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criuci. De de-constructieve praktijk bestaat
uit het ontmantelen van alle "betekenissen”
door het bewerkstelligen van een inflatie van
beladen beelden, bij voorkeur verwijzend

naar geweld, reclame en pornografie.?
Hiertoe wordt geput uit de media en de
(vaak recente) kunsthistorie.

De aldus verkregen beelden, die vaak al
lijden aan betekenisinflatie, worden in een
nieuwe samenstelling gereproduceerd. Deze
handeling dient niet alleen
betekenisloosheid te bewijzen maar
propageert in plaats van kritiseert haar. Aan
deze houding ligt een latente maar
dwingende behoefte aan betekenis ten
grondslag; de behoefte aan wezenlijke
emoties en aan een bewustzijn dat het zelf in
een kader plaatst van morele absolutismen.
Uit angst voor deze behoefte, en uit het besef
van de gevaarlijke consequenties ervan,
wordt in onmacht het andere uiterste
gepropageerd.

Een complexiteit van materiaal, vorm en
betekeniswaarde is het resultaat van deze
inspanningen. Polyvalentie is nonvalentie,
Het is opvallend dat er binnen het streven
naar complexiteit een duidelijke voorkeur
bestaat voor reproducerende technieken en
media. Deze worden echter niet benut
teneinde een oplage te realiseren en het
werk een breder verspreidingsgebied te
geven. Reproductie dient hier ten enen male
slechts als bewijs van de mogelijkheid om
een beeld te maken zonder enige betekenis
te ontlenen aan, of te bevestigen van het
oorsponkelijke model. Een heald i~ *

vicia elanbs

.« asweritics. The practice of

deconstruction is made up of the
dismantling of all ’significances’ by the
bringing about of an inflation of loaded
tmages, preferably dealing with violence,
advertising and pornography.? For this
purpose one draws upon the media and the
(often contemporary) history of art. In this
manner the images that are received and
often suffer from significance inflation, are
reproduced in a new structure. This process
should not only prove but also propagate
insignificance instead of criticising it. A
latent but pressing need of significance
underlies this attitude; the need of
fundamental emotions and of a
consciousness that places itself in a
framework of moral absolutisms. From fear
of this need, and from the notion of the
dangerous consequences of it, out of
impotence the other extreme is propagated.

A complexity of material, form and the
value of significance is the result of these
endeavours. Polyvalence equals nonvalence.
Itis striking that within the pursuit for
complexity there is an obvious preference
for reproductive techniques and media,
Nevertheless these are not used to realise a
quantity nor to provide the work with a
wider range of distribution, Reproduction
only serves here as a proof of the possibility
to produce an image without deriving any
significance from it or to approve the
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Beauty Farm:

Corresponding to Essence

In het nulnummer van Mediamatic schreef JOUKE KLEEREBEZEM een
critisch artikel over mediakunst. PAUL PERRY plaats enige kanttekeningen bij
deze tekst. Hjj selecteerde relevante citaten uit KLEEREBEZEM’s artikel. Deze
zijn op de linker pagina’s afgedrukt.

Op verzoek van de auteur is zijn bijdrage niet in het Nederlands vertaald.

@ In the zero issue of Mediamatic JOUKE KLEEREBEZEM wrote an critical
article about media art. PAUL PERRY remarks on this text. He selected
relevant passages of KLEEREBEZEM’s article. These are reprinted on the left

pages.

For the initial 'zero’ issue of MEDIAMATIC magazine JOUKE
KLEEREBEZEM wrote an article entitled More tales from the
Beauty Farm, where, in broad critical terms, he explains his
attitude towards what he describes as the media art concept.
Using a hearsay understanding of deconstructive practice to
support a flimsy critique, KLEEREBEZEM argues that it is a
need for meaning itself that is underlying the supposed
dismantling of all significances which is the purported purpose
of deconstruction. Seeming to disapprove of currently
produced complexity, that is the product made by combining
any number of already overseen (mass) and overused (cliché)
entities into a new work, KLEEREBEZEM shares with us his
insight into the fearful cause of this phenomenon and points
out the practitioners error of thinking that their work is viable
when it only adds to the rising tide of what he calls
insignificance.

The identified need for meaning motivating his
metaphysical digressions is in sharp contrast however to More
tales meandering course of textual confusion and complexity.

Putting up against the media might represent a fine battle
cry for championing the refinement of individual relationships
or cultivating personal taste in opposition to the new mass
communication authority, but is there really any legitimacy
left in this sort of portrayal of an outdated and outmoded
oppositional tactic?

In depreciating the value of works created by electronic or
mechanically reproductive means we betray our resentment of
the missing actualness of the signifier as well as the
traditionally absent signified. It is the forsaken presence
offered by the middle-man media that meets us half way and
accomodates perfectly our desire for sensual information
without having to leave familiar surroundings, which is the ear
mark of our age. Technical reproduction of events occuring
anywhere can reach us instantly. We are able to witness things
imperceptible to our bare, unaided sight or hearing, beyond
the limits of our senses. Time lapse and slow motion,
rhetorical effects once the domain of literature, have succeded
to a place within the visual arts. Some art historians have
marked this shift by labelling our time the film age to
distinguish it from previous epochs.
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Hier manifesteert zich een exces van een

op de media oriénterend bewustzijn en op de
media geinspireerde kunst. Mediakunst
waarin men, gebruikmakend van
voortschrijdende technische mogelijkheden,
ongecodrdineerd om zich heen grijpt, links
en rechts betekenisdragers combineert,
kunstvormen citeert, inventariseert,
confronteert en uiteindelijk aldoende
betekenissystemen deconstrueert, afbreekt.

Het aanbod is zeer gevarieerd en de aard van
ecn keuze hieruit lijkt momenteel van het
hoogste belang. Zolang deze keuzes echter
slechts de complexiteit dienen te vergroten
zijn zi) in wezen arbitrair. Complexiteit kent
immers geen ideologisch streven en dus
geen relevante keuzes, zij is self-full-filling,
Het overspannen belang van de keuze dient
slechts om de eigen gelederen gesloten te
houden. Daarin onderscheidt het zich
overigens niet van andere gangbare
selektieprincipes in de beeldende kunst.

De peur de les profaner S’¢tant levé de
bon matin, Jacob prit la pierre qu’il avait
mise sous sa téte, la dressa pour monument
et versa de Phuile sur son sommet ... Puis
Jacob fit un voeu en disant: ”Si Dieu est
avec moi dans ce voyage ... celte pierre sera
une maison de Dieu.”

?Tu m’éléveras un autel de terre ... Si tu
m’éléves un autel de pierre, tu ne le
construiras point en pierres taillées, car en
taillant la pierre, tu la profanerais ...”

(Gen. 28. Exode 20).

Voild donc les
commencements de l’art sacré: et précisement
il n’y a pas d’art. Il y a des réalités que Dieu
et I’homme par un accord, par un contrat,
consacrent. Realités aussitot si sacrées qu’on
touche a peine: comme des mains profanes ne
doivent plus toucher & un calice consacré.

Nous avons perdu le sens de ces choses.
Mais il semble que tout devrait aujourdhui
nous inviter a ce réalisme austére et
primordial. Nous sommes trés pauvres:
pauvres d’argent et pauvre d'artistes de qui
NOUS Puissions sérieusement attendre que
leur oeuvre soit pour nous un bienfait
spirituel. Alors pourquoi ne pas revenir a
une conception plus radicale du sacré et des
choses sacrées?

-aa vats HECL

. -nv model. Een beeld is in deze
visie slechts een gelijkwaardig teken, een
onbeduidende prikkel.

Het scheppingsproces maakt plaats voor
een selectieproces. Het gaat niet om een
betekenisvolle dialoog tussen aanleiding en
verwerking, tussen beleving en deelname,
maar beoogt de de- constructie van in wezen
al betekenisloze modellen.? Het omzetren

van aan Lot 1/ Wi

Here manifests itself an excess of
consciousness orientated on the media and
an art inspired by the media. By making use
of striding technical possibilities in media art
one spreads coordinately, combines from
here and there bearers of significance, cites
forms of art, takes stock, confronts and
finally by doing so, deconstructs and

demolishes systems of significance. The
supply is very varied and the nature of a
choice from this supply now appears to be of
the utmost importance. However, as long as
these choises only serve to increase this
complexity, they remain in essence arbitrary.
For complexity knows no ideological pursuit
and therefore no relevant choices. It is self
fulfilling. The overstressed importance of
the choice serves only to keep one’s own
ranks closed. In this respect it doesn’t
otherwise distinguish itself from other
current principles of selection in fine arts.

- moael, In this view an image is only
an equivalent sign, an insiped incentive. The
creating process makes room for the
selecting process. It doens'’t concern itself
with a significant dialogue between motive
and processing, experience and
participation, but rather aims at the de-
construction of all models that are in essence
insignificant.? The transformino af an i~-
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BEAUTY FARM: CORRESPONDING TO ESSENCE

It may be safely said that our mechanical and electronic age
has created conditions, relatively new for aesthetic history,
which make it possible to reverse the classical first comes the
origin then the copy hierarchy, as well as inverting
accompanying themes such as authenticity and authority.
Copying allows the interpretation of an origin to happen just
as deception ensures the interpretive possibility of something
being authentic. These interpretive reversals, visible within the
studies of structure and meaning practiced today by each of
the social science disciplines, have an opening rather than
closing effect. The interpretation of interpretation may find
along it’s way previously unmentioned features or facts
excluded earlier for the sake of convenience, which overthrow
the biased order inherent in the system in which interpretation
is compelled to operate. Applying no more means than those
already given it forces a re -evaluation of our basic notions.
Contrary to what KLEEREBEZEM suggests, signification, the
process of signing, is not in danger - not drowning, just
waving. Confusing the sign with significance is telling: in a
topsy-turvy state things once considered of little value are
suddenly found greatly important and vice versa. The age old
ploy, the attachment of a value of some sort to a particular
meaning, a moralistic preoccupation at best, is upset by the
sliding/open not fixed/closed play of meaning. Here is the
’dividing game’ or jeopardy to which KLEEREBEZEM alludes
and falls victim to. Interpretation interpenetrates
interpretation at it’s critical point of assigning a meaning, just
as critique interpenetrates criticism, displaying the rupture in
the narrowing gap.

In order to assess and clarify More tales from the Beauty
Farm’s authorative statements concerning media we ought to
attempt bridging the gaps apparent in the text by engaging it
in a careful reading. The debt that we ought, the owe-ing,
implies the gap closing obligation which KLEEREBEZEM
fulfils by his ethic of the supposed duty of each of us to
uncover and pursue things of value, to recover long lost
meaning. KLEEREBEZEM’s meaning is itself lost. He is guilty
precisely of what he condemns others of doing, combining
from here and there bearers of significance - he cites floating
biblical references and their interpretation by COUTURIER,
which for tasteful reasons remain hidden away in their
’original’ french, and uses these as grounds, terra firma, for his
case. The telltale use of the motif of orientation and spreading
co -ordinately stems from his pre-reading the story of GOD
promising JACOB in Genesis that his descendants, shall be as
numerous as the dust of the earth and shall spread abroad to
the east and to the west and to the north and to the south.
Without directly refering to this prophecy he reinserts it’s form
into his own text, framing it as an insight. His associating the
prohibition against the use of hewn stone with the ’essence’ of
art sacré neglects stating that this commandment was not to be
interpreted as universal but was for a specific region as
specified a line earlier in the ’original’ text and was probably
formulated in response to the pagan Canaanite altars which
were then made of hewn stone. The conventional theological
reading: when all the old testament GODS were in
competition for men, JACOB’s vision of God ordered his altar
differently made so that it may be kept distinctive from the
rest. KLEEREBEZEM everywhere disrupts his own tale in his
attempt to keep it unified.
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De media als nieuwe overheid versus

de verfijning van individuele betrekkingen.

The media as a new ’authority’ versus
the refinement of individual relationships

Het omzetten
van een beeld (model) van het ene medium
in het andere (foto - tekening, videobeeld -
foto, schildertj - videoband, etc.) ontkracht
iedere specifieke geschiktheid van media en
materialen voor het vormgeven van zekere
inhoud. In wezen ontneemt het materiaal en
media eigenschappen. Ook het reproduceren
van enige discipline in een andere
(architectuur als fotografie, schilderkunst als
video, beeldhouwkunst als architectuur),
stimuleert niet een noodzakelijke discussie
omtrent identiteit, mogelijkheden en
verantwoordelijkheden van een specifieke
discipline. Zij dient slechts om de arbitraire
inwisselbaarheid van betekenis(-dragers) aan
te tonen.

Het einde van de discussie vorm/inhoud
dient zich aan met het schrappen van de
inhoud, waar het mij liever was geweest de
vorm te schrappen. De affiniteit van de
kunstenaar met bepaalde media en
disciplines wortelt niet meer in een wezenlijk
belang dat dit medium/materiaal voor hem
vertegenwoordigt, maar in een mengeling
van commercieel inzicht, technische
ambitie, gevoeligheid voor de noden van de
tijd en esthetisch Fingerspitzengefiihl. Een
en ander opgenomen in een intuitieve en in
wezen onverschillige noord/zuid, oost/west
en heden/verleden oriéntatie. Deve v~ *

De enige relevante keuze die het individu
resteert is die van een solitaire en
geconcentreerde oppositie, teneinde zich, op
eigen merites, een cultureel aanbod en de
selectie en legitimatie daarvan opnieuw te
verwerven. Zo herkrijgt hij een individuele
plaats in de werkelijkheid en ten opzichte
van de medemens, op basis van wezenlijke
affiniteiten en een reflectieve omgang
hiermee. Een intellectuele en gevoelsmatige
(ethische) heroriéntatie, waaraan noch de
media, noch andere vormen van
georganiseerde informatie iets hebben bij te
dragen. Hierin dienen alle media a- v --

The transforming of an image
(model) of one medium intq another (photo
- drawing, video - photo, painting - video,
etc...) weakens any specific suitability of
media and materials in giving form toa
certain content. In essence it deprives
qualities from material and media. Also the
reproducing of any discipline into another
(architecture as photography, painting as
video, sculpture as architecture), doesn’t
stimulate a necessary discussion regarding
identity nor does it stimulate possibilities and
responsibilities concerning a specific
discipline. It only serves to show the
convertibility of (the bearers) of significance.
The end of the discussion form/content
present itself by dropping the content,
whereas I'd rather have dropped the form.
The affinity of the artist with certain media
and disciplines is no longer rooted inan
essential interest that this medium/material
represents for him, but in a mixture of
commercial insight, technical ambition,
sensitivity for the needs of the time and
esthetic delicacy. All this integrated into an
intuitive and in essence indifferent
north/south, east/west and past/present
orientation. This apain ic in v teee

.........

J MVROL L vara,

The only relevant chojce that r
the individual js that of sol; tary and
concentrated Opposition, in order 1o obtain
from it once again, on its own merits, a
cultural choice and its selection and
legitimation, S - b
relationship with esse

regards to his fellow man - he regains an
individual place in the reality, An
mte{lcctuzgl and emotiona] (ethic)
reorientation, to which neither the media
nor olhcr‘forms of organised information
E:an ,gon!rxl?ulc anything, In thic racmans -1t

emains for
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BEAUTY FARM: CORRESPONDING TO ESSENCE

The polemic against Media as a new Authority begs a
scrupulous examination of the functioning of these terms.
What are the roles that media plays in our lives? If media be
the food of us all: to what extent can we suppose
independance from the conditions of it’s existence? Media as a
word is suspiciously vague and has an ubiquitous undertone,
evidenced by the fact that KLEEREBEZEM makes use himself
of the word in nearly every manner. Having watched while his
intuitive logic pulls a rabbit out of nowhere, we are lead to
exploring his text’s various operations, intrigued, wanting to
know how it possibly was done.

One of the most famous and general oppositions in and by
which our thinking is shaped is the opposition nature versus
culture. Nature is synonymous to terms like essence, esssential,
basic, original and primary. Culture shares similarity with
ideas like education, development, taste, refinement and
civilization. The second set of terms, in human understanding,
obviously was acquired later or comes after in importance,
adding to and supplementing the first. We are often told for
example that the implementation of farming together with a
need for security gradually established the prevalence of
prehistoric communities and the beginning of culture.
Occasionally the second occurrence or term as supplement
appears to have completely replaced or taken over the first (as
in the case of civilization: the supplement is always applauded
and cursed as both benefit and detriment to natural man),
hence the awakening of a desire to return to the root, back to
the source, back to before the trouble began. In this view
nature examplifies the pure and innocent, whereas man’s
accomplishments entail the pollutive and the corrupt.

Another traditional opposition which fits this bill and suffers
abuse from this way of thinking is the idea of an original thing
as opposed to a copy. We all feel an inclination to disparage a
copy in favour of the original- a copy always seems second best
even though it might, qualitatively speaking, be as good if not
better than the ’original’. For argument’s sake we could point
out that some old pictures and a lot of new ones look, oddly
enough, a lot better when they are reproduced. Another
example would be the film industry where, because of the
high production costs, we can only think in terms of copies-
the idea of a single ’original’ copy is ludicrous and in language
terms also self-contradictory. The same is true of photography
- although there only may be one negativ the finished product
is the print, which is seldom thought of as existing in the
original. WALTER BENJAMIN pointed these things out in his
essay Art in the Age of Mechanical Reproduction, over fifty
years ago.
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In onze oriéntatie op onszelf en de
werkelijkheid, waartoe de kunst een der
middelen is, worden wij, men kan het overal
lezen, in toenemende mate aan fragmentatie
blootgesteld en bewegen we ons naar een
complex lot.! Sterker nog, het doel van onze
oriéntatie lijkt momenteel wel deze
fragmentatie zoveel mogelijk te vergroten en
daarmee toe te laten. We dienen ons aan de
complexiteit aan te passen. Om ons aan een
staat van chaos te gewennen dienen we haar
eerst zo groot mogelijk te maken. De
fragmentatie beheerst momenteel zowel de
middelen, de toepassing van technologieén
en media, als het op de tocht zetten van
gangbare betekenissen, _zclfs van de

geldigheid van het begrip betekenis zelf.

Deze laatste vorm wordt over het algemeen

betiteld als het de-construeren van betekenis.

U zult begrijpen dat ik mij nooit heb laten
Verleiden door die twee flpnkercndc
juwelen in het schemerduister, maar
terstond de tweede Trap naar Boven neem

om mij aan andere Bronnen te laven.

Om het doel te
bereiken moet men veelal op de tast donkere
trappen afdalen, met het risico over al
datgene te struikelen dat deze kunstvorm zo
onaantrekkelijk maakt: snoeren, stekkers,
veel soldeerwerk en plakband, en andere
tools of the trade. Eenmaal ter plekke
aangeland blijkt het doel slechts te bestaan
uit een zich over zekere tijdsspanne
uitstrekkende in scéne gezette realiteit, die in
haar arrogantie het veilige kastwerk niet
verlaat. Onderwijl gloort achter ons, en wel
bdvenaan de trap, zoals het hoort en
gebruikelijk is, het waarachtige Licht van de
Werkelijkheid. Dan blijkt ook dat het enige
nuttige aspect aan de onderneming geweest
is, dat men in dit Besef aan de Terugtocht
kan beginnen. De Trap bestijgen naar de
Werkelijkheid.

In our orientation in ourselves and reality,
for which art is one of the means available,
we are - one can see it everywhere -
increasingly more exposed to fragmentation
as we move towards a complex fate.! Even
more so, the point of our orientation, at
present rather appears to increase this
fragmentation as much as possible and
accordingly to tolerate it. We ought to adapt
ourselves to complexity. To acclimatize
ourselves 10 a state of chaos, we initially
ought to make this chaos as complete as
possible. At present the fragmentation
controls as well as the means for the
application of technologies and media, as the
opening to criticism of current significances,

even of the validity of the concept
significance itself. Generally this last form is
known as the de-construction of significance.

eYou'll understand that I've never allowed
myself to be Tempted by those two
twinkling jewels in the semi-darkness, but at
once Ascended the second Staircase 10
refresh myself with other Sources.

For to reach one’s goal, more often than not one has

to grope in darkness one’s way down the stairs, risking to stumble over all that makes this form of art so
uninviting: electrical wires and plugs, soldering-work and sellotape, along with other tools of the trade. Once
arrived at this point the goal appears only to exist out of a certain stretched out span of staged reality, which
in its arrogance doesn’t even leave the safety of the cupboard. Meanwhile, as it should be and often is,
shining from the top of the stairs is the true Light of Reality. So it would appear that the only useful point
of the exercise has been, that one with this Idea can begin the Retreat. To ascend the Staircase to Reality.



BEAUTY FARM: CORRESPONDING TO ESSENCE

Media in it’s strictest sense is a plural form of medium, as in
the medium of light, sound, painting, etc. It is the middle -
man, mediating in the physical connection between object and
subject. Inconspicuous and relatively unassuming in this role,
media nevertheless gives an accurate account for the form of
transmission.

Media in another sense has come to designate the sum total
of our present day news, entertainment and information
spreading apparatus, it’s own singular growth and the
increasingly important role it plays in each of our lives.
Although the tube forms the predominant example in most
homes, this does not mean that the media is television. Media
is more accurately the condition through which television, as
well as radio and the printed image and word exist. Tracing
the word media through it’s various senses, from it’s between
position between object and subject or between nature and
culture, we find in it a logarithmic advancement of
technological reproduction adding increasingly to culture till it
appears to substitute itself and replace culture as an entity in
it’s own right. Accordingly we can place media in two new
oppositions: media versus nature and media versus culture. A
strange case develops, a paradox: culture and nature are joined
together expressing a stand against media, echoed by
KLEEREBEZEM’s combination of individual refinement and
art sacré in a single oppositional force.

The nature/culture opposition, where the first term enjoyed
priority and the second term was an addition, something extra
or supplementary, which both helped and hurt the initial state,
has become one of the classic examples of supplementarity.
Within Derridian analysis the supplement marks both the
extra piece and the missing piece. Accordingly culture as an
addition to nature can be said to play a part in the ’'completion’
of nature. It is interesting to observe that while culture has
literally usurped the previously dominant role of nature, media
now threatens to usurp the role of culture. If, as DERRIDA
suggests, unsupplemented nature possesses no truth value for
us, there is no original unsupplemented nature - only a desire
for it or a myth creating it, then may we not follow through
with a corresponding notion concerning the ubiquitousness of
media: there is no pure and original culture, no culture
without the benefit of media.

What appears to be required is a way to think of media as it
functions in all it’s roles; it connects object to subject, it defines
particular formal disciplines (as indicated by KLEEREBEZEM)
in a double movement of restraint combined with an
elaborative licence, and it inscribes itself in as the pre-
condition of medianess: media as addition to culture, the play
of media in insuring the commencement of culture and the
corresponding inversion of the culture/media opposition in a
question whether culture ever really existed alone and
unsupplemented.

In order to grasp this it may prove useful to draw some
parallels between the condition of medianess and a seventeenth
century synonym the MENSTRUUM. The MENSTRUUM
prefigures the conceptions of origin and originality and, as
WORLIDGE in his Systematic Agriculture (1669) records, The
discovery and application of what may be this proper
menstruum wherein each seed most rejoyceth in..., it
prefigures the effects of both culture and media. The
MENSTRUUM is decidedly not a cause, no amount of
persuasion will convince it to capitalize itself as the Real or the
true Light, or allow itself to be seen as one of the Sources.
MENSTRUUM is not cloaked as a transcendental value, it
posseses no truth of it’s own, it’s worth is found in it’s
betweeness, it’s position is one of connecting and at the same
moment separating, as such it represents good ground but it is
visible only to us as a sign of the loss of fertility.
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