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Lev Manovich has argued in The Language a(New Media that 

the database is a dominant new media form: 

The most obvious examples are popular multimedia encyclopedias, 

eol/eetions by de(Jnition, as wel/ as other commercial CD-ROM (or DVD) 

that feature coliections ofreeipes, quototions, photogrophs, and so on.... 

As defined by originol HTML, aWeb page is 0 sequentiollist ofseparate109 josh On and 

Futurefarmers. Thcy Ru/c. 200 I elements - text blocks, Images, digital video clips, and links to other 
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110 De Geuzen (Riek Sijbring. 

Renee Turner, Femke 

Snelting) in collaboralion wlth 
Michael Murtaugh. Unrovrliing 

His:or;". 2002. This beautifully 

des:gned database, revealing 

interlocking thernes in Dutch 

colonial hiswry, was inspired by 
{he innovation of a Dutch art 

historian who, with fabric in short 

lupply after World War 11. used 

rnilitary maps to make her dresses. 

Oe Geuzen's installation of 19405 

dresses and an onllre database is a 

feminist attempt a.t idermfying and 
redaiming female hiswricaJ figures 

":The Dress of Mrs. Terwen-de LOO$ 
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pages ....As a result, most Web pages are collections ofseparate 

e/ements ....A site of a major seareh engine is a collection of numerous 
I ' I I 

links to other sites (olong :.vith a search funetion ofcourse).A slte of 

a Web-basedTV or radio station offers a colleetion ofvideo oraudio 

progroms along with the option to listen to the current broadcast, but 

this current program is just one choice dmong many other programs 

stored on the site.Thus the tradition al broadeasting experience, which 

consists soJely of a real-time transmission, becomes just one element in 

a collenion ofoptions. 
Manovieh adds that. because the web is always changing, 

dimrnishing and growing, its capability as a database far outweighs 

its narrative-orientated quaiities. The net's rate of change, growth 

and depletion forms the basis of I·! (2) ( 1999/200 I) [11 H 13 J, a 

work of data visualization by Swedish-born artist Lisa Jevbratt (b. 

1967). 1:/ (2) pictorializes seetions ofthe internet by l!sing IP 

numbers, the unlque nuinerical addresses given to registered 

computers connected to the net. The work comprises fiv~ 
iterations - 'Migration', 'Hierarchical', 'Random', 'Every' and 

'Excursion' - and every visualization contains thousands of data 

points, in which each registered computer is represented by one 

such element. Jevbratt explains how she used software programs 

called 'crawlers' to aggregate the data and eompose the interface: 
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I/I Lisa Jevbratt, /.{ (1) ­

Interface: 'Every', 19991200 I. There 

are (WO vers ions cf chis praject 

- one d'ting (rom 1999 ,nd ,nother 

(rom 200 I - botn o( which can now 

be viewed slmult::lneously on split 

screens (as in thb illustration). All 

web sites have an Internet Prm:ocol 

(IP) ,ddress, conSlsc;ng o( several 

numbers, which together make up 

ehe web's nurnerical space. Using a 
darabase o( IP addresses compJied by 

research group es, member Jevbratt 

has creacEd five visualiz<Ltlons of the 

web's emire numerical territory. 

The picwres work by using 

colour-coded pixels (0 represent IP 
addresses, which a user [an ehen 

access by clic:<ing. 

Beiow. 
112 Lisa Jevbratt, 1.1 (2) ­
Interface: 'Hierarchica/', 19991200 I 

2001110124 
2001110124 
2001110124 
2001110114 
2001l1D1U 
2001l1MJ 

~ File Eait Vlew Go 800kfnilricS Communlcator Help 

[J Nehcope: 1:1(ii1hie~..,tC)11calj 

113 Lisa Jevbratt. U (2) ­
Interface: 'Migration', 1999/200 I 
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'The crawlers don't start on thefirst address'going to the end; 

instead they search selected sampies of all the numbers, slowly 

zooming in on the numerical spectrum. Because of the interlaced I
nature of the search, the database could in itself at any given point 

be considered a snapshot or portrait of the web, reveaJing not a 

slice but an image of the web, with increasing resolution.' There is \ 
an impossible quality to this affecting work, akin to the futility with 

which John Simon's Every leon inches towards the wholeness of· 

manifesting every imaginable icon only to be constantly'marked 

by incompletion. In the case of Jevbratt's work, the interface to 

the internet becomes the internet itself. The ratio indicated by 

the title, a pixel for each web address, results in a highly dense \ 
fjeld, Ylelding somewhat insoluble results, The scale of the web 

and the pixel are balanced in an uncomfortable ten·sion. hHhe 

'Every' iteration of I: I (2), alandscape emerges and the work 

tends towards the imagistic and representational. According to I 
Jevbratt: 'The variations In the complexity of the striation patterns 

are indicative of the numerical distribution of web sites over the 

available spectrum. Larger gaps in the numerical space indicate 

an uneven and varied topography, whilesmoother co!or 

transitions and more consistem layers are indicative of 

"alluvial", or sedimentary, flat·lands in the web's IP spa·ce.' 

In the workAnemone (1999) [IISJ, artist Benjamin Fry (Q. 1975) 

uses organic visual metaphors to represent web trafflc on a given 

hub, creating an analogy between natural systems and online 

information sets. Asimilar work by Fry is Valenee (1999) [116J, 

which takes information-rich objects, such as books or web sites, 
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114 Eril< Adigard/m.a.d. 
(wich Dave Thau). TimelDeotDr, 

200 I. Though oscensibly adock 

Interface, Timelocawr contair.s 

a great deal of information ar.d 

links. The somewhat basic premis€ 

beiles the sophlstication of the 

prograrnmlng, ;an economy nOt 

uncommon [0 this period of 

net art. 

Opposlr~ above: 

1/5 Benjamin Fry, Anemone, 

1999. Anemone bath visualizes 

a web site's comDlicated and 

changeable stru(turc and maps 

irs usagc patterns. The proiee( 

investlgates a sire's structure 

by using a tiee-like diagram to 

,-epresent irs individual pages, 

which are displayed as nodes ~r (he 

tip of each brand) (c!icking on 

anode reveals which web page it 

repiesems). The more frequently 

an individual page is visited, (he 

thicker irs respectlv€ node 

becomes (up to a certaln 

chreshold), while pages that 

draw ir' no visltOrs eventlJally 

lose their branch. 

Opposite be/Clv. 

116 Benjamin Fry, Valence, 1999 
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117 MTAA (Mark River and and visuallzes individual pleces of information, based on how they 
Tim Whidden). we.b.~r[€ lJns€en interact with each other. The data-visualization software reads a 
#OO}: RondomAcccss Morw!ity, 

2002 text and connects each word by lines in a three-dimensional 

format. The more often a word appeal'S, the further away it is 

placed from the diagram's centre. In thls way, Valence is able to 

pmvide a general overview of the structure of information in any 

given text, highlighting, as Christiane Paul points out, 'relationships 

between data elements that might not be immediately obvious, 

and that exist beneath the surface of what we usually perceive'. 

Other database-driven compositions are based on chance, In 

a work indebted to John Cage's scores of random sounds, Random 

Access Morto(lty (2002) [117J by American duo Mark River and Tim 

Whidden (who work IJnder the name MTAA), songs by the band 

The White Stripes are divided into sampie'; equal to one 

revolution of a 45 RPfvl record. These 1,33-second clips can be 

listened to individually, or every sampie from the song can be 

heard in a random sequence, so that what was once a fairly 

harmonious and cogent narrative is synthesized to become 

something that seems full of more diverse and unrelated contents. 

The reverberations between the musical sc:raps and the original 

song suggest a stifling of a media form (mu>ic) by database means. 

Games 

Though few other prOlects shared the high economic stakes of 

1999's Toywar campaign, gaming has developed into a lively and 

varied field of artistic practice. Besides thelr potential for fun, 
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games had attractjve, colourful surfaces, offered role-playing 

opportunities and dramatic nart-ative possibilities, and also 

boas ted show-stopping archltectural spaces, the cutting edge 

of three-dimensional digital design. Game environments in fact 

uystallize so me of intemet art's most distinctive characterlstics, 

chief among them interactivity: agame Jiterally depends on a 

player. Creativity is also vital, as the hacks and additions players 

make and share within their communlties comprise a significant 

part of game culture. In these open games, participants' own 

innovation is encouraged. and users are expected to co me to 

their own conclusions about a game's successes and failures. 

These ideas exist within both the open-software movemern and 

new media art communities that encourage feedback and popular, 

critical discourse Finally, game art explains a mode of spatially 

based narrative that inflects many online experiences. As Lev 

Manovich writes in The Language o(New Medio, 'In most games; 

narrative and time are equated with movement through 3~D 

space. progl'ession thl'Ough rooms, levels or words. In contrast to 

modem literatul-e. theater and cinema, which are budt around 

psychological tenslons between characters and movement in 

psychologlcal space, these computer games retum us to ancient 

[orms of nalTative in which the plot is driven by the spatial 

movement of the main hero, traveling through distant lands to 

save the princess. to find the treasure, to defeatthe dragon, and 

so on.' Internet art1sts often deployed these forms and internal 

strategies of games to disseminate images or ideas. 

In Natalie Bookchin's The Intruder (1999) [118], a story by 

Argentinian wrtter Jorge Luis Borges is propelled by the playrng 

of various seminal game models, from Pong to wal- simulations 

The user listening to the audio file that narrates the shon story 
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