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amberFestival beşinci senesini “Öteki
Ekoloji” teması ile kutluyor. Bağımsız
bir festival için beşinci seneyi kutlamanın ne demek olduğunu bilerek,
amberFestival’in kurumsallaşma yolundaki güvenli adımlarından mutluluk
duyu-yoruz.
amber’11, 4-11 Kasım 2011 tarihleri
arasında, davetliler ve -her sene olduğu
gibi- yapılan uluslararası çağrıya cevap
verenler arasından işleri seçilen 27 sanatçının katılımıyla üç ayrı mekanda
etkileşimli yerleştirmeler sergisi, sanatçı
sunumları, sempozyum ve atölye çalışmalarıyla gerçekleşti.
amberFestival ekibi olarak, başta
destekçilerimiz ve ortaklarımız olmak
üzere bugüne kadar bize destek veren
ve emeği geçen herkese teşekkür ederiz.
Ekmel Ertan
amberFestival Sanat Yönetmeni

amberFestival celebreting its fifth year
with the theme “Next Ecology”. As the
ones who know what five years mean
to an independent festival, we are very
happy with the steps that amberFestival
had in its way to an institutional festival.
amber’11 took place between 4-13 November 2011 in Istanbul at three different venues with the participation of
27 artists. It consisted of an interactive
installations exhibition, artists’ presentations, a symposium and workshops.
As usual, whereas a small part of the
works were prepared upon invitation,
the majority were selected from among
the submissions to an international call.
As the amberFestival team, we would
first like to thank our sponsors and project partners and everyone else who
supported us until this day and to the
ones who contributed to the realization
of this event with their efforts.
Ekmel Ertan
amberFestival Artistic Director
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NEXT ECOLOGY
The Festival Theme

Festival Teması
Teknoloji sadece bir araç olarak değil
fakat kavramsal bir çerçeve olarak
bugüne kadar olduğundan çok daha
etkin ve önemli bir belirleyen haline
geldi. Yaşadığımız dünyayı teknoloji
aracılığıyla, giderek artan bir ivme ile
değiştirdik; doğayı, çevremizi, bedenlerimizi değiştirdik. Başladığımız noktadan çok farklı ve küresel bir yaşam
ortamı oluşturduk. Bir yandan artık
günümüz teknolojilerinin olmadığı
bir yaşama, başlangıç noktasına –en
azından kendi iradelerimizle– dönmemiz mümkün değil, öte yandan,
vardığımız nokta ne çevresel ne de sosyal olarak sürdürülebilir gözükmüyor.
Dünyayı ve kendimizi değiştirdik ama
ne kendi yarattığımız değişimi anlayabildik ne de sağlıklı bir biçimde ve
bütünsel olarak sonuçlarını öngörebildik. Bugün doğadan bedenlerimize, ekonomiden politikaya, çevre
sorunlarından yönetişime her alandaki
paradigmalarımızı yeniden düşünmek
zorundayız. Dünyanın bir çok yerindeki anormal doğa olaylarından,
global sosyal problemlere, enerji ve
tüketim açmazından Orta Doğu’daki
devrimci hareketlere kadar bir çok olay
bu gidişatın sürdürülemezliğine ve
değişimin gerekliliğine işaret ediyor.
Bu bağlamda ekolojiyi insanın verili
çevresi ve kendi oluşturduğu üst
6

New technologies are far more
important then ever before not only
as a tool but primarily as a framework.
By means of new technologies and
with increasing acceleration we have
changed the world in which we live in:
we changed nature, we changed our
environments, we changed our bodies.
We have created a new and global
habitat, which is different from where
we started. On the one hand, we cannot
return to the starting point where no
technology rules. On the other hand,
the current situation is not sustainable
neither socially nor environmentally.
We have changed our environments and
ourselves, but we have not understood
the change that we have caused nor
have we acknowledged the overall
results and effects of these changes.
Today we need to reconsider all the
paradigms we rely on: nature, bodies,
economics, politics, environment, and
communication to name a few. In sum,
we need a new framework.
The abnormal natural disasters, the
global social problems, the antagonism
between the consumption economy
and energy resources, the revolutionary
movements in Middle East and many
other places on Earth designate the
un-sustainability of the current stand
and the need for a change. Examples
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yapılarla ilişkisini konu edinen bir
kavramsal çerçeve olarak ele alıp
teknolojinin sağladığı dönüştürücü
gücü ve olanakları içselleştiren,
politikadan aşka, çevreden sağlığa,
ekonomiden medyaya, canlı-cansız
çevremiz-le tüm ilişki biçimlerimizi
kapsayan tek ve bütünsel bir ekolojiyi
hayata
geçirmemiz
gerektiğine
inanıyoruz.
amber’11 Öteki Ekoloji teması altında
tasarımcı, sanatçı, akademisyen ve
araştırmacıları Öteki Ekoloji’nin yaşam
biçimlerini, üretim ve tüketim kalıplarını
ve politikalarını sanat ve teknolojinin
bakış açısından incelemeye davet ediyor.

such as these point to one thing: we
must have a new conceptualization of
ecology as the environment that we live
in, which does not exist without today’s
technology.
Taking ecology as a conceptual
framework, which entails the relationships of the natural and artificial
environments of mankind, we believe
that we need a new holistic ecology
which internalizes the transformative
power and possibilities of technology
and covers all aspects of possible
relations among the living and nonliving surroundings, from politics to
love, from environments to health,
from economics to media. We call this
framework Next Ecology.
With the theme title Next Ecology,
amber’11 calls on artists to interpret the
life forms, production and consumption
patterns and politics of Next Ecology
from the vantage point of arts and
technology.
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Tütün Deposu Ek Bina
Anadolu Üniversitesi İstanbul Kültür
ve Sanat Merkezi
4-13 Kasım 2011
AĞAÇ VESİKASI / Raziye Kubat
MİKRO ALANLAR / Özgün Kılıç, Barış Gümüştaş
BUG İSTANBUL / Onur Yazıcıgil, Stephanie Paine
DUBLÖR / Osman Koç
MELEZ ANAYASA / Francesco Monico
YAĞ YAĞ YAĞMUR / Wonjung Shin
REP.LICANTS.ORG / Matthieu Cherubini
BİR BULUTA İLK DOKUNUŞUM / Ioannis Michalous
FUJİ BÖLGESİ VE DİĞER YERLER / Nurit Bar-shai
2.6G 329M/S / Jalila Essaïdi
GENİŞ ÖLÇEK - BÜYÜK UMUDUN ŞARKISI / Tobias
Rosenberger
7K: YENİ YAŞAM FORMU / Saša Spačal
DENİZ ÇALIŞMALARI / Miro Soares
MIGROMAT / Linda Čihařová
GROWECTOR / Andrej Boleslavsky
GÖZDEN KAYBOLUŞ / Paul Destieu
MAYMUNLAR GEZEGENİ / Dardex-Mort2faim Art
Group
ÖTEKİ EKOLOJİ FİLM SEÇKİSİ / Le Fresnoy National Studio Of Contemporary Arts

Tütün Deposu Annex
Anadolu University Istanbul Center
for Art and Culture
4-13 November 2011

TREE PROFILE / Raziye Kubat
MICROFIELDS / Özgün Kılıç, Barış Gümüştaş
BUG ISTANBUL / Onur Yazicigil, Stephanie Paine
DOPPELGÄNGER / Osman Koç
THE HYBRID CONSTITUTION / Francesco Monico
RING RING RAIN / Wonjung Shin
REP.LICANTS.ORG / Matthieu Cherubini
MY FIRST TIME TO TOUCH A CLOUD / Ioannis
Michalous
FUJI SPACES AND OTHER PLACES / Nurit Bar-shai
2.6G 329M/S / Jalila Essaïdi
LARGE SCALE - THE SONG OF THE GREAT PROMISE
/ Tobias Rosenberger
7K: NEW LIFE FORM / Saša Spačal
SEA STUDIES / Miro Soares
MIGROMAT / Linda Čihařová
GROWECTOR / Andrej Boleslavsky
FADE-OUT / Paul Destieu
PLANET OF APES / Dardex-Mort2faim Art Group
A SELECTION OF FILMS ON NEXT ECOLOGY /
Le Fresnoy – National Studio Of Contemporary
Arts
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Saša Spačal
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7K: YENİ YAŞAM
BİÇİMLERİ
Tütün Deposu Ek Bina
4-13 Kasım 2011

Çıplak gözle görülmeyen ama herşeyin
var oluşu ve gelişmesi için çok önemli
olan mikroskopik yaşamın hüküm
sürdüğü tekno-yaşam bölgesine hoş
geldiniz! Artık yaşam sadece bir biyolojik bir Wkategori değil. İnsan biyolojik
dediğimiz organik çevresinde yaşadı,
her türlü canlıyı 6 organik krallıkla
sınıfladı ve kendisi yeni bir krallığa
hayat verdi: Teknoloji krallığı! Bu krallık
yanı başımızda evrimleşerek yeni yaşam
formları üretmeye devam ediyor

7K: NEW LIFE FORMS

Tütün Deposu Annex
4-13 November 2011

Welcome to the techno-biosphere, a
place full of proliferating microscopic
life, which is invisible to the naked eye
yet so important for everything that exists and evolves. Life is no longer just
a biological category. Human beings
have lived in an organic environment
which we classified as biological and
sorted all of the beings into six organic
kingdoms; with our will to survive and
procreate we became the origin, the
maker of another kingdom, a kingdom
of technology. This kingdom has been
evolving alongside us and has formed
new life, which grows by its own accord.
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Osman Koç
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DUBLÖR

Tütün Deposu Ek Bina
4-13 Kasım 2011
Teknolojik gelişmelerin doğurduğu sonuçlar hakkında farkındalığımız arttıkça,
çözümleri de teknolojinin olanakları
içinde aramaktayız. Oysa ki niyet, kendini doğaya adapte etmek yerine doğayı
kontrol etmek midir? Endüstrileşmenin
doğurduğu sonuçlar ön görülemediği
gibi belki de yeşil eylemin sonuçlarını
ön görmemiz de mümkün değildir.
Örneğin hastalığı iyileştirmek amacıyla
ilaç üretilirken yan etkilerin doğurduğu
sonuçlar hemen farkedilemedi. Estetik ve işlevsel güdülerle temellenen
teknoloji ve doğanın hayatımızdaki yerini sorgulayan bu iş teknolojinin kapasitesini araştıran deneysel bir düzenek
meydana getiriyor.

DOPPELGÄNGER

Tütün Deposu Annex
4-13 November 2011

After gaining the awareness about the
consequences of technological developments, the solution is again sought
in technology. However, is the intention
to control the nature instead of adapting to it the right way? As the consequences of industrialization were unforeseen, there also may be some unforeseen consequences of the green
act. Analogically, medicine is created to
cure an illness, whereas the side effects
are observed in time. The work constitutes an experimental setup to examine
the capabilities of technology in perpetuating nature, while questioning the
placement of technology and nature in
our daily lives, based on our aesthetic
and functional motives.
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Ioannis Michalous
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BİR BULUTA İLK
DOKUNUŞUM
Tütün Deposu Ek Bina
4-13 Kasım 2011

Günümüzde iklim değişikliği ve sera etkisi çok önemli bir soruyu gündeme getiriyor: Gökyüzü insanlığın üzerinde asılı
durmaya devam edecek mi, yoksa sevgili yağmur- babamız yokolup gidecek
mi? Belki avucunuza alacağınız bir parça
bulut size bu sorunun cevabını verir ya
da hassas mavi gökyüzüne dokunmak
kafanızda bambaşka perspektiflerin
kapısını açabilir. Bu interaktif enstalasyon size bir cevap vermeyecek ama
yaralı dünyamızın atmosferini kurtarmak için bir S.O.S. (Save Our Sky) gönderecek.

MY FIRST TIME TO
TOUCH A CLOUD

Tütün Deposu Annex
4-13 November 2011

In our days, Climate Change and Greenhouse phenomenon are posing a crucial question: Will the sky continue to
hang over humanity, or tomorrow our
rainfather wiil disappear? A piece of
sky in your hand could give you an answer. Also, handling a delicate fragment
of blue sky (having a gold-hue shadow
and a cloud inside it) will offer you more
than one view on the matter. Nevertheless, the total of our interactive installation will not give you any echos, before
it has sent an S.O.S (Save Our Sky) for
Earth’s wounded atmosphere.
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Jelila Essaïdi
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2.6g 329m/s

Anadolu Üniversitesi İstanbul Kültür
ve Sanat Merkezi
4-13 Kasım 2011
“2.6g 329m/s”, vücudun sınırlarını
araştıran bir proje. Projenin adı kurşun
geçirmez can yeleklerinin performans
standardını temsil eden ifadeden geliyor. “2.6 gram 329 milimetre/ saniye”.
Bu özellikteki bir yelek sizi 22 kalibrelik tabancanın kurşunundan koruyor.
Örümceğin ağını ördüğü iplikcik çelikten daha sağlam, üstelik organik. Eğer
bu iplikciği insan kendisi üretebilse idi
kendini kurşunlardan koruyabilir miydi?
Sanatçı, Hollanda Adli Genetik Kurumu
(Forensic Genomics Consortium Netherlands) ile yaptığı zorlu deneylerde
genetik olarak oynanmış keçi derisi ile
üretilmiş örümcek iplikciğinden kurşun
geçirmez dokuyu insan derisine uygulayarak, yeni bio-teknolojilerin erişilebilir
olduğu günümüzde, “güvenlik” kavramı
etrafındaki sosyal, politik, ahlaki ve kültürel konuları masaya yatırıyor.

2.6g 329m/s

Anadolu University Istanbul Center
for Art and Culture
4-13 November 2011

Explorering boundries by priecing barriers. ‘2.6g 329m/s’ the name of this
project, the performance standard for
bulletproof vests. 2.6g 329m/s are the
maximum weight and velocity of a .22
calibre Long Rifle bullet from which a
Type 1 bulletproof vest should protect
you. Spidersilk thread is relatively much
stronger than steel and can even be
made by a living being. Woven it would
be capable to resist the impact of a bullet, much like a bee on the spider’s web.
If human skin would be able to produce
this thread, would we be protected
from bullets?
Together with the Forensic Genomics Consortium Netherlands I take the
acid test: by implanting transgenic spider silk in the human skin and letting a
bullet do its work. By implementing this
bulletproof matrix of spider silk produced by transgenic goats in human
skin I want to explore the social, political, ethical and cultural issues surrounding safety in a world with access to new
biotechnologies.
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Andrej Boleslavsky
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GROWECTOR

Anadolu Üniversitesi İstanbul Kültür
ve Sanat Merkezi
4-13 Kasım 2011
“Eğer teknolojik gelişmeler çevreyi
yokediyor ve biz bunu değiştiremiyorsak, belki de doğa ile yeni bir etkileşim
araştırma zamanıdır” önerisi ile oluşan
bu iş, bitkilerin su tüketimi ve ışığın
gün içi değişimlerine göre, bilgisayar
aracılığı ile bitkileri harekete geçirir.

GROWECTOR

Anadolu University Istanbul Center
for Art and Culture
4-13 November 2011

Growector is an installation where a
computer interacts with plants by stimulating them with various day cycle patterns of light and evaluating the influence on water consumption. If the technologies and development destroy environment and we cannot stop it then
it is time for a new forms of interaction
with nature.
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Nurit Bar-Shai
TİTTTTTTTT

TİTTTTTTTT

FUJI BÖLGESİ VE DİĞER
YERLER
Tütün Deposu ek Bina
4-13 Kasım 2011

FUJİ Bölgesi ve Diğer Yerler, Japonya’da
Fuji Dağı’na bakan on adet web
kamerası görüntüleri ile bir senede
oluşturulmuş bir kompozisyondur.
Fuji’nin görüntüleri, bir sene boyunca
webden çekilerek, işlenmiştir; sonuç
web üzerinden etkileşimli bir tür zaman
atlamalı fotoğraf gibi de görülebilir. İş,
dijital aracı üzerinden ölümsüz bir ikon
olan Fuji Dağı’nın uzamsal ve zamansal
değişimlerini inceler.

FUJI SPACES AND
OTHER PLACES

Tütün Deposu Annex
4-13 November 2011

FUJI Spaces and Other Places is an online year-long computational composition, with ten found web cameras all
looking at the Fuji Mountain in Japan.
Images of the mountain are collected
from live web broadcasts and processed
in real-time into compositions that are
available live-online, as the work unfolds and as a time-lapse footage hereafter. The work examines the way we
perceive spatiotemporal changes when
experienced through a digital medium
using an immortal icon such as the Fuji
Mountain.
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Özgün Kılıç, Barış Gümüştaş
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MİCRO ALANLAR
Tütün Deposu Ek Bina
4-13 Kasım 2011

Mikroalanlar, “doğal ve üretken döngülerin organizasyonu” konseptini çevreleyen hayali yapılandırılmış şehir sisteminde, kullanıcıyı birbiriyle ilişkili
heykelsi denetleyiciler ile etkileşime
yönlendiren bir video enstalasyonudur. Sistemin sürekliliğinin bizi saran
güncel malzeme ve sosyal çevrenin
değişiminden nasıl etkilendiğinin,
kısa sürede daha iyi bir yaşam kurma
arzusuna dayalı teknolojik ve duygusal seçimlerin sonucu olarak doğal
düzeneğin insan temelli üretim ve
yıkımının getirdiği değişimleri mecazi
yolla anlatan makro elemanlardan
oluşan bir mikro sistemdir.

MICROFIELDS

Tütün Deposu Annex
4-13 November 2011

Microfields is an interactive video installation, leading the user to interact via
interrelated sculptural controllers, environing the concept of “organization
of natural and productive cycles” in an
imaginary, constructed city system. It’s
a micro system composed of macro elements depicting, metaphorically, how
the sustainability of that system is affected by contemporary changes in the
material and social environment around
us, changes regarding the humanbased destruction and reconstruction
of the natural formations through their
emotional and technological choices as
a result of human’s desire to live better
in short term.
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Matthieu Cherubuni
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REP.LICANTS.ORG
Tütün Deposu Ek Bina
4-13 Kasım 2011

Kullanıcıların Facebook ve/veya Twitter hesaplarına yapay zeka (bot) yüklemelerine izin veren bir web servisidir.
Servis, anahtar kelimeleri, içerik ve faaliyet analizini inceleyerek, kullanıcının
faaliyetlerinin benzerlerini oluşturur.
Böylece kullanıcı, bot sayesinde
hesabını aktif tutarak diğer kullanıcılar
ile yeni bağlantılar yaratır. Bu bot,
kullanıcının hesabına eklenmiş sanal bir
protez olarak da görülebilir.

REP.LICANTS.ORG

Tütün Deposu Annex
4-13 November 2011

rep.licants.org is a web service allowing users to install an artificial intelligence (bot) on their Facebook and/or
Twitter account. From keywords, content analysis and activity analysis, the
bot attempts to simulate the activity of
the user, to improve it by feeding his account and to create new contacts with
other users. This bot can be seen as a
virtual prothesis added to an user’s account.
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Raziye Kubat
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AĞAÇ VESİKASI
Tütün Deposu Ek Bina
4-13 Kasım 2011

“Masa projesinde gerçekleştirdiğim,
profil resimlerini ‘Facebook Vesikası’
olarak sunmuştum. Bu kez ‘Ağaç
Vesikası’sında ise ağaçların vesikası
karşınızda. Vesikalar kendilerine münhasırdır. Kimlikleriyle oynanmıştır. Ses
enstelasyonuyla da Gabriel García
Márquez’in Kırmızı Pazartesi romanına
gönderme yapıldı. Sessiz ve lirik hayat
akışında, bu sefer kurban ağaçlar... Ve
seyirci yine bizleriz.”

TREE PROFILE

Tütün Deposu Annex
4-13 November 2011

“For the Masa project I presented profile
images as “Facebook Profile”. Now for
“Tree Profile” we encounter profile images of trees. Profile images are sul generis. Their identities have been altered.
The sound installation is an allusion to
Gabriel Garcia Márquez’s Chronical of a
Death Foretold. In the silent and lyrical
flow of life, now the victims are trees.
And again we, the audience. “
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Francesco Monico
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MELEZ ANAYASA

Anadolu Üniversitesi İstanbul Kültür
ve Sanat Merkezi
4-13 Kasım 2011
amber’11 öncesinde ve sırasında,
sanatçının bir sanatçılar ağı, düşünürler
ve diğer katılımcılarla birlikte politika
üstü, kültür üstü, uluslar üstü bir metin olarak üreteceği bu iş, doğa-insanmakina varoluşsal durumunun temel prensiplerini oluşturacak: İnsan
merkezli olmayan yeni, öteki ekolojinin
anayasası...

HYBRID CONSTITUTION

Anadolu University Istanbul Center
for Art and Culture
4-13 November 2011

As a WRITTEN transpolitical, transcultral and transhuman ARTWORK, a set of
principles that the artist and a network
of artists, thinkers and people will be
sharing before and during Amber 2011.
These principles will be at the basis of
a future new nature-human-machine
state of being (or not being). An impossible artistic task, because NATURE AND
TECHNOLOGY cannot inscribe their beings and rights inside a “Constitution”,
but a beginning for a new utopia non
human-centered next eco-logical vision.
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Onur Yazıcıgil, Stephanie Paine
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BUG İSTANBUL
Tütün Deposu Ek Bina
4-13 Kasım 2011

Bloglar binlerce kişinin sıkça kullandığı
bir araç olup, görsel katılımın olduğu,
çeşitli fikirlerin paylaşıldığı bir platformlar silsilesidir. Örneğin, gezi blogları,
insanların gezilerde oluşturdukları günlükleri kapsayıp, deneyim ve tecrübelerinin anlatıldığı sanal kamu alanlarıdır.
Bug İstanbul, çeşitli gezi bloglarından
yapılan alıntıların tipografik müdaheleler sonrasında dizgide kullanılarak
hem estetik hem de kavramsal biçimi
otomatize etmektedir. Kullanılan bu
sistem, yazısal biçim ile görsel biçimi
kaynaştırarak ‘blogger’ların iletişim
şekillerini başkalaştırmaktadır. Bu durumda, belirli anahtar kelimerleri ve
kuralları baz alarak kendi içinde bir eko
sistem yaratmaktadır.

BUG ISTANBUL

Tütün Deposu annex
4-13 November 2011

Blogs are a common tool of virtual participation where thousands of people
create numerous platforms to share
their thoughts on a variety of topics.
Travel bloggers, for instance, maintain
dairies of their trips and share their experiences, thoughts, and impressions
in the virtual public realm. Bug Istanbul
uses excerpts from a variety of travel
blogs in which to create a system of typographic interventions that aims to
bring about a typesetting environment
which automates aest-hetic as well as
contextual information. This system
aims to alter the blogger’s form of communication by merging the textual with
the visual, thus creating an ecosystem
based on a set of rules and keywords.
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Tobias Rosenberger
TİTTTTTTTT

TİTTTTTTTT

GENİŞ ÖLÇEK - BÜYÜK
VAADİN ŞARKISI
Tütün Deposu Ek Bina
4-13 Kasım 2011

Geniş Ölçek Londra merkezli Uluslararası Hobi Geliştirme (ILD) şirketi
tarafından
geliştirilen
İspanya’nın
Aragon çölüne inşa edilmesi planlanan,
içinde kumarhanelerin, tema
park-larının, otellerin, golf alanlarının,
restorantların, mağazaların, bir opera ile tarihi müzelerin olacağı her yaşa
hitap edecek büyük bir hobi şehri
kurma planıdır. Bu görüntüler ise inşaat
başlamadan bir iki ay önce sanatçı
tarafından, Mayıs 2010’da bilgisayar kontrollü hareketli kameralar ile
çekilmiştir.

LARGE SCALE - THE SONG
OF GREAT PROMISE

Tütün Deposu Annex
4-13 November 2011

Large Scale is a video work that depicts
the inhabited area where International
Leisure Development (ILD) is planning
to construct a destination city of leisure
for all ages. The city will consist of 32
hotel casinos, 5 major theme parks, a
conference center, several other hotels,
hundreds of retail shops, restaurants, a
golf course, a horse race track, an opera, museums, and residential development. All images for the film were captured with computer-controlled moving cameras in May 2010, just a few
months before the construction was
supposed to start.
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Linda Čihařová
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MIGROMAT

Anadolu Üniversitesi İstanbul Kültür
ve Sanat Merkezi
4-13 Kasım 2011
Peyzajın hiç bitmeyen değişiminden etkilenilerek oluşturulan bu proje, Migromat, sadece varlığımız ya da hareketlerimiz ile bir mekanı değiştirebilir miyiz
diye sorar. Doğayı temsil eden soyut
örüntüler ziyeretçinin varlığı ile hareket
eder ve arkalında izlerini bırakırlar. Bir
yandan doğayı tüketirken kendi bedenlerini de ardından gelenlerin tüketmesi
için bırakırlar. Migromat izleyicinin kinetik enerjisini kullanarak dönüşümü
başlatır ve sürdürür. Proje CIANT’ın
teknik desteği ile gerçekleştirilmiştir.

MIGROMAT

Anadolu University Istanbul Center
for Art and Culture
4-13 November 2011

Interactive projection Migromat is inspired by the never-ending changing
of the landscape. The whole cycle of abstract patterns representing the powers
as well as real landscapes is divided into
parts and each is started with near passing visitors. Creatures moving around in
any environment leave behind traces of
their presence. They consume, multiply,
adapt the landscape to their needs, and
leave their bodies behind for others to
live off. Can just our presence or movement within it change a place? The installation of Migromat uses kinetic energy of your movement, which can start
off the subtle process of transformation
of space. Interactive technologies for
the project were created in cooperation
with CIANT.
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GÖZDEN KAYBOLUŞ
Tütün Deposu Ek Bina
4-13 Kasım 2011

Film, bir kum yığınının altına gömülen
bir davul setini gösterir. Davulun kum
yığını altında kaybolması bir yandan
doğal süreçlere işaret ederken öte
yandan bir ritm yaratarak sesle görsel
arasında dolaysız bir ilişki kurar. Davul,
müzisyenin elinden alınarak doğayla
ilişki içinde bir deneye teslim edilir.
Tamamen görsel ve işitsel sessizliğe
gömülünceye kadar deneysel bir
kayboluşu izleriz.

FADE OUT

Tütün Deposu Annex
4-13 November 2011

The project focuses on the progressive
burying of a drum set under a gravel
flow. Each impact is amplified in contact
with the different instrument’s parts.
The gravel flow produces a rhythm section, which turns into a sound and visual chocking. In opposition with the
process of traditional music composing,
the instrument is taken away from the
hands of musician towards a rough experience. The sequence shot proposes
experimentation around the technical
state of Fade-out, by materializing the
decrease of sound and visual signal, until a complete silence and disappearance.
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Miro Soares
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DENİZ ÇALIŞMALARI
Tütün Deposu Ek Bina
4-13 Kasım 2011

Baltik bölgesinin portresi,
video enstalasyonu.

SEA STUDIES

Tütün Deposu Annex
4-13 November 2011

3 ekranlı

3 screens video installation portraits of
Baltic region.

Bu iş Sao Paolo Bienali Vakfı tarafından
yürütülen “Brezilya Çağdaş Sanat”
programı tarafından desteklendi.

This artwork is supported by the program “Brasil Arte Contemporânea” managed by the Fundação Bienal de São
Paulo in cooperation with the Brazilian
Ministry of Culture.
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Le Fresnoy, National Studio Of
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Contemporary Arts
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ÖTEKİ EKOLOJİ FİLM
SEÇKİSİ
Tütün Deposu Ek Bina
4-13 Kasım 2011

Film, bir kum yığınının altına gömülen
bir davul setini gösterir. Davulun kum
yığını altında kaybolması bir yandan
doğal süreçlere işaret ederken öte
yandan bir ritm yaratarak sesle görsel
arasında dolaysız bir ilişki kurar. Davul,
müzisyenin elinden alınarak doğayla
ilişki içinde bir deneye teslim edilir.
Tamamen görsel ve işitsel sessizliğe
gömülünceye kadar deneysel bir
kayboluşu izleriz.

SELECTION OF FILMS
ON NEXT ECOLOGY

Tütün Deposu Annex
4-13 November 2011

The project focuses on the progressive
burying of a drum set under a gravel
flow. Each impact is amplified in contact
with the different instrument’s parts.
The gravel flow produces a rhythm section, which turns into a sound and visual chocking. In opposition with the
process of traditional music composing,
the instrument is taken away from the
hands of musician towards a rough experience. The sequence shot proposes
experimentation around the technical
state of Fade-out, by materializing the
decrease of sound and visual signal, until a complete silence and disappearance.
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Dardex - Mort2Faim Art Group
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MAYMUNLAR GEZEGENİ
Tütün Deposu Ek Bina
4-13 Kasım 2011
Maymunlar Gezegeni video oyunlarından alınmış insansı maymunların rol
aldığı bir animasyon filmidir. 8-bit
video oyunların estetiğine ve görsel işitsel kodları aracılığıyla Destieu,
çocuk yetiştirmek için uygun olmayan
dünyaya sinik bakışını masalsı bir dille
anlatıyor.

PLANET OF APES

Tütün Deposu Annex
4-13 November 2011

Planet of Apes is a video animation featuring the apes out of video games.
Despite the visual and audible codes
that relate to aesthetics and 8-bit videogame, Quentin Destieu offers by way
of fables, a cynical view of the world unsuitable for raising children.
“I use animals to teach men. “Jean de la
Fontaine.
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Diana Band
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YAĞ YAĞ YAĞMUR
Tütün Deposu Ek Bina
4-13 Kasım 2011

Doğanın kendisini hissetmeyi denediniz mi? Maalesef, yapay şehir ortamı ve
su kirliliği korkusundan, yağmur anını
artık doyasıya yaşamak zor. Bu iş sayesinde, kabartmalı yazıcı ile 3m x 2m’lik
kağıt üzerine çizilen su damlalarına
dokunarak, yağmurun sesini ve yağmur
anını tekrar oluşturmak mümkün.

RING RING RAIN

Tütün Deposu Annex
4-13 November 2011

Have you tried to feel nature itself?
However, it is not easy to encounter
raining moment because of artificial urban environment and fear of water pollution. On the paper (3m*2m), water
drops are drawn by raised image print.
The huge paper makes immediately the
raining environment and gives a chance
to touch the water drops and let people listen attentively to the raining moment.
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ATÖLYE ÇALIŞMALARI
Beyoğlu Belediyesi Gençlik Merkezi
Anadolu Üniversitesi İstanbul Kültür
ve Sanat Merkezi
4 - 13 Kasım 2011

WORKSHOPS
FOR ADULTS

Beyoğlu Municipality Yought Center
Anadolu University Istanbul Center
for Art and Culture
4 -13 November 2011

PROCESSING / Servet Ulaş
4 Kasım 2011

PROCESSING / Servet Ulaş
4 November 2011

METIN İSTİLACISI / Onur Yazıcıgil
4 Kasım 2011

TEXT INVADER / Onur Yazıcıgil
4 November 2011

VVVV İLE ETKİLEŞİMLİ VİDEO HARİTALAMA /
Andrej Boleslavsky
5-6 Kasım 2011

INTERACTIVE VIDEO MAPPING WITH VVVV /
Andrej Boleslavsky
5-6 November 2011

VVVV İLE PROGRAMLAMA / Jochen LeinBerger, Ingolf Heinsch
4-8 Kasım 2011
ARDUİNO İLE FİZİKSEL ETKİLEŞİM / Osman
Koç
7-8 Kasım / November 2011
SOSYAL AĞLAR / Berna Ekim
12-13 Kasım / November 2011
PURE DATA / Aykut Çağlayan
12-13 Kasım 2011
FLASH AS3 ÇİZİM ARAYÜZÜ / Servet Ulaş
13 Kasım 2011

VVVV PROGRAMMING / Jochen Lein-Berger,
Ingolf Heinsch
4-8 November 2011
PHYSICAL INTERACTION WITH ARDUINO /
Osman Koç
7-8 November 2011
SOCIAL WEB / Berna Ekim
12-13 November 2011
PURE DATA / Aykut Çağlayan
12-13 November 2011
￼￼￼￼￼￼￼￼
FLASH AS3 DRAWING API / Servet Ulaş
13 November 2011
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ORTAOKUL VE LİSE ÖĞRENCİLERİ İÇİN

ATÖLYE ÇALIŞMALARI
Beyoğlu Belediyesi Gençlik Merkezi
4 - 13 Kasım 2011

WORKSHOPS

FOR HIGH SCHOOL STUDENT

Beyoğlu Municipality Youth Center
4 -13 November 2011

CANLI ANİMASYON / Gökhan Okur
10 Kasım 2011

LIVE ANIMATION / Gökhan Okur
10 November 2011

SOSYAL AĞLAR / Berna Ekim
10-11 Kasım 2011

SOCIAL WEB / Berna Ekim
10-11 November 2011

ARDUİNO İLE FİZİKSEL ETKİLEŞİM /
Osman Koç
10-11 Kasım 2011

PHYSICAL INTERACTION WITH ARDUINO /
Osman Koç
10-11 November 2011

FLASH İLE AS3 PROGRAMLAMAYA GİRİŞ /
Servet Ulaş
12 Kasım 2011

INTRODUCTION TO AS3 PROGRAMMING
WITH FLASH / Servet Ulaş
12 November 2011
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Chance Sempozyumu Avrupa Komisyonu Kültür Programı 2017-2013 tarafından
desteklenen CHANCE projesi kapsamında
gerçekleştirilmiştir. Chance Sempozyumu
yeni koşulları tartışarak, sosyal tetworklerin
yerel ve küresel sanat ortamına etkisini,
fırsatları ve hasarları irdelemeyi hedefler

Chance Symposium realized in the frame of
CHANCE project which is supported by EU
Culture European Commission Culture Program 2007-2013. Chance Symposium aims
at discussing the new conditions, the opportunities and hazards of the social networks
in the local as well as global art scene.

Konuşmacılar şu ve benzeri sorulara
cevap arayacaklar: sosyal ağların sanat
kurumlarına (galeriler, sanat merkezleri,
müzeler vb.) daha geniş izleyici kitlelerine
ulaşmakta yardımcı oluyor mu; sanatçılar
kendi izleyicileri ile doğrudan ilişki kurarak
daha özgürleştiler ve bağımsızlaştılar mı;
sosyal ağlar yerelde mi yoksa küresel ölçekte
mi daha etkili?

The speakers will discuss that do the social
networks help to the institutions -i.e. galleries, art centers, museums, etc- to reach a
wider and new audience; did the artists gain
an independency and establish a direct relation with their audiences and followers; do
the social networks work better locally or
globally?

Konuşmacılar kendi girişimleri ve sanatçıları,
sanat çalışanlarını ve kurumları ağa bağlamak konusundaki deneyimlerini anlatacaklar. Proje sahipleri AB tarafından fonlanmış
kendi deneyimlerinden yola çıkarak ağ
projelerinin başarılarını ve başarısızlıklarını
ortaya koyacak, sanat alanında başarılı ağ
projeleri yaratmak için gerekli prensipleri ve
politikaları tartışacaklar.

The speakers will talk about their own attempt and experiences in networking the
artists, art workers and the organizations.
The project owners will discuss the successes and the failures of different online
networking projects that are supported by
EU funds. What can be better policies and
working approaches in the use of social networks in the art field.

CHANCE kapsamında geliştirilen kurumlararası yeni bir ağ olan “CHANCE: Challenging
Networked Communities“ tanıtılacak.

A new social network for the art organizations will be presented: „CHANCE: Challenging Networked Communities“

www.chance-project.eu

www.chance-project.eu
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CHANCE SEMPOZYUMU
Kadir Has Üniversitesi Cibali Salonu
4 Kasım 2011

CHANCE SYMPOSIUM

Kadir Has University Cibali Hall
4 November 2011

SOSYAL AĞLI SANATIN EKOLOJİSİ

ECOLOGY OF SOCIAL-NETWORKED ART

10:00 - 11:00
Sunumlar: “OLASILIKLARI ÇERÇEVELEMEK”

10:00 - 11:00
Presentations: “FRAMİNG POSSIBILITIES”

“TÜKETİMDEN, ALTERNATİF KENDİ ÜRETİM
SİSTEMLERİNE”
Quentin Destieu and Sylvian Huguet (M2F
Creations)

“FROM CONSUMPTION TO ALTERNATIVE
SELF PRODUCTION SYSTEMS”
Quentin Destieu and Sylvian Huguet (M2F
Creations)

“GRAPH COMMONS”
Burak Arıkan

“GRAPH COMMONS”
Burak Arıkan

11:15 - 11:45
Proje Sunumu:
“CHANCE : CHALLENGING NETWORKED COMMUNITIES “
Michal Masa and Michal Marianek

11:15 - 11:45
Web Site Launch:
“CHANCE: CHALLENGING NETWORKED
COMMUNITIES “
Michal Masa and Michal Marianek

13:00 - 16:00
Panel:
“SOSYAL AĞLI SANATIN EKOLOJİSİ”
Moderatör: Ekmel Ertan (BIS)
Konuşmacılar: Esra Aysun (www.istanbul-europe-express.org),
Emre
Erkal
(NOMAD), Berna Ekim (Maltepe Universitesi, Araştırmacı, Blog Yazarı), Burak Arıkan
(Sanatçı), Michal Masa (CHANCE, Proje Yöneticisi)

13:00 - 16:00
Panel:
“ECOLOGY OF SOCIAL-NETWORKED ART”
Moderator: Ekmel Ertan (BIS)
Speakers: Esra Aysun (www.istanbul-europe-express.org), Emre Erkal (NOMAD),
Berna Ekim (Maltepe Universitesi, Researcher, Blogger), Burak Arıkan (Artist),
Michal Masa (CHANCE, Project Manager)

* Avrupa Topluluğu Kültür Programı 20072013 çerçevesinde desteklenen “CHANCE:
Challenging Networked Communities”
projesi ortaklığı ve Kadir Has Üniversitesi
Güzel Sanatlar Fakültesi işbirliği ile

* within the frame of “CHANCE: Challenging
Networked Communities” Project funded by
EU Culture Program 2007-2013 and in collaboration with Kadir Has University Faculty
of Fine Arts
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amberKONFERANS’11
İstanbul Modern Sinema Salonu
10 - 13 Kasım 2011

amberCONFERENCE‘11
Istanbul Modern Cinema Hall
10 -13 November 2011

FILM GÖSTERİMİ
10 Kasım 2011

FILM SCREENING
10 November 2011

14:00
EKÜMENOPOLİS: UCU OLMAYAN ŞEHİR
Yönetmen: İmre Azem
Türkiye-Almanya, 2011, 88’
Türkçe; İngilizce altyazılı /

14:00
ECUMENOPOLIS: CITY WITHOUT LIMITS
Director: İmre Azem
Turkey-Germany, 2011, 88’
Turkish; English subtitle

16:00
BİR ZİHİN EKOLOJİSİ
Yönetmen: Nora Bateson
Kanada, 2011, 60‘
İngilizce, Türkçe altyazılı

16:00
AN ECOLOGY OF MIND
Director: Nora Bateson
Canada, 2010, 60‘
English; Turkish subtitle

17:30
GİZLİ ÜÇLEME
Yönetmen: Reynold Reynolds
Almanya, 2008-2010, 34’
Konuşmasız

17:30
THE SECRET TRIOLOGY
Director: Reynold Reynolds
Germany, 2008-2010, 34’
No speech

18:30
MCLUHAN’S WAKE
Yönetmen: Kevin McMahon
Kanada, 2002, 94’
İngilizce; Türkçe altyazı ￼

18:30
MCLUHAN’S WAKE
Director: Kevin McMahon
Canada, 2002, 94’
English; Turkish subtitle
￼
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amberKONFERANS’11
İstanbul Modern Sinema Salonu
10 - 13 Kasım 2011

Istanbul Modern Cinema Hall
10 -13 November 2011

KONFERANS OTURUMLARI
12 Kasım 2011

CONFERENCE PANELS
12 November 2011

10:30 - 11:30 : Tema Konuşması
“THE NATURE OF MEDIA AND THE ECOLOGY
OF THE TECHNOLOGICAL”
Jussi Parikka

10:30 - 11:30 : Keynote
“THE NATURE OF MEDIA AND THE ECOLOGY
OF THE TECHNOLOGICAL”
Jussi Parikka

11:45 - 12:45: Davetli Konuşmacı
“MONEY AS A MEDIUM & ECO CURRENCIES”
Koert Van Mensvoort

11:45 - 12:45: Invited Speaker
“MONEY AS A MEDIUM & ECO CURRENCIES”
Koert Van Mensvoort

14:15 - 15:15 : Tema Konuşması
Ömer Madra

14:15 - 15:15 : Keynote
Ömer Madra

15:30 - 16:30 : Oturum
“TELEPRESENSE AND TELEMATICS: THE
PHYSICAL AND DIGITAL BODY IN INTERACTIVE DIGITAL PERFORMANCE AND INSTALLATION”
Caterini Dinopoulou
“ELEVENTH PLATEAU: PERCEPTUAL ECOLOGIES AND TERRITORIAL ASSEMBLAGE”
Sozita Goudouna
“GETTING THE PUZZLE TOGETHER OF
MEDIA ART AND ECOLOGY IN A POLITICAL
FRAME”
Eva Kekou

15:30 - 16:30 : Panel
“TELEPRESENSE AND TELEMATICS: THE
PHYSICAL AND DIGITAL BODY IN INTERACTIVE DIGITAL PERFORMANCE AND INSTALLATION”
Caterini Dinopoulou
“ELEVENTH PLATEAU: PERCEPTUAL ECOLOGIES AND TERRITORIAL ASSEMBLAGE”
Sozita Goudouna
“GETTING THE PUZZLE TOGETHER OF
MEDIA ART AND ECOLOGY IN A POLITICAL
FRAME”
Eva Kekou
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amberKONFERANS’11
İstanbul Modern Sinema Salonu
10 - 13 Kasım 2011

Istanbul Modern Cinema Hall
10 -13 November 2011

KONFERANS OTURUMLARI
13 Kasım 2011

CONFERENCE PANELS
13 November 2011

11:00 - 13:00 : Seminer
“NEXT NATURE – THE NATURE CAUSED BY
PEOPLE”
Koertvanmensvoort / Nextnature

11:00 - 13:00 : Lecture
“NEXT NATURE – THE NATURE CAUSED BY
PEOPLE”
Koertvanmensvoort / Nextnature

14:00 - 15:30 : Film gösterimi:
AN ECOLOGY OF MIND, 2011, 60’
Yönetmen: Nora Bateson

14:00 - 15:30 : Film Screening:
AN ECOLOGY OF MIND, 2011, 60’
Director: Nora Bateson

15:30 - 16:00 : Film Sonrası Tartışma
Nora Bateson (online)

15:30 - 16:00 : After-Film Discussion
Nora Bateson (online)
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amberKonferans’11

Öteki Ekoloji
amberConference’11

Next Ecology
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Keynote
Ömer Madra

omadra@acikradyo.com.tr

Note: This is a shortened version of the talk given on
November 11, 2011 at the Amber Festival in Istanbul. It is also based on the introduction to Medianatures. Materiality of Information Technology and
Electronic Waste (Open Humanities Press, http://
www.livingbooksaboutlife.org )

There is a specific very material way through
which we can insist that my title – the nature
of media and the ecology of the technological
– is not a metaphorical one. It does not have
to be understood in a postmodern way of
language games and ideas of the immersive
cyberspace in which technologies become
nature, and the technological is itself increasingly understood as “ecology” because of its
complexity. This indeed was the way in which
for instance 1990s cyberculture discourse
often transposed the complexity of ecology
as a feature of the “new ecologies” of new
technologies from the Internet to emerging
genetic and prosthetic media. Nor does the
ecology need to be understood as a business strategy that has to do with the increasing locking of the consumer to an ecosystem
such as Apple corporation’s. This approach
could refer to technologically extended business strategies of digital economy: devices
that work so smoothly together, and mediate the passages from small screens to bigger
screens, from mobiles to televisions, computers, to clouds. Ecology would become like a
capturing device in terms of action, perception, the future action and vector of movement of the user.

It has to do how devices are transported, but
also fabricated, prepared, marketed, purchased, used, and discarded. Of that chain my
focus is at the beginning and the end – how
things are made, and how things are discarded.
Media devices are of nature, and return to nature. The production processes of our media
devices from screens to circuits, networks
to interfaces are about standardization and
mass-mobilization of minerals and other materialities; and at the other end, discarded
media technologies themselves are part of
such regime of natural “things” – whether
picked apart in an Asian recycling village, or
then left to decay and rust on urban streets or
dumps outside cities.

So it’s not the device in its use, but what is left
after the use of it that should interest us in this
ecological context. Ecology does not then become only an understanding of the living, its
intensive relations that characterize movement, potentials of movement, potentials of
life; ecology itself becomes also a network
of livings and deads, of potential as much as
disarming from potential. Ecology is then not
the horizon of homeostasis, of stability that
we have hoped to find in nature and physical
laws– but more of a methodology to understand that complex interlinking of materials
and their processing, their uses and disuses.
Electronic waste is in this sense emblematic
of the political economy of contemporary
media. The materiality of various chemicals,
No, I want to talk about another kind of ma- minerals and such afford and enable our culteriality, which is nothing less political, noth- tural agencies and assemblages having to do
ing less economic, and nothing less mediatic. with high tech media, and all of that returns

to the environment; back to bodies organic
of workers dismantling such technologies to
extract material for resale and reuse, and back
to nature as waste and material remains.

which and to which they go (and never left).
Of course, the previous never really were immaterial, despite the already mentioned narrative misunderstandings of 1980s and 1990s.

This talk investigates the ecology of contemporary media culture through notions
of waste, and artistic investigations into the
materiality of media – not only technological
specificity but such themes that discuss matter, components and energy. Such a media
ecological perspective argues, following Félix
Guattari, that we always need to talk of ecologies always in plural. It includes things that are
material as well as incorporeal, things as well
as ideas, or lets say, to avoid being too idealist: the potential of thinking-doing otherwise.
This is what Guattari was after too: ecology
developed into eco-sophy, where the potentials of the ecological movement extend to
other regimes too, not least that of the mind
– an ecology of the virtual, that for him was
about the potential space, something that
does not reside only in what already is, the
actual, but reaches for the virtual, or in Guattari’s (1995: 91) beautiful words: “beyond the
relations of actualized forces, virtual ecology
will not simply attempt to preserve the endangered species of cultural life but equally
to engender conditions for the creation and
development of unprecedented formations
of subjectivity that have never been seen and
felt.” This point about never been seen and
felt is where the idea of the virtual touches
on the possibility of new ways of seeing, and
feeling and hence, is however connected to
the virtuality of something material; matter
far from stability and characterized by its dynamics and potential.

This need, ever more crucial also for the arts
and artistic, creative, experimental practices,
is to think of this continuum and the ways
in which our electronic and high-tech media
culture is entwined with a variety of material
agencies. Acknowledging the intensive discussions of recent years concerning non-humans, object-agencies and other notions that
speculate with the real and claim that there
is a new materialism in town, I turn to what
seems a quite literal, almost traditional materiality. The notion of ‘materiality’ is taken here
in to refer, for instance, to ‘plasma reactions
and ion implantation’ (Yoshida, 1994: 105) –
as in processes of semiconductor fabrication,
or to an alternative list of media studies and
media art objects and components which are
studied from an e-waste management perspective. What if instead of genre, apparatus
or experience, and other familiar notions concerning media and artistic work, process or
subjectivity, we need to think of these kinds
of lists: ‘metal, motor/compressor, cooling,
plastic, insulation, glass, LCD, rubber, wiring/
electrical, concrete, transformer, magnetron, textile, circuit board, fluorescent lamp,
incandescent lamp, heating element, thermostat, brominated flamed retardant (BFR)containing plastic, batteries, CFC/HCFC/HFC/
HC, external electric cables, refractory ceramic
fibers, radioactive substances and electrolyte capacitors (over L/D 25 mm)’, and which
themselves are constituted from a range of
materials – plastics, wood, plywood, copper,
aluminum, silver, gold, palladium, lead, merBut how to think the media-ecological in this cury, arsenic, cadmium, selenium, hexavalent
way? How to bring this ecosophical idea into chromium and flame retardants (Pinto, 2008).
concrete reality concerning waste and the
dirty matter already flagged above? For one, In short, media are of nature, and return to nawe need to establish continuities between ture – where the production process for our
the supposedly immaterial, and the material media devices, from screens to circuits, net– between information technologies and our works to interfaces, involves the standardizahigh tech media, and the material world from tion and mass-mobilization of minerals and
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other materialities. Discarded media technologies are themselves part of such a regime of
natural ‘things’ – whether picked apart in an
Asian recycling village, or then left to decay in
urban or rural places. The natural affords our
cultural agencies and assemblages – including media practices and concrete devices –
and all of that comes back to nature.
Ecology is more specifically about management – management of production, distribution, use, as well as management of disuse, and what happens after the short-term
cycle of use. Put crudely, it’s about where you
dump your garbage you do not want on your
doorstep – where ‘”garbage”, or more or less
poetically “shit”, is one of the most important
factors in the multiple, connected management of subjectivity, language , body and
public space , as Dominique Laporte (2000)
has well argued in his Histoire de la Merde.
To sound less crude, let’a rephrase: this garbological perspective relates to how we manage media-cultural devices as part of global
info-tech capitalism and the relation of such
capitalist push for new modes of production
to limits of natural resources; of various materialities concerning human labour, materials science as well as politics of those various
ecologies. It also reflects the boundaries of
media studies and art studies perspectives
– expanding from discourse analysis to the
study of the material political economy of
things and devices as well as from software to
hardware perspectives again: something that
Sean Cubitt (2009) has underlined as a crucial
ecological step for media theory. In addition,
it shows on a disciplinary level the various
perspectives from which you can approach
media technologies: from the point of view
of materials that are necessary to build them
(rare earth minerals), the global trade networks, the waste management, and so forth.

An early forerunner developing some of the
shortcomings of green politics of the 1980s
in relation to the critical analysis of what he
called ‘integrated world capitalism’, Guattari argued the need to understand contemporary culture in terms of not one but three
ecologies. The environment, social relations
and human subjectivity constitute crossarticulated regimes of the ethico-political
(Guattari, 2000: 28). It is crucial to understand
these ecologies as completely interlinked. As
interlinked multiplicity of ecologies they are
formative to the processes of subjectification.
In other words, subjectification happens not
only in the social, or in the human psyche, but
also across a range of boundaries where our
natural ecology in its materiality is already
thoroughly embedded in the regimes of signs
– and the other way round. Guattari calls for
the need to develop transversal modes of
thought across Universes of reference if we
are to understand the full power of such ecologies, and to grasp how each regime has its
forms of pollution; Guattari mentions Donald
Trump as a destructive form of parasitic algae,
and I would be happy to extend that line of
thought to most of social media businesses as
the cancerous limitation of sociability, mark
zuckerberg’s of the world as such form of
parasitic fungus that sucks on various forms
of sociability.

In order to elaborate this point about intertwining of signs with material, I want to
briefly offer a counterpoint through Michel
Serres’ recent Malfeasance (2011). Serres’ take
addresses two regimes of pollution, where
for the French philosopher of Natural Contract the hard pollution is the destruction of
nature, while the soft pollution involves the
destruction of the world of signs. Serres clarifies: ‘By the first I mean on the one hand solid
residues, liquids, and gases, emitted through
the atmosphere by big industrial companies
or gigantic garbage dumps, the shameful sigIn terms of the multiplicity of ecologies, the nature of big cities. By the second, tsunamis
already mentioned Félix Guattari’s work on of writing, signs, images, and logos flooding
‘three ecologies’ cannot be neglected here. rural civic, public and natural spaces as well as

landscapes with their advertising’ (2011: 41).
Yet what is missing is the link between the
two, a continuum that would qualify the
materiality of the sign, and the semiotics of
the materiality of the ecological/waste: the
‘hard’ regime of entropic energy consumption and production of not just things, but
also of material waste; and the immaterial
regime of semiotics and signs (what we usually tend to refer, in a very narrow way, to as
“media”). But, from the perspective of media
ecology and media ecosophy this dualism is
unsupportable. Instead of strengthening the
illusion of the media regime as supposedly
immaterial and based on meaning, we need
to take a look at it as completely embedded
in material sciences. Think about the perverse
complex ecology that characterises media
devices: a specific design solution concerning a screen or computer component has an
effect on it becoming-obsolescent sooner
than ‘necessary’ – of course, not without the
product itself being embedded in the capitalist discourse emphasizing newness and futurity as values that drive purchasing decisions.
This relates to the pace how quickly such objects become abandoned. That phase then
turns into something that is often called ‘recycling’, but is actually a waste-trade, where
old electronic media are shipped e.g. to India
to be dismantled by means of some very rudimentary – and dangerous – processes that
affect the lungs and nervous systems of the
poor workers. Nor should we forget where
the minerals for the components come from
– such as coltan, which is mined in Congo and
from which refined tantalum powder is obtained. Tantalum powder is extremely heatresistant and hence ideal for manufacturing
certain parts in mobile phones, Playstation
game consoles and so forth. The mineral allows us to consume mediatic content but has
at the same time its own genealogies of matter and politics, for instance in bloody wars
in the Democratic Republic of Congo, where
a range of European mining companies have
had their own dubious part to play, including
funding the war efforts in order to secure the

extraction of the mineral (Cuvelier & Raeymaekers, 2002).
We are dealing with abstract relations, but
such that are always including concrete
things – and all linked together as real parts of
the global capitalist media industry. In other
words, the materiality of media is to be taken
literally. Our media devices are the products
of various processes of mining, processing
and standardizing minerals and other rare
earth materials into finished mass-consumer
products.
Of course, media are things as well but after
their use-value is exhausted, they become
things of a different sort. Of course, abandoned and obsolete media technologies are
not always just abandoned, but rather participate in another process – one that is often
as complex and multiple as the one involving
processing information, the way it happens
with microchip based media. Often the products assembled in Asia are returned there,
despite the increasing number of bans in
those countries, for example China, to import
electronic waste. Jennifer Gabrys has pointed
towards the complexitites of this new metamorphic economy, and its material, persisting
nature: ‘[r]ecycling does not remove remainder or wastage; instead, it displaces and transforms waste’ (2011: 138). This point about
transformation – both in terms of materiality, of dismantling, reusing, or just being left
to decay, and in terms of the status of some
media devices as obsolete and out-of-use –
is also spatially distributed across the globe.
This affects mostly developing countries in
Asia and Africa, as well as some Eastern European countries, which are in the process of
adjusting to their new post-Soviet part in the
global capitalist culture and the global political economy (Ciocoiu, Burcea & Tärtiu, 2010).
For instance, Nigeria is one destination for
electronic waste which is not able to process
its toxic e-waste. Filled with lead, cadmium,
and mercury, the abandoned components,
when burnt, release dioxins and polyaromatic
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hydrocarbons. And yet, burning remains one
way to ‘resolve’ the problem of piling up electronic junk, such as screens, in ports and landfills (Schmidt, 2006).
Hence, focusing on the materiality of components and waste of electronic media suggests
extremely long and uneven networks of the
spatial distribution – and also labour distribution – of media cultures, as well as a completely different temporality to that which is
usually marketed as an aspect of digital technologies. As Gabrys argues, instead of speed,
efficiency and progress, we are confronted
with the time of dust and soil. These are longterm temporal perspectives that more often
are measurable in terms of scientific timescales that involve geological and environmental science perspectives. If humanities
and social sciences have mostly been occupied with the human scale of time – of years,
decades, or, at best, civilizations of hundreds
or thousands of years – perhaps we need to
look at timescales of thousands and even millions of years to reveal how materials live?
Cubitt has been one of the most perceptive
critics of the material and environmental contexts of screen media cultures, and his Ecomedia (2005) was something that address the
interconnection of ecology and media. More
recently, he has continued to look inside the
screen as well in order to understand the materials/science behind it. This relates to the
need to understand screens less as objects
and more as part of an environmental chain,
which contributes to building and aftereffects of media technologies. This comes
clearer when we look at what are media on
the material level. The fabrication of screens
such as LCD’s involves the use of many rare
minerals – for instance, selenium and germanium. Cathode Ray Tubes are also a difficulty for any waste management due to their
toxic content. Plasma screens will potentially
present an even bigger problem due to the
unique electro-chemical reactions of plasma
cells coated in phosphor (Cubitt, 2009).1 Electronic media and screens are perfect – albeit

grim – examples of the process of topological
entanglement which involves various layers
of globalization: rare earth materials, spectacle-based industries of marketing and digital
media, desires of networked connectivity, the
soft tissue of underpaid workers of colour risking their health, outsourcing of manufacturing to developing countries, and waste management (or more frankly, waste problems)
as a (forced) part of the developing countries
business models. An increasing amount of
production is moved to developing countries – for instance, semiconductor industries
emerging in Singapore and Malaysia – and
the same goes for dumping materials, from
China to India, Pakistan and the African countries.
Cubitt connects this entanglement with a new
approach to screen media avant-garde: ‘The
digital realm is an avant-garde to the extent
that it is driven by perpetual innovation and
perpetual destruction. The built-in obsolescence of digital culture, the endless trashing
of last year’s model, the spendthrift throwing away of batteries and mobile phones
and monitors and mice . . . and all the heavy
metals, all the toxins, sent off to some godforsaken Chinese recycling village . . . that is
the digital avant-garde’ (Cubitt, non-dated).2
A look at the range of reports concerning the
materials as well as networks of screen components gives a further insight into this perspective. Think of the range of elements the
CRT in your living room or on your desktop is
made of. ‘A typical computer color monitor/
TV is composed of a plastic housing (casing),
CRT, a deflection yoke, printed wiring board
(PWB) with integrated circuit (IC), connecting
wires, metals (precious and non-precious),
and rubber’ (Nnorom, Osibanjo & Ogwuegbu,
2011). The actual listing of materials is only
the beginning; as important is the process
of what happens when the electron gun part
of the CRT fires on the phosphor part of the
screen to create what we usually focus on as
a media studies object – images. This process
itself produces chemical reactions, releases x-

rays, which means the need to protect us from
our media with further layers of lead, and so
forth (Nnorom, Osibanjo & Ogwuegbu, 2011).
Indeed, if you list the materials contained in a
typical desktop computer (plastics, lead, aluminum, gallium, nickel, vanadium, beryllium,
chromium, cadmium, mercury, arsenic, and
silica), you will be able to come up with a corresponding list of health risks – which range
from allergic reactions to various cancers,
skeletal problems, asthma, bronchitis, ulcers,
liver and kidney damage and for instance
damage to brain functions (Schmidt, 2002:
190). However, the devices are fabricated so
that the consumer interpellated in marketing
discourses, and attached to the machine at
home or at work, is in a ‘protected mode’ (see
Kittler, 1997), whereas the people compiling
the machines – and dismantling them – are
the ones who encounter the raw, dangerous
materiality of our media technologies (see
e.g. Clapp, 2006). A very much unprotected
mode.
CRT’s are huge energy consumers as well.
Even if we could argue that the digital has a
special theoretical relation to zero-entropy
(Pasquinelli, 2011), the digital softness and
swiftness of content delivered on our screens
is reliant on yet another relation of transmission – namely energy. The fact that every
search engine search consumes energy (estimates vary) is indicative of the fact that even
the smallest gesture at the interface (press
‘OK’) is connected to these huge consumptive
practices and installations that require energy.
As Cubitt, Hassan and Volkmer (2011) elaborate in their important take on cloud computing, server farms, demand gigantic amounts
of energy, and are now replacing factories as
the key sites of the industrial era. In Finland,
they are being installed in abandoned papermills; in general, shipping containers are
becoming server homes. The old packaging
wrap of global shipping of goods, containers,
are now the containers for the delivery of consumer products via the network, packed not
only in those hard shells but in need of cables

and batteries, power and water cooling. Dozens, hundreds of containers sucking energy
at the amount of 10 megawatts, according
to one estimate. Shipping containers are now
not moving, but enabling data transfer – situated across the globe from Oregon to Dublin,
Lithuania to Malaysia. (Cubitt, Hassan & Volkmer, 2011: 151-152).
By way of conclusion, and to tie the threads
of political economy of waste and its materiality together with the artistic emphasis of this
conference, I want now at the end to turn to
some more media artistic contexts, and ways
to address garbage materiality, garbology.
This is where the work of some artistic practices as establishing such links between media
and the raw materiality of component materials as well as “junk” is used. It becomes a question of investigating media materialities in an
extended mode, extended ecology of what
you can do. Doing, an enabling of doing is
here what strikes more interesting than what
is being produced. This has relevance for that
important link where artistic practices are
about the constitituve aesthetic modalities of
contemporary culture; investigating like a cultural, or media archaeologist, the conditions
of aesthesis of contemporary culture.
An example I often use, because I have collaborated with him is the work of Garnet
Hertz (Hertz and Parikka, 2012), a California
based artist and his community oriented
workshops concerning hardware hacking
and circuit bending – ands something that
goes by the name of “zombie media” in our
joint texts; not just dead media, but the living deads of media, recycled, repurposed
for an afterlife. As we outline, this points to
the various potentialities and open futures
inherent in electronic media products, but
perhaps even more importantly, to an attitude towards technology. Perhaps a mode of
critical engineering (see the Critical Engineering manifesto from Oliver, Savicic and Vasiliev
at http://criticalengineering.org/ ) of culture,
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and educating about the fact that you can re- stance Decrystrallisation in the cryptic quote
late to your gadgets not only as a consumer from J.G.Ballard’s the Crystal World, a novel
from 1966:
but an active tinkerer.
”By some optical or electromagnetic freak, the
Another example, from the Berlin scene of intense focus of light within the stones simulmedia artistic engineering involves the work taneously produced a compression of time, so
of Microresearch lab (Martin Howse et al.) and that the discharge of light from the surfaces
their London collaborators Jonathan Kemp reversed the process of crystallization” (Ibid.)
and Ryan Jordan. Branded under the notion
of “Crystallisation” (de and re-crystallisation) The compression and the crystal are the ecothe workshops involved opening up existing logical. Hence consider the above quote contechnologies, objet trouvees, found-objects, tinued by an elaboration from Howse, Kemp
in order to excavate their internals like a min- and Jordan:
ing site. As work of mining, and refunctionalization – or more accurately indeed recrys- “If life itself starts from aperiodic crystals that
tallization -- the workshops paralleled the encode infinite futures within a small number
work of cheap labour miners opening up our of atoms, then the digital crystallization of
abandoned old media tech in China and other the flesh by Capital limits these futures to the
places. Howse-Kemp-Bishop extended media point of exhaustion. Recrystallization begins
art-engineering into working with chemicals with the double premise that if computers
and components. These three key activities and the minerals from which they are made
are considered equally crystalline, then the
for them involved:
decrystallization of the digital through posi“1] Attempting to recover minerals and met- tive feedback disrupts and escalates entropy
als (including copper, gold and silver) from through their structures and forward into
abandoned computers through execution of their present pathology, Capital.” (Ibid. the
project website)
various volatile and chemical processes
2] The re-crystallisation of these minerals in
novel arrays using raw/renditioned mineral Such crystallisations point towards the future
assemblies including piezoelectrics, positive ecologies of our current garbage. The living
is understood in the technological context
feedback, colloidal dispersions
3] The re-purposing and embedding of through the intertwining of the processes
components and structures within wider of material and mineral crystallization that
geological and geophysical systems” finds it counterpart in the pathology of capi(project website: http://xxn.org.uk/doku. tal which actively, due to the various mechanisms concerning production and consumpphp?id=recrystallization%3Apr)
tion, is destroying our natures – from natural
So what I argue is that such practices offer natures to mental ones. Here the tone strikes
one insight into approaching the ecological a chord with Guattari, and despite the bleak
materiality of information technology, as con- undertones, we need to think of the ecosophnected to capitalist practices of design and ical – it too, as a creation of potentialities, is
consumption, use and disuse. Such artistic one that address the future ecology, the next
practices demonstrate how to tap into the ecology, the ecology to come. It is again a rematerial and political ecology of contempo- minder that garbage, junk and waste are not
rary media technologies and extending our dead, but filled with energies and potentials
artistic interest to the political economy too. – future ecologies too. Such ecologies stem
This does not reduce the poetics of this enter- from our current devices of disuse, garbage
prise, as with the contextualisation of for in- heaps, and abandoned junk machines, that

are in their obsolescence as important to a
consideration of digital culture as the shiny
novelty in a post-Jobs world.
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Note: This is a shortened version of the talk given on
November 11, 2011 at the Amber Festival in Istanbul. It is also based on the introduction to Medianatures. Materiality of Information Technology and
Electronic Waste (Open Humanities Press, http://
www.livingbooksaboutlife.org )

has to do how devices are transported, but also
fabricated, prepared, marketed, purchased,
used, and discarded. Of that chain my focus is
at the beginning and the end – how things are
made, and how things are discarded.

There is a specific very material way through
which we can insist that my title – the nature of
media and the ecology of the technological – is
not a metaphorical one. It does not have to be
understood in a postmodern way of language
games and ideas of the immersive cyberspace
in which technologies become nature, and
the technological is itself increasingly understood as “ecology” because of its complexity.
This indeed was the way in which for instance
1990s cyberculture discourse often transposed
the complexity of ecology as a feature of the
“new ecologies” of new technologies from the
Internet to emerging genetic and prosthetic
media. Nor does the ecology need to be understood as a business strategy that has to do
with the increasing locking of the consumer
to an ecosystem such as Apple corporation’s.
This approach could refer to technologically
extended business strategies of digital economy: devices that work so smoothly together,
and mediate the passages from small screens
to bigger screens, from mobiles to televisions,
computers, to clouds. Ecology would become
like a capturing device in terms of action, perception, the future action and vector of movement of the user.

Media devices are of nature, and return to nature. The production processes of our media
devices from screens to circuits, networks
to interfaces are about standardization and
mass-mobilization of minerals and other materialities; and at the other end, discarded
media technologies themselves are part of
such regime of natural “things” – whether
picked apart in an Asian recycling village, or
then left to decay and rust on urban streets or
dumps outside cities.

So it’s not the device in its use, but what is left
after the use of it that should interest us in this
ecological context. Ecology does not then become only an understanding of the living, its
intensive relations that characterize movement, potentials of movement, potentials of
life; ecology itself becomes also a network
of livings and deads, of potential as much as
disarming from potential. Ecology is then not
the horizon of homeostasis, of stability that
we have hoped to find in nature and physical
laws– but more of a methodology to understand that complex interlinking of materials
and their processing, their uses and disuses.
Electronic waste is in this sense emblematic
of the political economy of contemporary
No, I want to talk about another kind of mate- media. The materiality of various chemicals,
riality, which is nothing less political, nothing minerals and such afford and enable our culless economic, and nothing less mediatic. It tural agencies and assemblages having to do
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with high tech media, and all of that returns
to the environment; back to bodies organic
of workers dismantling such technologies to
extract material for resale and reuse, and back
to nature as waste and material remains.

which and to which they go (and never left).
Of course, the previous never really were immaterial, despite the already mentioned narrative misunderstandings of 1980s and 1990s.

This need, ever more crucial also for the arts
and artistic, creative, experimental practices,
is to think of this continuum and the ways
in which our electronic and high-tech media
culture is entwined with a variety of material
agencies. Acknowledging the intensive discussions of recent years concerning non-humans, object-agencies and other notions that
speculate with the real and claim that there
is a new materialism in town, I turn to what
seems a quite literal, almost traditional materiality. The notion of ‘materiality’ is taken here
in to refer, for instance, to ‘plasma reactions
and ion implantation’ (Yoshida, 1994: 105) –
as in processes of semiconductor fabrication,
or to an alternative list of media studies and
media art objects and components which are
studied from an e-waste management perspective. What if instead of genre, apparatus
or experience, and other familiar notions concerning media and artistic work, process or
subjectivity, we need to think of these kinds
of lists: ‘metal, motor/compressor, cooling,
plastic, insulation, glass, LCD, rubber, wiring/
electrical, concrete, transformer, magnetron, textile, circuit board, fluorescent lamp,
incandescent lamp, heating element, thermostat, brominated flamed retardant (BFR)containing plastic, batteries, CFC/HCFC/HFC/
HC, external electric cables, refractory ceramic
fibers, radioactive substances and electrolyte capacitors (over L/D 25 mm)’, and which
themselves are constituted from a range of
materials – plastics, wood, plywood, copper,
aluminum, silver, gold, palladium, lead, merBut how to think the media-ecological in this cury, arsenic, cadmium, selenium, hexavalent
way? How to bring this ecosophical idea into chromium and flame retardants (Pinto, 2008).
concrete reality concerning waste and the
dirty matter already flagged above? For one, In short, media are of nature, and return to nawe need to establish continuities between ture – where the production process for our
the supposedly immaterial, and the material media devices, from screens to circuits, net– between information technologies and our works to interfaces, involves the standardizahigh tech media, and the material world from tion and mass-mobilization of minerals and
This talk investigates the ecology of contemporary media culture through notions of waste,
and artistic investigations into the materiality
of media – not only technological specificity
but such themes that discuss matter, components and energy. Such a media ecological
perspective argues, following Félix Guattari,
that we always need to talk of ecologies always
in plural. It includes things that are material as
well as incorporeal, things as well as ideas, or
lets say, to avoid being too idealist: the potential of thinking-doing otherwise. This is what
Guattari was after too: ecology developed into
eco-sophy, where the potentials of the ecological movement extend to other regimes
too, not least that of the mind – an ecology of
the virtual, that for him was about the potential space, something that does not reside only
in what already is, the actual, but reaches for
the virtual, or in Guattari’s (1995: 91) beautiful words: “beyond the relations of actualized
forces, virtual ecology will not simply attempt
to preserve the endangered species of cultural
life but equally to engender conditions for the
creation and development of unprecedented
formations of subjectivity that have never
been seen and felt.” This point about never
been seen and felt is where the idea of the virtual touches on the possibility of new ways of
seeing, and feeling and hence, is however connected to the virtuality of something material;
matter far from stability and characterized by
its dynamics and potential.

other materialities. Discarded media technologies are themselves part of such a regime of
natural ‘things’ – whether picked apart in an
Asian recycling village, or then left to decay in
urban or rural places. The natural affords our
cultural agencies and assemblages – including media practices and concrete devices –
and all of that comes back to nature.
Ecology is more specifically about management – management of production, distribution, use, as well as management of disuse, and what happens after the short-term
cycle of use. Put crudely, it’s about where you
dump your garbage you do not want on your
doorstep – where ‘”garbage”, or more or less
poetically “shit”, is one of the most important
factors in the multiple, connected management of subjectivity, language , body and
public space , as Dominique Laporte (2000)
has well argued in his Histoire de la Merde.
To sound less crude, let’a rephrase: this garbological perspective relates to how we manage media-cultural devices as part of global
info-tech capitalism and the relation of such
capitalist push for new modes of production
to limits of natural resources; of various materialities concerning human labour, materials science as well as politics of those various
ecologies. It also reflects the boundaries of
media studies and art studies perspectives
– expanding from discourse analysis to the
study of the material political economy of
things and devices as well as from software to
hardware perspectives again: something that
Sean Cubitt (2009) has underlined as a crucial
ecological step for media theory. In addition,
it shows on a disciplinary level the various
perspectives from which you can approach
media technologies: from the point of view
of materials that are necessary to build them
(rare earth minerals), the global trade networks, the waste management, and so forth.

An early forerunner developing some of the
shortcomings of green politics of the 1980s
in relation to the critical analysis of what he
called ‘integrated world capitalism’, Guattari
argued the need to understand contemporary
culture in terms of not one but three ecologies.
The environment, social relations and human
subjectivity constitute cross-articulated regimes of the ethico-political (Guattari, 2000:
28). It is crucial to understand these ecologies
as completely interlinked. As interlinked multiplicity of ecologies they are formative to the
processes of subjectification. In other words,
subjectification happens not only in the social,
or in the human psyche, but also across a range
of boundaries where our natural ecology in its
materiality is already thoroughly embedded
in the regimes of signs – and the other way
round. Guattari calls for the need to develop
transversal modes of thought across Universes
of reference if we are to understand the full
power of such ecologies, and to grasp how
each regime has its forms of pollution; Guattari mentions Donald Trump as a destructive
form of parasitic algae, and I would be happy
to extend that line of thought to most of social
media businesses as the cancerous limitation
of sociability, mark zuckerberg’s of the world
as such form of parasitic fungus that sucks on
various forms of sociability.

In order to elaborate this point about intertwining of signs with material, I want to
briefly offer a counterpoint through Michel
Serres’ recent Malfeasance (2011). Serres’ take
addresses two regimes of pollution, where
for the French philosopher of Natural Contract the hard pollution is the destruction of
nature, while the soft pollution involves the
destruction of the world of signs. Serres clarifies: ‘By the first I mean on the one hand solid
residues, liquids, and gases, emitted through
the atmosphere by big industrial companies
or gigantic garbage dumps, the shameful signature of big cities. By the second, tsunamis
In terms of the multiplicity of ecologies, the of writing, signs, images, and logos flooding
already mentioned Félix Guattari’s work on rural civic, public and natural spaces as well as
‘three ecologies’ cannot be neglected here. landscapes with their advertising’ (2011: 41).
83

Yet what is missing is the link between the
two, a continuum that would qualify the materiality of the sign, and the semiotics of the
materiality of the ecological/waste: the ‘hard’
regime of entropic energy consumption and
production of not just things, but also of material waste; and the immaterial regime of semiotics and signs (what we usually tend to refer,
in a very narrow way, to as “media”). But, from
the perspective of media ecology and media
ecosophy this dualism is unsupportable. Instead of strengthening the illusion of the
media regime as supposedly immaterial and
based on meaning, we need to take a look at it
as completely embedded in material sciences.
Think about the perverse complex ecology
that characterises media devices: a specific design solution concerning a screen or computer
component has an effect on it becoming-obsolescent sooner than ‘necessary’ – of course,
not without the product itself being embedded in the capitalist discourse emphasizing
newness and futurity as values that drive purchasing decisions. This relates to the pace how
quickly such objects become abandoned. That
phase then turns into something that is often
called ‘recycling’, but is actually a waste-trade,
where old electronic media are shipped e.g. to
India to be dismantled by means of some very
rudimentary – and dangerous – processes
that affect the lungs and nervous systems of
the poor workers. Nor should we forget where
the minerals for the components come from
– such as coltan, which is mined in Congo
and from which refined tantalum powder is
obtained. Tantalum powder is extremely heatresistant and hence ideal for manufacturing
certain parts in mobile phones, Playstation
game consoles and so forth. The mineral allows us to consume mediatic content but has
at the same time its own genealogies of matter and politics, for instance in bloody wars
in the Democratic Republic of Congo, where
a range of European mining companies have
had their own dubious part to play, including
funding the war efforts in order to secure the
extraction of the mineral (Cuvelier & Raeymaekers, 2002).

We are dealing with abstract relations, but such
that are always including concrete things – and
all linked together as real parts of the global
capitalist media industry. In other words, the
materiality of media is to be taken literally.
Our media devices are the products of various
processes of mining, processing and standardizing minerals and other rare earth materials
into finished mass-consumer products.
Of course, media are things as well but after
their use-value is exhausted, they become
things of a different sort. Of course, abandoned and obsolete media technologies are
not always just abandoned, but rather participate in another process – one that is often
as complex and multiple as the one involving
processing information, the way it happens
with microchip based media. Often the products assembled in Asia are returned there,
despite the increasing number of bans in
those countries, for example China, to import
electronic waste. Jennifer Gabrys has pointed
towards the complexitites of this new metamorphic economy, and its material, persisting
nature: ‘[r]ecycling does not remove remainder or wastage; instead, it displaces and transforms waste’ (2011: 138). This point about
transformation – both in terms of materiality, of dismantling, reusing, or just being left
to decay, and in terms of the status of some
media devices as obsolete and out-of-use –
is also spatially distributed across the globe.
This affects mostly developing countries in
Asia and Africa, as well as some Eastern European countries, which are in the process of
adjusting to their new post-Soviet part in the
global capitalist culture and the global political economy (Ciocoiu, Burcea & Tärtiu, 2010).
For instance, Nigeria is one destination for
electronic waste which is not able to process
its toxic e-waste. Filled with lead, cadmium,
and mercury, the abandoned components,
when burnt, release dioxins and polyaromatic
hydrocarbons. And yet, burning remains one
way to ‘resolve’ the problem of piling up electronic junk, such as screens, in ports and landfills (Schmidt, 2006).

Hence, focusing on the materiality of components and waste of electronic media suggests
extremely long and uneven networks of the
spatial distribution – and also labour distribution – of media cultures, as well as a completely different temporality to that which is
usually marketed as an aspect of digital technologies. As Gabrys argues, instead of speed,
efficiency and progress, we are confronted
with the time of dust and soil. These are longterm temporal perspectives that more often
are measurable in terms of scientific timescales that involve geological and environmental science perspectives. If humanities
and social sciences have mostly been occupied with the human scale of time – of years,
decades, or, at best, civilizations of hundreds
or thousands of years – perhaps we need to
look at timescales of thousands and even millions of years to reveal how materials live?
Cubitt has been one of the most perceptive
critics of the material and environmental contexts of screen media cultures, and his Ecomedia (2005) was something that address the
interconnection of ecology and media. More
recently, he has continued to look inside the
screen as well in order to understand the materials/science behind it. This relates to the need
to understand screens less as objects and more
as part of an environmental chain, which contributes to building and after-effects of media
technologies. This comes clearer when we look
at what are media on the material level. The
fabrication of screens such as LCD’s involves
the use of many rare minerals – for instance,
selenium and germanium. Cathode Ray Tubes
are also a difficulty for any waste management
due to their toxic content. Plasma screens will
potentially present an even bigger problem
due to the unique electro-chemical reactions
of plasma cells coated in phosphor (Cubitt,
2009).1 Electronic media and screens are perfect – albeit grim – examples of the process
of topological entanglement which involves
various layers of globalization: rare earth materials, spectacle-based industries of marketing
and digital media, desires of networked con-

nectivity, the soft tissue of underpaid workers
of colour risking their health, outsourcing of
manufacturing to developing countries, and
waste management (or more frankly, waste
problems) as a (forced) part of the developing countries business models. An increasing
amount of production is moved to developing countries – for instance, semiconductor
industries emerging in Singapore and Malaysia
– and the same goes for dumping materials,
from China to India, Pakistan and the African
countries.
Cubitt connects this entanglement with a new
approach to screen media avant-garde: ‘The
digital realm is an avant-garde to the extent
that it is driven by perpetual innovation and
perpetual destruction. The built-in obsolescence of digital culture, the endless trashing
of last year’s model, the spendthrift throwing away of batteries and mobile phones and
monitors and mice . . . and all the heavy metals,
all the toxins, sent off to some god-forsaken
Chinese recycling village . . . that is the digital
avant-garde’ (Cubitt, non-dated).2 A look at
the range of reports concerning the materials as well as networks of screen components
gives a further insight into this perspective.
Think of the range of elements the CRT in your
living room or on your desktop is made of. ‘A
typical computer color monitor/TV is composed of a plastic housing (casing), CRT, a deflection yoke, printed wiring board (PWB) with
integrated circuit (IC), connecting wires, metals (precious and non-precious), and rubber’
(Nnorom, Osibanjo & Ogwuegbu, 2011). The
actual listing of materials is only the beginning;
as important is the process of what happens
when the electron gun part of the CRT fires on
the phosphor part of the screen to create what
we usually focus on as a media studies object
– images. This process itself produces chemical reactions, releases x-rays, which means the
need to protect us from our media with further
layers of lead, and so forth (Nnorom, Osibanjo
& Ogwuegbu, 2011). Indeed, if you list the
materials contained in a typical desktop computer (plastics, lead, aluminum, gallium, nickel,
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vanadium, beryllium, chromium, cadmium,
mercury, arsenic, and silica), you will be able
to come up with a corresponding list of health
risks – which range from allergic reactions to
various cancers, skeletal problems, asthma,
bronchitis, ulcers, liver and kidney damage
and for instance damage to brain functions
(Schmidt, 2002: 190). However, the devices are
fabricated so that the consumer interpellated
in marketing discourses, and attached to the
machine at home or at work, is in a ‘protected
mode’ (see Kittler, 1997), whereas the people
compiling the machines – and dismantling
them – are the ones who encounter the raw,
dangerous materiality of our media technologies (see e.g. Clapp, 2006). A very much unprotected mode.
CRT’s are huge energy consumers as well.
Even if we could argue that the digital has a
special theoretical relation to zero-entropy
(Pasquinelli, 2011), the digital softness and
swiftness of content delivered on our screens
is reliant on yet another relation of transmission – namely energy. The fact that every
search engine search consumes energy (estimates vary) is indicative of the fact that even
the smallest gesture at the interface (press
‘OK’) is connected to these huge consumptive
practices and installations that require energy.
As Cubitt, Hassan and Volkmer (2011) elaborate in their important take on cloud computing, server farms, demand gigantic amounts
of energy, and are now replacing factories as
the key sites of the industrial era. In Finland,
they are being installed in abandoned papermills; in general, shipping containers are
becoming server homes. The old packaging
wrap of global shipping of goods, containers,
are now the containers for the delivery of consumer products via the network, packed not
only in those hard shells but in need of cables
and batteries, power and water cooling. Dozens, hundreds of containers sucking energy
at the amount of 10 megawatts, according
to one estimate. Shipping containers are now
not moving, but enabling data transfer – situated across the globe from Oregon to Dublin,

Lithuania to Malaysia. (Cubitt, Hassan & Volkmer, 2011: 151-152).
By way of conclusion, and to tie the threads
of political economy of waste and its materiality together with the artistic emphasis of this
conference, I want now at the end to turn to
some more media artistic contexts, and ways
to address garbage materiality, garbology.
This is where the work of some artistic practices as establishing such links between media
and the raw materiality of component materials as well as “junk” is used. It becomes a question of investigating media materialities in an
extended mode, extended ecology of what
you can do. Doing, an enabling of doing is
here what strikes more interesting than what
is being produced. This has relevance for that
important link where artistic practices are
about the constitituve aesthetic modalities of
contemporary culture; investigating like a cultural, or media archaeologist, the conditions
of aesthesis of contemporary culture.
An example I often use, because I have collaborated with him is the work of Garnet
Hertz (Hertz and Parikka, 2012), a California
based artist and his community oriented
workshops concerning hardware hacking
and circuit bending – ands something that
goes by the name of “zombie media” in our
joint texts; not just dead media, but the living deads of media, recycled, repurposed
for an afterlife. As we outline, this points to
the various potentialities and open futures
inherent in electronic media products, but
perhaps even more importantly, to an attitude towards technology. Perhaps a mode of
critical engineering (see the Critical Engineering manifesto from Oliver, Savicic and Vasiliev
at http://criticalengineering.org/ ) of culture,
and educating about the fact that you can relate to your gadgets not only as a consumer
but an active tinkerer.
Another example, from the Berlin scene of
media artistic engineering involves the work

of Microresearch lab (Martin Howse et al.) and
their London collaborators Jonathan Kemp
and Ryan Jordan. Branded under the notion
of “Crystallisation” (de and re-crystallisation)
the workshops involved opening up existing
technologies, objet trouvees, found-objects,
in order to excavate their internals like a mining site. As work of mining, and refunctionalization – or more accurately indeed recrystallization -- the workshops paralleled the
work of cheap labour miners opening up our
abandoned old media tech in China and other
places. Howse-Kemp-Bishop extended media
art-engineering into working with chemicals
and components. These three key activities
for them involved:
“1] Attempting to recover minerals and metals (including copper, gold and silver) from
abandoned computers through execution of
various volatile and chemical processes
2] The re-crystallisation of these minerals in
novel arrays using raw/renditioned mineral
assemblies including piezoelectrics, positive
feedback, colloidal dispersions
3] The re-purposing and embedding of
components and structures within wider
geological and geophysical systems”
(project website: http://xxn.org.uk/doku.
php?id=recrystallization%3Apr)
So what I argue is that such practices offer
one insight into approaching the ecological
materiality of information technology, as connected to capitalist practices of design and
consumption, use and disuse. Such artistic
practices demonstrate how to tap into the
material and political ecology of contemporary media technologies and extending our
artistic interest to the political economy too.
This does not reduce the poetics of this enterprise, as with the contextualisation of for instance Decrystrallisation in the cryptic quote
from J.G.Ballard’s the Crystal World, a novel
from 1966:
”By some optical or electromagnetic freak, the
intense focus of light within the stones simultaneously produced a compression of time, so

that the discharge of light from the surfaces
reversed the process of crystallization” (Ibid.)
The compression and the crystal are the ecological. Hence consider the above quote continued by an elaboration from Howse, Kemp
and Jordan:
“If life itself starts from aperiodic crystals that
encode infinite futures within a small number
of atoms, then the digital crystallization of
the flesh by Capital limits these futures to the
point of exhaustion. Recrystallization begins
with the double premise that if computers
and the minerals from which they are made
are considered equally crystalline, then the
decrystallization of the digital through positive feedback disrupts and escalates entropy
through their structures and forward into
their present pathology, Capital.” (Ibid. the
project website)
Such crystallisations point towards the future
ecologies of our current garbage. The living
is understood in the technological context
through the intertwining of the processes
of material and mineral crystallization that
finds it counterpart in the pathology of capital which actively, due to the various mechanisms concerning production and consumption, is destroying our natures – from natural
natures to mental ones. Here the tone strikes
a chord with Guattari, and despite the bleak
undertones, we need to think of the ecosophical – it too, as a creation of potentialities, is
one that address the future ecology, the next
ecology, the ecology to come. It is again a reminder that garbage, junk and waste are not
dead, but filled with energies and potentials
– future ecologies too. Such ecologies stem
from our current devices of disuse, garbage
heaps, and abandoned junk machines, that
are in their obsolescence as important to a
consideration of digital culture as the shiny
novelty in a post-Jobs world.
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abstract
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Ecological art is situated at the borderline between aesthetics and the broader social, political, cultural and natural worlds. In Mathew
Fuller’s view, ecology is the most suitable
term for describing the dynamic interconnectedness of processes and objects, beings
and things, patterns and matter. Media ecological art is an interdisciplinary, intermedia
field, which involves a critical reflection of information technologies, the social sphere and
the living environment. A broader scope of
the term ecology, promoted by Félix Guattari,
is used in this paper to theoretically approach
the interrelated media, environmental, and
social ecologies engaged in new media ecoart. Guattari points to the intertwining of
three related fields of ecology – environmental, mental and social. Only by broadening
our point of view and considering the three
ecologies we will be able to achieve permanent changes in our social, cultural, natural
environment.
This paper is going to look at a number of
media art projects which are recognising
ecology as a threefold of use of technology,
impact on the living environment and participation in the social sphere and are thus
enabling a new type of environmental art to
emerge in a digital era. Environmental activism, largely addressed in media art projects,
has been transformed through the capacity

of new technologies and the possibilities of
communication technology that simultaneously offers new ways of exchanging and promoting ideas. Moreover this paper will shed
light on how art and politics can be embedded into each other by digital media and in
which ways activism has become broader in
order to include the emerging fields of media
art and digital citizenship.
introduction

„Now more than ever, nature cannot be separated from culture; in order to comprehend
the interactions between ecosystems, the
mechanosphere and the social and individual
Universes of reference, we must learn to think
‘transversally’.“ (Guattari, 2000:43).
New media and technologies have contributed to the extension of the notion of the
ecology, traditionally associated with the natural environment, to include the urban, virtual, social human produced world. A broader
scope of the term ecology has been already
promoted by Félix Guattari, who in his ecosophy points to the intertwining of three related
fields of ecology – environmental, mental and
social. Only by broadening our point of view
and considering the three ecologies we will
be able, according to Guattari, to achieve
permanent changes in our social, cultural and
natural environment. In Fuller’s view, ecology is the most suitable term for describing
the dynamic interconnectedness of processes
and objects, beings and things, patterns and
matter. Media ecological art is an interdiscipli89

nary, intermedia field, which involves a critical With his 1982 activist action at Documenta 7,
reflection of information technologies, the so- of planting 7000 oak trees, he brought the environmental issue into public consciousness,
cial sphere and the living environment.
stressing the necessity for a participatory and
interdisciplinary art, named a “social sculpart, media and environment
ture”. Still, a constant concern when studyAccording to Fuller, ecology is not a trendy ing the political or environmental activism
term for the management of the environ- stemming from art projects, is the fact that
ment. It is not solely the scientific discourse most art projects are being produced in the
about the study of things in themselves, but context of a gallery, representing an estabthe study of the „[…] dynamic interrelation lished art market or in the field of public art,
of processes and objects, being and things, expressing governmental or private interests.
patterns and matter“ (Fuller 2005: 2). In the (Polli, 2010) Media art projects, despite seemrealm of the media, media ecology analyses ingly addressing sensitive issues, like the encomplex communication systems as environ- vironment, they might actually be the least
ments, “complex message systems which im- politically engaged. According to Marc Tutpose on human beings certain ways of think- ers, media artists, in need of the latest teching, feeling, and behaving“ according to Neil nology, adopt the model of research and development wholesale, looking for corporate
Postman (media-ecology.org 2011).
sponsorship or even venture capital. The reEnvironmental art can itself be redefined ac- luctance of many locative media practitioners
cording to this extended definition of ecology to position their work as political has lead to
and the environment. Félix Guattari (2000) the accusation of locative media of being the
claims that art can play a key role in the pro- “avant-garde of the ‘society of control’”. Decess of influencing our environment, as it is spite a few opposite examples, it appears for
able to shape and change our social, cultural the moment that a fair number of new media
and natural frameworks; which influences producers seem content to collaborate with
„[…] how we see and understand who we industry and government. It is thus no coinciare in relation to where we live“ (Krug 2006). dence that one of the most important locative
„Ecological art is situated at the borderline media related blogs goes by the name ‘We
between aesthetics and the broader social, Make Money, Not Art’.” (Tuters, 2007)
political, cultural and natural worlds“ (Delanová 2011). Aesthetic principles were used Not underestimating the role of employing
by artists „as a powerful political instrument new technologies in eco-artistic approaches,
for implementing their visions“ (Delanová we think that the broader cooperation be2011). Since the 1960s, land art addressed en- tween artists and scientists have blurred and
vironmental topics by interventions into land- oftentimes crossed over the boundaries bescapes and by working with living organisms tween scientific and artistic practices; „[…]
such as plants or animals. With the growing artists are increasingly taking up the roles of
professionalization of ecological movements, intermediaries, context creators, and initiaartist’s tools and approaches became increas- tors of cooperation – be they those who create open networking projects, develop softingly politicized.1
ware and other DIY tools, organize discussions
Joseph Beuys, who proclaimed environmen- about (and in) public space, or provide access
tal events to be art, is considered as a pioneer for other artists to scientific laboratories, necof conceptual and environmental art, who essary tools and education“ (Delanová 2011).
worked with staged actions to address eco- This evolution in eco-artistic approaches relogical issues (cf. Krug & Siegenthaler 2006). flects the gradual understanding of the envi-

ronment as a complex, constantly adapting people away from their computer screens and
organism rather than a stable spatial condition. into the open. Games intensify our experience of our direct surrounding and create difIn this respect media- ecology places the ferent types of awareness. (Bo Kampamann,
human being in an environmental and techni- 2007) Moreover we will show, how participacal network rather than separating human and tion processes are stimulated through econon-human agencies in a dualistic approach. activist practices. Art, media and technology
Technology is seen not as „passive surface for become embedded into each other and by
the inscription of meanings and signification“ doing so these projects promote a new way of
(Goddard & Parikka 2011) but as an actor on expression and thinking. We will be concenits own. Media are in this perspective „[…] less trating on projects which all use digital media
a human endeavour of mediating messages to employ notions of the environment. They
than a mode of contracting forces to create gradually build on an idea of increasingly acnew space-times. Such space-times are as tive participation in the discussion of envimuch about the ‘natural’ […] as they are about ronmental issues; the first one by rendering
the ‘cultural’ […]” (Delanová 2011).
visible the impact of air pollution in an urban
environment, the second by encouraging a
In the last decade the notion of environmen- new eye on our direct surrounding, the third
talism has changed, especially in the arts one by simulating, thus proposing, solutions
and humanities. “No longer associated only to climate change on policy level and the final
with preserving ‘nature,’ going back to the example by actually inspiring real change in
land or creating a sense of local place, the players’ attitudes. All of them aim to encourgreen movement is beginning to turn its at- age participants to think and express ideas
tention to the hybrid networked terrain of about the environment and also give us a
modern life — the cities, suburbs and the good understanding of how participation can
electronic spaces of the web in which we be an alternative platform for addressing islive; as immigrants, commuters, and ubiqui- sues of public concern, like the environment,
tous-technology users; through global ex- that so far have been mostly associated with
changes of intellectual ideas, commodities, activist organisations.
and cultures.“(Nadir 2011) This also reflects
back into contemporary media eco-artworks, nerea calvillo - in the air
which employ up-to-date technology such as
locative or mobile media to encourage peo- In 2006 Preemptive Media (Beatriz da Costa,
ple to reflect and facilitate the engagement Jamie Schulte and Brooke Singer) produced
with our living environment.
the AIR - Area’s Immediate Reading (http://
www.pm-air.net/), an open platform to motiecology of public space - case studies
vate citizens to become volunteer “smog detectors”, using a network of wireless portable
Using four projects as examples we will ad- pollution monitoring devices. The project “In
dress the questions of how contemporary ar- the Air” by Nerea Calvillo, is another environtistic practice can address current challenges mental, locative work, which employs data
on our quest to a sustainable mental, cultural mapping as a method, to create a permanent
and environmental ecology and how new platform to visualize air pollution. This visualimedia, consumed massively in urban environ- zation project represents the data of “invisible
ments, contribute to the emergence of social agents of Madrid’s air (gases, particles, pollen,
practices that redefine social participation. Bo diseases, etc), to see how they perform, react
Kampamann argues that increasingly more and interact with the rest of the city” (Calvillo
pervasive games will be developed, leading 2011). This data, updated hourly from the
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website of the city’s municipality, can be explored on digital devices and is also displayed
on an experimental, physical installation
using coloured water vapour in the city itself,
altering the atmospheric composition. As the
physical display shows the data of the nearest
sensor station, it makes people aware of the
contamination of the air in their direct environment, gives feedback of the effects they
cause in the environment, but also facilitates
to detect the effect which the environment
has on the visitors, when they are able to link
their bodily feeling to data.2 „The project proposes a platform for individual and collective
awareness, where the interpretation of results
can be used for real time navigation through
the city, opportunistic selection of locations
according to their air conditions and a base
for political action“ (Calvillo 2011). At a later
stage a member of the project team developed DIY sensors for air contamination, which
can be used as a control instance for the official data.
Projects like “In the Air” are based on data
monitoring, visualization and dissemination,
using an array of digital and DIY technologies
such as self-made sensors, mobile and web
based applications. The exploration of the
topographical contamination data allowed
people, who before did not know anything
about air-contamination in the city, to identify certain events like Christmas shopping
days, football matches, new years eve or the
like and their effect on the city’s ecosystem
(cf. Calvillo 2011). The goal of the project „In
the air“ is mainly to create awareness for the
topic of air contamination using digital data
visualization as a tool for communication,
where awareness is already seen as a low
level of participation by the users (cf. Calvillo
2011). Besides the visualizations, they created tools to facilitate action using the data,
such as the „contamination compass“, which
allows to geolocalize yourself and find the
fastest escape route out of a contaminated
area, or a simulative game, where users can
see the effect of personal or public action on

the measured system. In general these visualizations permit users, according to Nerea
Calvillo, to navigate the mapped city differently, and give the user an informed perception of their environment. The mobile sensor
stations moreover facilitate commitment to
citizens through creating and showing engagement in and ownership of a debate and
making it public. As these kinds of data could
also inform the political decision-making and
because the measurement, transformation
and later employment of data is also subject
to political decisions, the data collected in this
open project can also serve as a corrective for
publicly available data (cf. Calvillo 2011a).
ecoarttech

- indeterminate hikes

The project “Indeterminate Hikes” by ecoarttech (2011) is a mobile media app, an environmental, smartphone, perfomative ‘happening’ designed to act as a „personal guide
to ecological awareness of everyday environments“. (ecoarttech 2011) It wants to bring
the sublime experience of wilderness – as it
can be experienced in natural environments
like national parks – and the discourse of ecology into our local places including (sub)urban
environments. The idea of changing the
definition of nature through art is not new.
In the same line with Indeterminate Hikes,
the project “quadra medicinale” by Jef Geys
in 2009, collected and showcased the presence of nature in four cities: New York, Moscow, Brussels and Villeurbanne. In an area of
1km2, he mapped weeds that could be edible
of medicinal. Using totally analogue media,
such as maps, drawings and photographs and
samples of each plant he tried to instigate the
same awareness on the living environment
that surrounds us as Indeterminate Hikes.
Usually the sense of the miraculous nature
is associated with far away exotic environments, protected biotopes and sublime views.
Indeterminate Hikes redefines the notion of
environment to include otherwise neglected
spaces in and around the cities. This can be

traced back to the activist origin of the Indeterminate Hikes project. During their work
about SCS#16, a flood retarding pond in Texas,
ecoarttech noticed that the little lake, which
was originally built as a hydraulic infrastructure, had evolved into a diverse ecological
habitat and urban nature retreat. The small
ecosystem of the pond was threatened by the
construction of a big supermarket that would
directly dispose a large quantity of pollutants
into the water basin. The aim was to use performative and community art to activate the
public imagination of ‘wilderness’ and stir the
environmental discussion to include the nature that is present in our direct surrounding,
rather than somewhere far away. This broaden
concept of environment is consequently put in
focus with Indeterminate Hikes.
The users are presented with hiking trails in
their area, on which they are lead to „Scenic
Vistas“ where they are asked to pause for
a short time and are presented with directives to engage with the local environment.
The goal is to slow down our modern life
and to make us aware of our living environment as ecological space worth exploring.
The app claims to transform „smartphones
into tools of environmental imagination“
(ecoarttech 2011), as it wants to „cultivate the
imagination of nature, wildness, and sustainability in the most networked, cosmopolitan
environments“(ecoarttech 2011). After the
meditative moment of pause the participant
is invited to capture his individual experience3
using his smartphone and upload it to a database of the project, to make it available to
others. This can be done verbally - e.g. via text
messages to friends – and therewith fosters
the communication about the conscious experience of a local environment and making
others in the social network of the participant
aware of ecological topics, as well as visually
and therewith feeds content to the application. Moreover the smartphone functions as
a virtual display for the documented experiences of other participants. Stefan Kreitmayer
et al., 4 Decades Game

Another data driven and simulation based
project, which has the goal to educate users
on an ecological topic, is the game „4Decades“ (Kreitmayer 2011), a contributory simulation developed at the Centre for Research in
Computing at the Open University by Stefan
Kreitmayer et al. It was created for a series of
international executive training workshops
on sustainable business leadership at the University of Cambridge and uses a simulation
of climate change scenarios based on business decisions as its basis. “4Decades” clearly
draws its inspiration on the World Peace
game, deviced by Buckminster Fuller in 1961,
where individuals or teams of people came
together and competed, or cooperated, to
“Make the world work, for 100% of humanity,
in the shortest possible time, through spontaneous cooperation, without ecological offense or the disadvantage of anyone.” (Gabel
1999) „4Decades” is a competitive team game
for up to 30 players in the roles of policy makers on two virtual planets, each divided into 4
regional governments. In every round of the
game, the regions decide on investments for
the next decade, trying to balance between
greenhouse gas mitigation, adaptation to
climate change effects and residual repairs.
Using a network of iPads and projection
screens, players explore how their local decisions affect the environmental and economic
situation. (Kreitmayer 2011) The digital devices are used to run the simulation, as input
devices for the gameplay and instantaneously
also as devices for immediate feedback of the
impact of the decisions, which makes this educational game in this form possible at all (cf.
Kreitmayer, Rogers, Laney, & Peake 2012). The
game has the goal to give the workshop participants an experience related to the otherwise abstract numbers and concepts regarding the topic of climate change, showcasing
the potential results of their decisions and to
provoke critical discussions about the simulated scenario. The participants are moreover
able to change the winning condition and the
parameters of the model underlying the simulation and therewith enabled to engage even
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more with the models of climate change.
world without oil

World without Oil is a serious alternate reality
game devised by Independent Lens, simulating over a period of 32 days the effects of a
sudden oil crisis lasting 32 weeks. World without Oil “crowdsourced” the ramifications of a
global oil shock as experienced at the local,
personal level – knowing that by doing so,
the collective imagination would see outcomes that can elude even experts in the
field. The game did not dictate points of view
or outcomes to the players. The WWO team
established realistic macroparameters of the
oil shock (such as the price and availability
of fuel on any given week) and relied on the
players to successfully imagine how those parameters would change everyday life.
The technical requirements to enter the game
were very low, as people could play via the
medium they felt most comfortable with:
email, blog posts, or even by phone. And because the game was asking each player what
was happening to him or her, players felt free
to assert their ideas and brainstorm solutions.
By design, the gameplay in WWO generated
ideas for solutions to the problems of oil dependency and energy policy. As players and
viewers immersed themselves in the alternate
reality and sought solutions to the situations
brought on by the oil crisis, they brought this
thinking back to their real lives. Many of them
reported this resulted in change to their real
lives: greater awareness about energy use,
more conservative energy practices, more
questioning of energy consumption and
policy, and so on. They “played it, so they
wouldn’t have to live it.” (www.worldwithoutoil.org)
discussion

As human interaction, through and with computers is becoming more socially integrated

and spatially contingent, the “feel” of our environment is defined less and less by what we
can see with our eyes alone. (Shepard 2011)
The use of new media technologies nowadays, especially in the western world, encourages citizens to explore, identify and reconnect with the environments within the urban
space and ‘islands of nature’ within the artificial space of cities and engage with global
and public issues – starting from their own
surrounding, local environments and collectively do this in a larger scale.
Still, precisely because of their dependency of
new technologies and their only recent popularization, eco-media art projects fail to reach
all parts of society, remaining limited among
the affluent, western middle and upper class.
So the claim of promoting community by all
of the projects is more or less referring to a
small group of like-minded people within the
above-defined group. This specific scope has
also its effect on altering the notion of activism, as it promotes a fun engagement as true
commitment to a specific cause. The digitalisation of activism transferred its physical expression online, establishing as a primary goal
the exchange of information about a specific
cause, rather than the intention to realise it.
New media projects tend to define participation as successful to the extent that it is being
communicated. The participants’ public sharing of their experiences legitimises the utility
of projects like “Indeterminate Hikes”.
Already a decade ago, H. Rheingold (2002)
pointed out the potential of the collective intelligence enable by technology empowering
the people and currently the main strength of
media art projects addressing environmental
issues seems to be precisely that through their
gaming and entertaining aspect, projects like
the ones examined in this paper, seem to be
more appealing to diverse audiences, making
otherwise sensitive issues easily accessible
to a larger audience. As a result they create
an open-ended discussion – academics and
journalists write about these projects, educators use them as a tool so that the interaction

and outcomes do not only stay in the artistic
terrain. But the reaching a wider public is not
to be confused with actively participating. All
media projects function within a given context, allowing specific modes of interaction
between their users and they are spatially
limited.

place in the urban, social and economic terrain.
This paper and the projects studied have attempted to challenge the notion of digital citizenship and the transformation possibilities of
activism under the effect of technological endless capacities which compress time and space
and subsequently transform cultural identity. It
is also a common statement that mobility and
Moreover the employment of the software, nomadic culture have addressed new notions
algorithms or user interfaces defines the ways of expression and have affected the way peoof making the data accessible or on data col- ple interact and distribute information.
lection itself and so they have an influence on
the “truthfulness” of data and on our percep- This paper finally addresses a new question
tion of and action in the world. This topic is about the limitation of digital identity and
directly addressed in the design of the game its relation with the reconstruction of a new
environment of “4Decades” by allowing the model of citizen who actively participates and
interpretative scope of the game-result can to expresses its opinion in the debate of a demobe set by the players and therefore the play- cratic input for social reconstruction.
ers themselves set the “political goal”. It is
important, also for modern activism, to recognize media technology – and especially digital technology as an important non-human
actor enabling our global information society
(cf. Manovich 2008), and therewith transforming the way we can distribute and access information and shape the public opinion.

conclusion

Locative media projects as they do take place
in a physical place which is not abstract but can
be geographically defined give participation to
a real time and place which also gives space for
a debate to be initiated about a current crucial
topic: ecology.
. We have always believed that new media do
not simply connect places but rather generate new shorts of places and experiences from
which we can learn about a new type of contemporary, digital citizenship. New media have
the capacity to refresh the discussion about
things which were also discussed in older times
and contributes to a mediated type of activism
which is also connected with a new type of citizen or a citizen model enabled via communication advances and rapid changes which take
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org/files/2011/07/Survivarts_introductory-text_
Lenka-Dolanova-EN_final1.pdf.

references:

ecoarttech (2011). Indeterminate Hikes. Retrieved
December 18, 2011 from http://www.ecoarttech.
net/indeterminatehikes.html.
Fuller, M. (2005). Media Ecologies: Materialist Energies in Art and Technoculture. Cambridge, MA: The
MIT Press.

Gabel M., (1999). Buckminster Fuller And the Game
Ars Electronica (2011). Hybrid Art. Retrieved De- of the World, in Buckminster Fuller: An Anthology
cember 18, 2011 from http://www.aec.at/prix/en/ for the New Millennium. New York: St. Martin’s Press
kategorien/hybrid-art/.
Goddard, M. (2011). FCJ-114 Towards an ArchaeolBo Kampmann W. (2007) Pervasive Gamespaces, ogy of Media Ecologies: ‚ ‘Media Ecology‘, Political
gameplay out in the open in Borries von F., Walz Subjectivation and Free Radios. fibreculture.org,
P.S., Böttger M. (2007) Space Time Play, computer (17), 6-17. Retrieved from http://fibreculturejournal.
games, architecture and urbanism, the next level. org/wp-content/pdfs/FC17_FullIssue.pdf.
Birkhäuser, Basel, Boston, Berlin
Goddard, M., & Parikka, J. (2011). Editorial. fibreculChowdhury, R. R. (2007). Ecology. Encyclopedia of ture.org, (17), 1-5. Retrieved from http://fibreculEnvironment and Society. SAGE Publications. Re- turejournal.org/wp-content/pdfs/FC17_FullIssue.
trieved from http://sage-ereference.com/view/en- pdf.
vironment/n331.xml?rskey=gf8Lry&result=2&q=e
Goddard, M., & Parikka, J. (Eds.). (2011). The Fibrecology
culture Journal Issue 17: Unnatural Ecologies. fibreCalvillo, N. (2011). In the air. Retrieved December 18, culture.org, (17). Sydney: Fibreculture Publication /
The Open Humanities Press. Retrieved from http://
2011 from http://www.intheair.es.
fibreculturejournal.org/wp-content/pdfs/FC17_
Calvillo, N. (2011a). In the Air. Talk at the session of FullIssue.pdf.
European Journalism Centre ‚From database cities to urban stories: What are the success stories?,
at PICNIC festival Amsterdam, 14. - 16. September greenmuseum.org (2010). Agnes Denes. Artist
2011. Retrieved December 14, 2011 from http:// Statement. Retrieved December 18, 2011 from
http://greenmuseum.org/content/artist_content/
www.youtube.com/watch?v=Fo8A2zT2pnE
ct_id-136__artist_id-63.html.
Cubitt, S. (2009). Ubiquitous Media, Rare Earths The environmental footprint of digital media and Guattari, F. (2000). The Three Ecologies. London and
what to do about it, Unpublished talk at the Perva- New Brunswick, NJ: The Atholone Press.
sive Media Lab. University of the West of England,
Habermas, J. (1962). Strukturwandel der Öffentli22 September 2009.
chkeit. Darmstadt, Neuwied : Hermann LuchterDebord, G. E. (1955). Introduction to a Critique of hand Verlag.
Urban Geography. Retrieved December 18, 2011
from http://library.nothingness.org/articles/SI/en/ Kreitmayer, S. (2011). 4Decades. Retrieved December 18, 2011 from http://innov8.pearson.com/4display/2.
decades/.
deLahunta, S.; Hauser, J.; Levin, G.; Klot, S. von & Ng,
E. (2007). Hybridity – The Signature of our Age. Re- Kreitmayer, S., Rogers, Y., Laney, R., & Peake, S. (forthtrieved December 18, 2011 from http://90.146.8.18/ coming 2012). From Participatory to Contributory
en/archives/prix_archive/prixJuryStatement. Simulations: Changing the Game in the Classroom.
Proceedings of the SIGCHI conference on Human
asp?iProjectID=14163.
Factors in computing systems. ACM.
Delanová, L. (2011). Artists – growers, environmental barometers, public space ecologists. Ecology as Da Costa, B., Hazegh C., Ponto K., (2006). Pigeona theme in contemporary art. SurVivArt. Retrieved blog, Retrieved February 6, 2012, from http://www.

pigeonblog.mapyourcity.net/
Krug, D. (2006). Art & Ecology: Ecological Art Perspectives and Issues: Introduction. greenmuseum.
org. Retrieved December 6, 2011, from http://
greenmuseum.org/c/aen/Issues/intro.php
Manovich, L. (2008). Software takes command. Retrieved April 28, 2009 from http://softwarestudies.
com/softbook/manovich_softbook_11_20_2008.
doc
Nadir L. (2011). Indeterminate Hikes: New Media
Happenings and the performance of Everyday Wilderness, under review, Retrieved January 17, 2012
from
http://wellesley.academia.edu/LeilaChristineNadir/Papers/1103894/Indeterminate_Hikes_
New_Media_Happenings_and_the_Performance_
of_Everyday_Wilderness
Polli, A., (2010), Breathtaking, Media Art and Public
participation in Climate Issues, Proceedings of the
Media Ecology Association, Vol. 11
Preemptive Media, (2006) AIR – Area’s Immediate
Reading, Retrieved February 5, 2012, from http://
www.pm-air.net/
Shepard, M. ed. (2011), Sentient City, ubiquitous
computing, architecture and the future of urban
space, New Yoek: The Architectural League of New
York, MIT Press.
Tuters M., (2007) After Net Art, We Make Money,
Artists and Locative Media in Borries von F., Walz
P.S., Böttger M. (2007) Space Time Play, computer
games, architecture and urbanism, the next level,
Birkhäuser, Basel, Boston, Berlin
1 „[…] the term [media ecology / information ecology] often also implies an interrelationship with
knowledge and time management processes, intellectual property regimes, database and software
design, content control, access structuring, metadata, archiving, and the use and generation of new
document and information types.“ (Fuller 2005: 3)
2 referring to the notion of psycho-geography (cf.
Debord 1955)
3 The company Heckacopter programmed the iPhone app “GLOW” (http://glowapp.com/), using
heatmaps to visualize feelings of people tied to
their geographical locations. It would be interesting
to see a merge between the “GLOW” app and “In the
air”, which would allow revealing the feeling of our
minds and the state of our physical space in a vital
relation between the inside and the outside in the
same environment.
97

Real Nature is not Green
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At the edge of the woods along the motorway
near the Dutch town of Bloemendaal, there
stands a mobile telephone mast disguised as
a pine tree. This mast is not nature: at best, it
is a picture of nature. It is an illustration, like a
landscape painting hanging over the sofa. Do
we have genuine experiences of nature any
more? Or are we living in a picture of it?
In the Netherlands, every square meter of
ground is a man-made landscape: original
nature is nowhere to be found. The Oostvaardersplassen – which make up one of the
Netherlands’ most important nature reserves
– were, after the land was reclaimed, originally
an industrial site; they were only turned into a
nature reserve later. Even the ‘Green Heart’ at
the center of the most densely populated part
of Netherlands is in actual fact a medieval industrial area, which was originally reclaimed
for turf-cutting. Our ‘nature reserves’ are thus
in fact ‘culture reserves’ shaped by human
activity. “God created the world, with the exception of the Netherlands. That the Dutch
created themselves”, as Voltaire put it in the
eighteenth century. And ever since, we have
been doing everything we can to live up to
his pronouncement. Today, we even actively
design and build nature in the Netherlands.
Prehistoric forests are being planted in locations designated by bureaucrats: our image
of Nature is being carefully constructed in a
recreational simulation (a ‘regeneration of
our lost heritage’, as the nature-builders call
it themselves [1]). Traditional cattle breeds
are even being placed in this so-called ‘new
nature’ [2]. The original wild ox unfortunately
became extinct in 1627, but the Scottish High-

lander is an acceptable alternative. These cattle know what they’re supposed to do: graze,
under orders of the forestry service. Thanks
to them, the landscape stays clear instead
of becoming overgrown (we find this attractive, as it reminds us of famous 17th-century
landscape paintings). In theory, the animals
are supposed to look after themselves, but
in winter the forestry service is willing to give
them a bit of extra food. It also removes dead
animals, lest walkers be offended by a cow
rotting on the footpath. In our culture, nature
is continually presented as a lost world. It is
associated with originality, yet appears only
once it has disappeared. Our experience of
nature is a retro effect [3].
It is a widespread misconception that nature
is always calm, peaceful and harmonious:
genuine nature can be wild, cruel and unpredictable. Our contemporary experience of nature is chiefly a recreational one [4]: Sunday
afternoon scenery; Disneyland for grown-ups.
Indeed, lots of money is required to maintain
the illusion. But nature is also a terrific marketing tool: there are Alligator garden tools, Jaguar convertibles, Puma trainers. Natural metaphors give us a familiar feeling of recognition.
In commercials cars always drive through
beautiful untouched landscapes. Strange that
in this make-believe countryside there is not
a billboard in sight, while logos and brands
are so omnipresent in our environment, we
can probably tell them apart better than we
can bird or tree species. In my neighborhood,
four-wheel-drives have become an integral
part of the street scene. These SUVs (sport
utility vehicles, previously known as Jeeps or

all-terrain-vehicles) have formidable names
like Skyline, Explorer, Conquerer and Landwind. Luckily, you can buy spray-on mud for
spattering your wheel rims, since SUVs rarely
go off road. There are no hills around here, nor
snow or other weather conditions that could
justify a four-wheel-drive. It’s merely cool to
join the urban safari. [5]
nature becomes culture

The dividing line between nature and culture
is difficult to draw. When a bird builds a nest,
we call it nature, but when a human puts up
an apartment building, suddenly it’s culture.
Some try to sidestep the problem by claiming
that everything is nature, while others claim
that nature is only a cultural construction. It’s
tempting just to lump the two together and
give up thinking about it.
The word ‘nature’ is derived from the Latin
word natura. This was a translation of the
Greek physis. Natura is related to Latin terms
meaning ‘born’ (and the Greek physis to
Greek words for ‘growth’). By the time of the
ancient Greeks, the distinction between nature and culture was already considered important. Various things have changed since
then; nature in the sense of physical matter
unaltered by humans hardly exists anymore.
We live in a world of petrochemical cosmetics,
microprocessors and synthetic clothing (all
things whose conditions of existence I know
nothing of). New shower-gel scents are put
on the market faster than I can use the stuff
up. Shopping centers, websites and airports
dominate our environment. There’s precious
little nature left that has remained untouched
by humans: perhaps a bit here and there on
the ocean floor, the South Pole, or the moon.
Old concepts like nature and culture, human
and animal, and body and mind seem inadequate for understanding ourselves and the
technological society we live in [7]. Cloned babies, rainbow tulips, transgenic mice afflicted
with chronic cancer to serve medical science:
are they natural or cultural? In an evolution-

ary sense, every distinction between culture
and nature has something arbitrary about it;
both have been part of the same evolutionary machine since Darwin’s day. When we
speak about nature, we are always in fact talking about our relationship with nature, never
about nature itself. Nature is always ‘so-called
nature’ [8]. The terms ‘natural’ and ‘cultural’
are usually deployed to justify one position
or another. In the thirteenth century, Thomas
Aquinas (the Christian father) believed art
imitated nature, because human intellect was
based on all things natural. Oscar Wilde (the
homosexual), on the other hand, claimed that
nature imitated art [9]. From this thought, it is
only a small step to the idea that nature exists
only between our ears and is in fact a cultural
construction. Jacques Lacan (the postmodernist) claims that we cannot see nature [10].
A moderate constructivism is currently widely
accepted among philosophers and scientists.
Our image of nature has changed greatly over
the centuries. It is likely that in the future we
will adapt it further. This does not release us
from our need to keep looking for nature. The
manner in which we distinguish between nature and culture remains relevant, because it
says something about the human perspective: what is our place in nature?
An alternative approach is to distinguish between natural and artificial processes. Some
processes can take place as a result of human
action; others cannot. For example, a room
can be lit through the flick of a switch or a
sunrise. Sunrise is a natural process; flipping
a light switch is an artificial one. In this view,
cultural processes are the clear consequences
of purposeful human action, and culture is
whatever human beings invent and control.
Nature is everything else. But much of the ‘socalled nature’ in our lives has taken on an artificial authenticity. Genetically manipulated
tomatoes are redder, rounder, larger, and
maybe even healthier than the ones from our
gardens. There are hypoallergenic cats, and
nature reserves laid out with beautiful variety.
You can buy specially engineered living be99

ings in the supermarket. Human design has
made nature more natural than natural: it is
now hypernatural.[11] It is a simulation of a
nature that never existed. It’s better than the
real thing; hypernatural nature is always just a
little bit prettier, slicker and safer than the old
kind. Let’s be honest: it’s actually culture in
disguise. The more we learn to control trees,
animals, atoms and the climate, the more
they lose their natural character and enter
into the realms of culture.
culture becomes nature

Thus far I have said nothing new. Everyone
knows that old nature is being more and
more radically cultivated. However, the question is: is the opposite also possible? I think it
is. In contrast to optimistic progress thinkers
who believe human beings’ control of nature
will steadily increase until we are ultimately
able to live without it, I argue that the idea
that we can completely dominate nature is an
illusion. Nature is changing along with us [12].
It is said Microsoft founder Bill Gates lives in
a house without light switches. His house of
the future is packed with sensors and software that regulate the lighting. Nature or culture? The average Dutch person worries more
about mortgage interest deductions than
about hurricanes or floods. Do you control
the spyware and viruses on your computer?
In their struggle against nature, human beings have become increasingly independent
of physical conditions, it is true, but at the
same time they are becoming more dependent on technological devices, other people,
and themselves. Think of the dependence
that comes with driving a car. We need motorways, for which we pay road tax. A supply of petrol must be arranged. Once you’re
on the road, you have to concentrate so you
won’t crash into the guardrail. You must take
account of other road users. You need a driving license. All this is necessary in order to
get your body from point A to point B more
quickly. Along with physical de-conditioning

comes social and psychological conditioning.
I believe the way we draw the boundary
between nature and culture will change.
The domain of origin, of ‘birth’, previously
belonged to nature, while culture encompassed the domain of the ‘made’. Thanks
to developments in science and technology, this distinction is blurring [13]. Origin is
playing a smaller and smaller role in human
experience, because everything is a copy
of a copy. Insofar as we still wish to make a
distinction between nature and culture, we
will draw the line between ‘controllable’ and
‘autonomous’. Culture is that which we control. Nature is all those things that have an autonomous quality and fall outside the scope
of human power. In this new classification,
greenhouse tomatoes belong to the cultural
category, whereas computer viruses and the
traffic-jams on our roads can be considered as
natural phenomena. Why should we call them
nature? Isn’t that confusing? We allot them to
nature because they function as nature, even
though they’re not green.
Human actions are not nature, but it can
cause it; real nature in all its functioning, dangers and possibilities. In spite of all our attempts and experiments, it is still hardly practicable to mold life. Every time nature seems
to have been conquered, it rears its head
again on some other battlefield [14]. Perhaps
we should not see nature as a static given, but
as a dynamic process. It is not only humans
that are developing; nature, too, is changing
in the process. Thus, I am proposing a new approach to distinguish nature and culture. At
first– as is usual with paradigm shifts – it takes
some getting used to, but after a while things
become clear again. Real nature is not green.
Rather, it is beyond control.
Koert van Mensvoort, June 2006. Published in
Vermeulen, Alex (editor) (2006). Sun enlightment, States of Nature. Syndicaat, ISBN: 871762457-900-4
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Imagine we would have an alternative monetary currency for environmental value. Would
the rain forest still be destroyed if there existed
an ECO–currency to express its value and pay
farmers to let the trees stand? Designers of the
Next Nature Lab are investigating how we can
link economy with ecology. A proposal on how
we can link economy with ecology.

Comparing the two ecologies: The rain forest is a stable,
self-sustainable and threatened ecosystem, whereas the financial
system is a unstable and threatening ecosystem that feeds on the
biosphere.

ecology vs ecology

The starting point of the ECO–currency(*) project is the hypothesis that an important factor
in the ongoing environmental crisis is the disconnect between the economical ecology and
the environmental ecology. With the latter we
mean the ecology of plants, trees, animals, and
other organic material. Whereas the economical ecology is defined by our financial system
of market, money, goods and other economical exchange. Our second working hypothesis
states that we could address environmental issues by linking the economical sphere and the
environmental sphere in a better way than that
is currently the case.

Before diving into our analysis we should address the question whether it is necessary to
be critical of addressing ecology as metaphor
or structure vis a vis ecology as an organic
threatened living environment that we are
part of? Especially traditional environmentalist might object to describing both spheres as
‘ecologies’, and argue it is inconsiderate to use
the same term for a man–made system as well
as for the older and deeper organic ecology
of nature. Surely they have a point here: the
environmental ecology is not only much older
than the economical ecology, it also presides
it in the sense that the economical ecology
cannot exits without the environmental ecology. On the other hand we must realize that,
while the environmental ecology is threatened, the economical ecology is currently
the most threatening one. Hence it should
be taken seriously and not be waved aside as
simply a man-made structure.
The fact that most people, at least in the western world, nowadays worry more about the

financial crisis and their mortgage rates, than comes painfully visible.
about hurricanes or floods exemplifies that the
economical ecology has increasingly become linking up the economical with the environmental
a next nature with its own dynamics and au- ecology
tonomy, which can be benevolent and kind to
As described in the introduction, the cornerus as well as wild, cruel and unpredictable.
stone of the problem is that environmental
growth economy hits the ceiling
values – although so crucial for the existence
and well being of humans, animals and plants
Once we agree that both systems are ecolo- on the planet – can hardly be expressed in
gies in their own right, we can move on and terms of economical value.
study the structure of both ecologies and
their interdependence. The environmental As this may sound a bit abstract, let’s illustrate
ecology has been a dynamic and stable sys- the situation with the real-life example of Altem for centuries, which proportion is closely berto, a Brazilian farmer who cuts trees in the
linked to the size of the earth.
rain-forest, sells the wood and transform the
soil into farming land for corn, or some other
crop. Through his actions the farmer gains
economical value – he will receive money to
buy food and goods for his family.

One Planet: The closer the economy approaches the scale of the
whole Earth the more it will have to conform to the physical behavior mode of the Earth.

The economical ecology, on the contrary, is
much more unstable and has been growing
explosively for the last 200 years – note that
in the centuries before economic growth has
not been increasing that much. Clearly in
order for an ecology to grow so rapidly it has
to be fueled by an entity from outside of the
system: in this case the environmental ecology. So what we call a growth economy is in
fact a process of an economic sphere feeding on the environmental sphere. For a long
time the environmental sphere seemed to be
an infinite resource – because it was so much
bigger than the economic sphere. In the last
few decades, however, we have reached a
point where the impact on the environmental sphere becomes painfully visible.than the
economic sphere. In the last few decades,
however, we have reached a point where
the impact on the environmental sphere be-

Obviously, the downside of his work is that
another piece of the forest is lost, the amount
CO2 of in the atmosphere increases further
and global warming perpetuates. The righteous environmentalist response would now
be to call upon this farmers moral obligation NOT to destroy the environment. But
then again, who are we to make a moral call
upon that farmer? After all, this farmer is only
adding one tiny droplet in the bucket global
warming which has already been almost filled
entirely by all the rest of us – yes, I mean you!

Alberto’s choice: Let the trees stand and earn nothing, or replace
the trees by farmland and make a good living. What would you do?

Especially for people from industrialized developed countries it would be rather hypocritical to make a moral call upon the Brazilian farmer, who might simply respond: “Ok,
so you have destroyed their own prehistoric
woods a long time ago for your own economi103

The value of the ECO elegantly moves along
with both the strength of the economy –
stronger economy means more pressure on
the biosphere, but also more funds to support the eco – as well as the urgency of the
environmental crisis – if thousands of people
currency for environmental value
are conducting labor to support the environment, the value of the eco will decrease along
The ECO Currency project explores the idea of with the lowered need for more activity in this
introducing a separate currency for environ- domain.
mental value. Besides US Dollar, Euro, Japanese Yen, Chinese Yuan, British Pound, Brazil- preliminary conclusion
ian Real, etc. there would also be the ECO, a
currency that expresses environmental value. From these explorations, we conclude that
The purpose of the ECO is to counter the lack an improving the linkage between the ecoof representation of environmental values in nomical and the environmental sphere might
the economical sphere.
contribute to a resolution of our current environmental crisis. Potentially, the introduction
For the case of our Brazilian farmer Alberto, of the ECO currency can contribute to such a
this would mean his piece of uncut rainforest linkage; yet, further study is needed on the
would have a certain value in ECO’s, Rather strengths, weaknesses, opportunities, and
than facing the dilemma to cut trees and earn threats of the ECO concept.
money or not cut and contribute to a better
environment, the farmer could decide to actively steward his piece of rain-forest, protect
the trees and earn ECO’s, which can be traded
for real money, goods and economical benefit
for his family. The funding will come from a tiny
tax on the financial system. Such a tax on banks
– not on people – can start as low as 0.005 per
cent, but when levied on the funds flowing
round the global finance system every day via
transactions such as foreign exchange, derivatives trading and share deals, it has the power
to raise hundreds of billions every year.

cal benefit, and now you are telling me to not
cut mine? No, thank you.” Shouldn’t we, rather
than patronizing the farmer on his moral obligation towards the environment, search for
ways to economically compensate the farmer
to leave the rain forest untouched?the eco: a

The value of Alberto’s work can be determined
through a collaborative online ‘wisdom of the
crowds’ type platform that distributes the
ECO’s among the participants: people who
conduct activities that contribute to steward the environment. There will be room for
a wide variety of jobs, ranging from Albert
sustaining a piece of rainforest to a scientist
studying biodiversity. People can offer any job
on the platform and when the community decides it contributes to the environment is will
be granted ECO’s.

As described, the idea of the ECO certainly
isn’t the most romantic road towards a better
environment, as it asks for an explicit description of environmental values and it remains to
be seen if people are ready for this. Furthermore the implementation of the ECO currency
will require a substantial re-cultivation of our
financial system, which will certainly not be
welcomed by some of the current players.
Tough decisions will have to made, both politically, economically as well as in the moral
domain. The implementation of this proposed

linkage between the economical and environmental spheres via the ECO currency will
surely be far from trivial. Nonetheless we can
be sure of one thing: The Amazon rain forest is
of enormous value. It only remains to be seen
whether we are willing and able to make this
value explicit.
Further findings of this ongoing project are
reported on the website www.eco-currency.
net and the ECO currency Facebook group.

(*) The original idea for the ECO-Currency emerged
during the Paralelo Conference 2009 at the MIS in
Sao Paulo, Brazil. The conference brought together
artists and designers working with media from
three different countries – Brasil, the Netherlands
and the United Kingdom, to discuss different ways
in which collaborations across disciplinary and cultural borders can enable research and new insights
into global and local ecological problems. Among
the people involved where Koert van Mensvoort,
Luna Maurer, Edo Paulus, Taco Stolk, Esther Polak,
James Burbank, Katherine E. Bash. Following up
on the initial idea, the ECO-Currency project was
researched in the Next Nature Lab by Marcel van
Heist, Billy Schonenberg, Jop Japenga, who proposed the initiation of a collaborative platform to
distribute the ECO’s among people who contribute
to a better environment.
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Eleventh Plateou: Perceprual Echology
and Territorial Assemblage
Sozita Goudouna

ozoavisor@gmail.com

The different associations and the interdisciplinary mobility of the concepts of representation of nature, eco-aesthetics and their
differently inflected meanings across the discipline boundaries is the particular research
interest of the following study. The discourse
concerning the relation of art and ecology, attempts to rethink these relations and, through
the transformation and displacement of the
visual and the ecological, to recast, the conceptual and aesthetic ‘fields’ with which art
and nature are inextricably linked.
The paper addresses certain of these issues,
by focusing on the question of the relation
between the work [of art] and what is outside
of it (surroundings, author, painter, reader,
beholder), through an examination of the
“eco-critical” project “Eleventh Plateau” 1 by
Out Of The Box Intermedia.

Io Ioanna Karydi’s (Scientific Consultant Eleventh Plateau,Architect
NTUA MA AA, Phd Candidate Lecturer at NTUA)) mapping of The
Eleven Plateaus, as seen on Hydra’s and Doko’s map. Karydi’s reading of the Plateaus in the context of political ecology and landscape
urbanism.

in the Is/land of Hydra and Dokos ( Dokos:
Ancient Aperopia, is an uninhabited island.
In the 1970s’ the most ancient shipwreck of
the world has been found in the area around
Dokos dated in the second half of the third
millennium B.C.).

Eleventh Plateau by Out Of The Box Intermedia, Snapshot taken
from the Company’s site http://outoftheboxintermedia.org/

“Eleventh Plateau” examines a meticulous
kind of compositional practice in which the
machinery of nature and the machinery of art
become one, in eleven different sites-terrains

Eleventh Plateau by Out Of The Box Intermedia, MccGwire, Kate.
Heave. 2011.

With the collaboration of architects, environmentalists, archeologists, artists and community involvement an interdisciplinary practice
and discourse on the subject of eco-aesthetics, landscape reconstruction and its meaning
for traditional cultural heritage is instigated.
The project outlines the ways in which the
collaborators of Out of the Box Intermedia2
draw on scientific and eco- philosophical developments to explore temporal and spatial
interrelations, new forms of art interventions
and to unfold the wide range of disciplines,
theoretical, and artistic positions that comprise the relationships between spectator,
ecologist and artist/scientist.

A Hydrologic Simulation & Urban Development Study by Io Ioanna
Karydi (Architect NTUA MA AA, Phd Candidate Lecturer at NTUA).

“Eleventh Plateau” provides a form of compositional practice that generates critical points
of view and operates inbetween the realities
and different layers of the island: the archeological past, contemporary economic culture,
the ecological future, the excluded and the
popular. The project is engaging meditation
on landscape, zoology (animal/human interrelations), land art and shifts in the representation of nature.
“Eleventh Plateau” refers to the 11th plateau
from the A Thousand Plateaus3 by Deleuze
and Guattari. It is the subject of the 11th plateau which is entitled 1837: Of the refrain. The
Ritournelle is a concept they invented for A

Thousand Plateaus. The concept of repetition/refrain is examined as it relates to issues
of thematic return within the creation of this
particular production. Sozita Goudouna’s curatorial approach positioned the rational of
the refrain within the complex structure of
the Eleventh Plateau project, as a way to understand the landscape of Hydra, its origins,
its influences, and the derivative effects of
these on its natural and cultural milieu. The
milieu has its own code, and there is perpetual transcoding between milieus. The project
intervenes in Eleven Plateaus/Milieus on the
island of Hydra and Dokos, the central plateau being the archipelago where we trace
the most ancient discovered shipwreck of the
world in Dokos, namely, the Eleventh Plateau.
The plateaus create an intra-assemblage that
holds together the heterogeneous elements
of the different plateaus. This intra-assemblage can be seen as an alternative territory.
A territory is the first thing to constitute an
assemblage, and as such is fundamental to it.
It is a place of passage. The territory is first of
all the critical distance between two beings of
the same species. Deleuze and Guattari define the refrain as ‘any aggregate of matters
of expression that draws a territory and develops into territorial motifs and landscapes’
(Deleuze and Guattari 2004:356).
New paradigms in ecology combine scientific practice with the theoretical beliefs and
values underlying the flux of nature idea, and
some of those values are aesthetic values.
Eleventh Plateau explores the blurring of the
boundaries between culture and nature, beyond the truism that nature is a cultural invention.
“Eleventh Plateau” sees the land itself as a living form of archaeology; given that it registers
the impact of governmental policy, human migration, technological developments, changing environmental values, commercial interests and the shifting boundaries of urban and
rural areas. The project takes place in collabo107

ration with the Ecological Association of Hydra
(founded in 1988, the association is responsible
for preserving Hydra as one of the few places in
the world without vehicles). Hydra is unique in
the world as a vehicleless oasis, thanks to the
diachronic presence of the mule and donkey
culture in the island. The preservation of the
distinct historical and architectural landscape
is formed as a result of community involvement, however, tensions occur between the
community and investors- developers who
want to alter this traditional landscape. Moreover, the project highlights human culpability
with regard to animal welfare.

Historical Analysis of Water Infrastructure Diagram by Io Ioanna
Karydi (Architect NTUA MA AA, Phd Candidate Lecturer at NTUA).

tigation is based on the “unseen” realities of
the island. As she stated ‘the urge to address,
represent and resolve natural dynamic processes, to interpret the value and purpose of
ecological corridors, flaura and fauna diversity, sustainable hydrologic management or to
deal with the complex and unsettled nature of
estuarine ecosystems and to integrate it into
the field of operations has renewed concepts
of control, flexibility and adaptation within
master-planning processes.’ As Karydi argues
‘the practice seems to gravitate towards representations open to spatio-temporal operations. Operations that tend to reflect more the
unseen rather than the seen.’ The epistemological territory and the mapping potentials of
“Eleventh Plateau,” sees ecology as the study
of the relation of organisms to their hosting
environment. The Eleven interlinked realities,
according to Karydi, spanning over the archipelago of Hydra:
are firstly dematerialized from their local identical character and then recomposed into a
field of networked “eclectic centralities,” The
array of issues that engage the field of the plateaus reveals a multiplicity of introduced and
researched “enablers”: heritage, topography,
tourism, passages, naval networks, archaeological findings, as well as land and sea relations, to name a few. But most importantly
it questions ways to represent and register
interlocking environmental and cultural dynamics on a comprehensive territory.

The project considers the intrinsic connection
of nature to the wider social, political and economic forces. The social approach is based on
strategies such as information and participation and brings together contributions to the
environmental debate from ecology-related
visual art collaborators that invest in the polit- The persistent issue of scarcity of potable
ical and transformative role of the visual arts. water and aridity on the island of Hydra may
stand as a good referent to the above reaIn conjunction with the artistic interventions in soning. Karydi’s study is based on a historiHydra, the symposium investigated complex cal reading of Hydra’s water infrastructure.
territories by focusing on the interdisciplinary According to Karydi, ‘If rain water harvesting
field of Landscape Urbanism; a field that ad- techniques and water desalination processes
dresses environmental threats and urbaniza- have made the rule for arid territories worldtion processes. Ioanna Karydi (Architect and wide, with a diversity of devised sustainable
Urban Designer, Scientific Consultant for “Elev- techniques ranging from fog-catchers to sysenth Plateau” ) structured the themes of the tems of swales feeding tanks, springs and
symposium in the context of political ecology wells, then Hydra rests on a rather “un-susand landscape urbanism, her scientific inves- tained chain” of water logistics where potable

water gets transshipped daily from the coast thus force a set of dispositions towards the
of the Peloponnese before it gets piped into representational means elaborated by practithe island’s water grid.’
tioners in spatio-environmental practices.
According to this reading the ‘contextual field
Aridity is a complex phenomenon relating of natural and cultural objectifications question
not only to the potable water issue but also to the objectification of environmental and culland irrigation and also to hazardous erosive tural matters brought under the profession of
processes. The steep topography of the island architects, planners, environmental engineers
would be the first “enabler” in this thinking, as and artists seeking to confirm the social validKarydi stated ‘ the temporary network of run ity of aestheticising environmental issues and
off channels would be the second enabler. their cultural derivatives.’ By engaging with the
Sustainable hydrological techniques become immediate ecological reality, the project has an
operational via a diversity of technologies. immediate local relevance; at the same time, by
Run off collection, water purification for ir- discussing questions of the environmental turn,
rigation purposes, are common techniques it provides responses and examples of artistic
that register material ecologies in reference and scientific practices of wider relevance.
to both architectural and landscape prototypes.
The performance Fragments of the Unseen4,
by the group Medeaelectronique focuses
on the “unseen” realities of the island as discussed above. Conditioned by the location
and physical space, the performer/dancer
explores the environment with the use of
multiple cameras and a set of binaural microphones attached to her body. The performer
moves in the area in the island were rubbish
are burned “illegally” with the consent of the
municipality.

Contemporary Analysis of Water Infrastructure Diagram II by Io
Ioanna Karydi (Architect NTUA MA AA, Phd Candidate Lecturer at
NTUA).

“Eleventh Plateau” takes place in a critical
moment where questions about sustainable ideas and relationships between natural
ecosystems and cultural practices have been
reforming the field of landscape and urban
design. At the outset of this change, as Karydi
argued:
current environmental concerns, the plotting
of sustainable developments within new financial interests and a rising programmatic
complexity alongside remediation processes
– a constant interest towards landscape’s
“therapeia”- seem to fulfil the need of cultural
and natural re-enactment on target sites and

Eleni Spiridaki, HYPOTHESIS I-VII, Eleventh Plateau, Out Of The Box
Intermedia, Hydra Historical Archives Museum, 2011.

The work highlights human/political culpability with regard to ecological destruction.
The municipality is not involved in recycling
rubbish rather choses to burn the rubbish,
thus harms the citizens and the environment.
The aesthetic and the ecological merge in
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this piece and subsequently can effect social
change and raise awareness concerning ecological issues in a local context.

Yiannis Christakos, This Is Not A Territory, Eleventh Plateau by Out
Of The Box Intermedia, Hydra Historical Archives Museum, 2011.

By focusing on the ecological the project raises
awareness of how we perceive the environment in which we live and calls into question
the certainties that we take for granted (i.e. the
management of our waste). By interacting with
the surroundings, the performer creates new
shapes like a chameleon that changes its basic
characteristics according to the environment.
For Eleventh Plateau the group focused on
spaces of ecological significance, like the space
were rubbish are burned “illegally.” The Unseen realities of the island were also explored

Water-LC-Fire by Fixatifs works: Icaros Babassakis - Eleanna Martinou, Eleventh Plateau, Out Of The Box Intermedia 2011.

Eleventh Plateau by Out Of The Box Intermedia, James P. Graham.
Iddu. Hydra, 2011.

Eleventh Plateau by Out Of The Box Intermedia, Kom.Post Trad IS(O)
L and (Scapes)

Re: Place Project, co-ordinated by Patricia Sendin, projects designed
by: Long Bench by Kay Mack, Compass of the Sacred by Andrea
Marcucetti, Traces on the Rock by Thomas Amargianos, Engawa by
Tamiko Onozawa, Glow by Patricia Sendin, Space In Between by
Ebrahimi & Maximillian Vogels, Eleventh Plateau by Out Of The Box
Intermedia

by the project “The Under” by E. Kaimakis. A
technological installation was place underwater in the port of Hydra, that would monitor the
movement of the boats.

Trad IS(O)L and (Scapes)5, a promenade lecture for one visitor. IS(o)LAND(scapes) takes
up the notion of the guide as it is used in
cultural events (an oriented explication delivered in the form of an audio recording or
Mapping was followed by psycho-geograph- through a human presence) and transforms it
ical and mytho-geographical practices like into a new territory shared by spectators and
creators, in order to attempt, together, a new
aesthetic crossing, one that is inscribed into
its particular context, a milieu both vast and
limited, in which one must orient oneself, find
one’s point of view, find one’s place: in order
to practice one’s own “ecology.” A Sardine
Street box of Tricks or How To Make Your Own
Mis-Guided Tour On Main Street is a handbook for making a one street ‘mis-guided
tour’ written by Phil Smith. The handbook was
Eleventh Plateau by Out Of The Box Intermedia, Replace: Simin
used by Out of The Box Intermedia, as a guide
Ebrahimi-Vogels and Maximilian Vogels’ Space In- between, 6 Siteto identifying significant streets, preparing
responsive project, Hydra, 2011.

Eleventh Plateau by Out Of The Box Intermedia, Replace: Patricia
Sendin. Glow. Site-responsive project, Hydra, 2011.

Eleventh Plateau by Out Of The Box Intermedia, Dorothy Cross. Jelly
Fish Lake.

Eleventh Plateau by Out Of The Box Intermedia, Metamorphoses The Golden Ass. 2011

Danae Stratou, Aperopia, Eleventh Plateau by Out Of The Box
Intermedia, Dokos-Hydra 201
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and performing walks, and collecting ones
own relics in Hydra. The architectural project
RE-Place, focused on the use of recycled materials and used them in order to create installations along the path from Hydra to Kamini.
Dorothy Cross examines the complexities of
nature in her enigmatic aesthetic practice, her
themes revolve around nature, transformation and transmission. Cross’s Jelly Fish Lake
was exhibited as a piece that explored the immersiveness and interactivity of the environment, a piece that indicates the possibilities in
visual art of a shift to an existential ontology
in which nature has “the capacity to perform
itself.”

Alexandra Stratou: Vital Space Projects, Transmissions, Eleventh
Plateau by Out Of The Box Intermedia, Hydra 2011.

Alexandra Stratou: Vital Space Projects, Transmissions, Eleventh
Plateau by Out Of The Box Intermedia, Hydra 2011.

Transmissions by Alexandra Stratou (Vital
space Projects) seeks to explore and engage
the public spaces of Hydra based on their topography, density, and specific character.A
chain of people holding mirrors gradually
find their position along a shady path of
hydra. Each person manipulates the angle
of their mirror and their own position so as
to capture the image from the mirror of the
previous person and transmit it to the next.
The first person in the chain standing on the
top of the hill captures the image of the sun
setting.The procession will naturally assume
the density the path geometry commands,
and spread downward transferring the light.
Neighbours emerge at will from their doorstep to form part of the human chain. People
join the light-path and transmit the image

Room For Thought, SoundMatter: Sound that Occupies Space, Eleventh Plateau by Out Of The Box Intermedia, Kamini, Hydra 2012.7

all the way to the sea. And thus the sea, the
water, simultaneously reach the top of the
hill.According to Moraitis, 8 Hydra is one of
the most typical cases to be examined with
regard to the notion of cultural landscape,
because of the absolute entanglement of the
marine environment, the rocky island and
the buildings, nor because the rapid change
in the living conditions during the post-war
years poses serious issues. The use of the term
«cultural landscape» from the field of the social sciences, suggests that the examination
of the landscape is associated with the natural
character of a place, in the way it is perceived
by social groups. That is, in the way it is interpreted and recorded by them, in terms of

Landscape of Networks: Emergent Adaptive Landscapes of Dynamic Interrelations, Achilleas Psyllidis Architect Engineer M.Arch. |
MSc NTUA, PhD candidate NTUA Teaching and Research Assistant,
School of Architecture NTUA

expressive means of description and representation, and of course in the way it is
transformed by all sorts of building activities,
among which architecture plays a significant
role.

Eleventh Plateau by Out Of The Box Intermedia Il Cammino
Comune9. The song. Activity of the Nomadic Architecture Network
in Hydra, 2011.

During modern Greek history, this limited
landscape of the island has been a central
point, from which Greek shipping set off
to come to contact with a wider network of
other places, other landscapes, incorporating
the influences of this network in a grid of cultural relationships which go far beyond the initial landscape, cultural base of the seamen of
Hydra. Hydra therefore, is a typical example of
the historical conclusion that in the culturally
dense landscape of the Mediterranean, the
landscape units, especially the seaside ones,
tend to coexist in terms which go beyond
spatial location. Even more so, according to
Moraitis, the landscape of Hydra, a small initial
birthplace of a widespread shipping activity,
points out the interest in examination terms
for landscape references which are significant

Modular Assemblies on Seaside Pressure Landscapes by Patras
University Workshop with Supervisor, Lecturer, Department of
Architecture, Petros Babasikas (Partner, Drifting City Studio)
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in the wider context of perhaps, the most
challenging landscape adventure of western
civilization. That is, its struggle to expand, incorporating other places in its own cultural
area – making them elements of its own landscape references. As Moraitis argues, ‘If Hydra

(RE)EVALUATING SPACE by Athina Lazaridi (Space Syntax) Petros
Lazaridis (Supervisors). Collaborating Architects at (RE)evaluating
Space: Marianna Bolmati, Sofia Avramopoulou, Tasos Roidis, Dafne
Papaemmanouel.

can become an open “museum”, or in more
correct terms, an open laboratory for cultural
and landscape explorations focused on its
own special area, it would be even more important for the island to demand its essential
participation in the formulation of a similar
wider network of relationships.’ The design
project Modular Assemblies on Seaside Pressure Landscapes by Patras University Workshop with Petros Babasikas10 (supervisor),
proposes a general strategy - matrix of reconnaissance for investigating and evaluating
Mediterranean landscapes under pressure
(Part I); it also designs a series of modular architectural elements forming a kit of parts to
be deployed on those landscapes, in different
assemblies, as well as the logistics of their production, transport and delivery (Part II); and
plans a series of potential deployments and
modular assemblies on specific landscapes,
picturing the transformation brought about
by these interventions at a level of both landscape systems and storytelling.The project
(RE)EVALUATING SPACE by Athina and Petros
Lazaridis (Space Syntax) and their colleagues

attempted to explore the spatiotemporal interrelations between the natural landscape
and the port of Hydra through the process
of time, while reevaluating humans’ perception on this mutating relationship.Eleventh
Plateau prompts a reconsideration of how art
has the potential to reconstitut[e] ecological
issues, to reveal and emphasize what Nick
Kaye terms an “ecological logic: a logic of interdependency and transformation between
‘object,’ environment and organism”11 The
juxtaposition of the real with the artful and
the interconnectedness of the art work to a

between these “ideal” and “real” spaces as it
constructs immersive spaces of artistic and
ecological practice and an intra-assemblage
that holds together the “ideal” and the “real.”

particular environment was of a primary concern in creating a space were aesthetic politics
and eco-aesthetics could be performed. The
project went beyond the gallery’s function
as the place of viewing, architecture was approached through the terms of performance
and the disjunction between “real” and “virtual” spaces that operates outside the gallery,
provided the basis of a broader consideration
of place and space. Eleventh Plateau oscillates
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Malefakis, Agapi Proimou, Dimitra Stamatiou. RE:
PLACE: Thomas Amargianos,Kay Mack, Andrea Marcuccetti, Tamiko Onozawa, Patricia Sendin, Maximilian Vogels, Simin Vogels, Alexandros Mykoniatis,
Dimitris Makris.
ELEVENTH PLATEAU SCIENTIFIC ASSOCIATES:
Niki Mardas_Global Canopy, Hara Xirou_ACR+.
ACADEMIC RESEARCH CONTRIBUTIONS (ARCHITECTURE & URBAN LANDSCAPE): ParisGravouniotis_Imperial College, Io Karydi_The Architectural
Association, Konstantinos Moraitis_NTUA,Bouki Babalou – Noukaki_NTUA,Petros Babasikas_UPATRAS,
Athina Lazaridou_Space Syntax, Petros Lazaridis,
Lina Dima,Thomas Doxiadis,Anna Laskari,Patricia
Sendin. CONSULTANTS ON GREEN DESIGN: Busy
Building. PRODUCTION ASSOCIATES: Cristina Stribacu, Dimitris Droulias. PRODUCTION: Out of the Box
Intermedia
http://www.outoftheboxintermedia.
org/
pp. 87-109.
2

http://www.outoftheboxintermedia.org/

Deleuze, Gilles & Guattari, Felix. A Thousand Plateaus. Minneapolis: University of Minnesota Press,
1987. (translated by Brian Massumi)

3

Video at http://vimeo.com/26953661 Medeaelectronique: Ioanna Kampylafka, Dancer, Michael Larsson. Video artist, Manolis Manousakis, Sound artist.

4

5

http://vimeo.com/26954216

6

http://vimeo.com/26954747

The group Room For Thought focused their
research on the old path connecting Hydra to
Kaminia, with the work SoundMatter: Sound that
Occupies Space. The path is gradually being abanReferences
doned due to the construction of the new seaside
1
DATES 8 July - 2 October 2011, 9am - 4pm, 7.30pm road.
- 9.30pm PERFORMANCES 2 - 3 September, 9.30pm
– 11pm. LOCATION Historical Archives Hydra Mu- 8 Konstantinos Moraitis (Architect, Assistant Proseum & at various sites in Hydra. ARTISTIC DIREC- fessor School of Architecture, National Technical
TOR/ CURATOR: Sozita Goudouna. SCIENTIFIC CON- University of Athens, Supervisor of NTUA research
group)
SULTANT: Io Karydi (Architect)
7

ARTISTS: Kate MccGwire, Mat Chivers, James P Graham, Augusta Ogilvy, Martin Sexton, Danae Stratou, Eleni Spiridaki, Paulina Cassimati, Vladimiros
Levidis, Yiannis Christakos. ARTISTIC -ARCHITECTURAL CONTRIBUTIONS: Vital Space Projects, Danae
Stratou, Alexandra Stratou, Fixatif Works: Eleanna
Martinou,Yiorgos - Ikaros Babasakis. Nomadic Architecture Network, Eleni Tzirtzilaki. KOM.POST Collective MedeaElectronique.: Evangelos Kaimakis,
Valentini Kaimaki. Room For Thought: Panagiotis

Hardt, Michael. Antonio Negri commune oltre il
private e il publico rizzoli. 2010.

9

Architect, Drifting City Studio, Athens Lecturer,
Department of Architecture, University of Patras
and Diploma Students from the Department of Architecture, University of Patras

10

Kaye, Nick. Site-Specific Art: Performance, Place
and Documentation, Routledge, (2000): 270.

11

117

TİTTTTTTTT
TİTTTTTTTT

THE TEAM

EKİP

Sanat Yöneticisi:
Ekmel Ertan
Festival Yöneticisi:
Özlem Alkış
Yönetici Asistanı:
Ece Akkoyun
Konferans Organizasyonu:
Zeynep Gündüz,
Bengi Başaran
Sosyal Medya:
Berna Ekim
Prodüksiyon Yöneticisi:
Burak Öztürkmen
amber’11 - Kimlik Tasarımı:
Neslihan Kuralı (Design In-Situ)
Selin Özçelik (Design In-Situ)
Grafik Tasarım ve Uygulama:
Neslihan Kuralı(Design In-Situ)
Web Uygulama:
Özhan Binici (KATALİST)
Sergi Görevlileri :
Bahar Özlem Ergel
Özge Kar
Gözde Kartal
Ahu Özden
Özge Gözke
Melih Danacı

Artistic Director:
Ekmel Ertan
Festival Director:
Özlem Alkış
Asistant to Director:
Ece Akkoyun
Conference Organization:
Zeynep Gündüz,
Bengi Başaran
Social Media:
Berna Ekim
Production Manager:
Burak Öztürkmen
amber’11 - Identity Design:
Neslihan Kuralı (Design In-Situ)
Selin Özçelik (Design In-Situ)
Graphic Design and Application:
Neslihan Kuralı (Design In-Situ)
Web Application:
Özhan Binici (KATALİST)
Exhibition Crew:
Bahar Özlem Ergel
Özge Kar
Gözde Kartal
Ahu Özden
Özge Gözke
Melih Danacı

121

ORGANIZED BY
ORGANİZASYON

TİTTTTTTTT
PARTNERS

ORTAKLAR

TİTTTTTTTT

123

SPONSORS
DESTEKÇİLER

TİTTTTTTTT
EVENT PARTNERS
TİTTTTTTTT
ETKİNLİK ORTAKLARI

125

SERVICE SPONSORS
HİZMET SPONSORLARI

In Situ

Design +
Research

TİTTTTTTTT
TİTTTTTTTT

127

TİTTTTTTTT
THANKS
TO

TEŞEKKÜRLER

TİTTTTTTTT

amber’11 Sanat ve Teknoloji Festivali’nin
gerçekleşmesine katkıda bulunan

amberFestival thanks to the institutions
and individuals

Ortaklarımız
Anadolu Üniversitesi
İstanbul Kültür ve Sanat Vakfı
İstanbul Modern
Sabancı Üniversitesi

Partners
Anadolu Üniversitesi
İstanbul Kültür ve Sanat Vakfı
İstanbul Modern
Sabancı Üniversitesi

Destekçilerimiz
İstanbul Büyük Şehir Belediyesi
İstanbul Turizm Atölyesi
Eskişehir Belediyesi
Hollanda Konsolosluğu
Bilgisayar Hastanesi

Suponsors
İstanbul Büyük Şehir Belediyesi
İstanbul Turizm Atölyesi
Eskişehir Belediyesi
Hollanda Konsolosluğu
Bilgisayar Hastanesi

Destekleri için
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Görgün Taner (İKSV)
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amber’11’da yer alan tüm sanatçılara

For their support
Nezih Orhon (Anadolu Üniversitesi)
Görgün Taner (İKSV)
Deniz Girgin (Bilgisayar Hastanesi)
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amberFestival ekibi olarak sonsuz teşekkür
ederiz.

who made amber’11 Art and Technology
Festival possible
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