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I concetto di Remix
zpesso relazionato alla
cultura popolare deriva

dal modello di remix

musicale che inizia ad
ezzere prodotto intorno
ai tardi anni Sessanta

e primi anni Settanta

a New York. 0ggi il
Remix [inteso come
I’attivita di prendere da
materiali pre-esiztenti
combinati in nuove
forme seguendo il gusto
individuale] & stato
esteso ad altre aree
culturali, includendo
anche le Arti ¥Yisive e
gioca un ruolo vitale
nella comunicazione
mazsmediale,
specialmente in Internet

Turbulence turns ten years old in 2006; thiz means that it now offers an impressive archive of In-
ternet based art. During its first decade, Turbulence became important in the hiztory of a =11l emerging art
farm often referenced as new media art.

Turbulence iz alzo part of the history of remixz culture. Generally speaking, remix culture can be de-
fined az the global activity consizting of the creative and efficient exchange of information made possible by
digital technologies that iz supported by the practice of cut/copy and paste. (1] The concept of Remix often
referenced in popular culture derives fram the model of music remixes which were produced around the late
1960z and early 1970z in Mew York City with roots in Jamaican music. (2] Today, Remix [(the activity of taking
zamples from pre-exizting materials to combine them into new forms according to perzonal tazte] has been
extended to other areasz of culture, including the wisual arts; it plays a wital role in mass communication,
ezpecially on the Intfernet—and in this casze, in the Turbulence archive.

The focus in this text iz fo understand how Turbulence contributes to Remix as a cultural activity,
az well as to the hiztory of new media. | will first look at Turbulence az an archive, a tvpe of recording [a
winyl record], and examine in detail selected works according o my theory of Remix. | will then reflect on

the aeszthetics of Internet art, and its historical importance.

LISTEN

consumption

fulfillment

Friederike Paetzold | Grey Area | 2002

El concepto del Remix
[remezclal, a menudo
mencionadao en la cultura
popular, viene del modelo
de remizes musicales,
que empezaron a ser
producidos alrededor

de fines de los "60s v
principios de los *70s, en
la ciudad de Muewva York
con raices en la musica
de Jamaica. Hov en dia,
el Remix [la actividad de
tomar zamples o muestras
de material pre-exiztente
para combinarlios en
nuevas formas, zequn

el gusto personall =& ha
extendido a otrasz areas
de 1a cultura, incluyendo
las Artes Yisuales, v
jueqga un rol vital en

la comunicacion de
mazas, especialmente en
Internet




Quello che & una
caratteristica peculiare
dell’arte in Internet &
iil fatto che "utente ha
un ruolo fondamentale
nell’attivare il lavoro,
come fa il 0J quando
zuona i suoi dizchi in
vinile. LCutente della
rete quindi manipola
file dell’archivio di
Turbulence nello stesso
modo in cui il 0DJ manipola
i dizchi sul suo piatto.

turbulence: nothing but a remix

turbulence: nient'altro che remix

turbulence: nada mds que un remix

Turbulence turns ten at a time that follows, but iz somewhat distant from the postmodern. a moment
when grand narratives were guestioned, and little narratives were favored. [3] The poztmodern period,
which roughly ranges from the mid/late-sixties o the mid-eighties, was undersztood as one of fragmentation,
bitz and pieces, incompleteness and open-ended possibilities.

Ouring the poztmodern period, the concept of the music remix was developed. The remix in music was
created and defined by the Oz in the nineteen seventies in New York City, Chicago and other parts of the east
coast, who re-combined or extended preexizting songs to make them more danceable. Their mizes actually
have roots in “toasting,” and dub muszic tradition of Jamaica. (4] The activity of the east coast DJ)%s evolved
into sampling bits of music in the sound studio, which means that the 0J producers were cutting/copying and
paszting pre-recorded material o create their own music compositions. Cut/copy and paste, the fragmenta-
tion of material, iz today part of everyday activities both at work and at home thanks to the computer, and
are commonly found in popular software applications, such as Adobe Photozhop and Hicrosoft Word.

The Internet also depends on sampling, on cut/copy and paste in order to function az a network—file
zharing, downloading open source software, live streaming of video and audio, sending and receiving e-
mailz are but a few of the activities that rely on copwing, and deleting [cutting] information from one point
to another as data packets. Thiz means that cut/copy and paszte iz a pivotal element of Internet bazed arft,
and apply directly to the Turbulence archive.

What iz particular to Internet art iz that the uzer plavs a crucial role in activating the work, like the
0J does when s/he plavs with vinyl recards. The Internet user manipulates the files in the Turbulence archive
in the zame way the DJ manipulates the record on the turntable. Both access pre-recorded material. The
seventies OJ, however, was following the tradition of hackers, because z/he was manipulating records an
a machine that was originally used for paszsive listening. Thiz active interaction with pre-recorded material
became part of the mainstream, and we can see how the online user fallz within a category in part deriv-

ing from the 0J; the uzer now iz expected to play with the files [like a DJ with records] and not just lizten

Lo que resulta particular
del arte en Internet es
que el usuario juega un
rol crucial en activar

el trabajo, coma el OJ

1o hace cuando juega
con los dizcos de winilo.
El uzuario de Internet
manipula log datos del
archivo de Turbulence de
la mizma forma que el 0OJ
manipula log dizcos en el
tornamesza.




I remix & sempre
allegorico seguenda

le teorie postmoderne
di Craig Owens, che
argomenta zull’ eziztenza
di una decostruzione
nel postmoderno, quale
chiara conzapevolezza
della sztoria e della
politica che sta dietro
all’oggetto d’arte,
zempre presente come
una "preoccupazione
connesza alla lettura™

or view them paszsively, becauze interaction, touching, or in the caze of the online uzer, clicking, iz now
integrated into culture.

The 0OJ manipulates a record and the Internet user manipulates the Turbulence archives. Metaphori-
cally then, we can think of the Turbulence archive az a record, and like a "vwinyl recording,”™ it can develop
gzcratches, and indeed it has, ezpecially when we consider early works such as Not #allz [1996) by Laurel Wil-
zon which uzes Apple’s Quickdraw, [S] an online interface that remixes image and text in a 3-0 environment.
The anline work cannot be viewed becauze the plug-in iz no longer available and the work has thus turned
into an unplavable or scratched section in Turbulence’s record groove.

Thinking of Turbulence as a vinyl record with a few unplavable fracks, thiz eszzay will now focus on

zpecific projects which, az we "lizgten™ to them, may show a few scratches of Their own.

literature: remixed as internet art

letteratura: remixata come arte in rete

literatura: remezclada como arte en internet

In later zection: a detailed theory of Remix will be given. At thiz moment what iz crucial to under-
ztand in order to examine zelected projects in the Turbulence archive iz the concept of allegory, which iz
Remix"s most wital element. Allegory iz a cultural code that new media art, and more specifically Internet art,
have inherited from the postmodern. (6]

The remix iz alwavs allegorical following the poztmodern theories of Craig Owens, who argues that in
poztmodernizm a deconstruction, a transparent awareness of the hiztory and politics behind the object of
art iz alwavws made present az a “preoccupation with reading.”™ [7] Meaning that the object of contemplation,
in our caze Remix, depends on recognition [readingl of a pre-exizting text [or cultural codel. The audience
iz always expected to zee within the work of art itz hiztory. Thiz was not =0 in early modernizm, where the
work of art sugpended itz hiztorical code, and the reader could not be held responszible for acknowledging
the politics that made the object of art “art.”™ (8] Poztmodernizm, in effect, remixed modernizm to expoze
how art iz defined by ideologies, and hiztories that are constantly revized. The contemporary artwork iz a
conceptual and formal collage of previous ideologies, critical philozophies, and formal artiztic investiga-

tionz extended to new media and Infernet art.

El remix siempre es
alegorico, siguiendo las
teorias postmodernas
de Craig Owens, quien
argumenta que en

el poztmodernizmo
una deconstruccion,
un conocimiento
tranzparente de la
hiztoria v 1a politica
detraz del objeto de
arte, gziempre ze hace
presente como una
“preocupacion con la
accion de leer™




I lavari di Turbulence

in gquesto senso zono
allegorici; sono citazioni
che i zostengono
zull*fautorita di un
materiale precedente
che & copiatoftagliato
e incollato, gia
concettualmente che
formalmente.

Marianne Petit with John Neilson | The Grimm Tale | 1996

Internet bazed art iz inherently allegorical; it always relies on pre-exizting material to gain au-
thority. The works in Turbulence in thiz zense are allegorical; they are citations that rely on the authority
of previous material that hasz been copied/cut and pasted, both conceptually and farmally. Thiz allegorical
impulze, which carries a strong trace of postmodernizm iz apparent in all the Turbulence commizsions. And
not zurprizingly the medium that iz most allegorized iz Literature and its narrative strategies; thiz iz par-
ticularly true during the early vears. Let uz begin our examination with Literature and narratives. Thiz focus

will then expoze other allegories.

If I could but shudder

If only I could

Literature iz an ingpiration, if not the foundation, of many of the works commizzioned between 1996
and 19958, Such works include The Grimm Tale by Marianne Petit with John Neilzon, (9) Horth Countrs: Part 1
by Helen Thaorington and Eric Schefter, [10] The 53d Hungarian by Nick Didkowsky and Tom Marzan, (1] and The
Story of % by a Rugzian author [12]

The Grimm Tale iz a story about a bow who iz not able o understand the concept "to shudder.™ This
alienates the bovy who iz mizundersztood by those around him. When he finally iz able to understand the mean-
ing of the verb, it iz the user who must come to terms with it. Thiz iz an adaptation of a tale by the Brothers
Grimm, in which the uszer iz invited to move back and forth between the webpages, thereby making the ex-
perience of the story somewhat non-linear. North Country iz a mystery short story about a skeleton, possibly

of a woman, found in Upstate New York. The woman, the authorities claim, committed suicide, even though

Loz trabajos en
Turbulence zon, en este
zentido, alegoricos;

z0n citas que recaen

en la autoridad de
material previo que ha
zido copiado/cortado vy
pegado, tanto conceptual
camo formalmente.




G1i autori considerana
il browser come
un’estensione diretta
di un libro stampato,

e allo stesszo tempo
sperimentano 1e
pozzibilita che Internet
offre quale medium
creativo.

In questo modo il

corpo & ridefinito dalla
comunicazione on line, il
rizultato & un lavoro che
costantemente chiede

di ezzere completato

o ammette contributi,
dall’utente finale.
Ouesta preoccupazione
e costante richiamo al

-l

zome evidence seems to point to homicide. Thiz type of hypertext iz known az a "branching story.™ Mean-
ing that the uszer uzually hasz two hyperlinks to zelect from, but in the end, s/he iz expected to wizit most,
if not all, of the pages to get a handle an the mystery. The 53d Hungarian iz the story of a farmer who has
1ozt hiz wife and iz trwing to cope with hiz lonelines: and the hard work he must perform day after dayv. It
conzizts of animated gifz that must be activated by the uzer with mouse clicks. Thiz story iz linear; the uzer
must, however, use the click-back browser button to go back to the main page. And The Sfory of % "iz an
online collaboration where the uzer iz expected to contribute actual writing. This story iz alwavs changing
becausze uzers are allowed to contribute. The end result of "x™ iz manv entities. The uzer can navigate the
story archive starting with the moszt recent entries at the top. Unlike the other ztoriez, thiz one conszists
of a zingle page.

The authors treat the web-browser az a direct extension of the printed book, while alzo experiment-
ing with the pozzibilities the Internet offers az a creative medium. For example, in North Countfry the viewer
can lizten to ambient zound, and in the Grimm Tale each book chapter iz accompanied with music composi-
tions and animated qgifs. The Sad Hungarian alzo utilizes animated imagesz—a java applet to be exact, [a small
goftware component that runs in the context of another program, in thiz caze a web browser). [13] Many of
theze sztoriesz, while at fimes providing options to move back and forth between pagesz, nevertheleszs, rely
on a linear narrative, and a traditional plot. We can zay that they are, in part, an extension of hvpertext
literature. Mozt importantly, they point to interests that will be revizited repeatedly by other artizts in the
vears to come. These works are, in eszence, remixing pre-exizting stories on the web, not to mention the
linearity such ztories depend on (except for The Story of X, az | explain below]. They are what | call selective
remixes becauze they leave the “zpectacular aura™ [14] of the storiez intact.

Theze early works are historical documents of a transzitional period when artizts began to explore
the paradox of the Internet. while the projects connect us with others in wavys previously not pozzible, they
alzo alienate usz from others becausze such experience iz mediated with information. The body iz redefined
by online communication; [15] the result iz work that conztantly asks to be completed, or contributed to, by
the end uzer. Thiz preoccupation and constant recall of the body iz allegory—a remixed version of what we
know in phyzical space.

For instance, The Grimm Tale and North Country deal with the body in cwberspace. In the former the

body of the audience iz connected to the woung man’s when the audience iz azked what "to shudder™ means

Loz autores tratan al
navegador web como una
extension directa del
libro impreso, v al mizmo
tiempo experimentan con
las posgibilidades que la
Internet afrece como un
medio creativo.

El cuerpo ez redefinido
por la comunicacion
online; el rezultado

ez un trabajo que

pide constantemente
zer completado, o
acepta contribucion,
por el uguario final.
Ezta preocupacion

v constante




corpo & un allegoria
—una versione remixata
di coza noi conosciamo
come gpazio fizico.

(ma]

WHO IS SHE?

Helen Tharington and Eric Schefter | Horth Country: Part I| 1996

L'ezperienza corporale

B una costante
preoccupazione nella
emergente societa

della informazione(19];
questo potrebbe eszere
il maotivo per il quale

il corpo & zosztituito e
medializzato spesso come
un’ informazione.

to them, and to give feedback through an online form; in the latter the uszer iz azked to identify with a body
that iz in pieces, which can be read az a metaphor for the fragmentation or reconstruction of one’s identity
in online communities, and how thiz iz related to phyzical experience. [16] The story opposes the paszive
approach to traditional storwtelling by consztantly poszing the guestion "Who iz she®™ which, upon clozer
examination, exposes the imposzsibility of telling a story that could not be told—how can one tell the story
of an unidentified person? [17) Thiz proposition can be read as questioning online identity. Thus, the user
ends in a pogition similar to that of The Grimm Tale. And like The Grimm Tale, North Country haz a feedback
form for uzers to contribute their own writings.

Thiz last feature, in fact, iz the aonly thing that The 5fory of & offers. Here the uzer iz given full
licenze to contribute to the story, making the uzer (the reader] also the author of the text. Thiz iz what |
define az a reflexive remix, because the rolez of the author and user [reader] are questioned in order to
make clear the critical position of thiz work. [18)

Corporeal experience iz a constant preoccupation in the emerging network zociety; [19) that is
how the body iz zubstituted or mediated by information. Thiz iz evident in early streaming performances
like Finding Time (1999) by Jesze Gilbert and Scott Rozenberg, who organized live sound streams from zix
continents around the world, with the zole purpose of creating compositions that were mediated by the
global network. [20) AN of these works depend on a linear narrative that emphasizes and remixes corporeal

experience that iz then turned into streamed information. Indeed, thiz preoccupation with dizembodiment

rememarizacion del
cuerpo ez alegoria—una
version remezclada de
1o que conocemos en

ezpacio fizico.

La experiencia corporal
2% UNa preoacupacion
constante enla
emergente sociedad de
la informacion [19); a:
es como el cuerpo es
zustituido o mediado
como informacion.




Ci zono tre tipi di Remix
che vengono utilizzati
oggi. 11 Remix Esteszo,

IT Remix Selettivo e il
Remix Riflessivo.

Nel Remix Selettivo il
D0J prende & azzembla
parti alla compogizione
originale, lasciandao
"1"aura spettacolare™
intatta.

iz 2till with us today as we look at more recent works like /N Network [2005] by Michael Mandiberg and Julia
Steinmetz inwhich the artistsz, connected to one another via their cell phones, are alwavs making reference
to the body and how it iz defined by information. [21]

The early works mentioned above are celebrating the poszzibilities of the Internet az a wiable art
medium, and consider the Met an extension of the text. Thiz iz frue except for The Story of X, as previouszly
noted. Theze pieces, ultimately, are not legitimized by the fact that they are prezented on the net, but by
the fact that thew make a direct reference to establizhed narrative strategies; and even though they are
remixed with options o be experienced somewhat non-linearly, thew £till hold on to the linear model of sto-
rytelling. In the following section we will examine in detail works produced in later wears in which Remix iz

at play, in many wavs extending and questioning the early exploration of the works described above.

remixes

remezclas

To better undersztand Remix, we will compare projects from the Turbulence archive with art from the
twentieth century. Thiz will open a window to show how kew codes of Remix have been at play under differ-
ent names throughout hiztory. Thiz zection will consider Grafik Ovnamo [2005] by Kate Armstrong and Michael
Tippett, [22) getawawexperiment.net [2005) by Mathaniel Stern and Marcus Neustetter, (23] The Secret Lives
of Humbers [2002] by Golan Levin, et. al., [24] and Grew Ares (2002] by Friederike Paetzold. [25)

There are three tvpes of remixes at play todaw. the Extended Remix, the Selective Bemix and the
Reflexive Remix. We hawve briefly considered above how the Selective and Reflexive Remixes are at play in
zome of the early works in the Turbulence archive. In thiz section the Selective and the Reflexive Remixes
will be defined in direct relation to the vizual artz and, most importantly, to recent works in the Turbulence
archive. Let us consider the Selective Remix first.

For the Selective Remix the DOJ takes: and adds parts to the original composition, while leaving its
spectacular aura intact. An example from art history in which key codes of the Selective Remix are at play
iz Marcel Duchamp’s Fountain (1917); [26] thiz work congists of an untouched urinal [gzave for a traditional
artizt signature] to reinforce the guestion, what iz art? And codes of a second level remix on Duchamp can

be found in Fountain [after Marcel Duchampl by Sherrie Levine who, in 1991, questioned Duchamp az a man

Hov en dia existen tres
tipos de remix en curso.
el Remix Extendido, &1
Remix Selectivo, v el
Remix Reflexiva.

Para el Remix Selectivo,
el 0J toma v ahade
partes a la compogicion
original, mientras

deja intacta su aura
ezpectacular.




Marcel Duchamp | Fountain | 1917 | image source [26)

Cos1 come Lichtenstein
zi appropria di strizce di
fumetti nei suoi quadri,
Amztrong e Tipped
remixano fumetti con la
tecnolgia del R55 blog.
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and hiz urinal as art, leaving intact Duchamp’s aura as an artizt but not the Urinal®s zpectacular aura az a
maz: produced object. [27] In both of thesze cases there iz subtraction and addition [zelectively--hence the
term, Selective Remixes)].

Thiz strategy became important in the work of pop artizts, such az Andy Warhol and Roy Lichten-
ztein, and iz alzo at play in the online project Grafik Dvnamo by Kate Armstrong and Michael Tippett. Like
Lichtenztein, who appropriated comic strips for hiz paintings, Armsztrong and Tippett remix comics using
R55 technology. Thew refer to the work az a "live action comic strip™ because the panel: are updated with
new images and caption bubbles every few seconds. The strip re-contextualizes material from Live Journal,
an online resource that provides free weblogs to online communities. (28] The Internet uzer zits back and
lets the s=trips reload information. AT one point a caption at the bottom of the far left panel reads “But the
journalizts asked no gquestions, and zeemed fo have been hypnotized,” while at the top a zmall image of
Tinker Bell iz justaposed with the text, A1l we need iz faith and trust, and a little pixie duszt...” On the cen-
ter panel there iz a Jack Daniel: bottle and a corresponding thinking bubble that savs, "Danger! Sound the
whiztle!™ and the panel on the far right presents a woman wearing a large helmet-like device on her head,
and holding a jowstick; the speech bubble states, | would do anything for zomeone who would fight me!™ and

the bottom caption reads, “Tov locomotives choked the thoroughfares...™

Sherrie Levine | Fountain [After Marcel Duchampl | 1991 | image source [27)

Como Lichtenstein,

quien se apropio de las
tiras comicas para sus
pinturas, Armstrong v
Tippett remezclan comics
uzando tecnologia RSS.




Launch | About | Kate Armstrong | Michael Tippett

e DANGER! SOUND THE WHISTLE! I WOULD DO ANYTHING FOR
SOMEONE WHO WOULD FIGHT

ME!

BUT THE JOURNALISTS ASKED N
QUESTICNS, AND SEEMED TO HAVE BEEN
HYPNOTIZED.

TOY LOCOMOTIVES CHOKED THE
THORGUEHF ARES

SINGLE BARREL

Kate Armstrong and Michael Tippett | Grafik D,vnama| 2005

Grafik Oynamo & cogl

un Remix Selettivo

di un tradizionale
fumetto della cultura
contempoarena con

una traccia di tendenza
postmoderna che tende
alla frammentazione. La
sembianza di allegorica
autorita & quindi data
alla strizcia di fumetto
[come Vorinatoriol che
questa volta & ztata
contestualizzata come
“un remix™ che zegue le
altre forme che vengono
e vanno per scontrarsi
e provvedere a multiple
significazioni.

A1l imagesz and text fragments (the latter pre-authored by Armstrong) (29] are combined at random,

leaving it up to the user to make zenze of them. Grafik Dvnamo iz a Selective Remix of the traditional comic

strip and contemporary culture, with a trace of the postmodern leaning toward fragmentation. [30] The form

with allegorical authority iz the comic strip, that like the urinal, which once contextualized az a “remix™

allows all other forms that come and go to collide, providing multiple significations. Like all contemporary

art, thiz work iz not expected to provide specific answers to the viewer, but instead iz supposzed to provide

a zpace to reflect on the pozzible meaning of the work of art. Allowing for multiple readings iz actually r

mixed itzelf by the fact that the project conztantly switches images and texts for the wiewer in a matter of

zeconds, presenting compositions which most likely will never be repeated, thus emphasizing the ephemeral

experience of the work. Image and text are combined on the panels just for vou, and any other viewer who

may be acceszzing the project at the zame moment. But that combination will be gone in just seconds, and

all that will be left iz a memory, a trace. Thiz iz a remix because az | previously stated, a remix must leave

the aura of the ariginal intact. 6rafik Ovnamo at no point denies or dares question the authority of the comic

ztrip; if anwthing, it celebrates it az a tool for cultural criticizm and in thiz way it follows the definition that

supports the work of Duchamp and Levine. Duchamp at no point denies the authority of the urinal, but rather

uzes it to quesztion what iz art, while Levine uzes th

[ni}
o

zame sztrategy by making a bronze urinal to quesztion

Grafik Dyvnamo ez un
Remix Selectivo de la
tradicional tira de comic
v cultura contemporanea,
con una huella de
postrodernizmo
apovandoze en la
fragmentacion. La forma
con autoridad alegorica
ez la tira comica, [como
el urinariol, que una vez
contextualizada como
un “remix™, le permite

a laz otras formas que
van vy wienen toparse,
proveyvendo moltiples
zignificaciones.
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the privileged position Duchamp hold: az a man in the artworld, but at no point does she gquestion hiz status
az an important artizst. Hence, Duchamp remixes the urinal, while Levine remixes Duchamp.

The zame approach iz found in getawayesperiment.net by Nathaniel Stern and Marcus MNeustetter
The word "remix™ iz actually uszed in the dezcription of the work, sztating that "they commizzioned local
zign-makers in Johannezburg, South Africa to “re-mix” five, live webszites.™ [31) Thiz activity iz extended to

participants online who were encouraged to upload their own images.

Nathaniel Stern and Marcus Neustetter | ge.fawayexpe.rimenf.neﬂ 2005

Turbulence is a project of . (aka Ether-Ore)

The remixed webszites include Joy Gar- z

bh e oD
wtletin Goand

nett’s S5olidarity, which alzo consists of remixes Fom 12407 tow-Fi
> 11/01 Andrea Polli
. . d o 11/18 Paul Catanese
of a painting zhe created from a photograph, Ty 19412 siw Andrews
Ly A 10/25 Martin Wartenberg
10/20 ajaykumar

for which she was eventually sued for copyright e e
09/30 MTAA

infringement by the photographer. Thiz remix 99/23 Jess Loseby
consizts of several pages with variations of the
zame image, ranging from drawings to pixilat-

ed graphics. Another remixed zite iz Joburg a

getawayexperiment.net propos

portal to the city of Johannesburg. Hand drawn s
. . LML the
graphics are preszented next to headlines and e
The hand-pai igns were then scanned, prepared for the
brief texts making commentaries on the politics e

Each of th

of the citv. Google Imagez iz a third remix in
which all images are alzo hand-drawn, clozely

mimicking the format found in the actual Google

webszite, Fox Wews Channel iz another remix which, like Joburg, makes social comments on news sources.
And finally, Turbulence a remix of the Turbulence webszite itzelf. Here an exact copy of Turbulence’s front
page iz presented, with hand-drawn images and text remixing getawavexsperiment.net as well as 1 Year Per-

formance by MTAA. [32]




Came in Grafik Dynamao,
getawayexsperiment.

net dizpone nuovamente
1"aura spettacolare

dei ziti web. Coz1 1
effettiva appropriazione
del loro look da loro

1" autorevolezza di un
opera d’arte.

John Heartfield | Adolf the S5uperman: Swallows Gold and Spouts Junk'| 1932 | image source [33)

11 Remix Rifleszivao
differizce in vari maodi
dal Remix Selettivo;
allegorizza in maniera
diretta ed eztende
I"'eztetica del sampling
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Like Grafik Dvnamo, getawawexperiment.net relies on the spectacular aura of the websitesz. It is
the effective appropriation of their look that gives it authority az a work of art. It can question the valid-
ity of thesze zitesz, but not the fact that they are “real” sites with cultural agency [just as Duchamp would
question art but not what iz a urinal, or Levine would question the Urinal and Duchamp as a man, but not
Duchamp’s authority az an important artizt). But getawavesperiement.net alzo pointz to the wirtual and the
phyzical that iz crucial to underztanding Internet art as a medium. In fact, the hand-drawn images point to
the phwsical giving way to infaormation online. In thiz way the hand-drawn activity becomes a footnote—a
trace to rely on, like beat juggling becomes a footnote to sampling in the music studio for the 0OJ producer.

Getawawvexsperiment.nefiz the most overt zelective remix found on the Turbulence website az it deliberately

uzes remix language to validate its status az a work of art.

- y

The Reflexive Remix differs in warious wavs from the Selective Remix; it directly allegorizes and
extends the aesthetic of sampling as practiced in the music studio by seventies DJz, where the remized
verzion challenges the aura of the original and claims autonomy even when it carries the original®s name.

In culture at large, the Reflexive Remix takes parts from different sources and mixes them aiming for au-

Como Grafik Oyvnama,
getawayexsperiment.
nef ze apova en el
aura espectacular de
las websites. Es la
apropiacion efectiva
de zu look que le da
autoridad de obra de
arte.

John Heartfield | Hurrah, the Butter is Al Gone | 1935 | image source [34)

E1 Remix Reflexivo
difiere en varios puntos
del Remix Selectivo;
alegoriza directamente
v extiende la ezstetica
del zampling como se




cozl come veniva
praticata negli studi di
regiztrazione dai 0J deqgli
anni Settanta, dove la
verzione remixata sfidava
1"aura dell’originale e
rivendicawva 1a propria
autonomia pur portando
lo stesso nome.

Per entrambi, Heartfield e
Hach, i1 zoggetto che da
all’opera la zua autorita
B meszo in questione . il
rizultato & una frizione,

una tenszione che
richiede all’ozservataore
di riconsiderare ogni
elemento che i frova
di fronte. E queszto che
rende la loro arte cogl
potente.
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tonomy. The spectacular aura of the originallzl, whether fully recognizable or not must remain a vital part
if the remix iz to find cultural acceptance. Thiz strategy demands that the wiewer reflect on the meaning of
the work and itz sources—even when knowing the origin may not be poszzible. An example from art hiztory in
which the codes of the Reflexive Remix are at play iz the work of John Heartfield, who takes material out of
context to create zocial commentary. Hiz Photo-montages like Adolf the Superman: 5wallows Gold and Spouts
Junk (331 and Hurrah, the Butter iz Al Gone, [34] question the very subject that gives them the power to com-
ment. In the former, Hitler, as the title connotes, iz preszented swallowing gold and iz questioned az a leader
of Germany; while in the latter, a German family iz having dinner, eating military weapons, thus the stability
of the home iz questioned due to German politics in WWIl. In hiz casze, the spectacular aura of the source
image (like in the zecond remix] iz 1eft intact—but only to be guestioned along with evervthing elze. we be-
lieve the image but quesztion it at the zame time due to the dual tranzparency of a montage and the realizm
expected of a photo-image; the work then gains access to zocial commentary based on the combination of
recognizable images. Another example from art history where the codes of the reflexive remix can be found
iz the work of Hannah Hach. Her collages blur the origin of the images she appropriates; the rezult iz open-
ended proposgitions. Her work often questions notions of identity and gender roles. Yet, even when it iz not
clear where the material comes fraom, her work iz =till fully dependent on an allegorical recognition of such
formsz in culture at large in order to attain meaning. Thiz iz the case in pieces like Grofesgue [35] and Tamar
[36]1 ATthough they were made 30 wear:z apart, both decontextualze the objects they appropriate. Here we
hawve body parts of men and women remized to create a collage of de-gendered figures. The autharity of the
image lies in the acknowledgment of each fragment individually, and a zpecific social commentary like the
one found in Heartfield’s work iz no longer at play; instead, each individual fragment in Hach’s work needs to
hold on to its cultural code in order to create meaning, although with a much more open-ended poszition.

For Heartfield and Hach the zubject which gives the work of art itz authority iz actually questioned,
the result iz a friction, a tension that demands that the wiewers reconszider evervthing in front of them. This
iz what makes their art powerful.

Keeping in mind how the Reflexive Remix works for Heartfield and Hach, we can now examine The
Secret Lives of Numbers by Golan Levwin, et al. The work consizts of a wizualization of numbers and their
popularity in culture for the yvears 1997, 1998 and 2002, The artizts conducted an extenszive sztudy of the

numbers between one and a million; and put online the vizualization of data for one hundred thousand. The

practica en el estudio
muzical por OJs de

log zetentas, donde

la werszion remezclada
dezafia al aura del
original ¥ clama
autonomia aun cuando
Neva el nombre del
original.

Para ambosz, Heartfield
v Hoch, el azspecto

que le da al trabajo
artiztico su autoridad
eztd en realidad siendo
cuestionado; el resultado
ez una friccion, una
tension que demanda
que los ezpectadores
reconszideren todo en
frente de ellos. Esto

ez 1o que hace su arte
poderoso.




Hannah Hach

The Secret Lives of
Numbers prende i numeri
dalla quotidianita e

li remixa in forma di
astrazione

| Tamar| 1930 | image source [36] Hannah Hach | Grotesque | 1963 | image source [35]

reazon thew give for thiz iz that presenting a vizualization for up to a million iz not poszible online, but
they do have an offline inztallation which presents all the numbers. The data vizualization conzizts of three
panelz. The firgt on the far left provides contextual information about the other two. It presents a menu
bar that allows the user to choosze between the wears 1997, 1993 and 2002, and provides himfher with the
popularity of the number zelected, its percentile, rank and aszzociation. The uzer can choose numbers on
the other two panels. The middle panel offers a bright wellow bar-chart at a ninety-degree angle, while the
third panel on the right presents a field of green and vellow which waries from lighter to darker values. The
color varies with the popularity of the number in culture. When a number iz choszen on either the center or
the right panel, the left panel then provides information on that number. While all numbers are ranked, not
all of them are azsociated with an actual activity. Some are, like zip codes, and when vou chooze a number
azzociated with zips, wvou get a statement like "Aszzociation for 15139 Dakmont , PA.” But at times vou maw
_____ * In fact, thiz iz a common result. In the
end, The Secret Lives of Numbers takes numbers from the evervday and remixes them as abstraction—which
at times can become guite zpecific as zshown above with the zip code azzociation; however, even then the
azzociation iz a cartographic one [unlezs vou live there], and only pointz to the activity of measuring. This

project iz about numerology. In a zensze it questions zcientific methods of measurement, asz the introduc-

The Secret Lives of
Kumbers toma numeros
de todos Tos dias v

los remezcla como
absztracciones
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I progetto allegorizza
T"autorita dei numeri e
1’autorita della scienza,
anche ze il suo scopo &
nan lazciarne intatta la
metodologia ma rendere
wizibili i suoi limiti come
strumenta di mizura
dell’esperienza umana.

Golan Levin, et al. |

tory ztatement reads, [Llike every symbiotic couple, the tool we would like to believe iz separate from uz
[and thuz objective] iz actually an intricate reflection of our thoughts, interests, and capabilitiez.™ [37]
The project allegorizes the authority of numbers and the authority of zcience, vet its aim iz not to leave
intact our methodology, but rather to bring forth itz limitations as a measuring device of human experience.
Like Heartfield’s Superman, which was conceived to question Hitler az the German leader during W, the
aim of The Secret Lives of Numbers iz to poignantly question the wavy numbers are seen az "objective™ in
the world. And to do thiz effectively the artists appropriate the tools of measzurement normally associated
with numbers. graphs and charts. The project iz a Reflexive Remix becausze it demands that the Internet uzer
reflect upon and question evervfhing including the authority science normally enjovs, just like the viewer

must question the realneszs of Heartfield’s photo-montage.

THE SECRET, LIVES OF NUMBERS

13010
13020
1z030

12040

Thera ara no assosiations for 13070,

liiiearegariimic Il

The Secret Lives of Numbers | 2002

The way we meazure ourselves iz alzso the preoccupation of Grey Ares by Friederike Paetzold. This
project conszizts of a minimal grey interface offering, once again, the abstraction of numbersz. The artizt’s
want [how much the artizt dezires a non-eszentiall, conzumption (how much zhe iz willing to pavl and ful-
fillment [how much fulfillment she experiences az a reszult] are prezented in three independent charts, and
the uzer iz given the choice of accessing the high and low points of the charts in a zmall window with three
zcrolling panels. The data can be read quickly as it mowves up. The user iz alzo given the choice of viewing the

data in three 24 day bv 24 hour grids. The uzer alzo has the option of furning the grids into three different

El provecto alegoriza

la autoridad de los
nameros v 1a autoridada
de la ciencia, aun

az1, su objetivo no ez
dejar intacta nuestra
metodologia, sino de
relucir zuz limitaciones
como digpositivo de
medicion de experiencia
humana.




Grey Area & infine

un ezempio di Remix
Riflezzivo perche usa
delle infaormazioni

zu un individuo e le
presenta come fatti. 11
rizultato & perio messo
in dizcugsione quando
cerchiamo di capire

che il "ritratto™ basato
zu dati teoricamente
zcientifici & ottenuto da
un’autoanalizi soggettiva

Friederike Paetzold | Grey Area| 2002

17

portraits of the artizt, and a final option of combining the three portraits into one. The final combination iz
accompanied by a soundtrack, alzo derived from the 24 x 24 hour grids.

Thiz project alzo questions our relation to measuring ourzelves, like The Secref Live of Numbers. Thiz
iz done by expozing our dependence on a supposzed objective method of measurement. The project presents
itzelf az accurate, but there are hints that the interpretation of data iz subjective; it iz, after all, a “zelf-
portrait.™ And like The Secref Lives of Numbers it alzo demands that we rethink our relationship to the tools
we Uze to undersztand and define ourzelves as rational beings. Grey Area, then, iz a Reflexive Remix becausze
it takesz a perzon’s information and presents it as facts; but the end result iz questioned when we fry to
underztand the “portrait™ bazed on suppozed accurate data obtained from a subjective zelf-ztudy. Thiz iz
zimilar to the wavw The Secref Lives of Numbers questions the role of numbers az tools uzed to accurately
measzure our reality. In Grey Ares abstraction iz at play az well; it iz not until the three portraits baszed on
the grids data converge az one that the uzer iz able to have a more zubjective interpretation of the informa-
tion in the project. The project iz alzo similar to Hannah Hach’s collages in that it takes zeparate areas that
define the human zubject and prezents them in a way that =1ill doesz not allow them to gel. While in Hach’s
work, one iz not able to identify the multiple entities that inhabit the collaged bodies, in Paetzold’s work the
human subject iz unidentifiable. A hint of thiz iz given at the end of the piece, when one stops the animation

combining all three grids. It reads, "Individuality iz rezolution dependent.”

consumption

fulfillment

Grey Area, entonces,
ez un Remix Reflexivo,
porgque toma la
informacion de una
perszona v la presenta
como hechos; pero

el resultado final es
cuestionado cuando
tratamos de entender
el "retrato™ bazado en
supuestos datos exactos
obtenidos de un auto-
eztudio subjetivo




Ambedue le apere, The
Secret Lives e Grey Area,
propongono una lettura
astratta del corpo
umano, ed ancara una
volta troviamo 1o stesso
interesze per il caorpo
che rivela informazioni
che zono state esplorate
precedentemente nelle
narrative di Thorington
e altri.
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Eoth The Secret Lives of Humbers and Grey Area prezent an abstract reading of the human body, and
here we find once again the preoccupation with the body giving way to information that was explored earlier
in the narratives of Thorington and others. Here the body that was found in pieces like North Counfry iz now
comfortably abzorbed az pure data, az absztraction. The body has become nothing but numbers that suppos-
edly are factual data. Theze pieces alzo zhare the fragmentation of the body with the works of Heartfield
and Hach, because both Dada artizts alzo prezent bodies or scenes that deny their cohesziveneszsz. Theirworks
pretend to be one when they are many. unified through dizunity. They puzh against the notion of one cohe-
zive body, and instead demand that they be undersztood as zocial constructs. It iz with Bemix az a strategy
that the body iz referenced over and over in many of the projects found in the Turbulence archive.

To graszp a more precize undersztanding of how RBemix iz at play in the Turbulence archive, it must
now be defined in detail. Doing thiz will alzo enable us to zee Remix’™s role in new media and contemporary

culture at large.

loops and samples: the essence of remix

loop e sample: I'essenza del remix

loops y sampleos: la esencia del remix

The Hip hop OJs improved on the skills previously developed by Dizco DJs starting in the late sixties.
They took beatmixing and turned it into beat juggling, which means that they playved with beats and sounds,
and repeated (looped) them on the turntable to create unique momentary compozitions. Thiz iz known today
az turntablizm. Thiz practice found itz way into the muszic studio to become part of the tradition of zampling,
and haz now been extended into the culture at large with the practice of cut/copy and paste.

Loops are alzo eszential to computer technology, for what elze does the computer do but execute
loops to know what it should be doing at all times? In the days before the first computers, people did calcula-
tionsz manually, but at one point the need to have repetitive computations performed in a more efficient way
became a concrete idea. [38] And in 1945, with EMIAC, computers started to take over the role of human com-
puterz. [39] The concept of loops plaved a crucial role in culture at this time, az Pierre Schaeffer and Stock-
hausen were creating compozitions consisting of loops that were performed not by humans but machines. [40)

The Toop in music became crucial for 0J Culture, as has already been pointed out; and 0J culture would meet

Tanta The Secret

Lives como Grey

Ares presentan una
lectura abstracta del
cuerpo humano, ¥ agul
encontramos una vez mas
la preocupacion por el
cuerpo dandole ezpacio
a la informacion que fue
explorada anteriormente
en las narrativas de
Thorington v otros.




Un remix musicale,
generalmente, & la
reinterpretazione di
un brano preesistente:
cio gignifica che
"1"aura™ dell’originale
zara dominante nella
versione remixata. ...
primo & esteso, & ciog
la verszione allungata
del brano ariginale

che contiene lunghe
parti strumentali

che lo rendono pii
facilmente mixabile dai
O0J nelle discoteche.

I secondo Remix

e zelettivo. consiste
cioe nell’aggiungere o
sottrarre materiale dal
brano ariginale. ... I
terzo remix & riflezzivo
allegorizza ed estende
1"'eztetica del sampling,
in cui le verszioni
remixate sfidano 1"aura
deqgli originali e chiedono
una propria autonomia
anche quando portano
il nome delle canzoni
originali
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digital culture in new media art, in particular Internet art. Thiz merging iz crucial to Remix, az | have demon-

strated above. Let us now define Remix to undersztand its complex role in new media art and popular culture.

remix defined

remix definito

remix definido

To understand the role of Remix in online culture, we must firgt define it in music. A music remix,
in general, iz a reinterpretation of a pre-existing song, meaning that the "aura™ of the ariginal will be
dominant in the remixed wversion. Of course zome of the most challenging remixes can question thiz gener-
alization. But based on its hiztory, it can be stated that there are three twvpes of remixes. The first remix iz
extended, that iz a longer wersion of the original song containing long instrumental sections making it more
mixable for the club DJ. An example from the hizstory of the 0OJ would be the work of Jdellvbean Benitez who
became famous for producing and remixing songs for Madonna. [41) The second remix iz zelective; it consists
of adding or zubtracting material from the original song. An example of thiz iz 0J producer Todd Terry™s 1995
remix of “Mizzing™ by Evervthing but the Girl. [42] In thiz casze Terry not only extended the original record-
ing, following the tradition of the club mix [like Benitezl, but he alzo created new zections as well az new
zounds, while zubtracting others, alwavs keeping the “eszence™ of the zong intact. The third remix iz re-
flexive; it allegorizes and extends the aesthetic of sampling, where the remixed version challenges the aura
of the original and claims autonomy even when it carries the name of the original; material iz added or de-
leted, but the original tracks are largely left intact to be recognizable. An example of thiz iz Mad Professor’s
famous dub/trip hop album Mo Protection, which iz a remix of Maszive Attack’s Profection. In thiz case both
albumsz, the original and the remixed verszions, are conszidered works on their own, vet the remixed verszion
iz completely dependent on Massive’s original production for validation. [43] The fact that both albums were
releazed at the zame time in 1994 further complicates Mad Profezsor’s allegory.

ANegory iz often deconstructed in more advanced remixes following thiz third form, and quickly
moves to be a reflexive exercize that at times leads to a "remix™ in which the anly thing recognizable from
the ariginal iz the title. But, to be clear—no matter what—the remix will alwavs rely on the authority of the
original zong. The remix iz in the end a re-mix—that iz a rearrangement of something already recognizable;

it functionsz at a zecond level. a meta-level. Thiz implies that the originality of the remix iz non-exiztent,
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Un remix musical,

en general, es una
reinterpretacion de una
cancion que va existe,
lo que significa que

el "aura™ del original
zerd dominante en

la verszion remixada.

... El primero ez el
extendido, que ez una
version mas larga que
el original conteniendo
extenzas secciones
instrumentales,
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masz facil de mezclar
para el 0J de un club.
... El zegundo remix ez
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... El tercer remix es el
reflexivo, alegoriza v
extiende la estetica del
zampleo, mientras que
la verzion remezclada
dezafia el aura del
original v reclama
autonomia, aun cuando
tiene el nombre del
original




In breve, il remix,
quando eszteso come
pratica culturale, &

un zeconda mix di

qualcoza pre-egistente;
la materia che & mixata
per la zeconda valta
deve ezsere riconosciuta
altrimenti pub essere
male intferpretato come
qualcoza di nuovo e
potrebbe diventare
plagiarizmo. Senza una
storia, il remix non
potrebbe eszere Remix.

Sia il Remix Selettivo
che quello Riflessivao
dipendono dall’efficienza
che rende potenti i Mass
Media — e zi appropriano
ezattamente di questa
elemento per criticare i
media.

[ga)
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therefore it must acknowledge its source of walidation self-reflexively (even when it iz a selective remixl. In
brief, the remix when extended asz a cultural practice iz a second mix of something pre-exiztent; the mate-
rial that iz mized for a zecond time must be recognized otherwize it could be mizunderstood as something
new, and it would become plagiarism. Without a hiztory, the remix cannot be Remix. [d4]

The three definitions of Remix presented above extend to wizual culture with great efficiency. Some
of the key codes of the Selective and Reflexive Remixes had been at play in wizual culture for sometime be-
fore the DJ: experimented with them in the music studio [We saw thiz in the hiztorical examples | provided
of Duchamp, Levine, Heartfield and Hach]; but the Extended Remix iz not found in popular culture before the
70=, and it actually iz not found outside of music. The Disco DJs, going against the grain, actually extended
music compogitions to make them more danceable. They took 3 to 4 minute compositions that would be
friendly to radio play, and extended them as long az 10 minutes. [45] In the zeventies thiz was quite radical
becauze in fact, it iz the summary of long material that iz constantly privileged in the mainstream—which iz
true even today. The reazon behind thiz tendency has to do in part with the efficiency that popular culture
demandsz. That iz, everything iz optimized to be quickly delivered and consumed by as many people as pos-
zible—muzic on the radio iz no exception. An obvious example of thiz tendency iz the popularity of publica-
tions like Reader’s Digesf, which offer condensed versions of books az well az stories for people who want
to be informed but do not have the time to read the original material, which is often more extenzive. [46)

Another recent occurrence that iz now emerging on the web iz the two-minute “replav™ awvailable for
T¥ zhows like "Studio 60 on the Sunzet Strip.™ [47) If vou mizzed the show when it aired, vou can spend just
two minutes online catching up on the plot; in esszence, this iz a more efficient version of Aeader’s Digest for
T¥ delivered to vour Intfernet doorstep. The implications that thiz development has in Bemix are clozely tied
to political economy, and cannot be analyzed at any length in thiz eszay (mainly becauze of spacel; however,
the Extended Remix must be mentioned becausze it iz actually the foundation of the other two remixes which
hawve been analvzed here. Both the Selective and Reflexive Remixes depend on the efficiency that made mass
media powerful—they appropriate thiz wery element to critique the media. They deliver material with the
zame efficiency and the zame expectations of immediate recognition that the culture industry expects. The
Extended Remix must alzo be mentioned because it was the first twpe of remix in 0J Culture that gave DJs

their independence az powerful muszic producers, at least in NYC.

En pocas palabras,
cuando el remix se
extiende como una
practica cultural, es
una segunda mezcla

de algo pre-existente;
el material que ez
remezclado por segunda
vez debe ser reconocido,
de otra forma podria ser
malentendido como algo
nuevo, ¥ & convertira
en plagio. 5in una
hiztoria, el remix no
puede ser un Remix.

Tanto el Remix Selectivo
como el Reflexivo
dependen en la eficiencia
que hizo a los medios
maszivos poderosos—se
apropian de ezte
elemento para criticar a
loz medios,




Cib che i1 Ma DJ fa

& fermare un vinile

e zuonarlo come se
fosse uno strumento,
creando esperienze
effimere che possono
eszere certfamente
regiztrate, ma che non
perdana il loro patere di
rappresentazione.
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In the previous sections | analvzed works in the Turbulence archive according to the Selective and
Reflexive Remixes, to undersztand how they attain agency in culture bazed on an allegorical trace that goes
back to the poztmodern period. And the definitions prezented in thiz section enable usz to understand their

extension in culture.

bonus beats

bonus beat

bonus beats

It can be argued that the works analvzed =o far could zlip away from the definitions of Bemix | have
introduced. However, theze definitions are bazed on the tendencies found in the works themselves. Az | have
shown, it iz the artists® choices, whether they are aware or not, to emphaszize criticizm with the uze of
selectivity or reflexivity; and if we are to study how critical practice has developed not just in art, but in
culture at large, we can notice that criticizm has often taken these two forms. The critic can reflect upon
a zpecific agpect of the work, az in Grafik Dvnamo in which the artizts have to leave the spectacular aura of
the comic ztrip intact to make zocial commentary, or bring into question evervthing, including the method-
ology that walidates the work asz in The Secret Lives of Numbers. But thiz doesz not mean that the Selective
and the Reflexive Remixes cannot be remixed with each other. However, | cannot think of an example in the
Turbulence archive that does thiz. Thiz mav not be the caze when the Extended Remix iz brought into play
in combination with either of the other two, but such analysis iz alzo not possible with the works found in
the Turbulence archive.

Another argument that can be made iz that Remix has been around way before DJ: started to de-
velop their compositions in the 70z, 0 why call the work made after the zeventies that uze the strategies of
Heartfield, Hoch and Duchamp "remizez?™ The answer to thiz lies in the action that was performed by DJsz,
which iz now found in the new media uzer. What the 0OJ did iz =/he stopped the record and plaved with it az
an inztrument to create ephemeral experiences that could certainly be recorded, but which did not loze
their power of reprezentation. After each performance, the record was left az it was originally made, with
obvious wear and tear, of coursze. The record, in terms of its future access was eszentially the zame after
each performance. It was like a databaze ready to be accesszed again. Thiz iz the caze with all of the works

that have been examined in this text, they are all ready for access from a database, and the uzer can “play™

Lo que hizo el OJ fue
detener el dizco v tocar
con el como 31 fuera un
inztrumento, para crear
experiencias efimeras
que ciertamente podian
zer grabadas, pero que
no perdieran zu poder de
representacion.




L'archivio di Turbulence
dovra essere tezaurizzato
negli anni a venire,
perche qui potremo
trovare le prime
manifestazioni di questa
ricca storia che punta

a un futuro che zolo

noi possiamo definire,
un futuro che, con una
metodologia critica,
potra solamente eszere
promesso.
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them, like the 0OJ would play records. Of courze the online uzer, by default, does not have the zame ability to
alter the work asz the turntablizst doesz, given that the furntablizt iz eszentially a hacker, but the argument
here iz that all of the works mentioned here can function without having the actual information lost (unless
the record iz zcratched or the server storing the net art files crashes). To understand thiz, let’s conzider a
Hannah Hoch collage once again. Each of the fragments that she uszes in her composzitions come from a work
that zhe destroved by cutting a piece out to make it part of her collage. She cannot go back to that image
fraom which zhe took the fragment and use it in its original form, becauze it now has some information miss-
ing [zhe cut not copied). In new media, with cut/copy and paste, the artizst has the ability to zample without
worrwing about destroving the file from which the information was taken. Further the uszer who wiews the
work undersztands thiz and knows that the copy being viewed can be acceszed in the zame exact way, like
a record would [thiz iz true even for new media projects, like Grafik Dvnamo, which uzes randomness with
exactitude to present the illuzion of chance to create a supposed unpredictable narrative. while text and
image may not be repeated together, the algorithm presenting unrepeatable material iz repeated perfectly.
Thiz twvpe of “collage™ that makes new media work pozzible iz completely dependent on zampling, and as
| have demonstrated above, zampling iz the ezzence of Remix. Thiz means that while Hoch, Heartfield and
Duchamp shared elements of remix, their works were not remixes in the way Bemix has been defined in this
text with the works of Armstrong, Tippett, Stern, Neustetter, Levin and Paetzold. During their times, their
works were called readvmades, photo-montages and collages becausze the technology at that time allowed
for zampling dezcribed by such terms. The basic elements of Remix found in Analog technology [the winy
record], however, az | have shown, were already at play in their worlks with great accuracy.

When conzidering all the wariables discuszsed in the last sections, Turbulence’s contribution to the
artz and cultfure at large becomes apparent, and knowing that Turbulence holds a vast amount of waluable
remixes makez the project (Turbulence iz a project of the organization New Radio and Performing Artz, Inc.)
a vital rezource to study and enjoy new media. The Turbulence archive must be treaszured in the vears to
come, because in it we can find the first manifestations of thiz already rich hiztory, pointing to a future that

only we can define, a future that, with a critical methodology, can only be promizing.

Eduardo Navas.

E1 Archivo de Turbulence
tiene gue szer ateszorado
en log ahos venideros,
porgue en 2] podemos
encontrar las primeras
manifestaciones de esta
hiztoria ya enriquecida,
zehalando un futuro que
z0lo nozotros podemos
definir, un futuro que,
con una metodologia
critica, zolo puede ser
prametedor.
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