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CA: I listened to the podcast you did with 
Ben Davis, and you are super on it. 
MM: Wow. Thank you.
CA: You had mentioned you used to work 
at Google. I would like to know what the 
trajectory was. You studied with Casey 
Reas, then you were working at Google, 
and at some point, you went back to school. 
Can you take me through it? How did it 
happen?
MM: I grew up in the suburbs, which is something I know we share. As a kid, I loved 
spending time on the computer, messing with the built-in software, uploading videos 
to YouTube that no one watched, all of that. But I was also into math, and I thought I 
would be a physics major. Growing up in Central Pennsylvania, I wasn’t exposed to 
the world of contemporary art. When I went to Pomona College in California, I knew 
that I had an interest in technology and programming, so I chose to double major in 
computer science and media studies. I knew what I liked to think about, but I still didn’t 
see how this might lead to an art practice and didn’t have a vision for what life might 
look like as a contemporary artist. 
Right after school, I needed a job. I had interned as a software engineer at Google pre-
viously, and ended up in a kind of residency program at the Google Creative Lab in New 
York City. Living in New York, I met a lot of artists. My friends were all involved with 
organizations like the School for Poetic Computation or Rhizome. I started to realize 
there was a whole ecosystem supporting artists making work critically engaged with 
technology.
The stability of working in tech was obviously nice, and I learned a lot working inside 
the industry, but I felt deeply conflicted about the job from the beginning. A bit after the 
pandemic hit, I left. I spent a lot of that period online looking at art and reading about 
artists. I realized that was what I’ve actually always wanted to do and decided to apply 
to UCLA’s Media Art MFA program to study with Casey Reas and Lauren Lee McCarthy.

CA: Did you work in the actual Google building, that giant building which takes up 
the whole block?

MM: In Chelsea. Right across from the Chelsea Market.
CA: I’ve never been there, but every time I walk by it, I always ask myself, what is in 
there? 

MM: It’s really wild in there. It’s probably what you would expect. I was on the fifteenth 
floor. 

CA: I went to the opening party when Google opened their New York office. This might 
have been 2005? There was all-you-could-eat ice cream, and if I am remembering cor-
rectly, drones flying through the party? The same night, I went to a Microsoft party, 
and it was in this old brownstone, and they were discussing ethics with a philosopher 
they had invited.  The contrast left such an impression on me. For years, I thought, “Oh, 
Microsoft really knows what’s happening.” But now I don’t know. I think none of them 
knows what’s happening. Talk me through some of the first things that you were seeing.

MM: My first introduction to code as a medium was through Processing and p5.js, pro-
gramming languages for visual art. I saw there were all of these artists building out a 
vision for accessible, open-source software for other artists and educators.
I’ve always felt that my practice stretches across two different worlds. There are artists 
who are into using software as a medium and programming as their primary way of 
making, like Casey, whom I studied with. Now there’s this whole scene of ‘generative 
artists,’ but a lot of the work is often more formally driven or more abstract. Then there’s 
this other group of artists who are interested in the internet and pop culture, who are 
often using digital tools or out-of-the-box software in some way, but aren’t necessarily 
interested in programming specifically. 
Seeing your work was very important for me because you clearly encapsulate both of 
those worlds. 

CA: I always thought there was the MIT world, which you would describe as the Pro-
cessing world, and then the other world, which I associated with artists from Europe 
and Russia, like Olia Lialina, for example. Those two worlds, even in the late ’90s, were 
kind of established. I always thought it was MIT, but I don’t know how connected Casey 
and Processing are to MIT.

MM: Processing actually came out of the Aesthetics and Computation Group at the 
MIT Media Lab.
CA: Okay, right! And although they were 
conceptual bubbles, I remember that 
all those different people were all really 
around. When I moved to New York, they 
were all blobbed together, you know?
MM: So it didn’t feel like there was a big, definitive difference?
CA: There was a difference in the work, 
but not in the community, because there 
were so few people doing code art at the 
time. You just had to take whoever you 
could get. It was like 11 people. And it was 
all mixed up. It’s interesting that it kind 

of solidified, and to hear how you thought of them. Who were the artists? What might 
have been some early projects that you saw, both Processing style things and then 
more net-arty kind of things?

MM: Seeing work focused on self-perfor-
mance really shifted my perspective. Lynn 
Hershman Leeson’s Roberta Breitmore 
was important for me, but that’s pre-in-
ternet. Definitely Olia Lialina’s websites, 
Ann Hirsch’s Scandalishious in the early 
days of YouTube, Molly Soda’s Inbox Full, 
and Lauren Lee McCarthy’s Social Turk-
ers. These projects play with the perfor-
mance of identity and femininity online, 
and even before I knew I wanted to be an 
artist, since I was a kid online, that’s some-
thing I obsessed over. Their work guided 
me.

CA: Speaking of being a kid, I’d like to talk a little bit about the Capital City Mall. 
MM: I’m so excited to talk about the Cap-
ital City Mall.

CA: For those reading the conversation, we have been sharing a private Are.na channel 
together. Maya, how would you describe Are.na?

MM: The way I usually describe it to people is “Pinterest for ideas.”
CA: Okay. I say “a cool Pinterest.”

MM: Okay, yeah, very similar.
CA: Are.na is the only place online that I actually feel comfortable with these days. 
I struggle with identity online, so maybe we can come back to that because there’s 
probably a generational divide. It’s so fun to talk to you because the twenty years in 
between us create so many differences.

MM: A lot has changed.
CA: A lot is the same, but a lot has changed. So we’ve been sharing this channel, and 
one of the things that came up is you had posted a video from the Capital City Mall, 
which comes from a larger channel you have. And somehow I deduced that it was your 
hometown mall. So tell me about it. I want to hear everything about it.

MM: Okay. Well, the motivation for me to make the Capital City Mall Are.na channel 
came from us working on our Are.na channel and thinking about mass culture and 
suburbia as something that we’re both interested in. The mall analogy has been made 
a million times in relation to social media and the internet. So, I made this collection of 
Capital City Mall YouTube walkthroughs because I wanted to “revisit” it online. Capital 
City Mall is outside Harrisburg in Pennsylvania. I grew up in a town called Mechan-
icsburg. I used to go there, and I remember I would walk in, and to the right, there was 
a Forever 21 store. The turnover of clothes there was so fast. It felt like the magazines 
I read were lifted off of the page and hanging in the store in a way that inspired this 
intense feeling of panic and desire. I used to love going there because it felt like all of my 
fantasies might be realized if I made the right purchases. Actually, while I was making 
this channel, Cab (Charles Broskoski) from Are.na messaged me on Instagram and 
was like, “What’s up with Capital City Mall? I used to go there with my grandparents.”

CA: No. Really? 
MM: And I said, “What? Where did they live?” And he said Mechanicsburg, where I’m 
from, and no one ever knows this town! So that channel really unlocked something for 
me. Then it was crazy to me that I was making the Capital City Mall channel, thinking 
about our shared Are.na channel, and then you shared the video that you had made 
when you were 19 of your mall walkthrough.

CA: I hadn’t really thought about the mall. Just to get back to what you were saying, 
imagine that you’re in that Forever 21, and then maybe Cab actually walked by. 

MM: I know! We were probably there at the 
same time. Do you know Gene McHugh? 
He’s also from Mechanicsburg. 

CA: What an influential mall! 
MM: The Capital City Mall was doing a lot 
of work. 

CA: In the Ben Davis interview, you had also mentioned that you are annoyed when 
people talk about IRL and virtual as being two different things. I felt that, but I could 
never articulate it. Do you want to explain? Is there any relationship between this idea 
of yours and what you first experienced? Because if you’re in Forever 21, it sounds 
like it’s one of the first times you experienced being confronted by the media that you 
acquire. Is there any relationship between those two things?

MM: Definitely. I’m glad you agree with 
that about IRL versus online.

CA: Hearing you articulate it was like hearing a mathematician solve one of those 
impossible 100-year theorems. And I think it’s totally true!

MM: I always felt it was always true. A lot of 
my feelings about being online have come 
from this deep discomfort with posting, 
but also not being able to explain why, de-
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spite that discomfort, I do it all the time, and I’ve done it for over a decade very regularly. 
I think this feeling, the emotion that I would feel going into a place like Forever 21, I felt 
the same when opening Tumblr or Instagram or YouTube, or whatever.
Being surrounded by this potential of who I could become if I shopped the right way 
made me feel very powerful. Going into Forever 21, I’m thinking about everything I’ve 
consumed online. I’m thinking about images on the internet and how I can become 
them via the clothes in front of me in the store. So, for me, there was no point at which 
I was able to conceptualize an idea of myself that wasn’t in relation to being online. 
CA: I wonder if it comes from previous 
generations. For me, there was a whole 
adult life until I was in college, which was 
basically pre-online. I wonder if it’s some-
thing that will just be washed away like 
vaudeville or something.
MM: I know. I wonder about that too, but I also see people much younger than me 
still promoting this propaganda of IRL, like, you know, oh, the internet is fake. Don’t 
believe everything you see; it’s just a highlight reel. I think it’s very dangerous to try 
to divide them because it basically invalidates people’s experience online, as like, you 
shouldn’t feel a certain way because it’s not real, that I don’t really agree with. Do you 
feel like when you were starting to engage in such a deep way with being online, people 
thought about the internet as so far away from the place that everyone else was living?
CA: 100%. You couldn’t even explain what 
it was to people. You’d be like, “Well, the 
computers, they’re all hooked up togeth-
er.” It just was like talking about Mars or 
something.
MM: And was the novelty for you exciting, being the one to bring people to it, or was it 
tiring to have to be the bridge?

CA: For normal people, it was exhausting. It was really only a small number of people, 
those 11 people I described earlier, that you could talk with. And it was maybe similar 
to your experience. I had to go to New York to meet people, which is kind of hilarious, 
but it is true. And it wasn’t until, I would say, ’06 or ’07, where I could start to relax a 
little bit, and I could talk about email to a normal person. So it was very specialized, 
very separate. Then, of course, social media came in the late aughts, and that really 
changed everything in a way. I’m pre-social media. To give you an example, in the 
early 2000s, for an artist even to have their own website (theirname.com or .net) and to 
put their work on it was considered gauche or tacky. It was a totally different universe. 

MM: To me, it sounds quite romantic in a way. I’m very curious about the parallels be-
tween the pursuit of being a contemporary artist and the pursuit of being an influencer.

CA: That’s another thing I wanted to talk to you about because you had another text I 
read where you started diving into these ideas. Would you like to elaborate a little bit? 
What is it to be a net artist today? And maybe you could talk about all that together 
with the fact of being in an influencer world. 

MM: You know, everyone’s on the internet all the time now. 24/7. It’s no longer a novelty. 
What I’m interested in now is taking and repackaging a lot of what everyone’s too used 
to seeing and reframing it in my work. The overdose of content I take in online stresses 
me out. To me, making work about it is my only way through. 

CA: What would be the parallel if you were a painter? You’re like, “Oh, I’m here in the 
studio every day, and these acrylics, they’re just grinding me down.”

MM: All this paint is just destroying me.
CA: You are surrounded by color all day long.

MM: There’s so much to look at. There’s so much visual culture in the world.
CA: What you’re saying is that it is an especially caustic medium. It’s so juiced up with 
violence and capital and commerce and monopolies and digital feudal lords, Silicon 
Valley, and these fucking guys. You know? It’s all there. Right? That’s your medium. 

MM: It’s also so infused with desire. Like in your work, Sorry I Haven’t Posted. The 
phrase gets at this intense desire people have to feel like they are producing something.

CA: Or to be appreciated, essentially. To be seen in some way.
MM: That engine has been running the internet since the beginning.

CA: There was another phrase that was supposed to be a kind of sister project to the 
Sorry I Haven’t Posted project, which was, Is anybody reading this?. Those were the first 
years, around 2010, that you could see this, that this need was starting to be exploited. 
That was really a new thing. Social media had really just started only a few years earlier, 
but you could just start to see that it was poking people in these ways. But now it’s like 
it’s more than poking. You know? It’s like algorithmically fire-hosed. 

MM: All of those phrases are about this 
wish to have an audience, and that’s what 
being an influencer is all about. People 
who post regularly now usually aspire to 
brand deals and building their lives around 
the possibility of developing a dedicated 
following.  

CA: I was in New York over the summer, and every once in a while, you would see these 
huge lines outside of these stores. And I realized this is because of Instagram.

MM: It’s really true. And TikTok.
CA: Yes, also TikTok, of course! Ten years ago it was not that way. I guess it gets back 
to your theory. There is no difference between IRL and virtual worlds. I also watched 
this incredible FAKE IT TILL YOU MAKE IT code video that you did. If I were in the 
early 2000s and things like that had existed, I would have lost my mind. It is exactly the 
kind of thing that should exist. 

MM: I love talking about the code. I’m so 
glad you watched it and liked it. 

CA: I mean, I couldn’t even believe it. It was like crack to me.
MM: I love hearing artists talk about their 
own code because it is very unique that 
the medium is completely obscured in the 
final work. You never see it. 

CA: When you do a drop like that, can anyone view the source code?
MM: Technically, anyone can view the source code. I don’t have a public GitHub repo 
for this one. But anyone can inspect and view the source. That is my dream, to have 
someone interested enough to read through the files, because I think about it when I’m 
writing them. I’m naming variables in a specific way and everything. 

CA: It was so beautiful. So, you’re very orderly. You’re very tidy. And what I loved is 
that there was this really orderly core to the code. The sentences with the kind of Mad 
Libs variables. To me, it was so incredible because that is actually what it’s like to be 
a coding artist. Then what I especially loved is that at some point, you were kerning 
your own fonts.

MM: FAKE IT TILL YOU MAKE IT was originally released on a platform called Art 
Blocks, and a constraint that they have is that you can’t upload any fonts. Everything has 
to be on-chain, so you have to rely on the default web safe fonts. In a lot of the Instagram 
graphics that I was referencing in this piece, the typesetting is very bespoke, so it was 
hard to create a way to mimic that with code. The really challenging thing about work-
ing with text is that it’s very obvious when something is ‘wrong’ versus when making 
something more abstract. If the words are out of frame, it looks like a mistake, which 
you can play with in an intentional way, but there is not a lot of room for error. When 
you’re working with a generative system and you have to allow for a really wide-ranging 
possibility space of what can be generated, there’s a ton of testing that you need to do 
before letting the code run live. It’s funny, looking at one FAKE IT TILL YOU MAKE IT 
output, I’m like, “someone’s going to think I made this in Canva.” That’s why it’s really 
important to me to talk about the code. It makes up the core concept of the piece. 

CA: What is the line between the fantasy and the reality of that language? 
MM: All the language is actually taken from real Instagram posts. Nothing is fabricat-
ed. It’s all found. I collected hundreds and hundreds of different posts from different 
accounts to use as a reference. But I wanted the perspective of the project to feel like 
it was coming from a singular voice or maker, because it was also going to live on its 
own Instagram account that I would post on every so often. There are choices that the 
algorithm makes that are not what a person, a designer, or a content creator would 
make when they’re making these graphics, so I need to shape the code in a way that 
constrains the output pretty strictly. Then the algorithm starts to return this cohesive 
collection of generated output. It looks like there is one specific perspective, even 
though it is different than what a person could ever create. 

CA: Does this emerge while you’re coding?
MM: It’s something I’m curious to ask you about, too, because I am so concept-driven, 
and I find fine-tuning the visual output of a piece extremely difficult because I know 
how I want it to feel, and I know, looking at other people’s work, what I like and I don’t. 
I’m very tuned into that. But to try to warp something so it’s the best representation 
of the concept that I have and I know that I like, it’s a really grueling process for me 
for some reason. I spend a lot of time iterating on one detail of the code, generating 
hundreds of outputs, looking at the collection from afar, and looking at it close-up. 

CA: When did you first know that you had this visual sense? When did you know that 
you were pretty psychotic about how things are laid out? 

MM: Visually, I really gravitate toward the aesthetics of pop culture. I’m really into 
making things look almost real. But then, 
when you get close, you realize some-
thing’s off about it. Reality is crystal clear, 
a very hard-coded reference. It gives me 
something very steady to work toward. 
Also, coming from a background in soft-
ware engineering, I’m also very tuned into 
the exactitude that you need to make these 
things look a certain way. Which I think is 
sometimes great, but then also sometimes 
it’s difficult for me to know exactly when 
to let go of reality a little bit and twist it in 
the way that actually makes it art.

CA: So, there’s also a lot of neurosis here. There’s a lot of pain, anguish. Right? A lot 
of this is unpleasant.

MM: A lot of it is unpleasant.
CA: When I am in my office, I am always in a little bit of a bad mood. I’m always dis-
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satisfied. 
MM: I mean, it’s funny. Earlier this year, I 
went to the Ruth Asawa show at SFMoMA. 
I walked away thinking, “Wow, this is an 
art practice that’s really in alignment with 
having a nice life.” That’s very surface lev-
el, but I think there is something to the me-
dium of the way that we work that is a little 
bit… yeah, masochistic. I have a belief that 
good work comes from melting my brain 
through the process of immersing myself 
in the media and making work about it. 

CA: It reminds me that when you were doing your FAKE IT TILL YOU MAKE IT, you 
started this other Instagram account to train the algorithm to kind of melt your brain. 
You’re training yourself like if you were AI.

MM: Exactly. It really felt like I needed to learn to think like I’m a generative model that’s 
only been trained on these graphics. For me, that’s always been the process when I’m 
making work about any kind of content online. I need to go really deep into that genre 
of content and feel like I’m fully immersed before I can make something decent about it.

CA: So, you’re basically training your intuition. That’s how I described it with the 
Let’s Play Majerus G3 project. I had to spend a year in Majerus’ laptop just to train my 
intuition and get a sense of it where I felt comfortable. Then it was quite easy after that. 

MM: It’s almost like working out a muscle. When it comes time to do the work, you 
feel trained, and it feels easier because you’ve trained in it. Watching you use Majerus’ 
laptop in your YouTube videos, it felt like you were dialed in. You could just tell that you 
had this backlog of hours and hours spent on the computer because you knew exactly 
where everything was. 

CA: Actually, those were pretty rehearsed.
MM: Really? 

CA: I would record them over and over again just to get the tone right. So they were 
actually quite massaged. It’s one of the secrets behind that project. 

MM: They do really feel like they are for a YouTube audience. 
CA: Yeah. They’re for a kind of audience that has no attachment to contemporary art in 
theory. That is one of the pleasures of doing this kind of work, it often ends up in front 
of people who aren’t aware that it’s even a work. That’s one of the things that I love so 
much about net art: it is ambiguous. When I first saw a JODI piece in the ’90s, I didn’t 
know it was art. It was unclear what it was. 

MM: That’s what’s so beautiful about making work on the internet. You can reach people 
who aren’t going to museums and galleries and who don’t know about contemporary 
art, but can appreciate the absurdity of a project. 
I was watching a lecture you gave at the ICA in Philadelphia. You were talking about 
your piece Drei Klavierstüke. You were showing it in a gallery, and it was on BuzzFeed. 
You have these two lanes that you’re sharing work in, and both are important to you. 
Both are really weighted in, in your practice, but they live in completely different con-
texts. And I’ve always wanted that, but it’s quite a hard balance to strike.

CA: That’s why you did the Instagram channel for FAKE IT TILL YOU MAKE IT. That’s 
a similar dynamic. On Art Blocks, everybody knows it’s an artwork, while on Insta-
gram, it travels ambiguously. I wondered if you were annoyed that Instagram just put 

a retweet in now. 
MM: What I’m most annoyed by is that Instagram has changed its grid layout to not 
be square. 
CA: Oh, really?! 
MM: FAKE IT TILL YOU MAKE IT was released in 2022. I already feel like it’s an archive 
of a past moment in Instagram culture. 
CA: I always have this analogy. Imagine 
if you were to see a Jeff Koons sculpture 
twenty years later, and it would be shrunk 
to one-third its size. That’s what net art 
is like. It’s always like this, you know? It’s 
just changing. 
MM: For work that you released that’s about a really hyper-specific moment of online or 
technology culture, do you feel like the impact is strongest at the moment when you’re 
within it, or once you actually move past it and then have hindsight? 
CA: That’s a crazy good question. It’s a 
little bit like jazz. In the olden days, in the 
’50s, jazz musicians would go to the clubs, 
and the clubs would always have mics set 
up. They never knew if the mics were on 
or not. Sometimes they would be on. And 
three months later, there would be a re-
cord released by Columbia Records, and 
it would be like, “Live at the blah blah blah 
club.” So, sometimes I think this kind of 
work is very much like that, it’s just like 
it happened once, and it’s a recording. If 

we extend the metaphor, was the performance the most effective the night they were 
playing in the club? Probably. An even higher-level theory that I’ve been trying to test 
out lately is that all art is a performance. Even a painting. Even if you go to the MoMA 
and you stand in front of a painting made in 1959 or whatever. It’s just some color on a 
piece of fabric. It really means nothing. It’s a performance only in that it’s hanging in 
the MoMA, and someone is whispering in your ear, “Oh, that’s a Rothko.” Does that 
make sense? 

MM: It totally makes sense. 
CA: Not to mention that it’s even literally a performance because the rays from the sun 
are coming and hitting a piece of plastic polymer. So I wonder if everything is not so 
far from what we do, really. 

MM: I’ve been thinking a lot about this. I 
am thinking about an Are.na channel you 
have, Things I learned in art school. An 
amazing channel.

CA: Thank you. That’s all not even a joke. I’m not performing, I’m being sincere! 
MM: One note in it really unlocked some-
thing for me. It says, “What happens in 
the studio is the work. And when the 
work leaves the studio, it’s show busi-
ness.” That’s what I really think. That’s 
what creates the whole world of art. You 
need the show business swirling around 
the art object, and that’s what’s making 
it the painting hanging in MoMA. That’s 
the coolest part.

CA: That same painting could just be hanging in your aunt’s living room, and you would 
not give a fuck. Exactly. Show business. It’s like when you see the festival Coachella. 
You see the poster. Guess what? Some names are little and some names are big. That 
is show business. The managers of each one of those bands are fighting to death to 
get the font of their band a little bit bigger, and that’s what makes the world go around. 

MM: It’s so true. It’s one of the biggest and, I think, toughest lessons to learn about being 
an artist, which goes back to the ‘artist as influencer’ idea.

CA: Tell me, how do you survive in the age of ‘influencers as artists’?
MM: I make a lot of work about influencer culture, specifically. It’s important to me to 
maintain ambiguity. I am not interested in playing the role of an artist who poses as 
someone living above internet culture, because I live inside of it. It’s interesting to be 
able to both recognize that desire and be in certain spaces online and then also be able 
to critique them. I’m able to experience the highs of indulging online and the depth of 
its flaws, and the kind of consequences that it has socially and psychologically. 
Did you ever feel like you had to walk a tightrope between playing the role of the con-
temporary artist and being someone who releases things online? 

CA: Art is what people think art is, and also what becomes embedded in the archives 
of art. At the moment, there are museums, but maybe now there are other things like 
blockchain collections or whatever. I think maybe there isn’t an answer because in the 
end, you’re just looking for the highest of human expression, regardless if it’s a kid or 
someone who’s fifty years in the art game. But, with that said, I like the game, and I like 
the show business. So in a sense, as a professional, I am embedded, and I do enjoy the 
kind of logistics of being an artist in the world. The avant-garde is what people in the 
avant-garde want and think is in the avant-garde. Although perhaps, maybe, I should 
live a little bit more in the other world of just appreciating all beauty.

Cory Arcangel, Totally Fucked, 2003, 
Courtesy: the artist

Maya Man, I’m Feeling Lucky #162, 2023 
Courtesy: the artist and Verse, London

Cory Arcangel, we deliver / the king 
checked by the queen, 2020 Photo: the 
artist Courtesy: the artist

Maya Man, love/hate, 2022 (detail) Pho-
to: Kisshomaru Shimamura Courtesy: 
the artist and SOOT, Tokyo
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In military parlance, the terms asymmetrical and symmetrical have historically been employed in 
reference to political provocations and diplomatic démarches, escalation, and tension, as well as 
to power dynamics of the highest order. Yet today these terms are also useful for describing a set 
of relations that define our social and cultural connections to power, particularly as we take stock 
of contemporary media structures. In fact, this terminology is uniquely pertinent for any dialogue 
about the socio-cultural impact of the Internet as it has shifted in recent decades from a tool for 
military communication to an “information superhighway” promising open and equal exchange, 
and, finally, the increasingly asymmetric “content delivery system” that shapes contemporary 
experience. 

On the eve of Y2K, Russian-born Olia Lialina—who is among the best-known participants in the 
1990s net.art scene—first met American artist Cory Arcangel. Ever since, the artists have been 
deep in dialogue about such changing terms for the Internet. For their first collaboration in an 
exhibition format, Arcangel and Lialina present complex bodies of work that arose through their 
continuing conversation. The exhibition was curated by Caitlin Jones for Western Front, 



Vancouver (where it appeared last fall), and organized for The Kitchen by Tim Griffin and 
Lumi Tan. 

The New York presentation of “Asymmetrical Response” comes at a time when Americans 
are all too familiar with the question of asymmetrical responses, escalation, and power 
relations as they pertain to the Internet. Public dialogues are still unfolding around the role of 
disinformation spread through technology during and after the most recent Presidential 
election, signaling a historic shift in the influence of social media platforms and their users on 
not only on cultural life but also societal organization. In this respect, the homogeneity of 
one’s Facebook feed may streamline the most outrageous fabrications; the character limit of 
Twitter is more effective discursively when fewer people read beyond the headlines. 

Arcangel and Lialina’s works directly address such shaping of public discourse—and, in 
turn, personal identity—through manipulated media and corporate limitation, creating an 
installation in which multiple digital temporalities exist at once with respect to form and content. 
For example, when it comes to such found media and its shaping of ostensibly personal 
expression: While the gallery floor is carpeted with a diamond plate pattern frequently used 
on as a background on personal websites in the mid-1990s (including Arcangel’s own first site), 
the walls are covered in patterns taken from early Yahoo templates whose aim was to channel 
and standardize personal expression following their acquisition of Geocities in1999. A central 
work in the exhibition is Lialina’s (Nothing you can compare to your neighborhood hoe), an 
immense screencast of an existing Tumblr page that includes Lialina’s Animated Gif Model, a 
gif of the artist hula-hooping that has been circulated on hundreds of websites since its 
creation in 2005. Her avatar, now beyond life-size, appears as merely one of many random 
images without attribution in a total rejection of template-based social media. 

However, instead of looking back nostalgically on more innocent, amateur days of the 
Internet, the exhibition critically acknowledges a transition—or better, an abstraction—of 
power that Lialina has identified in her writing around the most fundamental linguistics of our 
digital life: from computers to technology, interface to experience, users to people. In the 
titular work by Lialina, two “empty” browsers are opened side-by-side on a monitor. One 
browser displays a 1×1 transparent gif, an early web convention, but also a tool of surveillance 
with which companies track users; the other browser, a 400 x 400 transparent gif that users 
of the popular image generator site Blingee.com, distributed amongst their community to go 
around Blingee’s template restrictions. This “invisible” response puts forth a canny strategy 
for resisting the increasingly visible modes of control sanctioned by the technologies marketed 
in our service. 

In conjunction with the exhibition, Olia Lialina will present the U.S. premiere of Bear With Me, 
a performance starring Kevin Bewersdorf on February 18, at 8pm. 
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Each copy of this month’s Artforum features one of two cover images. Dara Birnbaum, Technology 
Transformation: Wonder Woman, 1978-1979, still from a color video, 5 minutes 50 seconds. Cory Arcangel, 
Super Mario Clouds v2k3, 2002, modified Nintendo game system and cartridge, dimensions variable.  
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