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CONSTANT DULLAART NAMED

WINNER OF 2015 PRIX NET ART

BY Alex Greenberger POSTED 11/17/15 4:23 PM

     

Yesterday, the Prix Net Art named its 2015
winner: Constant Dullaart, a Dutch artist known
for his conceptual work that deals with the way
software and technology sometimes seem to
perform on their own. Dullaart is the second
winner of the Prix Net Art, which is held in co-
operation with the Chronus Art Center, Rhizome,
and the Tsinhua University Art and Science
Media Lab. The jurors for this year’s prize were
journalist Josephine Bosma, Whitney curator
Chrissie Iles, and critic Domenico Quaranta. The
prize comes with a $10,000 award.

In the past, Dullaart has staged a number of
interventions using Internet-based mediums that
investigate the effects of image-processing
technology. Having organized projects in which
he ponders the death of the URL, and in which
art-world Instagram accounts get an even 100,000 followers through various purchases,
the young Dutch artist has gotten a lot of hype in the past few years for his attention-
grabbing work. Dullaart is represented in London by Carroll/Fletcher, in Paris by XPO
Gallery, and in Berlin by Future Gallery.

The Prix Net Art jurors also gave an award of distinction to the German collective Weise7,
made up of artists Julian Oliver, Gordan Savicic, Bengt Sjolen, Danja Vasiliev, and others.
Weise7 has become known less for producing objects than setting up experimental spaces
in which artists can become educated about networks and hacking. Through this secondary
prize, Weise7 has been awarded $5,000.
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Facebook 'fake army' launched by artist

By Zoe Kleinman
Technology reporter, BBC News

10 November 2015  Technology

A Dutch artist is compiling thousands of fake Facebook profiles, all named after soldiers who fought in
the US revolution in the 18th century.

Constant Dullaart's 'army', staffed via two volunteers, will be dispatched to add likes to various posts across the

social network.

He told the BBC that he wants to protest against what he calls the "quantification of social capital".

It is a violation of Facebook policy to create a fake account.

Facebook uses various techniques, including pattern recognition, to try to halt the spread of fake activity.

The artist admitted that he has not discussed his plans with the firm.

'Declaring war'

"It might be that Facebook will notice and will start to kill them off," he said.

"If I'm using the analogy of the soldiers - in that sense I feel like I did declare war on this idea that quantified

social capital represents quality."

Constant Dullaart intends to bring together artists, philosophers and critics to decide what his fake army should

do.

constant dullaart



	
	

	
	
	

"It will be interesting to have a commission deciding who deserves the extra social attention," he said.

He expects the project to last for up to two months but said he could not be sure about the life expectancy of his
invented troops.

"It is not my intention to run it as a business model... but [creating fake profiles] is an enormous industry that
deserves the attention."

He is basing the profiles on real members of the Hessian army from the late 1700s but declined to give the
names of those he has chosen.

There are currently around 1,000 of them on the site, but there could eventually be up to 20,000, he added.

Instagram equality

For a previous art project he purchased fake Instagram accounts and set them up to follow 30 real Instagram
users from the art world.

He was trying to give every account he chose 100,000 followers, he said.

One gallery owner complained to Instagram, which is owned by Facebook, that the influx of followers was
making it difficult to identify genuine collectors and enthusiasts.

"I wasn't trying to drown out his business," the artist said.

"I wanted to equalise a lot of artists to make them equally important."
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ease with which fake identities can be created online. He has enlisted people to open

Facebook accounts with the names of mercenary soldiers hired by Britain in the

American war of independence. He is literally creating a fake army of dead men.

“There are already enormous armies of fake accounts,” says Dullaart. “There’s a huge

market in selling YouTube views and every kind of social media engagement ... I get

frustrated when I see social media quoted as validation of a cultural practice.” Even

museums, he claims, use faked responses to enhance their reputations. The providers of

such services “make money by giving you big numbers. They generate random

behaviour so they look more real. And they’re all around.”

 Leader of the avant avant-garde … Frederick II of Hesse-Cassel, painted by Johann Heinrich Tischbein, liked by



	
	

	
	
	
	The integrity of all that happens online seems to be crumbling. Those reviews on

Amazon? A lot are fake, according to the online retailer, which is suing more than 1,000
people for their “false, misleading and inauthentic” reviews of books and other
commodities. Instagram? The myth has been blown wide open – with users queuing up
to reveal sadder realities behind their images using the
hashtag #socialmediaisnotrealife. Are these long overdue exposures just more internet
ephemera? Or could this be the beginning of the fall of social media?

We all know the online world is riddled with false identities; what Dullaart is saying is
that it is a mass market. The chatter of social media is a way of selling us stuff,
manipulated by hidden persuaders. His fake army on Facebook is there to test, as he
puts it, “how much you need to bypass identity checks”.

Dullaart’s volunteers created PVA – phone verified accounts – with the names of real,
but long dead, soldiers in the army of the lost state of Hesse-Cassel. In the 18th century,
when Germany was still a patchwork of small states, Frederick II of Hesse-Cassel hit on
a brilliant way of enriching his domain: he hired out this well-trained army to fight
other peoples’ wars. The Hessians, as they were known, were a regular army for hire.
Their most famous (in America, infamous) employment was on the British side against
the American revolution.

“The economy of the Hessian state got a big boost,” says Dullaart. The profits were used
in an Enlightenment campaign to improve society. It’s eerily appropriate that they have
now returned as a band of Facebook mercenaries, their identities marshalled in the
inauthentic, money-spinning world of social media.

“I see Facebook as a very American product, exporting a very American popularity
culture,” says Dullaart. The original Hessians fought in the US and have been
caricatured as brutal mercenaries, but in reality they “behaved honourably”, he says.
“They actually freed a lot of slaves.”

Dullaart.

The Possibility of an Army is at Schirn Kunsthalle museum in Frankfurt on 10
November.
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same  level  to  stimulate  a  utopian  image  of  a  shared  responsibility  for  equality  within  a
conscious  user  group,  as  a  mere  reminder  of  painful  racial,  financial  and  other  social
inequalities  so  much  harder  to  destroy.”

Dullaart  purchased  2.5  million  fake  followers  from  a  site  he  described  as
“buysocialmedia.com,”  through  eBay,  haggling  over  the  price  but  eventually  paying
$5,000  for  them,  $2,000  over  the  original  commission  sum.  Then  began  the  difficult
process  of  deciding  which  accounts  to  “equalize.”  There  were  certain  accounts  he  would
have  loved  to  bring  to  100,000  followers,  but  it  would  have  been  too  expensive  to  do  so.
Hans  Ulrich  Obrist,  as  it  happened,  was  already  fairly  close  to  100,000,  which  meant  he
hardly  needed  it  but,  Dullaart  said,  “If  I  hadn’t  included  Hans  Ulrich  Obrist,  there  would
be  this  single  art  kingpin  who  wouldn’t  be  included  in  this  equalization.”  And  Jeff  Koons
had  relatively  few  followers,  but  could  he  leave  out  Jeff  Koons?

The  process  will  continue  for  the  next  few  weeks.  Asked  if  he  was  worried  about  discussing
his  project  publicly,  and  thus  alerting  the  authorities  at  Facebook  (which  owns  Instagram),
Dullaart  said  he  didn’t  mind  if  he  was  somehow  shut  down.  “This  is  a  symbolic  gesture,”
he  said.  “It  exists  within  this  realm  of  the  poetic  gesture.”

For  his  next  project  he  hopes  to  clone  himself  via  Instagram  followers,  by  trying  to  find  a
way  to  incorporate  his  own  photos  into  the  kinds  of  bots  he’s  hired  for  this  current  project
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Constant  Dullaart

Future  Gallery  &  IMPORT  Projects

The  Dutch  artist  Constant  Dullaart  considers  contemporary
modes  of  ac ​cessing  information,  exploring  the  dynamics  of
reality  as  perceived  through  the  transparent  computer
screen.  Curated  and  installed  across  two  Berlin  spaces,
Future  Gallery  and  IMPORT  Projects,  along  with  online
components,  Dullaart’s  most  recent  project,  ‘Jennifer  in
Paradise’,  explored  the  Internet’s  opacity,  highlighting  the
extent  to  which  onscreen  data  is  manipulated  and  controlled,
enhanced  or  deformed.

The  web’s  potential  to  demarcate  a  wholly  democratic,
transparent  space  in  which  people  freely  operate  is,  arguably,
naively  Utopian.  It’s  a  timely  subject,  given  the  ongoing
Edward  Snowden  case.  Counter  to  its  promise  of  being  a
completely  open  platform,  the  Internet  is  not  only
monitored,  it’s  an  arena  in  which  information  is  filtered,
distorted  and,  most  cleverly  and  deceptively,  presented  as
unmediated  content.

The  show  at  Future  was  underpinned  by  Jennifer  in  Paradise
(all  works  2013),  a  low-­resolution  print  of  a  woman  reclining
on  a  beach  in  Bora  Bora.  Another  iteration  of  the  image  was
emblazoned  across  the  span  of  the  wall  at  IMPORT,
containing  an  encoded  message  within  its  giant  pixels.
Originally  taken  in  1987  by  John  Knoll,  the  co-­creator  of
Photoshop,  this  photograph  was  the  demonstration  image  for
the  programme’s  users  to  explore  and  test  the  software.  It
became  ubiquitous,  widely  distributed  and  repeatedly
manipulated  by  the  public.  Surprisingly,  though,  the  image  is
now  almost  extinct,  nearly  nowhere  to  be  found  online,  aside
from  low-­res  traces.  Restoring  the  image  here,  Dullaart  acted
as  archivist,  illuminating  the  genesis  of  image-­doctoring
while  nostalgically  suggesting  a  time  when  photography’s
authenticity  was  still  conceivable.  A  letter  to  ‘Jennifer’  from
the  artist  –  which  Dullaart  posted  on  Rhizome.org,  then
tweeted  to  the  muse  herself  –  almost  reads  like  a  love  letter,
if  not  to  Jennifer  herself  then  perhaps  to  a  past  space  in
which  reality  was  less  malleable:  ‘Sometimes,  when  I  am
anxious  about  the  future  of  our  surveilled,  computer-­
mediated  world  […]  I  imagine  myself  travelling  back  in  time
[…]  And  just  sit  there  with  you,  watching  the  tide  roll  away.’

In  both  exhibitions,  Dullaart  explored  the  relationship
between  virtual  reality  and  its  symbiotic  link  to  our  physical,
material  being.  At  Future,  YouTube  as  a  Sculpture

About  this  review

Published  on  17/11/13
By  Louisa  Elderton

Constant  Dullaart,  The  Death  of  the
URL,  2013,  installation  view  at
IMPORT  Projects

Back  to  the  main  site



 

(moulding)  is  a  monochromatic,  3D  version  of  the  Mac’s
rainbow  spinning  pinwheel.  Almost  indistinguishable  from
the  gallery’s  own  decorative  features,  the  work  playfully
reinterprets  this  familiar  icon;;  now  physically  manifest,  we
continue  to  wait  and  watch  the  form,  which  still  wastes  time
and  leads  to  nowhere.

A  new  body  of  glass  works  appeared  in  both  venues,  the
material  a  recurring  metaphor  for  our  computers’  myriad
windows  (Windows  software,  the  screen’s  glass,  the  Internet
as  a  window  to  the  world).  A  UV  print  on  glass,  Untitled
(Lascaux  Cows),  comprised  layers  of  graffiti-­like  marks  that
partially  reveal  cave  paintings  in  Lascaux.  Posing  questions
about  the  filtering  of  information  via  the  Internet  and  its
potential  to  obscure  rather  than  reveal  meaning,  the  imagery
for  the  piece  derives  from  Dullaart’s  2012  online  work
http://untitledinternet.com/,  in  which  the  viewer  is  directed
to  Google,  only  for  the  subsequent  pages  to  be  obscured  with
random  mottled  brushstrokes  that  shield  the  information.
Printed  onto  glass,  the  images  become  artefacts:  digital  filters
objectified.  

Works  such  as  those  from  the  group  ‘Thomas  Knoll,  series’
(2013)  were  both  sculptural  and  painterly,  employing  thick,
variously  patterned  glass  frames  that  visually  distorted
appropriated  photographs  by  John  Knoll’s  brother  and
Photoshop  co-­creator.  Colourful  images  of  snow  monkeys
and  soaring  bald  eagles  are  perceived  through  deceptively
dotted  or  swirled  walls  of  glass.  Even  the  creators  of
Photoshop  fall  victim  to  eventual  misrepresentation  –  the
politicized  effects  of  their  own  innovation.

In  the  context  of  Dullaart’s  broader  practice,  the  glass  pieces
felt  less  dynamic  and  affecting  than  his  performative  online
platforms  or  video  installations,  which  employ  cannily  subtle
references  to  non-­transparency.  One  such  work  is  the  dual-­
screen  projection  of  a  triple-­X  domain  functioning  in  real
time,  The  Death  of  the  URL,  which  hung  centrally  in  Import
Project’s  space.  Exploring  the  rise  of  the  keyword  search  and
subsequent  demise  of  the  URL,  a  generative  algorithm  finds
and  lists  browser  data  histories,  as  codes  of  http://xxxxxx  (…
and  so  on)  continually  appear.  Here,  the  URL  is  powerfully
presented  as  a  sentimental  cipher,  suggesting  a  freer  Internet
from  the  past,  where  software  companies  were  less  involved
in  mediating  our  search  habits.

Dullaart’s  combined  exhibition  and  online  project  illuminates
our  virtual  landscape,  whose  construction  moulds  an  illusory
sense  of  freedom.  These  windows  are,  in  fact,  semi-­
permeable.  Are  we  aware  enough?  With  more  people  looking
at  screens  on  a  daily  basis  than  at  paintings  or  out  of
windows  onto  the  physical  world,  ‘Jennifer  in  Paradise’
encouraged  a  timely  assessment  of  the  material  impact  of
virtual  control  mechanisms.

Louisa  Elderton
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The  Dutch  artist  Constant  Dullaart  maintains  a  small  collection  of  web  pages  -­-­  or  "readymades,"  as  he

calls  them  -­-­  united  by  their  common  status  as  empty  corners  of  the  Internet.    They  are  junkyards  of

sponsored  links,  error  messages,  and  domains  for  sale  that  no  one  wants  to  buy.  Dullaart  keeps  the  links  to

these  pages  in  one  place  with  Delicious,  a  Website  that  lets  registered  users  save  bookmarks  and  tag  them

with  keywords  for  easy  retrieval.  (Dullart  setsReadymades  apart  from  the  hundreds  of  links  saved  on  his
account  by  tagging  them  "readymade.")  Delicious  is  a  tool  designed  to  help  its  users  bring  order  to  their

online  experience;;  Dullaart'sReadymades  represent  a  punk  misappropriation  of  the  site  to  track  the  chaos
of  the  internet's  misfired  synapses.

Several  of  Dullaart's  Readymades  are  "link  dumps"  -­-­  domains  registered  with  the  purpose  of  aggregating
cheap  ads  rather  than  publishing  useful  content.  Some  of  the  services  offered  through  the  sponsored  links

may  be  tenuously  connected  to  the  search  terms  brought  the  user  there,  or  associated  with  the  words  in  the

URL.  For  instance,  www.baddomainname.com  includes  links  to  domain  registration  services  and,  less

explicably,  to  law  firms,  while  the  links  at  www.hopeless.org  suggest  suicide  prevention  counseling.

Dullaart's  selections  also  include  squatted  domains,  sites  bought  for  later

resale.  www.1nt3rn3t.com  and  www.theinternets.com  have  yet  to  find  takers.

Found  media  are  a  favorite  subject  of  Internet  artists,  who  often  evoke  the  anarchy  of  the  Web  by

sampling  oddities  from  its  less  traveled  paths.  Many  of  Dullaart's  peers  seek  out  specimens  of  "dirt  style,"

a  term  coined  by  artist  Cory  Arcangel  to  describe  media  that  look  naïve,  crude,  or  messy.    (An  early

project  in  this  vein  involving  the  selection  and  display  of  entire  sites  was  Alexei  Shulgin'sWWWArt
Awards,  1995-­1997,  which  the  Russian  artist  bestowed  on  "web  pages  that  were  created  not  as  works  of
art  but  gave  us  definite  ‘art'  feeling,"  i.e.  amateur  designs  whose  awkward  juxtapositions  yielded  uncanny

effects.)  Dullaart's  Readymades,  however,  demonstrate  his  interest  in  what  might  be  called  "default"  style
-­  the  bland  tables  of  sans  serif  text  and  soulless  stock  photography  that  frame  ads  for  some  of  the  most

common  search  terms  (auto  insurance,  cheap  airline  tickets,  pornography),  baring  the  underbelly  of  the

internet's  popular  use.

But  Dullaart¹s  Readymades  are  more  than  a  formalist  exploration  of  the  Internet  at  its  most  banal.  They
are  also  a  study  in  the  relationship  of  the  index  to  its  referent,  an  issue  that  Rosalind  Krauss  connected  to

the  readymade  in  her  1976  essay  "Notes  on  the  Index,  Part  1."  Krauss  defines  indices  as  "the  traces  of  a

particular  cause,  and  that  cause  is  the  thing  to  which  they  refer,  the  object  they  signify."  She  offers

footprints  and  shadows  as  examples;;  the  domain  name  would  be  an  analogy  to  such  indices  in  the  internet,

since  it  marks  the  online  location  of  the  site  that  appears  in  the  browser  window  below.  In  Readymades,
Dullaart  has  selected  sites  where  the  URL's  content  occupies  the  position  of  the  referent,  rather  than

serving  as  a  place  marker.  They  are  domains  that  someone  has  staked  out  as  an  empty  lot,  or  that  generate

a  metonymic  web  of  sponsored  links.  His  Readymades  are  sites  where  footprints  come  before  the  feet.  

Brian Droitcour, ‘Constant Dullaart Re-codes the Readymade’, Art in America,  4 
March 2009 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 



 
 

 

The  Dutch  artist  Constant  Dullaart  maintains  a  small  collection  of  web  pages  -­-­  or  "readymades,"  as  he

calls  them  -­-­  united  by  their  common  status  as  empty  corners  of  the  Internet.    They  are  junkyards  of

sponsored  links,  error  messages,  and  domains  for  sale  that  no  one  wants  to  buy.  Dullaart  keeps  the  links  to

these  pages  in  one  place  with  Delicious,  a  Website  that  lets  registered  users  save  bookmarks  and  tag  them

with  keywords  for  easy  retrieval.  (Dullart  setsReadymades  apart  from  the  hundreds  of  links  saved  on  his
account  by  tagging  them  "readymade.")  Delicious  is  a  tool  designed  to  help  its  users  bring  order  to  their

online  experience;;  Dullaart'sReadymades  represent  a  punk  misappropriation  of  the  site  to  track  the  chaos
of  the  internet's  misfired  synapses.

Several  of  Dullaart's  Readymades  are  "link  dumps"  -­-­  domains  registered  with  the  purpose  of  aggregating
cheap  ads  rather  than  publishing  useful  content.  Some  of  the  services  offered  through  the  sponsored  links

may  be  tenuously  connected  to  the  search  terms  brought  the  user  there,  or  associated  with  the  words  in  the

URL.  For  instance,  www.baddomainname.com  includes  links  to  domain  registration  services  and,  less

explicably,  to  law  firms,  while  the  links  at  www.hopeless.org  suggest  suicide  prevention  counseling.

Dullaart's  selections  also  include  squatted  domains,  sites  bought  for  later

resale.  www.1nt3rn3t.com  and  www.theinternets.com  have  yet  to  find  takers.

Found  media  are  a  favorite  subject  of  Internet  artists,  who  often  evoke  the  anarchy  of  the  Web  by

sampling  oddities  from  its  less  traveled  paths.  Many  of  Dullaart's  peers  seek  out  specimens  of  "dirt  style,"

a  term  coined  by  artist  Cory  Arcangel  to  describe  media  that  look  naïve,  crude,  or  messy.    (An  early

project  in  this  vein  involving  the  selection  and  display  of  entire  sites  was  Alexei  Shulgin'sWWWArt
Awards,  1995-­1997,  which  the  Russian  artist  bestowed  on  "web  pages  that  were  created  not  as  works  of
art  but  gave  us  definite  ‘art'  feeling,"  i.e.  amateur  designs  whose  awkward  juxtapositions  yielded  uncanny

effects.)  Dullaart's  Readymades,  however,  demonstrate  his  interest  in  what  might  be  called  "default"  style
-­  the  bland  tables  of  sans  serif  text  and  soulless  stock  photography  that  frame  ads  for  some  of  the  most

common  search  terms  (auto  insurance,  cheap  airline  tickets,  pornography),  baring  the  underbelly  of  the

internet's  popular  use.

But  Dullaart¹s  Readymades  are  more  than  a  formalist  exploration  of  the  Internet  at  its  most  banal.  They
are  also  a  study  in  the  relationship  of  the  index  to  its  referent,  an  issue  that  Rosalind  Krauss  connected  to

the  readymade  in  her  1976  essay  "Notes  on  the  Index,  Part  1."  Krauss  defines  indices  as  "the  traces  of  a

particular  cause,  and  that  cause  is  the  thing  to  which  they  refer,  the  object  they  signify."  She  offers

footprints  and  shadows  as  examples;;  the  domain  name  would  be  an  analogy  to  such  indices  in  the  internet,

since  it  marks  the  online  location  of  the  site  that  appears  in  the  browser  window  below.  In  Readymades,
Dullaart  has  selected  sites  where  the  URL's  content  occupies  the  position  of  the  referent,  rather  than

serving  as  a  place  marker.  They  are  domains  that  someone  has  staked  out  as  an  empty  lot,  or  that  generate

a  metonymic  web  of  sponsored  links.  His  Readymades  are  sites  where  footprints  come  before  the  feet.  

In  his  Readymades  Dullaart  turns  Delicious  into  a  means  of  display,  as  many  artists  have  done  with  other

social  media,  including  blogging  platforms  and  Flickr,  the  photo  sharing  site.  It's  an  exceptional  use  of  the

service;;  like  his  internet-­savvy  colleagues,  Dullaart  primarily  uses  Delicious  to  accumulate  sources  of

inspiration.  "Contemporary  Semantics  Beta,"  an  exhibition  that  he  has  organized  at  Arti  et  Amicitae

gallery  in  Amsterdam,  presents  Delicious  as  a  studio  and  sketchpad.  It  features  artists  whom  Dullaart  met

by  sharing  links  on  the  bookmarking  site,  and  his  curatorial  strategy  of  installing  works  alongside  the

images  that  served  as  the  impetus  for  their  creation  is  meant  to  reflect  the  way  that  Delicious  makes  an

artist's  interests  visible  and  public.  Like  Readymades,  "Contemporary  Semantics  Beta"  establishes

Dullaart  as  a  persistent  investigator  of  new  modes  of  constructing  and  relating  meaning  brought  about  by

the  Internet.


