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HYPOTHESIS  

 

“The most pressing condition underlying contemporary culture may be the omnipresence 

of the Internet.” 

("Art Post-Internet" ucca.org) 

 

Audiences have been adapting to the new online culture, and also benefit from it, since it 

empowers them to become participative and interactive with the cultural content they 

consume. People around the globe with internet access are now able to choose what kind 

of cultural content they want to consume, and when and where they want to do so. 

Furthermore, they also have the option to interact with that content by sharing it, 

exchanging opinions, entering cultural networked communities and even creating 

themselves.  

 

But it is not just the audience's role in the cultural environment that has reshaped, also the 

creator's has. Artists are teaching us about the ever-changing conditions we live in, not 

only by adapting, but by creating a new environment for the whole art sphere. As online 

users, they are empowered too: they can present themselves to the world using modern 

technology. This new environment co-exists with traditional forms, and also with traditional 

spaces, but it means that the new technologically evolved world has given birth to a new 

set of rules concerning the arts.  

 

What I am going to prove is that if easy-to-use virtual modes of working are introduced to 

the artistic world, it will respond by reshaping the traditional business and build itself 

according to the new characteristics. Traditional distribution, creation and consumption of 

art has been altered and reshaped by the new set of rules coming from the development 

of online possibilities: democratization of creativity, immediacy and interaction. 
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These possibilities have led to an extension of traditional exhibiting spaces, in the shape 

of virtual galleries and individual artists' sites, and to new forms of hybrid art. This takes 

the research into two different variables: the scope to which the extension of traditional 

exhibiting spaces has lead to a new set of rules concerning art distribution (birth of new 

online curated sites and non-curated artists sites which are sometimes even more 

profitable than the first), and the extent to which the internet has changed artistic creation 

(with its democratization, immediacy and interaction), giving birth to new hybrid forms. 

 

Along the pages of the work, I will present clear cases of study to look into the alternative 

directions that the exhibiting of artworks has taken, and illustrate through examples the 

way in which the artistic world is rapidly changing towards a new era. 
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METHODOLOGY  

 

In order to prove my hypothesis I will use and refer to the work of contemporary theorists 

and curators like Etan Ilfeld, Rachel Greene, Beryl Graham and Sarah Cook, among 

others, and also the research and publications by artists involved in this new environment, 

such as Artie Vierkant, Robert Lawrence, Eyal Gever and Alexa Meade. 

 

My research on the matter of art and the internet started a couple of years ago, when I 

took a subject called “Contemporary Artistic Movements” as part of my Media Studies 

graduate degree. It was then when I got to know about post-internet art and the 

complementation between offline and online forms in artworks, a topic that I further looked 

into due to the arrival of artist Robert Lawrence to Carlos III University.  

 

When I decided to research deeper and in a broader way into the subject, I found there is 

very little information available in Spain. As I say at some point along the work, only a few 

Spanish artists (including Dora García) have been internationally recognised within the 

digital arts, and when it comes to theoretical information and previous research, it turned 

out to be quite hard to find something useful. 

 

That is the reason why I decided to spend two weeks in London to get a deeper 

knowledge on this, and be able to read about it from the words of some of the 

contemporary art theorists I mentioned above. I even had the luck to be there at the same 

time an exhibition on digital art (“Digital Revolution”1) was taking place at the Barbican 

Centre2. The sources for my research are both secondary and external, as I read the 

opinions and conclusions on different related matters by authors and theorists, and 

                                                
1 barbican.org.uk/digitalrevolution 
2 I contacted the curatorial staff for this project and had the opportunity to talk to Sunny Cheung, 
assistant curator of the exhibition, which provided me with some interesting ideas such as the concepts 
of conservation, permanence and obsolescence in digital artworks. 
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primary, since I also got to talk to some of the artists I mention along the work3 and to a 

curator working in the digital arts.  

 

Once in London, the British Library4 was particularly helpful providing information about 

the current situation of art and the scope to which the internet becomes important when 

talking about today’s artistic environment, and so was the Reuben Library at the British 

Film Institute, where I found some articles related to the internet as a platform for 

distributing and consuming art. The system I used to find relevant works for my essay was 

based on searching the library engines for the keywords “art” and either “internet” or 

“online”, and then filtering the results by year and type of resource. That way, I got to the 

latest books and journals published on the matter.  

 

Due to the essence of the work, online sources were also of uncountable help, and the 

easy access to all the webs, online artworks and artists' sites made it possible for me to 

get to know about a huge amount of new organizations and sites created within my field of 

research. The cultural organization Rhizome was specifically of use, since it provided me 

with articles about particular artists and general theory on contemporary art by authors 

like Alvarez, Connor and Gaboury. Online sites for newspapers such as El País, The New 

York Times and Wired Magazine were also constructive for the research, as well as those 

for media corporations like the British Broadcasting Corporation (BBC) and Public 

Broadcasting Service (PBS), where I found articles and other media such as videos 

containing information on my topic of research. All the online information was found using 

Google’s browsing technology, which led me to some particular websites that I later 

searched to find more precise data.   

 

The cases of study were analysed by describing and examining the general environment 

surrounding them, and then relating the information found with the words and conclusions 

by the theorists and artists mentioned above. The purpose is to make them stand for more 

                                                
3 See Lawrence’s and Keller’s email interviews. 
4 Although the books for public access turned out useful, registering for a Reader’s Pass allowed me to 
enter the BL Reading Rooms in which I found unvaluable information, such as the works by Etan Ilfeld, 
Beryl Graham and Sarah Cook.  
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general trends concerning the internet as extension of exhibiting spaces. As the cases of 

study belong to these different trends developing from the use of online platforms to 

exhibit art, slightly different approaches had to be taken in each of the cases. For virtual 

galleries, I investigated some different sites providing similar services, noting disparities 

and resemblances between them. For individual artists’ sites, on the other hand, there are 

so many different approaches -as every particular artist may address the creation of a 

webpage in many ways- that it becomes quite hard to establish a set of characteristics. 

However, the analysis of one artist’s site does contribute to forming a general knowledge 

on the issue: it goes towards emphasizing the democratization that the internet provides 

when it comes to an individual exhibiting art and presenting himself online. Finally, hybrid 

art is also exemplified by one artist and one particular artwork within his trajectory, so 

determining the main features of hybrid art in general and explaining how these kind of 

artworks represent the contemporary art sphere.  
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THEORETICAL FRAMEWORK 

 

“Traditionally, the most influential artists, curators, critics, promoters and gallery owners 

have been dictating the behaviour of the whole art world. But modern ways in which art is 

created, produced, distributed, marketed, preserved and supported have shifted as a 

direct reaction of the world's transition to a socially connected, digital society - to the age 

of the internet”.  

 

(Gever 2012) 

 

As Chayka explains in his article on how going viral has changed art, “cultural products 

are increasingly tailor-made to be consumed online and optimized to be easily sharable” 

(Chayka 2012). That is, instead of being limited to galleries and museums, art now travels 

the same routes as any other content on the internet, and so it adopts similar strategies to 

reach its audience. And the shift is also palpable in the role of the artist. Before, in the art 

world there were “specific people of esteem such as curators or critics who would pick 

their favourites and then present them to the world through museums or galleries, or 

specialized art press” (Meade curiosity.discovery.com). But now, with blogs, facebook, 

online communities, specialized webpages like the ones we will go over, and the 

democratization, equality, immediacy and interaction that the internet brings, artists can 

turn to the web to exhibit and sell their work without the need of any intermediates. 

 

Due to the arising of these new methods of online communication, time and participation 

systems are interlinked in artworks and exhibitions. What Graham and Cook call “Art after 

New Media” is defined by connectivity and interactivity. They separate the role of the 

audience in the artistic world into an invisible online audience and the members of an 

audience who engage with reactive, participative art. As they explain, the last ones, 

representing a growing number of individuals, are becoming selectors: a modern way of 

curating and filtering artworks. And, along with audiences, creators are redefining their 
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options too: they go to the web to present their work, as we will see, using the facilities of 

a virtual gallery or starting a site of their own. Moreover, as Graham and Cook explain in 

their book Rethinking Curating, not only the audience and creator have evolved and 

adapted to the present situation, but the institution and curator’s roles are rethought too 

(2010: 13-14).  

 

The most interesting characteristic of the rethinking of the traditional institution concerning 

the arts is that, as it will be developed later on, the internet starts out as a possible 

challenge for the traditional art business, but it slowly becomes part of it. It could also be 

posed the other way around: probably, it is the traditional business that reshapes itself to 

embrace all these new possibilities. We may illustrate this by talking about The Museum 

of Everything5, which started in 2009 as an original idea by British collector James Brett 

(Smith 2012), challenging the traditional art sphere by showing the work of the “untrained, 

unintentional, undiscovered and unclassifiable artists of modern times” (“About” 

museumofeverything.com). Its popularization, however, resulted in its inclusion into the 

very system it attempted to challenge in the first place. Today, The Museum of Everything 

shows the work of recognized artists and its curators are picked from the traditional art 

sphere (Ilfeld 2012: 9). 

 

Traditional methods withstand, but options are multiplying all the time for selling artworks. 

As Carey puts it: “new methods of online communication keep emerging, and we must all 

learn how to speak this new language and adapt along with it if we do not want the 

systems to rule us” (Carey 2012: 21). However, there is a need for specific knowledge 

when it comes to creating online spaces for exhibiting and selling artworks, even more if 

one wants to build an interactive community within the site. Here it is important to consider 

that particular browser technologies in which we rely on to construct internet sites become 

obsolete and an artist that wants to take the role of a web designer must learn how to 

overcome the passing of time by updating and keeping in constant touch with the 

development of the webpage. And besides the technical nature of creating online spaces, 

there is also a shift in a more general view, affecting the way artworks and exhibitions are 

created, developed and experienced. It is for these reasons that virtual galleries exhibiting 
                                                
5 museumofeverything.com 
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the work of various artists are a more frequent practice, while individuals presenting their 

work online is limited to those who have the ability in terms of technological knowledge, or 

the financial resources to pay a professional web developer.  

 

That said, there are different ways in which the online world has affected the creation, 

exhibition and consumption of artworks.  

 

Old museums and galleries have adapted to the online era, but also some new 

companies, organizations, and modes of working, have been originated. In the following 

pages, we will go over three different approaches to take into consideration how exactly 

the online world has changed the artistic environment, focusing in one example for each 

of the three. First, we will talk about how organizations such as virtual galleries have 

spread and now populate the internet. Exhibiting and selling art online has consequences 

both for the traditional sector and for the role of the curator or art critic, which is, as we 

said, re-thought. We will focus on one virtual gallery site and how it works to give further 

explanation of this new trend. Secondly, we will move on into the individual artists that 

have taken the democratising potential of the internet to become their own 

representatives and so expose and even sell their own work. Individual artists' websites 

are not as common as virtual galleries, but they represent quite a trend too. Likewise, we 

will focus on one artist to develop how the exhibiting of one's work online is carried out by 

an individual, and how social networks represent a key factor. Finally, we will get into the 

matter of the new kinds of art evolving thanks to the use of the online platform as a 

complementary and enriching part of an artwork that has a physical component too: 

hybrid art. This is a new trend that has developed since the first decade of the 21st 

century, responding to the internet being “less of a novelty and more of a banality”, in the 

words of artist Artie Vierkant (2010). Hybrid artworks present themselves with a physical 

form such as an installation, performance, gallery of photographs or paintings... linked to 

an online site that provides additional information, sometimes being the only way to follow 

or read the physical piece. One hybrid artwork will be explained in order to properly see 
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how the connection between the offline and the online components works6.  

 

While hybrid art is a trend that belongs to the new artistic movement responding to the 

banality and general spread of the internet, the rise of online sites substituting traditional 

spaces in the shape of virtual galleries and individual artists' websites belongs not a trend 

but to a new art environment which is here to stay. These three approaches on how the 

internet works as extension of traditional exhibiting spaces make an impact on the 

creative and cultural industries and on how people around the globe make and experience 

art today. 

 

  

                                                
6 Although that particular artwork will be explained in detail, along the work we will find many artworks 
belonging to the trend of hybrid art. 
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INTRODUCTION. How the internet reshaped our notion of culture 

 

The origins of the internet reach back to research of the 1960s, commissioned by the 

United States government to build robust, fault-tolerant, and distributed computer 

networks. The idea of an open-architecture network was first introduced by Kahn in 1972 

(Leiner), but the commercialization didn't start until the 1990s, when the Internet was 

shaped as an international network resulting in its popularization and incorporation into 

virtually every aspect of modern human life. 

 

From the 90s on, as the Internet’s technical development improved, post-industrial 

societies discovered the potential of the telematic networks (Gianetti). It was called 

cyberspace (Thill 2009), and it soon enrooted a culture that was interested in the new 

possibilities that the internet offered. Netculture presented itself in artistic forms, social 

behaviour, even business administration. We have been living the implementation of a 

new system, but not in the way the optimistics of the 90s conceived it. The first 

assumption that the web had the democratizing and emancipating potential to build a 

better world is now re-posed, even if only 20 years separate us from the utopian 

conception of the internet as a liberalizing network. Yet assessing whether the internet 

gives more freedom than it takes away or it not is a difficult task, and would involve further 

and deeper research, but what is undeniable is that it has, in fact, changed the notion of 

culture for modern societies.  

 

The internet is reshaping what we mean by culture, and not only because of the changes 

and shifts that we are experiencing but generally, as Connor puts it, because “internet 

culture is increasingly often just culture” (2013). We live in the digital era where our lives 

are always affected by technological developments. Those developments are a lot, and 

they have happened in a very short period of time, and for that reason taking them into 

account theoretically involves a difficult task: defining a new set of rules, a new kind of 

society, a new user/consumer profile. Despite the big rapid changes, the world has 

adapted quickly too: enterprises, all kinds of organizations, from political parties to NGO’s, 
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and of course, the people (users, consumers, audiences or spectators). All the 

consequences this may carry are not certain yet, but what we know is that the internet has 

changed the way we communicate, the way we learn and the way we trade (and if we 

were to list: the way we advertise, shop, work, do tourism, watch films or television, listen 

to music, …) so changing the living habits of individuals, the structure of organizations, 

and altering social and personal behaviours. This makes an influence on art too, starting 

with the erosion of the traditional authority and the democratization of creativity that the 

internet brings. Everyone is now, or at least can be, an author. Paul Richardson7, a young 

time-lapse photographer, has managed to appear in many online platforms such as The 

Huffington Post and the crowded site londonist.com after developing a piece based on the 

city of London, for which he had to cycle all over the city for eight days, carrying a 22 

kilograms equipment. Within other conditions, he probably would not have been so 

successful in promoting his work as a time-lapse photographer, but the online world gave 

him the chance to show his projects, present himself and allowed a channel for other 

people or enterprises to hire him.  

 

As Bill Gates stated, "the main advantage of any new technology is that it amplifies 

human potential" (Gates 2000). While a lot of aspects in the everyday life have improved 

thanks to the internet, like education (the web allows everyone that has access to it to be 

able to search whatever information they want, and probably get thousands of results or 

answers to compare, enlarge knowledge or enter a discussion with other people 

interested in the matter), it has also provoked a large technological impact that is eroding 

the traditional media business. The internet becomes a monopoly for music stores, movie 

theatres, and anything else that sells digital products. It seems we are far away from the 

times when television occupied a central place in any home, now the internet flows by all 

the black boxes that fill our living rooms (Jenkins 2006: 15). The online world, with its 

democratization, immediacy and interaction, has allowed millions of users to create more 

content than mass media have done since the invention of the printing press (Huh 2010). 

We live in a new age of cultural populism: everyone’s opinion is valid, and everyone is 

encouraged to share it.  

 

                                                
7 agour.co.uk  
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There is a battle for dominance playing out in the cultural world of today, in which 

technological companies compete with the big media companies, and Internet culture 

confronts popular culture. And it is here when the notion of art mixed with the internet 

becomes quite interesting. Even though the art sector could easily be placed among other 

cultural industries, it is the only old media sector that doesn’t earn revenues from 

consuming of spectators but from a general cultural interest in the field that makes users 

be involved in the artistic environment. Different than in music or films, the inner essence 

of artworks is the originality, the truthfulness and reality of the piece: colours, textures, or 

the momentary experience of more recent artistic forms like performances or installations. 

Despite the fact that some artistic movements that came as a consequence from the 

internet devalue artistic convictions like the worth of the original piece and the ”auteur” 

notion, internet culture doesn’t represent a threat or battle for the art world, but rather an 

opportunity, and curated virtual galleries are a proof of that, same that the previously 

explained case of The Museum of Everything. Art selling becomes quite profitable when 

there is no physical exhibiting space to maintain or pay a rent for. Moreover, any particular 

artist that turns to the web has the opportunity to create their own space for exhibiting, 

gathering a community, selling artworks or getting financial support from people. Of 

course, some of these consequences of the online world make an effect on the traditional 

field. Physical galleries are losing power, museums are losing visitors due to online 

searchable databases and the roles of the art critic and curator are threatened by the 

voice of millions of individuals empowered by the web. Still, the artistic world has started 

to rebuild itself according to these new characteristics.  

 

Considering this new digital environment and the shift that the whole cultural world has 

gone through to adapt to it, it comes as no surprise that the artistic field has evolved and 

exploited the new forms available due to current technology. But the transformation of 

culture doesn't end with the development of new pieces and the use of online platforms, 

but it also means a new way to see art. Lauren Christiansen writes: "with today's 

burgeoning potential for digital mass viewership, transmission becomes as important as 

creation" (qtd. in Gaboury 2010), and so she points out the reason for artists to place their 

work on the internet to be a strategic one. Likewise, Lee Siegel explains how the internet 

has “grown into an entity bent on and driven by sales” (2008: 90). Although they might 

have a point, when talking about art the purposes of both the creator and the spectator go 
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beyond the commercial.  

 

The characteristics of the new artistic environment respond to the changes taking place in 

“the age of the ubiquitous internet” (“Art Post-Internet” 2013). The issues we deal with in 

this online era are exploited by the artworks that take place within it. For instance, mass 

clandestine surveillance, quite a common debate these days, is explored by artist Hasan 

M. Elahi. Elahi was tracked and  interviewed by the FBI after the 9/11 attacks, as a 

possible suspect for his usual and consecutive travels. After this, he developed a network 

device, GPS tracker and website that displays (as it still runs today) his exact location 

continuously available to anyone with access to the internet8. The artist called his self-

surveillance project Tracking Transience, which aims to critique contemporary 

investigative techniques. Apart from the geolocated part, Elahi documents mostly 

everything he does and manifests it in different forms and installations.  

  

                                                
8 trackingtransience.net 
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The phenomena of infiltration is also exploited by Dora García's Locating Story9, which 

mixes the physical spaces with technology. Locating Story is a Twitter performance that 

began on February 20, 2012, and ended on March 15 that same year (“Blow-up 

introduces Locating Story”). The work combines Twitter, geolocation software and 

performance: the performer monitors a person (who knows about the surveillance) and 

reports his observations via Twitter (@locatingstory) in the shape of a “serialised 

storytelling” (Peces 2012). The audience can either follow the story via its Twitter account, 

the artist's website or Blow-up's curatorial project site (Peces 2012). Dora García, one of 

the few internationally recognised Spanish digital artists, started experimenting with net 

art and has now moved into a more complex type of art that can be placed within hybrid 

art, as we will see further on. 

 

The trends that are being developed thanks to this new environment represent a 

continuous ebb and flow between the characteristics of internet culture against the ones 

of the popular culture. As Ben Huh points out, they present “polar-opposite positions in 

ownership, filtering and creativity” (2010). Ownership versus free democratized use of 

information oppose the rights-owned content typical of popular culture to the cultural 

values promoted by the web. While the traditional art world based itself in the conception 

of an author or institution being owner of the piece and so able to choose who, when and 

where was allowed to see the work, the recent technology has transformed this issue and 

has given millions of people the opportunity to seek and find the content they are 

interested in, at an all-time any-day and for-free basis. Furthermore, while popular culture 

has encouraged the notion of a Hero as creator or author, which is actually a more 

lucrative technique, internet culture is rooted in the masses, the web's collaborative 

processes involve hundreds of unconnected individuals. In order to illustrate this, we may 

talk about an open source collaborative film that started in 2003 and ongoing: Un 

Message Evidemment10. 

  

In this work, professor and artist Robert Lawrence collaborates with John Campbell, who 

is a writer, animator and filmmaker. Somewhere between a film and a performance, Un 

                                                
9 doragarcia.org/locatingstory 
10 unmessage.com 
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Message Evidemment examines and transforms the structure of filmmaking. As we can 

read on its internet site: “The film is a story about communication. The performance is a 

communication about story”. These films are recorded with mobile phones, use voice 

messages, sms’s, emails, conversations, random overheard snatches of dialogue and 

other sounds. But there is not one only story or film, as anyone can download footage 

from the website and make their own message evidemment. As the artists explain: "We 

don’t make it. We don’t own it. We are just the instigators of an internet-facilitated 

experiment that we hope will carry on just fine without us. Un Message Evidemment is an 

invitation." The consequences of the internet, however, are not always so liberalizing. 

Michiko Kakutani for The New York Times wrote an article about the prejudices to culture 

that the internet provoked. For the writer, the problem coming from the prominence of 

post-modernist mash-ups and bricolage, like we find in the artwork by Lawrence and 

Campbell, goes towards a worrying statement: “the end of authorship” (Kakutani 2010). 

And maybe it is: the end of authorship as we knew it, because mass collaboration is 

definitely changing the notions of ownership in art. 
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PRECEDENTS. Art and the internet: historic approach 

 

In order to better understand how the internet changed art and why these new set of rules 

and possibilities provoked the birth of new artists and audiences, a historic approach over 

the main artistic movements that have taken place since the commercialization of the 

internet has to be accounted. The period of time we can analyse, though, is quite a short 

one -less than three decades-, and only two artistic movements can be defined clearly.  

 

During the 1990s, when the internet was still not common for many people, a movement 

called net.art arose. The characteristics of this type of art rely on the fact that it is either 

made directly in the web or for the web. The 90s was the decade when the World Wide 

Web developed, and net artists exploited the characteristics peculiar to the internet, like 

immediacy and immateriality (Greene 2000).  The term net.art (with a dot between the 

"net" and the "art") is used both as a label for internet art in general and, more usually, in 

reference to a group of artists working between 1994 and 1999, including but not limited 

to Vuk Cosic -active since 1994 and considered the pioneer of the term net.art (Weibel 

and Druckrey 2001: 25)-, Jordi.org, Alexei Shulgin, Olia Lialina, and Heath Bunting 

(Herbert 2013: 16).  

 

An example of net art would be the work of Dora García11. As previously mentioned, 

she is one of the few Spanish artists who have obtained international recognition 

concerning the digital arts, along with Antoni Abad (Brea 2006). García works in an 

environment between the performance and the internet. Her webpage has shallowly 

evolved since she first started it, so keeping the aesthetics of net art in the decade of 

the 1990s. One of her works, The Sphinx (2005)12, consists on a project in which a 

voice questions the user asking embarrassing things - under the proposal of “a game 

about truth”, to which the user can only answer yes or no, somehow trying to imitate the 

logic of the personality tests that we find in women magazines. This artwork is a game, 
                                                
11 doragarcia.org 
12 doragarcia.org/the_sphinx 
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so there are incorrect answers. If the user, for instance, answers “yes” to the question 

about whether art can change the world, the  computerized voice will tell him that the 

game is over. Dora García's The Sphinx presents many of the characteristics of net art, 

like the exploration of immediacy and interaction.  

 

A fair amount of online resources or galleries currently list works of net art. Many of them 

are independent resources, but net art also 

reached the traditional institutions. Rhizome.org, 

a site that will be further looked into, has 

thousands of pieces in their ArtBase, many of 

which are net art (Herbert 2013: 118). 

Meanwhile, institutions like the Tate Gallery also 

or the Guggenheim museum also include net art 

within its collections online. Curatorial difficulties 

are an important factor for the slow introduction 

of net art into galleries and museums, mainly 

because of the ability of this kind of art to be 

published without the involvement of any 

institution, allowing a high degree of artistic freedom. As Rachel Greene puts it: "the 

internet allowed net artists to work and talk independently of any bureaucracy or art-world 

institution without being marginalized or deprived of community" (2000: 1).  

 

With the technical nature of computing reduced, the internet shift from a specialized world 

only nerds and the technologically-minded could manage to a mainstream for everybody. 

The term “post-internet art” was conceived by Marisa Olson in 2008, although she used it 

in 2006 as part of a panel organised by Rhizome (Connor 2013), and developed by writer 

Gene McHugh in 2009 (Vierkant 2010). Post-internet emerged as a useful term for 

“tracking artists’ shifting relationships with the rapidly-changing cultural objects we know 

as ‘the internet’, and it presented itself in on/offline hybrid forms” (Connor 2013). The 

term, however, is controversial, and could be recast, yet the strength and relevance of 

such works remains (“Art Post-Internet” 2013). Writer and artist Artie Vierkant defines the 

post-internet situation as a result of the contemporary moment, citing characteristics of 
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this new digital environment like the informed and ubiquitous authorship or the infinite 

reproducibility and mutability of digital materials. 

 

What makes it difficult to define post-internet art is that it is happening right now. From 

March to May 2014, an exhibition by the Ullens Center for Contemporary Art (UCCA) 

called "Art Post-Internet" presents a broad survey of art created with a consciousness of 

the technological and human networks within which it exists, from conception and 

production to dissemination and reception. The internet doesn't pose any technical 

problems anymore, mainly because it has been simplified to target mostly every human 

being. Artists already know how to use the medium, they don’t explore it as net artists did. 

Consequently, the artworks placed in this new era do not just use the web as a support, 

but as a complementary part of a more complex piece of work that has a physical 

component too. Post-internet art expands in both the physical and the online world. And 

so, we come to what we can call “hybrid art”, a contemporary movement that works with 

frontier areas of science and emerging technologies (“Hybrid Arts” 2014). The fact that the 

web procures extra information is crucial: the 

internet site doesn’t just provide details and contact 

for the physical part of the art piece, but it 

contributes to it. Hybrid art can also work by 

exhibiting physically a content that comes from the 

online world, like we may see in the project by Ben 

Rubin and Mark Hansen, Listening Post (Rubin 

2010). This artwork, which started in 2003, showed 

text fragments in real time from thousands of 

unrestricted internet chat rooms and public forums in 

the shape of an installation. Quite revolutionary in this piece was the introduction of an 

auditory component: the pieces of text coming from the chat rooms and forums were read 

or sung by a voice synthesizer and simultaneously displayed on more than 2000 small 

screens. Listening Post is a reflexion on virtual communication, its magnitude and 

immediacy, and the certain loss of privacy that comes along with it, and it is also an 

example of post-internet hybrid art.   
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These new movements concerning art and the internet pose some delicate questions for 

the traditional art world. Net art damaged the notion of the original, since it didn’t have 

any, while post-internet art may damage the notion of authorship, as it works with multiple 

collaboration, collage and mash-ups. Despite of that, the old business is absorbing and 

adapting these types of art to a new artistic environment in which the internet plays a key 

role. There is no art after the internet, like Olson’s first definition suggested, but only 

during the internet, and -according to Connor- an artist can “no longer realistically adopt a 

position on the outside” (2013). And neither can the rest of the art world. 
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ORGANIZATIONS: The Virtual Gallery 

 

Before we take into consideration the matter of how artistic exhibition dealing with the 

internet has lead to the birth of organizations and online companies, we have to 

acknowledge that there has also been a general adaptation of any cultural or artistic 

organization to the current social networked, multi-connected, multi-screened times.  

 

Art museums today face many challenges, they need to “respond and adapt to the many 

forces shaping the contemporary world”, including the “growing internationalisation, the 

information revolution initiated by the web and the opportunities provided by new 

technologies, especially social media” (“Tate Research Centre” tate.org.uk). So, the 

internet works as an extension of traditional exhibiting spaces, but it works as a 

reinforcement too: museums like Tate have websites from which people have virtual 

access to the collection. Depending on the institution, we can find certain degrees of 

technologically adapted art. Tate’s site13, first launched in 1998 (Graham and Cook 2010: 

164), involves not only the digitization of the museum’s exhibitions but also a blog and a 

video channel, multimedia guides, and a searching engine to browse artists and artworks. 

The cultural life of a museum like this one, however, includes much more. Access to the 

physical building is free of charge and it involves the real Tate experience. People who 

are able to physically go to the place will not content themselves with the online site, but 

engage in a broader sense with the museum’s life - both on and offline.  

 

Certainly, the virtual museum approach has not been taken only by Tate, but many other 

traditional museums have done so too. Museo del Prado14, for instance, is also digitizing 

the artworks until the online site has the entire collection. Besides, some sites have been 

created in the shape of virtual databases. It is the example of the Web Gallery of Art15, 

which started in 1996 by Emil Krén and Daniel Marx and currently displays over 33 900 

                                                
13 tate.org.uk 
14 museodelprado.es 
15 wga.hu 
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reproductions from the 11th to the 19th century.  

 

On the other hand, and under the purpose of selling art online using the internet as a 

platform for exhibition, different virtual gallery sites have made different approaches. For 

instance, 20x20016 follows a quite common trend nowadays: the low-cost. The site was 

founded in 2007 by Jen Beckman on the belief that anyone should be able to collect art, 

and that the web could help them to do so (Hurst 2012). While 20x200 sells prints at 

standardised prices, Uprise Art17 is a subscription-based site. Members either purchase 

what they want at the moment or pay a $50 monthly fee that goes towards paying off a 

piece of art. Both of these institutions work as online galleries, each with its own 

characteristics and mode of working. However, the creation of online websites for 

exhibiting and selling artworks has been more often pointed at a more traditional 

approach. It is the case of OnlineArt18, a site that provides online services similar to those 

offered by a physical gallery, only shaped into the new possibilities that the internet offers.  

 

 

  
                                                
16 20x200.com 
17 upriseart.com 
18 onlineart.org.uk 
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OnlineArt 

"An artist may not be able to fully devote his or her creative bent of mind when people are 

unable to appreciate the work simply because of insufficient exposure of art" (“About us” 

onlineart.org.uk). OnlineArt provides a platform for artists where they can reach millions of 

art lovers. The site emerged as a showcase for artworks by artists from Britain and other 

European countries, and it does not only sell the work of reputed and successful artists, 

but also some of talented budding artists. The webpage is quite updated and includes the 

possibility of downloading Apps for phones and tablets, and be able to enter eCommerce 

by Community (groups, events, forums), eGallery (advanced search of products) or 

Auction (with the options of reserve price, buy it now, or contact seller). And the site is not 

only using the multi-screened approach, but is also socially networked with a facebook 

community and the possibility to subscribe to their newsletter. Aesthetically, it is quite a 

simple webpage: it has a searching engine by gallery (including paintings, prints, 

photographs, glass art...), medium (oil, assemblage...), style or subject. The home page 

displays the "artist of the month", yet another strategy to apply some marketing to the 

selling of art. We also find on the home page information for art buyers and artists that 

want to exhibit their work. The owners of the site explains how OnlineArt works by saying 

that it empowers the esteemed art lovers to search in a hassle-free manner and directly 

access the art source. OnlineArt allows people to support and sponsor their favourite 

artists. Since they also display works of budding artists, the platform provides an 

opportunity to “promote culture by supporting new artists to become mature and 

professional” (ibid.).   

 

Their benefits come from commissions, either 25% of the works by free-membership 

artists or 10% of the ones made by artists paying a £70 annual membership. It is actually 

quite a transparent way to apply a commission, and to avoid any mistrust from the 

customers, they follow a policy of fixed pricing and use PayPal as their main transaction 

processor.   
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The term "virtual gallery" has implications for the traditional way of selling art. What digital 

collections offer, due to the words of Graham and Cook, is “the opportunity for all 

available information reaching the audience” (2010: 177) , without the need of passing 

through a professional on the field. The main reason for its success and spreading is that 

online media art can attract a large international audience over a long period of time. It 

becomes important to reconsider the meaning of participation, which now involves 

individuals incorporating the arts into their everyday lives and so the construction of online 

cultural communities like Kickstarter or Rhizome, which have more influence in the artistic 

creation of today than any traditional curated space. This broader engagement with 

multiple art forms represents a re-awakening of cultural participation. When it comes to 

developing online sites for exhibiting art, it is no longer a matter of experimenting with the 

internet's new possibilities, but an adaptation to a new set of rules concerning the creative 

world. Nevertheless, this has been differently approached by some theorists and authors 

working in the field. Camille Paglia wrote a book under the premise that the current 
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malaise in the fine arts is partly due to “the Western professional class, who inhabit a 

sophisticated but increasingly soulless high-tech world” (Paglia 2012). The set of new 

non-profit organizations that have arisen thanks to the internet, however, prove Paglia 

wrong.             

 

The internet does not only provide a platform for art selling and searching data, but also 

means that the construction of original non-profit cultural organizations arises. Sites like 

Rhizome19 include exhibitions, discussions, archives and portfolios. They also have an 

ArtBase, founded in 1999, that contains over 2173 artworks, encompassing a vast range 

of projects by artists all over the world that employ materials such as software and 

websites, and including, as it has been previously mentioned, one of the few existent 

artistic collections of net art. Another example of this would be the funding organization 

Kickstarter20, which develops a "new" way to fund creative projects by getting direct 

support from people. However, creative works were funded this way for centuries, 

Kickstarter is the extension of that model that “even Mozart or Beethoven used, only 

‘turbocharged’ by the web” (“Seven things to know about Kickstarter” kickstarter.com). 

Working together with Kickstarter, a new range of free copyright licenses has been 

created, standing by the statement that "ownership is modernized", by Creative Commons 

(“Off Book” video.pbs.org). These licenses allow people to take the work, share it and do 

whatever they want with it, as long as they give credit and attribution to the creator and 

don't use it for commercial purposes. Creative Commons adapts the copyright issue to the 

online world, and points out how the internet's value as an extension of traditional 

exhibiting spaces has grown because of “people voluntarily creating and sharing 

creativity” (ibid.). As we will see in the example for individual artists' use of the online 

platform, the free copyright license is quite a common practice nowadays. 

  

                                                
19 rhizome.org 
20 kickstarter.com 
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INDIVIDUAL ARTISTS 

 

Brea Sounders, an artist that uses both Uprise Art and 20x200, says that she feels 

empowered by these new possibilities, which help artists support themselves and make a 

living, but she also points out that “with so much art, it can be hard to tell what is good” 

(qtd. in Hurst 2012). But the new business model in art resulting from the adaptation to the 

online era poses the question of who says what is good art. The internet brings up the 

possibility for a vast quantity of people to choose what kind of art and what particular 

artists and projects they want to support. Indeed, “it is becoming harder and harder to 

distinguish between underground counter culture, popular culture and contemporary art” 

(Ilfeld 2012: 9). As Ilfeld says, the internet has cultivated visual art, online art auctions for 

both physical and virtual goods, and web-based art fairs (ibid. 8). It has also led to the 

creation of new online sites for exhibiting and selling art like OnlineArt, but there is even 

more. The internet has allowed millions of individual artists to be able to present 

themselves to the world. There are some specific artists who receive even more traffic to 

their website than some of the top art gallery websites, street artist Banksy being an 

example of that. There has been an “increased sense of democratization in art, often 

bypassing traditional structures” (ibid. 9).  

 

As we will see, and as Ilfeld defends too, “contemporary artists are increasingly working in 

a range of media and defying standard categorization” (2012: 11). The internet takes the 

possibility of creative production out of large culture industries directly to individuals, and 

further allows those individuals to present and sell their work without any bureaucratic 

boundary. The artists are now empowered to be their own representatives, marketing their 

own work and contacting the world as easily as any online gallery, if done correctly.  

 

It is important to notice that some sites have already been created for this purpose: pre-

designed templates that allow artists to present their work easily and individually, like 
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Artist Website21. Still, those sites are not the same that one created and developed by the 

individual. Of course, that turns out to be more complicated, takes up time, creativity and 

money, but brings professionalism and helps the artist stand out in the crowd and build a 

name brand (Aldous artonomy.co). According to Jonathan Keller, web developer and 

artist, everyone should have a site of their own. Keller explains he always got the feeling 

that “paying to be exhibited was a bit of scam”, pointing out that it is “building connections 

with individuals and communities” what makes an artist grow better.22 

 

Social networks are key in this process too, as Helen Aldous defends in her article "10 

crucial reasons why every artist needs their own hub website". They allow to connect and 

build contacts, discuss, share, with people everywhere (ibid.). Brainard Carey insists on 

this in his book New Markets for Artists, and he gives the example of himself and his wife 

(both artists) that due to a good use of social networks and new organizations available, 

raised $16000 for their project of a non-visible museum of art using Kickstarter (Carey 

2012: 49). As Carey thinks of it, artists' websites are ineffective: they need frequent 

updating and most times artists can not do that by themselves. What he proposes is that 

artists link their sites to their social media pages and so keep them easily updatable 

through posts, tweets and so on: "Facebook, Google+, Twitter, Flickr, YouTube, 

Instagram (...) are part of a new language that everyone is using" (Carey 2012: 2). Ilfeld 

agrees and further states that “the ever-expanding contemporary art sphere has become 

increasingly integrated into popular culture”, and that “contemporary art’s ecosystems are 

more networked than ever before” (Ilfeld 2012: 7). As we will see in our example, 

Jonathan Keller Keller seems to be aware of this. 

 

Cultural online interaction is a basic characteristic of the artistic world nowadays. 

Probably, the traditional art market would question whether the artist online is a true 

professional (Gever 2012). Truth is professionality does not count that much anymore, 

same that all those bureaucratic processes that ruled the art world some decades ago. 

Individual people who don't necessarily have the background of critics or curators have 

the agency to expose artists to the world that otherwise would have to go through the 

                                                
21 artistwebsite.org 
22 Keller, Jonathan. Email interview. 20/05/2014. See transcriptions for full text.  
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traditional channels. The new rule is that if it gets people's attention and interest, if it is 

good enough for them, then it will work. Still, individual sites are not such a common 

practice. Running a website is nothing but simple: a professional is often necessary. 

However, as new generations start to fully live in a "naturally digital" world, they find it 

easier to create and develop a webpage. To illustrate all this notions about individual 

presence of artists on the web with an example, we may talk about Jonathan Keller Keller.  
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JK Keller  

Jonathan Keller Keller is an educated artist born in 1976 and currently moving to Alaska 

after living and working in New York for a while (“About JK Keller” jk-keller.com). His work 

has been exhibited in many physical galleries and he features in many sites, including 

newyorktimes.com, Boing Boing and the front page of Yahoo!. As Keller himself explains, 

the reason for his area or working are his technologically formative years during the 90s, 

when the internet was revolutionising the idea of ubiquitous publishing and 

communication (Alvarez 2012). The 90s were a transitional period, he says, and he 

believes we are in another one now. "But unlike the technological idealism of the 90s led 

by thinkers, tinkerers, and artists, we seem to be in a confusing 'what the fuck just 

happened' period where we are scared/uneasy/apprehensive about where technology 

might be leading us because of who is at the helm of innovation" (ibid.). He acknowledges 

that work that involves a certain amount of technology often runs into the problem of 

reliability, with both short term issues like the fact that computers crash, and long-term 

ones like systems becoming obsolete or new technology rendering old one useless. JK 

Keller makes most of his money as a web developer and designer for a large private 

company, while a small part of his earnings come from artworks and commissions (“JK 

Keller” soundayroutine.com). 
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His artistic website is basically a portfolio of individual projects shown with apparently no 

order in particular, although Keller reckons there is a 

diagonal line within the window that works as a visual 

cue for the trajectory of the work (Alvarez 2012). The 

site is quite complicated: pictures, photographs and text 

are mixed on the background and they have links that 

lead to all of his projects and to the different parts of the 

website, including an external link to the shop site23 that 

he shares with his wife, Keetra Dean Dixon, and where 

we can find different pieces from a $300 print to a 

$2200 wax and acrylic paint sculpture. The site is also completely socially networked, 

since any social media mention that the artist gets will be published on the homepage. 

While exploring the site, we realise that Keller includes interaction within almost every 

work, many times encouraging the users to create art themselves, like we may see in the 

iPhone Oil Paintings example24, where the “paintings” are created using oil from human 

pores.  

 

In the words of the artist, “working online makes it a million times easier to connect with 

other people, many of whom are halfway around the world”25. He points out how the 

internet makes it particularly easier for him, as he considers himself to be a “very 

introverted and socially awkward duck”.  

 

For Keller, the most powerful tool of exhibiting art online lies in the immediate and wide 

publish-ability of work. In spite of that, he poses a rather pessimistic thought by stating 

that he feels that “the real impact of the internet in changing the art market class system 

to a more democratized/decentralized blend of power will be relatively low”. Still, that art 

market class system he refers to is already showing some democratizing and 

                                                
23 shop.fromktoj.com 
24 Gif images from: schoenhaesslich.de. “JK Keller - iPhone Oil Paintings”. Schoenhaesslich, 
18/10/2012. 
25 Keller, Jonathan. Email interview. 20/05/2014. See transcriptions for full text.  
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decentralizing, as we may see along the pages of this work. Those changes are 

eventually remodeling the power system in the art industry, not by erasing or rejecting 

traditional structures, but including within them the new possibilities and delegating the 

power that the audience demands. 

 

Going back to how Keller’s webpage works as an exhibiting space, we will focus on his 

main project: The Adaptation to My Generation26. 

 

The Adaptation to My Generation is a daily photo project in which Keller takes a picture of 

himself every day, with the same background, same lighting conditions, etc. Up to now, 

the photographs have only been shown by compiling them into a time-lapse video, but he 

has thought of other ways. 

One idea is to create yearly 

books whose size is 

determined by the resolution 

of the printing technology 

relative to the resolution of the 

cameras that he has used to 

take the photos. That way, “as 

the camera gets better, the 

books would get larger” (ibid.). 

This purely conceptualist work 

enters the temporal dimension 

of portrait by showing the 

physiognomic changes in the 

subject along the years.   

                                                
26 jk-keller.com/daily-photo 
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Compiling them into a video, the artist makes the viewer see the progress and changes 

that would be invisible otherwise. And showing that video online with open-access to 

everyone, he makes those changes even more “visible” my letting his artwork potentially 

reach millions of individuals. Keller started this project in 1998 and he says it won't be 

finished until he dies. Then, he would like the photos to immediately live in the public 

domain (“FAQ” jk-keller.com). Although they almost do so already, since he allows 

anyone who is interested to publish his pictures on their website, blog or social media 

pages, and even provides the original pictures for publication (only he requests to be 

asked for permission first). This is yet another consequence of the new era of copyright 

we are experimenting, and which Creative Commons is developing.  

 

The meaning of this project, although as Keller explains it actually started because he 

bought a new camera and had to prove to his girlfriend at the time that he was going to 

use it, was the statement "same person, different personas" (ibid.). Basicly, the work 

shows the daily changes on the physical appearance of a person, made visible by putting 

the photos together using the current technology available. Still, the changes would be 

more visible once they pass the ages 20-30. The software that the artist employs to put 

the images together and make them work visually is Adobe After Effects, and he also 

mentions that in order to positionate them correctly he uses After Effects' Image 

Stabilization Plugin (ibid.).   

 

While artists using OnlineArt would not have to worry about managing the technology 

related to web development, JK Keller has to update his site constantly, and on his own. 

Actually, the first comments published on the page are from more than a year ago, which 

makes it lose its intended sense of immediacy. 

 

This doesn't happen with virtual galleries, although individual artists' sites like JK Keller's 

do provide originality and a certain personality. OnlineArt, on the other hand, represents 

many artists, and only some fortunate ones like the "artist of the month" feature in the 
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front page. However, the searching engine makes it easy for art-buyers to find what they 

are interested in. Keller's website is not advertised and it doesn't involve work of various 

artists, if we do not count his wife, with whom he presented various exhibitions and 

artworks. The main differences rely then in the following facts: first, virtual galleries are 

easier to update - since they have some web developer doing the job; secondly, individual 

artists can only successfully create an innovative site if they know their technological 

background in terms of zeros and ones (and, even if they do, a virtual gallery site will 

likely seem more updated); and third, the traffic to individual artists' sites will depend on 

the particular brand name of the artist to attract people to it. That said, if the artist 

manages to attract a certain amount of people to the site, and completes it with a socially 

networked space, it will more likely serve the purpose of presenting one’s work and get 

support and feedback from art lovers. We could say that while a virtual gallery intends to 

sell, an individual artist’s site aims to get a particular audience of art lovers (instead of art 

buyers) supporting and following one’s work.   
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HYBRID ART 

 

As we have seen up to the moment, the internet works as an exhibiting platform for both 

galleries and individual artists that go online in order to expand their horizons and adapt to 

the current technologically evolved world. The pieces that are shown in the online sites, 

however, may be as well shown in a physical space most of the times: paintings, prints, 

sculptures, glass art, wood work, photographs... However, there is a twist to that, since 

the online world has also given birth to a new kind of art that works both in a physical and 

an online platform. 

 

Traditional art involved painting, sculpture and architecture, and in recent times other 

forms like installations, performances, video-art, etc. appeared in the field. In the present 

time, the forms that are available for artistic purposes are just so many that it would be 

impossible to attempt to list them all. The web brings up the opportunity to create without 

any technical constraint, to include interaction and spread the access to it around the 

globe. The internet is a way to overcome any creative barriers that may have existed prior 

to it. And so in this context we can talk about hybrid art, which mixes both a physical 

platform that may deal with any traditional, modern or contemporary form of art, with an 

online one that provides further information, completes the piece, makes it accessible for 

everyone with internet connection, and also makes the work itself long-lasting.  

 

Ilfeld writes that “the boundaries of contemporary art are constantly expanding, leading to 

the emergence of novel disciplines and practices” (2012: 7), and that is the case of hybrid 

art, which came as the result of the internet being a banality, not something artists wanted 

to experiment with anymore but rather a tool to expand and enrich an artistic mode of 

working. As artist Robert Lawrence says, hybrid art is one strategy within post-internet art, 

and it develops in a context in which artists and other cultural workers acknowledge the 

profound ways in which internet culture is changing us. What hybrid art does, then, is 
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dialoguing with this timely issue27. The impact of technological innovation on artistic 

innovation and consumption becomes clear when talking about this kind of art, which 

projects are not completed until the online piece has been read/experienced by the 

viewer. Hybrid art also experiments with interaction and participation, as we will see. The 

fact that the web procures extra information is crucial: the internet site doesn’t just provide 

details and contact for the physical part of the art piece, but it contributes to it, sometimes 

as the only possible channel to follow or read the piece itself. 

 

We have already mentioned some hybrid artworks: Elahi's Tracking Transience has both 

physical galleries (exhibiting pictures of what the artist does in his everyday life, like his 

meals) and a geolocalized web display, Dora García's Locating Story mixes performance 

and Twitter, Lawrence and Campbell’s Un Message Evidemment is recorded offline but 

starts and finishes on the online platform. They all link a physical component to an online 

one in different ways. To fully understand the notion, we may explain another one of the 

works by Lawrence, co-creator of Un Message Evidemment. 

 

Robert Lawrence is an associate professor at the University of South Florida, College of 

the Arts. He studies the interstices between physical geography, land ethics, and the 

psychological ordering of experience (“Robert Lawrence” usf.edu). He investigates 

location, perception, and meaning, examining the natural world and the cultural impacts of 

technology. Lawrence adapts Olson’s explanation of post-internet art and, often using as 

a technique what he calls “contradictory aesthetics”28, he develops his hybrid artworks. 

Unique to his work is the tight complementary relationship between his web content and 

his films, installations and performances.  

 

In the words of Lawrence, the reasons for making hybrid artworks rely on the fact that he 

can “work on the online components of a project right up to (and often past) the physical 

premier of the work, change and revise infinitely after the opening”. He says: “I like the 

balance of working physically and digitally, and the extremely variant ways an audience 
                                                
27 Lawrence, Robert. Email interview. 15/05/2014. See transcriptions for whole interview. 
28 According to what he said during a small conference he gave to some Media Studies alumni at Carlos 
III University of Madrid in 2013. 
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engages these two realms”29. Lawrence has developed a range of strategies for the 

relationship between the physical and online components. In the case of Tango 

Intervention, the artwork we will analyse as a case of study, the dynamic is “one of 

contradiction”. In other works such as Beginning/Middle/End30, the dynamic between real 

and virtual has often been a “metaphorical expansion of what was present in physical 

space” and, more recently, he has worked with an “anti-web gesture” for which he makes 

“companion websites which have no links out, or explanations of the project as a whole, 

sort of internet dead ends”. When asked about the notions of permanence and 

obsolescence, the artist points that it is really a “non-issue”. “Infinitely more people have 

at any one moment access to the internet than to any of the physical venues I might use”, 

he says. To give further explanation of what hybrid art actually is and how it is 

constructed, we will examine Tango Intervention.  

 

 

  

                                                
29 Lawrence, Robert. Email interview. 15/05/2014. See transcriptions for whole text. Other quotations in 
this page also belong to the interview. 
30 h-e-r-e.com/BME 
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Tango Intervention 

This is the artwork that Lawrence himself believes to be his greatest asset31. Tango 

Intervention is an ongoing series of site-specific public dance actions, each referring to a 

hidden local history that is revealed by an accompanying website, and further explored in 

videos, digital prints and installations. Tango Interventions have been performed in 30 

cities on four continents since 2007. Robert Lawrence constructs a contradiction between 

the “sensual/essentialist/absurdist on the street” and the “critical/political/deconstructive 

on the web” (Lawrence 2008). As a way to understand this concepts better, let’s take a 

look at one of the interventions, which took place on the Brooklyn Bridge in New York 

City.  

 

 

 

 

 

 

 

 

 

 

Tango Intervention, Brooklyn Bridge took place on September 13, 2008, from noon until 

two in the afternoon. It was the eight in number of the Tango Interventions developed by 

Lawrence, and like the others, specifically located in a geographical context, and placed in 

a social or political context on the web. Brooklyn Bridge is recognized as a powerful 

symbol of American progress, democracy, and the triumph of engineering over natural 

                                                
31 Again, according to what he said during a small conference he gave to some Media Studies alumni at 
Carlos III University of Madrid in 2013. 
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barriers. What Lawrence did with this intervention came by focusing on a very small 

aspect of the building of the bridge, changing attention from these preconceived “Big 

Ideas” to the specific aspect of the physical labor of building the bridge. As the artist 

himself explains, 

 “The website shows texts excerpted from the medical notes of Dr. Andrew H. 

Smith, the surgeon to the New York Bridge Company, the private corporation that 

built the Brooklyn Bridge. The workers suffered from a disease caused by extreme 

artificial air pressure produced in the work chambers under the river. And so the 

Tango Intervention, Brooklyn Bridge was dedicated to the unseen workers who did 

that, and to invisible laborers everywhere”. 

(Lawrence, “Tango Intervention, Brooklyn Bridge”) 

 

Tango Intervention represents what art in 

the post-internet era is really about: a 

changing notion of art, an adaptation to 

the world as it is today. It joins a 

communicative process by which 

different people from around a city, even 

a country, are dragged together to be 

part of an artistic performance, and a 

political protest. Not in the sense of the 

strikes and demonstrations that fill the 

newspapers, but a reinterpretation of history, a kind of revolutionary art. As Lawrence puts 

it, the Tango Intervention intends to be “apolitical in performance and political in 

evaluation” (Lawrence, “On Tango Interventions”). He opposes the on and offline 

components as to create a contradiction between a “sensual embodied action in physical 

space and a social engaged deconstructive or overtly political angle on the web”32. All of it 

within the post-internet context, where anyone around the globe can access both the 

artistic and the political parts of this project.  

 

                                                
32 Lawrence, Robert. Email interview. 15/05/2014. See transcriptions for whole text.  
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Hybrid art is a response to the contemporary online cultural sphere in which exhibiting in a 

virtual manner is a common practice. However, hybrid artworks are not just presented in 

the web, but partially created there. And the ways in which they are created is also 

changing, as Lawrence acknowledges: “things have changed for me in my 16 year hybrid 

practice, particularly with the change from fixed internet access to mobile internet 

access”33. Different than in the case of virtual galleries and individual artists’ sites, hybrid 

art results from the opportunate moment in which it is placed: the post-internet era. As to 

when and where this trend will fade, there is no way to know. Robert Lawrence 

foreshadows that post-internet is here for a while, and that in the coming five to ten years 

there will be a “much broader range of artists using the internet in really creative ways and 

the bulk of this work, or certainly a significant proportion, will be hybrid”34.    

 

  

                                                
33 Lawrence, Robert. Email interview. See transcriptions for whole text.  
34 Ibid. 
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MAIN DISCOVERIES  

 

The online possibilities of democratization, immediacy and interaction redefined the 

artistic environment dealing with creation, distribution and consumption by originating 

digital modes of working within the arts. Those digital modes of working take the shape of 

virtual galleries like OnlineArt, Uprise Art and 20x200 and organizations like Rhizome, 

Kickstarter and Creative Commons, individual artists' sites like JK Keller's, and new forms 

of creative creation like hybrid art mixing online and offline components. Old museums 

and galleries have adapted to the digital world too, creating and developing their own arts-

related sites. For this, we could mention the examples of Museo del Prado and the Tate 

family of galleries.  

 

Virtual galleries such as OnlineArt have entered the traditional business by finding new 

ways of curating and reviewing art, giving the audience the possibility to choose and 

comment on the art they are interested in. We find different approaches to the virtual 

gallery, from commissions-driven (OnlineArt) or low-cost (20x200) to subscription-based 

sites (Uprise Art). But in all of them, the work of artists is shown to the public by sorting 

artworks by their style, technique, movement or other patterns. Also, new organizations 

are born, filling in the needs of the redefined cultural industries that use online possibilities 

to enrich the value of the arts. Cultural organizations are arising on the web, creating sites 

for art theory, exhibitions and research like Rhizome, updating the notion of authorship 

and copyright, in the case of Creative Commons, or allowing a channel for crowd funding, 

as Kickstarter does.  

 

Individual artists have been empowered to exhibit and sell their own work, and for that 

purpose they use a wide range of social media networks to adapt to the era of cultural 

online interaction. Individual artists' sites, although they allow building a name brand and 

bring up professionalism (Aldous artonomy.co), are not very common, as managing a 

website is a rough duty. However, new generations start to overcome those problems 

since they begin to live in a "naturally digital" world. In some cases individual artists with 
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genuine approaches to art, like Banksy, even get more traffic to their website than some 

top virtual galleries.  

 

Hybrid art, on the other hand, presents itself in varied off/online forms. Artists like Robert 

Lawrence or Hasan Elahi find alternative ways to complete a physical artistic piece with 

an online one, or viceversa, as we could see in Lawrence's Tango Intervention. Hybrid 

pieces may present different relations between the on and offline contributions. One of 

them is to oppose the physical part to the online one following what Lawrence calls 

"contradictory aesthetics", so giving new conceptual directions to artworks and working as 

a metaphor of the world we live in. 

 

In a broader view, cultural products are increasingly made to be consumed online and 

optimized to be easily sharable (Chayka 2012). Traditional methods still survive, but new 

methods of online communication keep emerging (Carey 2012: 21) and the art world is 

currently adapting to them and thinking of brand new approaches and possibilities 

concerning the cultural and creative environment.  
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CONCLUSIONS. The future of art 

 

The omnipresence of the internet in today's cultural life has led artistic creation, 

distribution and consumption into the new digital modes of working that we previously 

explained. As a consequence, the traditional art business has rebuilt itself and included 

virtual galleries, individual artists’ sites and new forms of art into the curated art sphere.  

 

The internet works as both reinforcement and extension of traditional exhibiting spaces, 

but creators and audiences are empowered to work aside from the traditional business, 

and so they sometimes defy standard categorization and bypass the established 

structures (Ilfeld 2012: 11). The introduction of the internet made an effect on culture from 

the very beginning: with its democratization, immediacy and interaction, it led to 

audiences becoming participative with the cultural content they consume and to artists 

responding by creating and presenting themselves to the world using modern technology. 

At this moment in time, those first influences of the internet are intensely present in the art 

marketplace, and the impact of the online era goes from artistic creation, concerning both 

the way art it is created and the individuals that attempt to create it, distribution, being 

shaped by new organizations and virtual galleries’ services, and consumption, which has 

been altered by the shift from the traditional role of the passive audience to the new 

interactive/participative/actively-engaged consumer. Still, there is a coexistence between 

traditional forms and new ones, pointing the way towards a new set of rules concerning 

the arts. 

 

It is confirmed, then, that the spread of easy-to-use virtual modes of artistic creation, 

distribution and consumption have started to erode and reshape not only the old business, 

but the traditional conception of art. As Ilfeld states, "one can only speculate about which 

art theory books will be read two hundred years from now" (2012: 8). 
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APPENDIX. Interview transcriptions 

Robert Lawrence 

Interviewer: Patricia Garrido  

Interviewee: Robert Lawrence, professor/artist.  

Email interview, 15/05/2014. 

1- How does the internet configure further meaning of your Tango Interventions? They are 
apolitical in performance and political online, the website usually shows shocking 
information that somehow contradicts the physical performance, and at the same time 
collaborates with it. Do you think that one hasn't experience a Tango Intervention if the 
online component has not been checked?  

Well, you sort of answered the first question with the phrase that followed it. All my work since 

1998 has had this hybrid structure of a relatively traditional artistic form augmented in some way 

with an Internet component. I have developed a range of strategies for the relationship between 

the physical and online components. In the case of the Tango Intervention series the dynamic is 

as you say one of contradiction between a sensual embodied action in physical space and a 

social engaged deconstructive or overtly political angle on the web. In other works such as 

Beginning/Middle/End the dynamic between real/virtual has often been a metaphorical expansion 

of what was present in physical space. More recently in an overtly "anti-web" gesture I have been 

making companion websites which have no links out, or explanations of the project as a whole, 

they are sort of Internet dead ends. Lacunas that function as a kind of online zen koan relative to 

the project. A suite of photographs that i recently exhibited in Berlin at the Staycation museum had 

this link: 

http://h-e-r-e.com/nothing/ 

There are a number of metaphorical and political connections between the billboard photos 

(inactive signals of a passed monetary boom and bust) and the grid of sleepers… but I make no 

effort to explain this or contextualize it in any way online. 

 

2- In which ways do you find it easier or harder to work within the online world? Opposed 
to physical platforms, it is faster, cheaper, and it means there is no need to travel to reach 
millions of people. But what about questions such as obsolescence of the technology, and 

http://h-e-r-e.com/nothing/
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the dependance on an internet connection? 

Again you have answered the question! 

I do like that I can work on the online components of a project right up to (and often past) the 

physical premier of the work. And I can change and revise infinitely after the opening. I like the 

balance of working physically and digitally. I like the extremely variant ways an audience engages 

these two realms. 

In terms of dependance on an internet connection, this is really a non-issue. Infinitely more people 

have at any one moment access to the internet than to any of the physical venues I might use. 

 

3- It seems anyone can be an artist online, don't you think? Do you think curated sites are a 
solution to that, or just a try of the traditional business to keep having control over us, 
instead of letting the people choose and promote the art they are interested in? Curated 
sites, or the power of the people? 

Anyone can be an artist online or offline. "The people" is a very messy linguistic construct. If you 

look at number of hits as an indication of online success than the online world taste is as sad as 

offline. There are many people and they are constantly assembling, disassembling and 

reassembling into various interest groups or "audiences". Any person or project can access 

certain of these groups depending on strategy. this is not something that is my strong point. I tend 

to simply do what interests me and try to put out some signposts and then hope for the best. 

Curating is a potentially exciting matter on or offline but generally a very messy and suspect bit of 

business in either realm. I think there are very few curators anywhere who make choices founded 

in considered perception and thought rather than trend following, reference and favor returning. 

 

4- About Hybrid Art, do you think it is here to stay? Does it represent a larger cultural shift 
or is it a fading trend? 

I think that Post-Internet is here for a while, and what I call Hybrid art is one strategy within that 

larger context, that is to say a context in which artists and other cultural workers acknowledge that 

profound ways in which Internet cultures are changing us and art is made that engages a dialogue 

with this timely issue. Because the issue is "timely" it will certainly pass. things have changed for 

me in my 16 year hybrid practice, particularly with the change from fixed internet access to mobile 

internet access.  That said, the current use of the internet by artists is small and generally 

unimpressive. I do think  that in the coming 5-10 years there will be a much broader range of 
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artists using the internet in really creative ways and the bulk of this work, or certainly a significant 

proportion with be what I call Hybrid. 

 

5- And apart from that, exhibiting and selling art online seems to be quite popular 
nowadays. Do you think the internet is the future of art? Or will the traditional institutions 
feel no consequence from these new ways of exhibiting art online (virtual galleries and 
individual artists' sites)? Is this new environment that has been created due to the 
internet's new possibilities such as immediacy, democratization and interaction going to 
reshape the art business forever? 

This is really out of the range of my knowledge. but I will say there are many "art"s and many 

ways for it to find audience. The blue chip art world will always stage its transactions in marble 

palaces because these places provide the money that purchasers of blue chip art with the aura of 

exclusivity come to the art world for in the first place. Meanwhile some guy down the gulf of 

Mexico from me will continue to thrive selling his prints of fish paintings on his own website. Great. 

I like it both ways. 

Jonathan Keller Keller 

Interviewer: Patricia Garrido 

Interviewee: Jonathan Keller Keller, artist/web developer. 

Email interview, 20/05/2014. 

1- First, I would like to know: whether you think the internet configures further meaning 
of your artworks. If so, how? 

I really only have a couple of projects that deal directly with some aspect of the internet, but 

many people think I am an internet artist. So, in that sense, I guess it does tend to add a certain 

context to the work. That it comes from a specific generation and is informed by a mindset that 

imagines the internet as always present.  

 

2- Exhibiting online individually takes a lot of work, I guess you run the site on your own 
because you work in the field of web design and so it is "easy" for you. Do you think for 
other artists it is better to go to virtual galleries and pay them for exhibiting their work, 
or open a site of their own, even if they do have to pay someone to fix bugs or develop 
the design? 

I think everyone should have a site of their own. There are many free/low-cost means of 
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creating a site, it doesn’t need to be all that custom, just a repository for your work. This is 

ultimately so someone can Google your name. I don’t know much of anything about virtual 

galleries, but I always got the feeling that paying to be exhibited was a bit of a scam. When 

parting with money, one always has to be careful about the perception that it will change one’s 

career. Building connections with individuals & communities always seems to be a better route. 

 

3- In which ways do you find it harder/easier to work within the online world?  
I am a very introverted and socially awkward duck. Working online makes it a million times 

easier for me to connect with other people, many of whom are halfway around the world. That 

creates exhibition opportunities that never would have existed otherwise, even locally. It’s 

cheaper, yes, but the power really lies in the immediate & wide publish-ability of work, internet-

aware or not. A hard part, for me at least, is that by working and showing online, a lot of the 

digital work that usually would end up as a print remains solely as a digital file on my website.  

 

4- It seems anyone can be an artist online. Do you think curated sites are a solution to 
that, or just a try of the traditional business to keep having control, instead of letting the 
people choose and promote the art they are interested in? Curated sites, or the power of 
the people? 

As AFK, yes, anyone can be an artist online. After making work and putting it out there though 

is where the real question is answered: Will anyone else think this person is an artist online? 

Lasting or successful artists only exist because a community of other people have deemed 

them so through purchasing or exhibiting or writing about their work. How an artist goes about 

getting or creating that community of people is and will always be varied. 

 

5- Finally, do you think the internet is the future of art? Or will the traditional institutions 
feel no consequence from these new ways of exhibiting art online? Is this new 
environment that has been created due to the internet's new possibilities such as 
immediacy, democratization and interaction here to stay, or just a fading trend?  
The internet is a future of art. There will continue to be a wide variety of ends and means to 

creating/displaying/selling/collecting art. Some institutions will feel little consequence, others 

will thrive solely on the internet. Some artists will be able to sell work solely on their own site, 

but a vast majority will still rely on a network of middlepeople who can connect the artists to the 

buyers. I do depressingly feel that the real impact of the internet in changing the art market 

class system to a more democratized/decentralized blend of power will be relatively low. 

  

  



Patricia Garrido Blanco     Internet as Extension of Traditional Exhibiting Spaces
         

55 

 
 


	HYPOTHESIS
	METHODOLOGY
	THEORETICAL FRAMEWORK
	INTRODUCTION. How the internet reshaped our notion of culture
	PRECEDENTS. Art and the internet: historic approach
	ORGANIZATIONS: The Virtual Gallery
	OnlineArt

	INDIVIDUAL ARTISTS
	JK Keller

	HYBRID ART
	Tango Intervention

	MAIN DISCOVERIES
	CONCLUSIONS. The future of art
	WORKS CITED AND WEB RESEARCH
	APPENDIX. Interview transcriptions
	Robert Lawrence
	Jonathan Keller Keller


