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Introduction

Following on from the previous chapter that explored radical 1990s art works, this 
chapter considers two digital installations from the new millennium: iCinema’s 
T_Visionarium II and Marnix de Nijs’ Beijing Accelerator. Both works use dy-
namic technologies to offer more particular understandings of globalisation’s spa-
tial, temporal and kinetic affects. The roles that interactive, haptic and responsive 
technologies can play in triggering personal and affective responses are examined 
(Fig. 5.1).

The Construction of T_Visionarium II

T_Visionarium II is a live digital environment set within a 9 × 12 m inflatable dome. 
The 2008 installation features a Graphical User Interface (GUI), composed of a 
touch screen, headset, projector, and surround audiovisual system. Users enter key-
words such as ‘environment’, ‘media’ or ‘warfare’ into a keypad, generating mon-
tages of live and archived news footage from around the world. A motorised tilt/
pan mechanism enables the projector to beam the imagery across the surface of the 
dome. The installation integrates old footage with new, blurring senses of present 
and past, local and global, and the real and hyperreal. The news stories are sourced 
from diverse channels including the politically conservative North American news 
station CNN to the more liberal Arabic network Al-Jazeera. As a responsive work, 
T_Visionarium II reacts to bodily movements and lines of gaze. If a user looks at 
a segment for a length of time, the image increases in size until it dominates the 
dome. The sound levels also rise, which intensifies the affects. T_Visionarium II 
challenges the binary of ‘the West and the rest’ present in earlier works, by enabling 
local and global stories to collide and intersect.

T_Visionarium II was developed in 2001, the same year that the iCinema Centre 
for Interactive Cinema Research was launched. Based at The University of New 
South Wales, the research centre was collaboratively formed between the School of 
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Computer Science and Engineering and the College of Fine Arts. With a council of 
artists and academics including Jeffrey Shaw, Neil Brown, Dennis Del Favero, and 
Peter Weibel, iCinema reflects a critical approach to digital art, which locates prac-
tice in terms of discourses. The centre’s early projects and research interests shaped 
the development of T_Visionarium II. In 2000, for example, Jeffrey Shaw worked 
with Bernd Lintermann and Volker Kuchelmeister to create Placeworld, an adapt-
able multiple user installation that enabled individuals to interact across space. The 
use of a dynamic video projection system or ‘panoramic navigator’ (PN), locates 
Placeworld as a precursor to T_Visionarium II.

In making this installation, the artists saw that
[w]hile the past implementation of the PN used the real environment as its frame of refer-
ence for interactive information delivery, this technology could also be an ideal interface to 
explore and interact with wholly virtual environments.1

In making Placeworld, the artists wanted to create a PN that would intersect with 
the touch screen.2 As T_Visionarium II demonstrates, their solution was to ‘connect 
a video projector to the PN, and install a circular projection screen’.3

As a product of academic research, T_Visionarium II reflects a different ap-
proach to some of the other artworks discussed in this text. It converses with theo-
ries of distributed aesthetics, digital media and affect, following on from studies 
conducted at the iCinema Centre for Interactive Cinema Research, The University 
of New South Wales (UNSW), Australia, ZKM Institute for Visual Media (ZKM), 
Karlsruhe Germany and EPIDEMIC in Paris. A fibre-optic communications link 
enabled international participants to collaborate on this globally produced work, 

1 Neil Brown, Dennis Del Favero, Jeffrey Shaw and Peter Weibel, ‘Placeworld’, iCinema, <http://
www.icinema.unsw.edu.au/projects/prj_placeworld.html>, 2007, (accessed 17 December 2007). 
This link is no longer active.
2 Neil Brown et. al, ‘Placeworld’, <http://www.icinema.unsw.edu.au/projects/prj_placeworld.
html>.
3 Neil Brown et. al, ‘Placeworld’, <http://www.icinema.unsw.edu.au/projects/prj_placeworld.
html>.

Fig. 5.1  Neil Brown, Dennis 
Del Favero, Jeffrey Shaw and 
Peter Weibel, T_Visionarium 
II, 2008. (Sara Kolster, ‘T_
Visionarium II’, http://sarako.
net/work/tvisionarium-cen-
tury-of-the-city/)
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defying the traditional art ideals of originality, authenticity and individual author-
ship that traditionally defined art. This project would not have been possible with-
out digital communications. As iCinema’s use of the technology iC_Link reveals, 
digital programs and networks are facilitating unprecedented levels of global col-
laboration. By employing artists, programmers, developers, and theoreticians in the 
project, the work also unites the fields of art and science, traditionally separated into 
subjective/objective and rational/abstract dichotomies. The group’s engagement 
with critical discourse is also reminiscent of Frankfurt School works, which sought 
to unite theory and practice. As a globally produced work, iCinema might force a 
reconsideration of what art might be in an age of digitisation.

The User Turned Artist

In his text The Language of New Media4 Manovich downplays convergences be-
tween past and present, old media and new. Equally, his relegation of message and 
media to separate fields is not only structurally reductive, but limiting as an account 
of digitisation’s possibilities. If governed by its ‘message’, a digital work simply be-
comes discourse. If perceived purely as a technological object, it is simply ‘media’. 
Yet, one of the elements what makes T_Visionarium II ‘understandable’ as a work of 
art is its original re-orientation of medium and message. Equally, its critical engage-
ment with its moment of production resonates with Frankfurt School expressions. 
By engaging with earlier practices such as Modern montage and cinema, T_Vision-
arium II raises critical questions about the nature of art production in a digital age.

Pierre Bourdieu observes how new forms of art often converse with precedent 
styles. He posits that

[w]hen a new literary or artistic group makes its presence felt in the field of literary or 
artistic production, the whole problem is transformed, since its coming into being, i.e. into 
difference, modifies and displaces the universe of possible options.5

However, what is novel about T_Visionarium II as a digital work is that it does 
not ‘displace’ cinema. While Technological Deterministic expressions may render 
earlier formats and expression as outmoded, iCinema embraces modern cinema’s 
visual and narrative elements, integrating them into their digital work in a continu-
ous rather than disjunctive way.

In terming their collective iCinema, the group recognises and forges links be-
tween analogue and digitally interactive cinematic forms. Their use of projection, 
surround sound, montage and cinematic editing is distinctly cinematic. T_Vision-
arium II’s non-linear narrative resonates with the films of Dali, Lang, Antonioni 

4 Lev Manovich, The Language of New Media.
5 Pierre Bourdieu, ‘The Field of Cultural Production’, in Anthony Giddens (Ed.) The Polity Reader 
in Cultural Theory, Cambridge, Polity Press, 1994, p. 53.
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and Lynch’s films, which challenge the formal principles of narrative order. Within 
these works, chaotic and disjunctive narratives make meaning contingent upon in-
dividual viewers’ senses of space, time and context. In dialogue with Deleuze, iCin-
ema collaborator Dennis Del Favero argues that ‘even in conventional cinema the 
beholder’s direct awareness of unfolding events is complicit in bringing narrative 
to closure’.6 To this end, the user may be construed as an artistic collaborator—a 
notion that challenges the dichotomy between artist and spectator.

While T_Visionarium II features cinematic elements, its interactive and respon-
sive technologies enable it to go beyond. iCinema’s provision of a multi-temporal, 
‘recombinatory’ narrative provides heightened opportunities for user interaction 
and engagement. The experience of T_Visionarium II also differs from that of going 
to the cinema or theatre. The VR headset physically connects the user to the work, 
while the GUI directly response to user interactions. Unlike conventional cinema—
which is directed at mass audiences—T_Visionarium II engages with individual 
users at the bodily level. The user’s literal connection to the art defies the limits of 
physically detached spectatorship. In making T_Visionarium II, iCinema engaged 
with a principle of transcriptive narrative, sympathetic to the Duchampian idea that 
‘the artist begins the artwork and the witness completes it’.7 When understood in 
this way, T_Visionarium II might become what Gene Youngblood terms ‘an exten-
sion of the cinematic enterprise’,8 enabling users to determine narrative outcomes, 
‘as they branch through a relatively open-ended cinematic space in ways made pos-
sible, but not directly determined, by the author of that space.’9

iCinema disrupts the modern principle of ‘spectatorship’ through transforming 
the physically detached observer into a corporeally active user. Interactive, multi-
sensory and responsive technologies—such as the PN and search engine—enable 
users to influence the direction of the artwork’s narrative, resolving iCinema’s ques-
tion of ‘how to conceptualize and develop Internet interfaces which maximize the 
seamless integration of interface design and user input.’10 iCinema argues that such 
a level of responsiveness would be particularly useful in exploring the realm of digi-
tal affect. While writers like Jay Bolter observe that the ‘mouse and the pen-based 
interface allow the user the immediacy of touching, dragging, and manipulating 
visually attractive ideograms’,11 with those interactions rendering the ‘computer 
interface ‘natural’ rather than arbitrary’,12 these claims can be contested. By involv-
ing users in the artwork’s audiovisual evolution, T_Visionarium II defies the formal 
severance of artist and spectator.

6 Dennis Del Favero, ‘Digitally Expanded Forms of Cinematic Narration’, p. 3.
7 Gene Youngblood, ‘A Medium Matures: Video and Cinematic Enterprise’, p. 47.
8 Gene Youngblood, ‘A Medium Matures: Video and Cinematic Enterprise’, p. 47.
9 Gene Youngblood, ‘A Medium Matures: Video and Cinematic Enterprise’, p. 47.
10 Neil Brown et al., ‘Interactive Narrative as a Multi-Temporal Agency’, Future Cinema, Cam-
bridge Mass., MIT Press, p. 312.
11 Jay David Bolter and Richard Grusin, ‘Immediacy, Hypermediacy and Remediation’, p. 23.
12 Jay David Bolter and Richard Grusin, ‘Immediacy, Hypermediacy and Remediation’, p. 23.
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Del Favero states that much has been written about the ‘death’ of cinematic nar-
rative, however ‘limited attention has been given to its powerful persistence, albeit 
in new and emergent forms’.13 While interactive digital art may draw upon cin-
ematic conventions, principles of immersion and real-time responsiveness enable it 
to go beyond. As Blais and Ippolito contend,

[f]ar from the traditional epicentres of artistic production and distribution, creative people 
sitting at computer keyboards are tearing apart and rebuilding society’s vision of itself. 
Though they may call themselves scientists, activists, or entrepreneurs rather than poets or 
artists, many of these visionaries are playing the roles of Dante or da Vinci.14

iCinema’s creative enterprise seems to reflect Youngblood’s claim that digital art 
can resonate with Post-structuralist cinema, as a practice negotiating

two traditions previously regarded as incompatible—first, the cinematic tradition (includ-
ing surrealist and mythopoetic traditions of avant-garde personal cinema, whether actor/
dialog based or purely formalistic) with its emphasis on illusion, spectacle, and external 
reference through metaphoric or allegorical narrative; and secondly, the post-modernist tra-
dition in the fine arts, characterized by minimalism, self-reference, and a rigorous, didactic 
investigation of the structures and materials of the medium. 15

The installation’s integration and investigation of these traditions, connects with 
Foucault’s idea of a ‘field of strategic possibilities’16 or disjunctions, which define 
the work of art. While Anna Munster questions digital artists need to ‘avow the 
necessity of this historical gesture, the basis of which amounts to a requirement of 
thinking new media in relation to old media’,17 the severance of art and digital me-
dia from historical discourses and forms creates a problematic distance, which not 
only distances digital expressions from the realm of art, but implies there is nothing 
about ‘new media’ that resonates with the old.

In conceiving T_Visionarium II, iCinema felt that ‘[o]nly within the technical 
possibilities afforded by digital technology can the beholder, retaining their role 
as beholder, assert autonomy over the temporal direction of the narrative.’18 While 
many aspects of the installation are user directed, iCinema still directs key ele-
ments. In recording participants’ ‘private’ encounters, for example, the artists’ retain 
some level of control over their experience. iCinema’s choice of archival footage 
and subscription to certain news channels also means that they have some influence 
over the searchable content. There is also an expectation about how the user will 
behave within the installation. It is assumed that they will walk into the dome, don 
the VR headset and interact with the GUI. If the subject simply entered the space, 
stood still and watched the narrative unfold, they would thwart iCinema’s intentions 
by becoming a physically detached spectator instead of an active user. The artists 

13 Dennis Del Favero, ‘Expanded Cinematic Forms of Narration, p. 1.
14 Joline Blais and Jon Ippolito, At the Edge of Art, p. 7.
15 Gene Youngblood, ‘A Medium Matures’, p. 48.
16 Pierre Bourdieu, ‘The Field of Cultural Production’, p. 53.
17 Anna Munster, ‘New Media as Old Media’, p. 22.
18 Dennis Del Favero, ‘Expanded Cinematic Forms of Narration’, p. 3.
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also assume that the user will have some digital literacy and proficiency, to enable 
them to conduct meaningful searches and physically respond to the interface.

Spatial, Temporal and Kinetic Flow

Jeffrey Shaw—one of the founders of iCinema—writes that one of iCinema’s key 
objectives was to create a spatially distributed and multi-temporal environment that 
not only generated but also captured the affects on film. As discussed in their es-
say ‘Interactive Narrative as a Multi-Temporal Agency’, the collaboration wanted 
to address what they saw to be the limited understandings of multi-modal time 
systems.19 By creating seamless spatial and temporal flows, Neil Brown claims that 
iCinema’s recombinatory software provides ‘multiple entry and exit points to the 
information’.20

The concept of organism shapes the narrative of T_Visionarium II. The work’s 
recombinatory narratives montages and search functions emulate non-linear streams 
of memory, information processing and conceptualisation. According to iCinema, 
the installation provides an ‘aesthetic transcription’,21 which challenges traditional 
principles of cinematic duration, authorship and creative control. Manuel An under-
standing of organism informs the construction of T_Visionarium II, as a work that 
physically embeds the user within the work. By connecting the individual to the 
dome’s multi-sensory environment, the artists converse with De Landa’s theory that 
‘structures as different as rock, animal species, and social classes may be viewed 
as historical products of the same structure-generating process’,22 for they share 
moments in time and influence each other. This notion can be applied to digitisa-
tion and globalisation, as historically entwined phenomena. De Landa’s integration 
of human and non-human structures can be used to contextualise iCinema’s use of 
‘hard’ technologies to facilitate ‘soft’ and affective experiences. T_Visionarium II 
shows how digital art can generate sensory, intimate and particular encounters of 
otherwise inaccessible and universal subjects such like globalisation.

The dissolution of borders manifests in the artists’ presentation of globalisation 
as a fluid and ‘felt’ phenomenon that is simultaneously public and private, local 
and global, past and present, simulated and real. This fraying of borders converses 
with Andreas Huyssen’s notion of art underscored by an ‘evolving dissolution, of 
aesthetic entropy, a reciprocal emptying out of traditions, a loss of form and truth 
content’.23 Flexible dialogues on globalisation parallel new approaches to digital 
media, which oppose the idea that digital technology only produces positive (or 
negative) affects. In their rejection of Technological Determinism and the reductive 
approaches of earlier digital artists discussed in the previous chapter, iCinema cre-

19 Neil Brown et al., ‘Interactive Narrative as a Multi-Temporal Agency’, p. 4.
20 Neil Brown et al., ‘Interactive Narrative as a Multi-Temporal Agency’, p. 312.
21 Neil Brown et al., ‘Interactive Narrative as a Multi-Temporal Agency’, p. 1.
22 Manuel De Landa, A Thousand Years of Nonlinear History, p. 271.
23 Andreas Huyssen, ‘Back to the Future’, p. 149.
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ate spaces ‘in between’ binaries, opposing accounts that render digital technology as 
either: controlled or democratic, ordered or manoeuvrable, hostile or tactile, static 
or transcendent. The artists suggest that Structuralist discourses derived from lin-
guistics and sociology, might limit the range of experiences that digital works like 
T_Visionarium II generate.

T_Visionarium II’s contradictory fragmentations and integrations invoke The-
odor Adorno’s concept of ‘Verfransung der Kunste’,24 discussed in Chapter Two. 
Adorno’s ‘fraying of borders’ manifests in the projection of thematically similar and 
different images from both near and far contexts. Dynamic constructions of globali-
sation and digitisation are also evident in the writings of Arjun Appadurai and Gilles 
Deleuze, as previously discussed. While T_Visionarium II’s content might seem 
chaotic, it also displays strong structural elements as exemplified by the artists’ de-
liberate selection of footage, choice of news stations, and the technical architecture 
of the work. To this end, the artists explore iterations between flux and astaticism, 
autonomy and loss of control, physicality and virtuality.

iCinema’s installation questions what is real and simulated, through challenging 
the rootedness of place, regulation of time, calculation of speed and coordination 
of space. It disrupts users’ senses of space and time through the fusion of archived 
and real-time news images with local and international footage. The installation’s 
‘recombination’ of content provides new way of thinking about globalisation as 
simultaneously local and global, rather than one construct or the other. The satura-
tion of sound and imagery within T_Visionarium II emulates the constant flow of 
information in a global-digital age, and the idea that time is perpetual and space 
boundary-less. In this way, the work mimics the experience of trawling the Internet 
or traversing the globe: in an age where global flows of transport, communica-
tions, media and ideas have sped up. The kaleidoscope of images drags the user 
through social, historical and geographical contexts, rupturing our senses of place 
and reality.

The projection of television images across the surface of the dome also points 
to the ubiquitous presence of the mass media in a global age. T_Visionarium II’s 
hardware enables the user to search ‘through every shot in the last 24 hours to 
find just those that had fast camera movement, loud noises or both and then hav-
ing the capacity to combine them in fresh ways.’25 According to Keir Smith, this 
kind of art offers ‘an alternative, active and potentially creative engagement with 
a familiar data set, one which may lead to new, unexpected and, often unintended 
synchroneities.’26 The user might contemplate their responses to news stories, and 

24 Andreas Huyssen, ‘Back to the Future’, p. 150.
25 Keir Smith, ‘Rewarding the Viuser: A Human-Televisual Data Interface Application’, iCinema, 
<http://72.14.253.104/search?q=cache:s3oXhII19jUJ:www.icinema.unsw.edu.au/pdf/reward-
ing_viuser.pdf+Keir+Smith+’Rewarding+the+Viuser:+A+Human-Televisual+Data+Interface+A
pplication’&hl=en&ct=clnk&cd=1&gl=au>, 2003, (accessed 01 January 2005). This link is no 
longer active.
26 Keir Smith, ‘Rewarding the Viuser’, <http://72.14.253.104/search?q=cache:s3oXhII19jUJ:www.
icinema.unsw.edu.au/pdf/rewarding_viuser.pdf+Keir+Smith+’Rewarding+the+Viuser:+A+Hum
an-Televisual+Data+Interface+Application’&hl=en&ct=clnk&cd=1&gl=au>.

http://72.14.253.104/search?q=cache:s3oXhII19jUJ:www.icinema.unsw.edu.au/pdf/rewarding_viuser.pdf+Keir+Smith+�Rewarding+the+Viuser:+A+Human-Televisual+Data+Interface+Application�&hl=en&ct=clnk&cd=1&gl=au
http://72.14.253.104/search?q=cache:s3oXhII19jUJ:www.icinema.unsw.edu.au/pdf/rewarding_viuser.pdf+Keir+Smith+�Rewarding+the+Viuser:+A+Human-Televisual+Data+Interface+Application�&hl=en&ct=clnk&cd=1&gl=au
http://72.14.253.104/search?q=cache:s3oXhII19jUJ:www.icinema.unsw.edu.au/pdf/rewarding_viuser.pdf+Keir+Smith+�Rewarding+the+Viuser:+A+Human-Televisual+Data+Interface+Application�&hl=en&ct=clnk&cd=1&gl=au
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consider whether knowing their geographical contexts impact upon their affective 
responses.

Globalisation and Affective Experience

Through responsive and recombinatory technology, T_Visionarium II presents glo-
balisation as a series of individually felt affects. The sequences emulate individual 
‘recombinations’ of current events or the news with ‘archived’ memories and en-
counters. The movements and iterations of the user’s cognitive processes add un-
chartered elements to the mix. T_Visionarium II’s narrative, in that sense, might be 
viewed as an iterative construct that oscillates between the artists’ intention and the 
audience’s response. The process of selecting information from the global media—
and subjectively responding to—may be seen to mimic this process.

Through locating the user at the centre of its ‘globe’, iCinema presents the rela-
tionship between the individual and these phenomena as one of mutual affect. While 
agency may be circumscribed, the individual always retains the power of choice. In 
the case of this installation, this may be to disengage with, thwart or exit the work. 
The installation’s juxtapositions articulate globalisation as a dynamic, contradic-
tory, and relative phenomenon. To view it as the sum of their affects is to privilege 
a relational approach centred upon the changeability of contexts, the indeterminacy 
of human cognition, and variances of subjective response. iCinema’s negotiation of 
objectivity and subjectivity in relation to global news, imagery and ideology, sug-
gests the fallacy of empirical accounts centred upon what globalisation is or is not.

T_Visionarium II creates a dialogue between globalisation and digitisation as con-
temporaneous phenomena. In contrast to some of the alarmist accounts of globalisa-
tion and digitisation that pervaded 1990s art, iCinema shows both phenomena to be 
complex, often generating contradictory spatial, temporal and kinetic impacts. T_Vi-
sionarium II shows how digital art can disrupt the binaries of local and global, uni-
versal and particular, objective and subjective, and artist and spectator. In challeng-
ing reductive accounts, it shows human experience to be unclassifiable—a dynamic 
construct and the product of iterations between memory, interpretation and affect.

Beijing Accelerator

In a similar way to iCinema’s T_Visionarium II, Marnix de Nijs’ uses responsive 
and cinematic media to explore individual responses to globalisation in his 2006 
installation Beijing Accelerator. Based in the Netherlands, de Nijs’ art encourages 
contemplation of the relationships between bodies and digital technology. He has 
exhibited his works at festivals and exhibitions around the world. De Nijs’ Beijing 
Accelerator explores notions of freedom and alienation, diaspora and dislocation. 
The installation shows how digital art can function as a unique mode of expression, 
through physically emulating some of globalisation’s spatial, temporal and kinetic 
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impacts. The work directly engages with the individual, transforming them from a 
physically detached spectator into a corporeally engaged user (Fig. 5.2).

Beijing Accelerator facilitates micro responses to globalisation’s macro changes. 
It converses with Marc Hansen’s notion that through ‘placing the embodied viewer-
participant into a circuit with information, the installations and environments they 
create function as laboratories for the conversion of information into corporeally 
apprehensible images.’27 To this end, what an interactive and responsive work like 
Beijing Accelerator generates ‘is less a framed object than an embodied, subjective 
experience that can only be felt.’28 This affective account of globalisation counters 
impersonal and systemic analyses, centred upon political or economic impacts. In 
this way, it connects with iCinema’s T_Visionarium II.

Beijing Accelerator tests the limits of physical endurance and survival, in a 
world of high-speed technology and media saturation. In reflecting upon this real-
ity, de Nijs claims that ‘[t]echnology must literally merge, become absorbed into the 
body so that it becomes a co-determiner of perception.’29 The installation features 
a racing car chair, which is fixed to a motorised frame.30 The frame is controlled 
by a joystick and spins at different speeds in clockwise and anti-clockwise direc-
tions. A 160 × 120 cm screen is fixed to the frame. The user’s objective is to align a 
square icon on the screen with a magnified image. This is a difficult task given the 
chair’s momentum. It can, however, be achieved if the speed of the chair and flow 
of images are brought into line. However, a new panorama is soon displayed, which 
moves at a more rapid speed. There are 6 levels for the user to complete.

In commenting upon Beijing Accelerator, Marian Van Mourik claims that it 
‘clearly belongs to the recreation ground.’31 Like his installation Run Motherfucker 
Run (2004) discussed in Chapter Seven, Beijing Accelerator has game-like ele-
ments. Both installations engage with the body: they draw subjects in and test their 
physical limits. The sensory experiences generated are reminiscent of early VR 
arcade games, featuring surround sound and evolving narratives that relied upon 
movement and interaction. Yet, within both works, it is difficult for the user to gain 
control over the narrative and ‘win’. Their rapid movements can make users feel 
nauseated or disoriented, forcing their resignation.

Beijing Accelerator builds upon senses of urban tempo and technological 
change, evident in Run Motherfucker Run. The latter installation presented a dark 
and threatening cityscape. The images changed in size and saturation in response to 
the user’s interaction with the treadmill. Like Run Motherfucker Run, Beijing Accel-
erator presents an ominous urban landscape. The installation was created after the 
artist’s visit to Beijing and ‘realization of how quickly the dynamics of a city could 

27 Mark B.N. Hansen, New Philosophy for New Media, p. 11.
28 Mark B.N. Hansen, New Philosophy for New Media, p. 14.
29 Marnix De Nijs, Marnix De Nijs Website, <http://www.marnixdenijs.nl/>, (accessed 30 Sep-
tember 2010).
30 Marnix De Nijs, Marnix De Nijs Website, <http://www.marnixdenijs.nl/>.
31 Marian Van Mourik, ‘Beijing Accelerator’, Rhizome, 27 June 2006, <http://rhizome.org/edito-
rial/archive/2006/jun/?page=18>, 2006, (accessed 4 April 2013). This link is no longer active.
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transform into such apparent modernism’.32 De Nijs observed key changes, such as 
the spread of advertising media and dizzying tempo of life (Fig. 5.3).

After visiting Beijing, de Nijs noted that globalisation’s temporal and kinetic 
flows were influencing human behaviours, by leading to ‘such things as speed dating 
(for our love lives), power naps (for our health and exercise), quality time (for be-
ing with the family) and fast food (for staving off hunger).’33 The artist claimed that 
‘this desire to control and optimise every aspect of our lives is matched by a nagging 
feeling that we never have enough time.’34In reflecting upon these changes, he notes 
that ‘[o]ne of the characteristics of a technological culture is that change is constant. 
Everyone who wants to keep pace is continually required to adjust; which does not 
happen automatically and can, in time lead to cultural-pathological anomalies.’35 
Like iCinema, the artist locates technological change in historical terms, noting that 
‘travellers had to get used to the first trains and aeroplanes. The introduction of such 
travel technology initially led to disorientation and required a new outlook.’36

Beijing Accelerator was featured in Strozzina Gallery’s exhibition As Soon 
as Possible: Acceleration in Contemporary Society (Florence, 14 May—18 July 
2010). The exhibition explored the influences of high-speed media and connective 
technologies upon urban lives.37 Some of the artworks showed how professional 
demands had become so great, that workers were left feeling physically unable to 
keep up. As the curators observed, the perceived intensification of time and speed 
were leading to ‘widespread anxiety and depression which are frequent indicators 

32 Marnix De Nijs, Marnix De Nijs Website, <http://www.marnixdenijs.nl/>.
33 No author, Strozzina Gallery Website, <www.strozzina.org/asap/e_index.php>, (accessed 30 
September 2010).
34 No author, Strozzina Gallery Website, <www.strozzina.org/asap/e_index.php>.
35 Marnix De Nijs, Marnix De Nijs Website, <http://www.marnixdenijs.nl/>.
36 Marnix De Nijs, Marnix De Nijs Website, <http://www.marnixdenijs.nl/>.
37 No author, Strozzina Gallery Website, <www.strozzina.org/asap/e_index.php>.

Fig. 5.2  Marnix de Nijs, 
Beijing Accelerator, 2006. 
(Image courtesy of the artist).
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of the malaise of people living on the edge of their own potential in a high-speed 
world.’38 This is a strong theme within de Nijs’ art.

In his astatements, de Nijs’ has also expressed concern about our degraded en-
vironment, which is unable to meet human demands. Through its physical simula-
tion of lives ‘sped up’ Beijing Accelerator encourages the critique of a perceived 
new speed of existence. It shows how globalisation’s spatial, temporal and kinetic 
changes are negatively impacting upon urban life, in leading to feelings of cultural 
dislocation, social alienation, or even physically illness if the user’s body succumbs 
to the work’s dizzying effects. Beijing Accelerator shows how increased flows of 
finance, information and technology are heightening urban tempos and generating 
time-poor ‘wage slaves’.

This sense connects with Paul Virilio’s observations about the negative impacts 
of global media and technology upon urban life. As interpreted by Rob Bartram, 
‘Virilio has long argued that dromology, time compression and visualizing technol-
ogy are closely linked concepts that together have created a new ocular reality’.39 
Bartram builds upon Virilio’s thesis by positing ‘that a new ocular centrism has 
emerged in the last ten years that has reconfigured the way in which we view [the] 
world and dramatically changed the way in which we participate in it’.40 There is 
a strong sense of ‘dromocracy’ or as Virilio terms, ‘the dictatorship of speed gov-
erned by the principle that “if time is money, speed is power”’.41 These tensions are 
strongly evident in de Nijs’ art.

Beijing Accelerator raises concerns about globalisation’s spatial, temporal and 
technological impacts of upon bodies and consciousnesses. It converses with alarm-
ist critiques globalisation, centred upon senses of alienation and disconnection. 

38 No author, Strozzina Gallery Website, <www.strozzina.org/asap/e_index.php>.
39 Rob Bartram, ‘Visuality, Dromology and Time Compression: Paul Virilio’s New Ocularcen-
trism, Time & Society, September 2004 vol. 13, no. 2–3, pp. 286.
40 Rob Bartram, ‘Visuality, Dromology and Time Compression’.
41 No author, Strozzina Gallery Website, <www.strozzina.org/asap/e_index.php>.

Fig. 5.3  Marnix de Nijs, 
Beijing Accelerator, 2006. 
(Image courtesy of the artist).
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While in many ways this is reductive, Beijing Accelerator does show individual 
perception pertains not only to how ‘not external stimuli are interpreted by the five 
senses, but also the feelings that come from within the body itself, the informa-
tion that is derived from one’s own muscles and nerves (the technical term being 
proprioception).’42 De Nijs’ work encourages instinctual responses, in generating 
primordial feelings such as apprehension, alarm and fear. Beijing Accelerator pro-
vides understanding of the global city, as a familiar yet radically accelerated space.

While many elements of the installation are artist directed, its ‘recombinatory’ nar-
rative framework—to borrow the term from iCinema—encourages unique encoun-
ters of globalisation. The user as ‘beholder’ directs the narrative revelation through 
their physical movements and choices. In promoting particular and affective experi-
ences, Beijing Accelerator emphasises the arbitrariness of affect and the overlapping 
of binary constructs such as the real and the simulated, the physical and virtual. How-
ever, it does not go as far as T_Visionarium II, which challenges either-or accounts of 
globalisation through emphasising the fluid interchanges of memory and encounter, 
as well differential human response. iCinema’s art also blurs the constructs of past 
and present, local and global, cultural nearness and distance. By creating new spaces 
‘in between’, it points to the fallacy of alarmist accounts such as de Nijs’, which seem 
to assume that all experiences of globalisation are negative or potentially injurious.

Conclusion

As with all art, it is possible that users of T_Visionarium II and Beijing Accelerator 
will not respond as the artists intended. Both works feature game-like interfaces, 
and incorporate cinematic principles of projection, surround sound and immersion. 
It seems that the artists’ intentions are for individuals to experience emulations of 
globalisation, including the ‘speeding’ up of time, compression of space and satura-
tion of images. Yet, these messages could be lost if users chose to only experience 
the works’ playful elements. As the blogger ‘Nova’ writes, Beijing Accelerator is ‘[g]
iddy, disorienting and fun, it’s tempting to ignore what the artist intends and just spin 
as fast as possible while trying not to fall off.’43 As argued in Chapter Two, this points 
to the importance of form and function in the understanding of digital art. With these 
understandings in mind, the next chapter considers how global cities can provide new 
ways of thinking about globalisation, with reference to the exhibition Metropolis.

42 Marnix De Nijs, Marnix De Nijs Website, <http://www.marnixdenijs.nl/>.
43 Nova, ‘Sona8’, TagR.tv, <http://tagr.tv/tag/beijing-accelerator/>, 2008, (accessed 4 April 2013).




