a similar level to that of the low-res people they appeal to. This is how
it is different from any other kind of representational dummies, which



inhabit the world of visibility and high-end representation. Creatures of
image spam get treated as lumpen-data, avatars of the conmen who are
indeed behind their creation. If Jean Genet were still alive, he would have
sung praise to the gorgeous hoodlums, tricksters, prostitutes, and fake
dentists of image spam.

They are still not a representation of the people, because, in any case, the
people are not a representation. They are an event, which might happen
one day, or maybe later, in that sudden blink of an eye that is not covered
by anything.

By now, however, people might have learned this, and accepted that any
people can only be represented visually in negative form. This negative
cannot be developed under any circumstance, since a magical process
will ensure that all you are ever going to see in the positive is a bunch of
populist substitutes and impostors, enhanced crash-test dummies trying
to claim legitimacy. The image of the people as a nation, or culture, is
precisely that: a compressed stereotype for ideological gain. Image spam
is the true avatar of the people. A negative image with absolutely no
pretense to originality? An image of what the people are not as their only
possible representation?

And as people are increasingly makers of images—and not their objects
or subjects—they are perhaps also increasingly aware that the people
might happen by jointly making an image and not by being represented in
one. Any image is a shared ground for action and passion, a zone of traf-
fic between things and intensities. As their production has become mass
production, images are now increasingly res publicae, or public things.
Or even pubic things, as the languages of spam fabulously romance.!3

This doesn’t mean that who or what is being shown in images doesn’t
matter. This relation is far from being one-dimensional. Image spam’s
generic cast is not the people, and the better for it.

Rather, the subjects of image spam stand in for the people as nega-
tive substitutes and absorb the flak of the lime light on their behalf. On
the one hand, they embody all the vices and virtues (or, more precisely,
vices-as-virtues) of the present economic paradigm. On the other, they
remain more often than not invisible, because hardly anybody actually
looks at them.



Who knows what the people in image spam are up to, if nobody is actually
looking? Their public appearance may be just a silly face they put on to
make sure we continue to not pay attention. They might carry important
messages for the aliens in the meantime, about those who we stopped
caring for, those excluded from shambolic “social contracts,” or any form
of participation other than morning TV; that is, the spam of the earth,
the stars of CCTV and aerial infrared surveillance. Or they might tempo-
rarily share in the realm of the disappeared and invisible, made up of
those who, more often than not, inhabit a shameful silence and whose
relatives have to lower their eyes to their killers every day.

The image-spam people are double agents. They inhabit both the realms
of over and invisibility. This may be the reason why they are continuously
smiling but not saying anything. They know that their frozen poses and
vanishing features are actually providing cover for the people to go off the
record in the meantime. To perhaps take a break and slowly regroup. “Go
off screen,” they seem to whisper. “We’'ll substitute for you. Let them tag
and scan us in the meantime. You go off the radar and do what you have
to.” Whatever this is, they will not give us away, ever. And for this, they
deserve our love and admiration.

Text / Hito Steyerl
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7
This applies unevenly around the world.

8

In the 1990s, people from former Yugoslavia would say that the former antifascist slo-
gan of the Second World War had be turned up side down:“Death to fascism, freedom
to the people” had been transformed by nationalists from all sides into, “Death to the
people, freedom to fascism.”

9
See Brian Massumi, Parables for the Virtual (Durham, NC: Duke University Press,
2002).

10
| remember my former teacher Wim Wenders elaborating on the photographing of
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things that will disappear. It is more likely, though, that things will disappear if (or
even because) they are photographed.

11

| cannot expand on this appropriately here. It might be necessary to think through
recent Facebook riots from the perspective of breaking intolerable social contracts,
and not from entering or sustaining them.

12

The era of the digital revolution corresponds to that of enforced mass disappearance
and murder in former Yugoslavia, Rwanda, Chechnya, Algeria, Iraq, Turkey, and parts
of Guatemala, to list just a few. In the Democratic Republic of the Congo, which saw
roughly 2.5 million war casualties between 1998 and 2008, it is agreed on by re-
searchers that demand for raw materials for the IT industries (such as coltane) played
a direct role in the country’s conflict. The number of migrants who died while trying
to reach Europe since 1990 is estimated to be 18,000.

13
This derives from a pirated DVD cover of the movie In the Line of Fire (1993), which
states, in no uncertain terms, that pubic performance of the discisstrictly prohibited.
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HITO STEYERL / B%F - S2f8ER/R

CGREH (BAR) A7 / Liquidity Inc.
BIRSR Single channel video, 30 min, 2014



CHEZASINAERBEMIRBREEL L ERREE TENERERIFRER
BXE R HFIEREXE. RERMDRS REOREE RPNMERFERE
2. BHEERAOERS. R, BE. HERS (BF) AF7. 7 XHEH
WA T — IR - AENSRME £ DRSMETRRLZ B EITRAR
AR EELMEE/RK MBHOERNE X HFEIERETRENRIFHRA
NI HI M XA HETENRZRER A B LONTATN Bk
B, XHERT2014FECH LR EARHLEBEPRM N BHERRL,
F2014FFAHA R Artists SpaceBH -

“...Some would like to claim me as a native of earth, but in fact, even
though | cover this planet, | am not from here. Nor are you. | run through
your veins. Your eyes. Your touchscreens and portfolios. | am gushing
through your heart, plumbing and wires. | am liquidity incorporated.”
This new work looks at a financial advisor called Jacob Wood who lost
his job during the last financial crisis, and who then embarked on a
career in mixed martial arts. As with the majority of Steyerl’s films,
these works extend from research conducted through interviews and
the accumulation of found visual material, and move between forensic
documentary and dream-like montage. The work was first exhibited in
Steyerl’s major retrospective at Institute of Contemporary Arts, London;
2014, Artists Space in New York.



HITO STEYERL / B%F - S2f8ER/R

«H¥T» / Strike
BERER, FRBUWKE Video, HDV;
28 seconds, 2010



EM—MEERREAS, “STRIKE” (H]) XMAMXEFHZH, HEX
EFBERENERLE, AE—ITYALH, FEREHKRR. wFRFERE
BERFNRGEEN, TIITEMFNZLNRES, KA IEenaEn, R
—PIXHEEEI R BMUAREISOMMME. REXESHFH.

It begins with a blank screen. The word ‘STRIKE’ appears across it,

in white capital letters against a black background. Then a woman
appears, dressed in black. She approaches an empty LCD monitor

and strikes its undifferentiated surface once with a chisel, leaving a
multi-coloured web of fractures across it, before everything fades (back)
to black. It’s all over in less than 30 seconds. Then it starts again.
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245 - REEBREA015EHBEHNFREEENRKREA
Rz—, 1966FHEFEE, Y TMWAZARTURZZHE
HEMZARR . MEREENATZIHEMR, FHES4H
WHZEARZRE L HE 0. FEIPRNERE—RTIHRE
LW B RIREX . FRALIRHBEFRARTE R E G
IR RIARE = L. 57 —RIEEZMHREAR
B BfEDocumenta(FE/RXENE) . Manifesta. BB HT
WERE. BIENERE. FHBEHRNERFIXMNNERSE.

Hito Steyerl (b. 1966 ) Berlin-based artist, representing
the German Pavillion at 2015 Venice Biennale, is one
of the most critically acclaimed artists working in the
field of video today. She completed her film studies in
Munich and Tokyo, and earned her PhD at the Academy
of Fine Arts in Vienna. Steyerl’s work focuses on con-
temporary issues such as feminism and militarisation,
as well as the mass proliferation and dissemination of
images and knowledge brought on by digital technolo-
gies. She has participated in a number of leading exhibi-
tions, such as Documenta, Manifesta, as well as biennials
in Venice, Taipei, Istanbul and Gwangju.

EE, BEANMKRAREE. FRETREERERM
TENFEAARBSEERBARI, 2014FTMNY
RERBBKERREA, HENHEHEANNER TR K
AR EERMZALERER, GFArt Forum, Artin Amer-
ica, KEBRIGIEEE, HyperallericFIZARR.

Xin Wang is a curator and writer based in New York. A re-
cent graduate from Columbia University’s MA program
in Art History, she has worked as a special exhibition
researcher at the Metropolitan Museum of Art. She has
also co-curated Asian Contemporary Art Week 2014 and
the New York solo debut of artist Lu Yang. Her writing
has frequently appeared on exhibition catalogues and
publications such as Artforum, Art in America, Flash
Art, the Metropolitan Museum’s blog, Hyperalleric, and
Leap.



BANKALFAMRIT LR AR (JAEEF19255F), BB LE
BSEIERHSNER H . 1ENMABSOCIETYIXREFFKRES
B RATHDASERTE, BANKEEOTHERFRHSR
ZARXUFENRETE. RINHEEUFRIELS,
g EE AT s, £REBRSESRIM X
¥, RESx21HERENIUR. RIENSERFEZAR
R, BB, BX, EEAFMNBGEIE, UZHRINNMRIR
H. MABSOCIETYZ—MEAMMTMEALR, HiEATE
St RE X Z BRIk mEs, E2UEKR, LRY
MBERENRRN, hEES, NBMPARSESEERS.

BANK is housed in the former Bank Union Building
(est. 1925) located in Shanghai’s historic Bund area.
BANK functions as the offices and studio of MABSOCI-
ETY, an international curatorial and contemporary firm,
and is dedicated to an exhibition program that engages
international issues of contemporary art and culture.
Our projects are research based and meant to provoke
issues of cultural history(s), global interests and
attitudes, especially as it pertains to China in the 21st
Century. We work with international artists, galleries,
collectors, curators, and institutions to support our
program. MABSOCIETY is a hybrid organization that
acts as a cultural conduit between China and the rest
of the world by producing exhibitions, publications,
educational programs, as well as provides consultation
for institutions, and individuals.

1F , 59 Xianggang Road, Hungpu District, Shanghai 200002, China
T HRBREHE59S 144, #145200002

+86 21 63013622

www.mabsociety.com

info@mabsociety.com

SE_EFABALFI0R¥EETHORE
Tuesday to Sunday, 10:30am - 6:30pm
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