MAFIL - FE2H %
AL = A H M AL



MESEHERAED: 55+, EREE
R - A

1957548, itEEEEESMNRETRNER ZARBRB AR T —REH BHEITHY
FIEM. thEREEEMZ ARREBOINRBRLEINLCERNSMEE, FigET
—FpEIRZ A DA SARER T S, TUERA - BREREAARETSTLER
KIXIMER IOz BHI—FREEZR” (Duchamp, 1957) « HEGOIET AIRR T—
FhOEMKRRE  BEEARARELMERNIRHEIN—FY “Eh. BE. BB BE
MFE" NES, AR UsE T ZARERMESSITIRERNANE, HE T ZARE(ERNH
Tt ARt EEENNEEFEZE L AZ KRB EERES. fhigd: “-----BlfETH
TUXRHZARRNAMEZIN; WERZEEERSINBHRNAT, 2HITEESR
HAERRE—WE, A AEHETARBTETECHT—HHE. " S “XE&E
S ERAEFFERMEARBSHZARERNHEMRR" , BAMNE AIERHN
BESEANTHEHES (Duchamp, 1957) « —HERBBNRBEHMERIE. @BHNTE,
HE A ERANEH PR ZIMIARE T IXFR A, il “—BIERREEEHRETE
BIAS IRERASRSTE A IXEABERERTE, MTfEZEE” (Duchamp, 1956) »

EAREEH, WEEAEFMEI T 2EBNRESERENHEUR, B
MZEEEN—5, BN EMENTSRASHSZ BRXR. RERAHENR
RIS B sh SN AR R TR 2 AR R EAERM RS T, R
2014 FE R EIL TS AENEBER EMNENSEEER GRERIBEEDY (2013).

ERSCIR BRI B <BMEFT Y —30, ELOAIMA NI AREE . B, it
HFEZARRERENMERN—E" (mediumistic being) , FEEEF “HN" Httbir
(Duchamp,1957). iXATLAMBEINSE E X I AEEERE, AEBBERERIHROR R
RISES; MATAMB— P ARERES, 2 ARMEHER—MESNGEEHE, 1
LTFURARAREMBES . AT BEAREIHAXE, BHNERREEENS I m
LT ARGEAGUE E AX Z R 2 —RIRW, B ERXPBEEEIX—ER. 2K,
HEAFIEHIEES—EEFAFOECRTIEN - ShEREHEHE R T AT
HERETEENIRE, RS TUEHEI R AEMNZ REX, BFEATEN. T8
BEZEE (Ams, 2004) « X—BEMNH L RRZ “MEEERIRISEHE, MR EKRE
F8125” (Ams, 2004) -

BEELRANMEAREZRIEBRE - FRARENIA S, IR EXIERES SRR
B SRET B MEIRERERNSES, AEEBE T WEXNTMEMZE LR
HE S RIS T E12 B EREE (<The Painter of Modern Life» , 1859) - BE &
R, R RERN NS RNN T SEMEXE, A BT Sz AEER N, 7
PUEAM S Z B SRR . FEX DM, MEMRTEXEZMNAE, thiFEERE
N5,

X—5&REXMEANELET S —MEFERNEXEL—HERE - XA5M
KFFAITESY («Opera Apertay , ¥IF8EF19584F, 1962F HihR, 1989 F FIFM HAR) o

SAXEE R ETESEORIR (Fluxus) MEBINEMS, ENMSAER, HEHZ
RIEBHFFHURTS . R ERRIE ST RARBRIFIEPIRERSERZ AR EH
ERI5 5 (Robey, 1989) » FE20HZ250F ALK E R (Aleatory music) FREH, FlinF
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RIBRR - HEFETRE % (Karlheinz Stockhausen) HI «B+—e$NEEMY (<KlavierstlickXI» ),
AR B FRrmE A kM, BRI R EEFEN S X E—— R XS ER B BRI
FRAEZBITREMEINGIE (Eco, 1989) . SHAZTRMIF, XS RNEHR
“BWETHEH. HEAMER, FETERTEABRAIFRX” (Eco,1989) o X EMEMBUR
FREZENVIR, BEMERTEZA. NHER, 5 E/E LA AR R B ITIHERIEHE.
EUAMPESENEES, HEERERHEXE, MNFEERERAERE (Eco, 1989) «
2 KRER” (ERMNEERSABEENERMUT—F “BETR”, MIEKM. AL,
SHE ZARBNARMEERERITNEENESER LHTTBRER, MXIEIHFIE
288 (Eco, 1989; Holling, 2013) .

AW EMNENERE, <FHMNERY TRET S —MHEXHNFBRE—M
ESERAEMSMNARME. BHRIARZAREHN ‘WigE” MEPARBEL %, (EHEN
MR R MiXFhR N 2HESRIXXEES. ML BFMRLEREER. 7, X
R BXTME GE 5 50 EME A E X (Almenberg, 2010) - HR#EfthAIIRIL,
ZARABABEESEIVINRNAE T #EBSIEEIME. XEFERIETHHEMNIE,
‘BEATUE, ANt EXFEELR TR BERSZ - BENEROE—%, R
ERBEANR. ERERNESE R TENEILH, EREERE, EEER IE
HZHY,1967) -

EX—MREF— PR FEEEXHNERREBRAPBR THREA—KEUR  BTH
XEEEZMTAY (1969) #, BEEERIZRR DA “MEEF KRN . R, 18
BRI EEIENABRRE X FIERIREMEHN—I2, BAFR—ERBIIEN—
. BIFIAR, AEMESHN —BIERPMREST X, BTREKGSEESHE
EHBUAH REM R MEXERHMARE . EEFHEES | AMIER, Mgkt
E—RFS | BABIRERNF R, EEREEREBURT IS, BTSN A EFTIER
HRPUESHE XA ZREHEITERM. NI—3K, EEAEX EXFAERRNEER
HEEESRES AT BRNEZHEM T B (Barthes, 1967) . BH, WERER
- MR, BB VIFBEREERBEELRNMEAEM SRR &S I5REk
(Dutton, 2003) « EBIFWMARTER = £-RAER BB WA B H A FF, HHIA AR REW AR
BEAEN (RUAREEN) B HRMEESRETEEARE . A TRIEMAIES, thiRET
— P REHRFEARNMREE. BASARIMMAARMELL, RiFENELITANEXTH#
BHARFTD

BRTHEN ERECEILRIN, EEE—EAENTENMENX—XEHRRE. EE
—RASABREHER. BREREZARAH - 915, 2tMEETHBERNBRAE R
ESMEA, WABRFEEEZARPNIZAFETERE . REEMEMIAEEZIENN
SBZE, YIEEMSOFREMENKSVIMBE S, I BEEMEEY (1951, 1290KE
Hl, 24LDREE) , MEKREHTAMAERHE S HIREFX—ESNELk
(Daniels, 2008) - @I XN HNZTFRIERIES (AR AR E XXX E X) BB RFLE,
BEHSEMTO0FERHNZAER, MBLZR, ITAZARMKEZ AN XLZAEAFIR
BUENRHRS S5hEEERN, RLBHTIERFESNER .

AEEHRBENZBEBR—T—PMERNES: SIRMA ‘BB ? FFERFHEY
¥ BER) REBEAMBRREXA ‘BTFEMNAHLFENRE, ENER1TEIFHF
MEFE” . ME] XHESGERLAEMHE T EY kB g &EEMEREZE
FWEEER, WEENHMARTRRENRN. XTEXBELZHEXLRELTH
ETRENEEUARZRERBENEEMAELPEHRNENMEESE. Ak, EENX



—REBEBFNEBREERELHAENLSSR, REHEESREIENASHTISHNE
X & (interactivity) -

4, @) FEEZOAEEES ‘Gl NR? ERIANENEERNARRAER
BERIMHR? AT FREEISERHEN N B IR— L2 EEEEMN, $5—
LN 2R BIRNER. BNEAELRYIX  DiEETHE S FEEHEENES
WiIRIET. g “BEhE” BT NNEEE, DULITHE “HiRER244” (2002: 66) -
DBETFER, BB RDSCERER N BER R AL FNEES, 2UEEE
i, EAX IR E AR ERAREEA REE1T. EILhIA AR MR - B R
FRERREEXMN. B IZHEERRARBNERNMETFUX S, RIBEA “FH =k “Hin”
RS ER(TAN L. SESEHEEMRIL, ANETEENEN EESEIR, MDEHETHT
B, FTIWERPAMMAEIRKEERER" (Manovich, 2002: 71) « AJRE R AT EE
RIRTRRME, I E—EeroRIE, W0 “ERRE” « “BEIEXR" , FEABEEZUTEM
EFEICHRE, MREEEEE X M E X 60FERBRR BEZERFITAERZ
BB, AN, XERFH RS AEMEEREM (K) MANTREYSIERMN. W
BEAREBICRBERE - HMERES, B2 AREUERERZSRE, XA EZ ARG
B15E)E A (Huhtamo, 1995) « FrA, EFIZRBEHIAMERIEE S R IR S 4
BFE, MARZARSPNEZELR, BARZRLXFm N TURERR G EATHE
E. MBRRRIARERE, BATUES AR /REZEHA— MRS B IR 7 R IR fRIXFh
Sk 20 E60FR, AW EEA—MEREMSE, BB IS ESTANTF
Bz— (SX&E “intermedia” , 70MB80FRAEBEHFEHILR) ; RMEITIOFR, HHEHK
BRI HEMAFERN—FEI/ (Daniels, 2008) « R AEIOFER, HEE T Bk W
RN, AR BEML, BMERMESAEEES AL, UNEEMNIE
RN R BE TS E R,

MEEXN ‘B MEXFE—SEE, — M FNEBEEIT: ZAREME (artwork)
AMERDEFH “QUETRE” (work) , MEMER Z LIBEBH “CIFETTE" , fE
BWEMR “BF ? WRALL, XF CER) XAERRKTLARE? HEEMMENREE,
HFRBEEREIRZARESRNTAATROMEEE. FMZAREBRREGH -7
BERATR, BEIMEFIET MBS (1998). RN, EhMHE, RETHEEX
JE (intersubjectivity) MEEN. ENBEARE ‘NEMNELEE, O TAREHZRIK
R E S (RITE) - BEfIRE A=, BRNtLZEM, 52, EERNET. ¥
fERmBRNZERERAZENH, FERA—NTRNZE, BB THRENXNIE
(Bourriaud, 1998) - FIA A, XA - MEEMNIESRR L TEX TR T E R

HEENERTHNENMEREEEENER R SEEXRNEBENRAEMER, £
MEENELT, BAT24ENMN. EFUINTR (XMEREREEBEEFT
LBRAREMEFRZN ‘2AREAYK"), MEARDEEANENME LHEW. ERE
RIFABEMTFF OHRET, EENELSTRENER R — . MELE
B, XKRITHEMBEEMA T IHNREASAXENTERED, XEUEHE
A, MEN—1ESEFEECHERNER, BFENETERIMERN. EREMEE
I, ENARE—FOEER. IRRRBEGZENEMETIESR, StefE, &t
RIFR Fr, WAZRTERHFA G« T2 20 A AR A0 AR DA Rt B9 1 S 38 LB RO B AR R B R §F &0 R
EFHPE RN ERPFESNEFENAY—BHBER. BEUR LRI
H, BNTEMPIHE, MESTHEZHESEATMINHRE. EHNBFREH
BXMEEES, BRE T ENFE. ENRBNRE. EILRSEERENREE,
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B REFIHBENERMBEAND LRSS, 55— T0 gL =B F=4£ 7 505
HIXStE. EHENS—IRTE, #N2E3RB L0 HENERRSER . EH—ER
MR X EIR B AIEHSE RN, ERERZRET TR RENEEL R ML
AEBMEE, BRMAE X R E SRR RS E.

MIXEBFR, HZAREERBAFTL - FE T RINZRREERE INESER
TMEMERIEIBORGE, EE 2RSS 5MERE. XSS BRI E—Efm. £ T
—PETH, WEEBD —ERENTENMEE —— R F R CE RN A RHEE MR
FEH L. MEAUNETBNLEF LHBEFREG, EE— 1 ERE. &5
K. BARLIERTNESZHEEURIN—LUSAFIREER, MESUE RIS
H—NFHNNAR EEMITECHRE, BMEEERATXIMERNE_(EE. X
NEERZHIANERGEN ‘G4, ERNEMNIRITENEEHAX—RBTZHS
MABRWAIENGE— FIHTETH 5N “Eam” M ‘R’ ) .

BR RREFTNESMHENEANIE, BRNTEERTZRIT BEER
B9 “TREE” (fool being) Eit, LFX BT EMS L E BN ZE REMAREILH
B MBS, SSERRIAS, AT ANTARSIEANZE T e B ESS
ETANAR, FREHN —EARMFRRTEENT. TENGEEEARGEENARE
R EBEHERRT (Heidegger, 1962; Bold, 2011) »

T, BERRE—SXAT “WAEF" (present-at-hand, & E 3 Vorhanden
heit) W TAF “EF” (ready-to-hand, fEiFExZuhandenheit) TR . —BfEfHE
AETIE, MERTNEFEANEMIIMNMIEE, TERERT “UREF FURE, ™
TEBEPAMAERER. A, REETRR “JEEF” (unreadiness-to-hand) IRZSEI
KB (HEEMEAIEEE TERNRE), ENFEESSBIER, EFSIRARNER.
FMEERGEE - HNERRFR, BYNIEEEEESRTEATEFENRYX (1999) .
RS 5RBENXBEESNNEE YRR T X—S (XERRSSENES “H-
B AN AR ERBTERET, UE NSRRI RBERNERNF, B2ETF
P25 NEEERER, LR EHBEZNAD, mEsFRdH—EEE, A
BMEERLE, RE—STTRERR) . L, BETENENX, BIPSEYEBENR
H5 “REiEF" TEMN “EF RES. Bk, BYEBTEEEEEMENETNIZ
BF “EF" uls, 5 “FEF WR, BAERENEHT, MXIENESNE, B8
B MG SHEIBET .

XEFRMESTENS®E: 8, WERE, RETEE “ELF REH, 74K
FIXBIEMRIMER (EXBE2REERGOIEEEBNEMEERRY) ; 2k, B4
IEAMTAERIEYR “ERER” 1, BEANEMIRGEREZIERNT. TaiHIE4HE
HT “EF RS, BAE—EHAN “LE.

fERREE, AR EBN T ENEWBEY EEIMARNES S, RETHENREESE
B2 B &RENGESH. BTEENENSSTRESH, BBRABULEE. BRTES
FIILKZARRIBEER, FETEZZ2HARIVR ‘TR, EEZBRIIWEE “Hl”
K. EXPHEBERT, EFEENIAENEREER, AAXRKIEREFEZR
TREBNEXEERN I 5, EE—RINE, (ERTBIREFET=4 R Lizz
L R ARBE AW RIS XERETERUEEN N EEHEA RIS
RIERNREETEZ L.

fERgEE, HRINA, BEEMENMENESS THERINAEMHEN M. —5
H, EMETAEREZSSNT BEMNES LNEE, AAXMERNTREB TS



—MENEFE. S E5NRE (MXTAREMS, ENUEEEXNHE. FEEMNER™
AEMERNLYK, BRNEENY RECE. KE KEHNESE  RIVREFRHSLER
ML BESHNYR) . Z—T7H, EMETUENFE, UERRIEBHHE LER
KENRERGED, FRAEAXNERZARGNEZN -T2 FURTR, BB |LT
ZiERERE AR AZRNER. ERENEA L, RENGZESESMHAEHA
ROELRE £ RELHSREY, i A RIE B R DUE R WLE VLR A2 Fh S B i % i i A
N. AESHNEEL, WENEBEYRERENRI S REIFGER T
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From Social to Technological Interactivity:
Delegating the Act, Translating the Object

Hanna Hélling

In his lecture titled The Creative Act, given in April 1957 at the convention of the American
Federation of Arts in Houston, Texas, Marcel Duchamp declares that no work of art can
disclose precisely what its creator had in mind. He points to what he calls “the personal ‘art
coefficient,”” which “is like an arithmetical relation between the unexpressed but intended
and the unintentionally expressed.” Describing the act of creation as a “chain of subjective
relations” and the artist’s struggle toward the realization as “a series of efforts, pains,
satisfactions refusals, decisions” Duchamp not only points toward the gap between the
artistic intention and its realization, demystifying the unequivocality of artistic creation, but
also assigns great importance to the spectator’s ability to determine the work on the aes-
thetic scale. He posits that “the creative act is not performed by the artist alone; the spec-
tator brings the work in contact with the external world by deciphering and interpreting its
inner qualifications and thus adds his contribution to the creative act.” Duchamp maintains
that “this becomes even more obvious when posterity gives a final verdict and sometimes
rehabilitates forgotten artists,” endowing the act of performance with a potential for historic
validation (Duchamp 1957). The necessity for a work of art to be read, interpreted and
completed by the viewer is radicalized even further in one of Duchamp’s earlier letters, in
which he states that “a work is made entirely by those who look at it and read it and who
make it survive by their accolades or even their condemnation” (Duchamp 1956).

In this short essay | strive to recover some of the multiple contexts of interactivity that
originate from the history of our engagement with the interpretation of written, painted and
performed media. | also discuss the ways in which interactivity is involved in the relationship
between the human and the machine. Finally, | attempt to identify how the concepts of
interactivity might be applied to the interpretation of the oeuvre of the Swiss photographer
and artist Hannes Schmid, with a special emphasis on his interactive multimedia project
MOMENTOUS, shown at the Beijing Today Art Museum in the summer of 2014.

Duchamp’s aforementioned Creative Act appeals from at least two perspectives. First,
Duchamp asserts a “mediumistic being” of an artist, putting him in the position of a
“medium” (Duchamp 1957). This could be interpreted both in the light of the surrealists’
experiments with the telepathic abilities of a person involved in paranormal activities, but
it could also be seen from the point of view of an artist’s role as a transmitter of a message,
a role roughly reassembling that of technology-based media. Without risking pure specu-
lation, it presently suffices to mention that the parameter of interactivity is one of the
aspects widely discussed in the realm of new and technology-based media. | shall return
to this issue at a later point. Second, Duchamp’s statement is not entirely new—the poet
and critic Stéphane Mallarmé already noted the openness of a work of literature in the act
of reading, asserting the notion of process-based art that would encompass aleatoric and
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