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As we spend more and more time in our daily lives with
computers, websites, cell phones, television screens, and

handheld devices, it is important to shed some light on F
how the rise of these technologies impacts our place in
the world—and how it can offer new possibilities for the
creation and experience of art. Window | Interface is the
second in the Kemper Art Museum’s Screen Arts and New
Media Aesthetics series of exhibitions that are designed to

stimulate discussion about such issues.

This guide is designed as a companion to the exhibition
Window | Interface. By including a more in-depth look at
selected artworks in each section of this exhibition, this
guide is intended to provide an opportunity to expand
explorations of Window | Interface and help make connec-
tions with new media art. The guide also presents a series
of educational programs beginning this fall at the Kemper
Art Museum that are designed to teach visitors more about
new media art. These programs will examine the nature of
artworks that respond to the increasing significance of tech-
nology in our daily lives, and how these “new media” works
can help us to experience “old media” art in new ways.

L k m .

Over the last several decades, we have come to live in

a culture dominated by electronic windows and inter-
faces. Think of our computer monitors, high-definition
television screens, cell phone displays, and digital
cameras’ tiny viewing windows. Think of the electronic
monitors scattered across our cityscapes, airports, and
transportation systems. These screens serve as bound-
aries and points of contact between computers and their
human users, between data and perception, between
the physical and the virtual.

Focusing on artworks from the 1960s to the present,
Window | Interface explores the role of windows,
screens, and interfaces in shaping our perception of
and encounter with the world around us. This exhi-
bition also highlights how our senses and aesthetic
experiences are deeply interrelated. The first section
of the exhibition, “Window,” brings together works of

art that expand the function of the window and ques-
tion its limitations as a mechanism for framing sight.
The second section, “Interface,” examines a range of
multimedia installations, videos, and photographs.
Representing different types of interfaces, many of these
works ask us to explore the role of all of our senses in
the aesthetic experience.

The artworks in this exhibition encourage us to rethink
what it means to relate to and experience the world,

not just through sight, but through touch, hearing, and
movement as well. Window | Interface thus invites us to
think about how the window, the electronic screen, and
the digital interface underscore the embodied character
of human perception. It also asks us to consider how
contemporary art engages the viewer in how we see and
relate to our immediate environment.
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THOUGH WINDOWS COME IN ALL
SHAPES AND SIZES, THEeIr SHAreo
FUNCTION IS THAT OF PIMOVIDING,
TO PUT IT SIMPLY, SOME KIND

OF HOLE IN SOME KIND OF WALL.
WINDOWS CONNELCT DISSIMILAM
SPACES BUT NO WINDOW CAN Bvenr
FULFILL ITS TASK WITHOUT ALSO
SEPAMATING WHAT IT BrINGS
INTO CONTALCT. NO HOLE CAN DO
WITHOUT ITS WALL.
-LUTZ KOEPNICK, CUrArornr

Windows are frames that enable—yet
often also disable—contact between
interior and exterior, between private
and public spaces, and between us and
the world. The Renaissance relied on
the metaphor of the window to anchor
central perspective and define the
nature of the image. For hundreds of
years, images have been understood as
acting like transparent windows onto
the world with the viewer placed in the
position of distant observer.

Recently, artists have questioned the
window as a mechanism for controlling
sight. Rather than providing a neatly
framed view, windows function as loca-
tions of unstable, unpredictable, and
multisensory encounters. The works
displayed in this section of Window |
Interface bring attention to the limi-
tations of pure vision through their
different uses of windows. Overall, these
artistic projects further complicate the
traditional notion of the window and
expand what we might call a window
today.
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DAVID HILLIAMD
Home, Office, Day, Evening (2006)

In his multipaneled photographs, David Hilliard creates complex
sets of images that allow the viewer to take in multiple perspectives
and moments in time. Through his framing and use of focus, our
attention is drawn across the images to details that would have
otherwise gone completely unnoticed—such as a girl’s hand or a
small makeup mirror in Home, Office, Day, Evening.

In addition, Hilliard leaves a small gap between the individual
panels, emphasizing the possibility that these scenes may not have
been captured at the same instant or from the same viewpoint.
Each panel segment could have been made seconds, minutes, or
days apart. We see multiple sides of the room, discontinuous
spaces, and varying perspectives. The inclusion of mirrors and
reflections further complicates and fragments our view into the
spaces of these images. It is through assembling these parts that
we attempt to draw relationships and decode bits of the story, yet
these relationships seem to shift as we continue to explore the
photographs.

FOIM YEAMS | HAVE BEEN ACTIVELY
DOCUMENTING MY LIFE AND THE LIVES OF
THOSE AMOUND ME, 'ECOMDING BUEBNTS
AND ATTEMPTING TO CMEATE OMDEN IN A
SOMBTIMES CHAOTIC WOrLD. WHILE MY
PHOTOGIMAPHS FOCUS ON THE PEIMSONAL,
THE FAMILIAM AND THE SIMPLY OMDINAMY,
THE WOrK STrIKEs A BALANCE BETWEEN
AUTOBIOGIAPHY AND FICTION.

-David Hilliard



JBFF WALL
Blind Window No. 2, 2000

DAVID HILLIAMD
Home, Office,

Day, Evening,

2006

JEBFF WALL
Blind Window Series (2000)

For his Blind Window series, Jeff Wall created a series of
photographs that show barricaded windows of what appear
to be parts of abandoned buildings. Instead of highlighting
the decayed character of these places, Wall draws attention
to the visual characteristics of concrete, metallic, and wooden
surfaces. The contrast of structures, textures, and colors
emphasizes the windows’ physical properties and abstract
beauty. Yet, Wall ultimately presents us with nonfunctional,
“blind” windows that block our view and disable perception.
Over the past three decades, Wall has displayed his work
as large photographic transparencies mounted on top of light
boxes—a technique borrowed from urban advertising. As in
his Blind Window series, the vivid illumination of the image
makes us feel as though we are watching a plasma screen
television, opening up the notion of the window to evoke
different types of screens that we experience in our daily lives.

THE WINDOWS AME—SO THE TITLE WOoUuLD
HAVEB US THINK—BLIND, I.E. WE CAN’'T
SEE THEM ANY MOre or see THroucH
THEM ANY MOre.... WHAT MEMOINIBES Are
HIDDEN IN THE HOUSE? WHO WEere THe
PEOPLE WHO VISITED IT, LIVED THEIre
or WOorkeo THEere, BUILT IT O SHUT IT
UP FrOM INSIDE? AN ACT OF SHUTTING
UP—OF WHATBVEI KIND—ALWAYS PFrOMPTS
HUBSTIONS, QUESTIONS OF WHY, WHO AND
AGAINST WHO.
- Rolf Lauter, Jeff Wall: Figures & Places
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What we call interfaces today are
essentially updated versions of the
window. In contrast to the conven-
tional window that frames our view,
contemporary screen culture offers a
multisensory experience—engaging
moving images, body movement,

and at times touch and sound. This
section of Window | Interface presents
artworks that explore the artistic
uses and historical dimensions of our
contemporary screen culture.

Throughout this section, artists have
transformed windows into interfaces
that facilitate bodily encounters

and continue to call attention to the
restrictions and complications of
framed sight. The range of video works
and multimedia installations allows
us to think of ourselves as mobile and
performing spectators as we respond
to continuously changing images and
even alter them by moving our bodies
or interacting with the work.

WHAT EXACTLY IS AN INTEI'FACE
ANYWAY? IN ITS SIMPLEST SENSE,
THE WOro NerFers 1o SOFTwAre
THAT SHAPES THE INTEMACTION
BETWEEN USEM AND COMPUTE.
THE INTEMFACE SEMVES ASA
KIND OF TPANSLATON, MEDIATING
BETWEEN THE TWO PAITIES,
MAKING ONE SENSIBLE TO THE
OTHEer.

=5TEVEN JOHNSON,

INTENFRCE CULTUMNE
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PETENM CAMPUS
Prototype for Interface, 1972
(installation view)

PETEIM CAMPUS
Prototype for Interface (1972)

As we approach Peter Campus’s installation Prototype for Interface,
we are confronted with both a reflected image and a projected
video image of our own bodies, cast side-by-side on a transparent
glass screen. As we move side to side to overlap and unite both
images, the result is unsuccessful, producing a split and unsettling
doubling of our image.

Similar to Olafur Eliasson’s Seeing Yourself Seeing, this
installation encourages us to consider the role of our bodies in
our process of seeing. Campus’s glass screen questions what we
normally understand as the given boundaries of bodily existence.
His work draws us to think of our bodies as images themselves,
and as parts of the image space that surrounds us. Activated by
and totally dependent on the viewer’s participation, the work
enables us to experience the role of our body as the primary
medium of perception.

PETEIM CAMPUS HAS SAID THAT HIS “©UreKn”
MOMENT CAME WHILE WATCHING THE FIMST
AOPOLLO MOON LANDING IN 18689. F'om

A BEACH COTTAGE IN NEW €NGLAND THE
APTIST EXPEMIENCED THE DISLOCATION
GENEIrATED BY SIMULTANEOUSLY
WITNESSING THE FAMILIAM SUN-DAPPLED
OCEAN SCENE BEFOMeE HIM AND THE OTHEM-
WOrLDLY EVENT UNFOLDING IN BLACK AND
WHITE ON HIS TV. BOTH WENe UNDENIABLY
MeAL, BOTH WENe OCCUrrING AT THE SAME
MOMENT, YET EACH APPEAMED TO NEGATE
THE PPrIMACY O PLAUSIBILITY OF THE
OTHE.

-James Trainor, frieze



OLAFUrM eLIASSON
Seeing Yourself Seeing (2001)

Suspended from the ceiling as we enter the first gallery of this
exhibition, Olafur Eliasson’s Seeing Yourself Seeing is comprised of a
one-meter square lattice of vertical strips of mirror tape alternating
with transparent spaces in the glass surface. Upon approaching this
work, we simultaneously see the reflection of ourselves and the space
around us as well as the gallery space behind the work visible through
the transparent spaces of the lattice.

As viewers of this window-like frame, we are recast as active
participants in the work, creating a kind of fragmented image that
shifts and changes with our every movement. You look at this small
glass surface, and you see a mirage of yourself in an implausible space
where foreground and background collapse into one. The reflected
image and the view of the space beyond the work are fragmented into
vertical strips, breaking up image and space from every angle. As the
title of Eliasson’s work suggests, we are caught in an unsettling act of
seeing ourselves seeing.

IN MANY WAYS, OLAFUM eLIASSON TEACHES

US TO SEE AGAIN—AND TO UNDEMSTAND

HOW WEe SEE. Our bDIrecT PErcCEPTION,
OFTEN BLUNTED IN BUVEIM'YDAY LIFE BY THE
INCBSSANT FLOOD OF IMMITATIONS, IS
PEMMANENTLY QUEBSTIONED BY HIM. THE LOOK
IN THE mMIrror, OTHErwWISE NOUTINE, WINS A
NEBW MEANING WITH HIM AGAIN.

-Jakob Schoof, “Seeing Yourself Seeing”

OLAFUM eLIASSON
Seeing Yourself Seeing, 2001
(installation view)

I

¥

WINDOW | INTEFFACE 6



KIMSTEN GEISLEI
Dream of Beauty—Touch Me, 1999
(screen shots)

KIMSTEN GEISLEN

Dream of Beauty—Touch Me, 1999
(installation view)
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KIMSTEN GBISLEer
Dream of Beauty—Touch Me (1999)

In her touchscreen installation, Kirsten Geisler presents
us with an idealized portrait of a woman, looking toward
us from the small monitor on the wall. When we touch

the screen with our finger, the face of the woman changes
her expression. Depending upon which part of the face is
touched, she may laugh, weep, look serious, or blow a kiss.
It is through touching the artwork—an act traditionally
forbidden in museums—that we activate the image in front
of us.

Though we approach this interface with the hope for
inter-human communication and physical contact, the
woman’s face can only react to our contact. Geisler exposes
the extent to which even our contemporary screen culture,
despite its frequently seductive appeal, remains a one-
directional interface—still adhering to the logic of the
Renaissance window.

IN DreAam OF BEAUTY—-TOUCH ME, WE
USE THE IMAGE OF THE WOMAN AS THE
MEDIUM OF our pesires, But-bue

TO WHAT IS A DELIBENATE FAKING OF
INTEMACTIVITY—WE NEVEM EXPEIMIENCE
A TTANSFOMMATION OF Oour owN BODIES
INTO A MOBILE MEDIUM OF VISION AND
PEMCEPTION. NOM ANE WE BVEI ABLE
TO DISPLACE THE MArK OF ANTIFICE
AND ABSTMACTION THAT SEEMS TO
TAMNISH THE APPEAMANCE OF BEAUTY:
THE WOMAN’S BALDNESS, 'EMINDING
THE VIEWEN OF THE EXTENT TO WHICH
THE WOMAN’S IMAGE IS COMPUTEN-
GENEIATED.

-Lutz Koepnick, curator



JEFFMEBY SHAW
The Golden Calf, 1995
(installation views)

JEBFFMEBY SHAW
The Golden Calf (1995)

In this interactive installation, artist Jeffrey Shaw
invites us to pick up the handheld LCD monitor
and view the computer-generated image of a golden
calf. As we move the screen around the white
pedestal, the framed image of the golden calf shifts
in accordance with our movements: the calf gets
smaller as we bring the screen farther from the
pedestal, and the viewing angle constantly changes
as we rotate the monitor around the pedestal. As
we engage in this activity of seeing the calf from
different angles and locations, we end up performing
what almost looks like a dance that invariably
becomes noticeable to others in the gallery.
Through this multisensory engagement with
the object and the image, we become aware that
perception is incomplete without bodily encounters.
Referring to the Old Testament, Shaw’s Golden Calf
also alludes to the cult of image and object that
continues to structure the history of art, the art
market, and the art museum.

DIGITAL PICTUINES resioe
IMMATENIALLY INSIDE THE
CompPUTEN, AND THE CoOomPUTEN
SCMEEN FUNCTIONS LIKE A WINDOW
THMOUGH WHICH THE VIEWEr
CHOOSES WHAT HE WANTS TO LOOK
AT. FUPTHErMOre, THE CcompuTer
SCMEEN FUNCTIONS LIKE A CINEMA
CAMBErA, BECAUSE THE VIEBWEer
CAN PAN IN ANVY DIMECTION ouver
THE SUrFACE OF AN IMAGE, AND
ALSO 200M INTO THE DBTAILS

OF A CHOSEN IMAGE. THESE
CHAMACTENISTICS OFFEN THE
POSSIBILITY TO CMNEBATE A VIMTUAL
SPACE OF IMAGENrY WHEreiN A
THMFEE-DIMENSIONAL STrucTure
OF NELATIONSHIPS BETWEEN
TWO-DIMENSIONAL IMAGES CAN

BE DEFINED. THIS CAN THEN
CONSTITUTE AN INTEMACTIVE SPACE
WHICH THE VIEFEWEN eXPLOINES

BY UTILIZING SOME KIND OF
INTErFACE DEVICE.

-Jeffrey Shaw

WINDOW | INTEFFACE 8



INIGO MANGLANO-OVALLE
Le Baiser (The Kiss), 1999
(installation view)
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INIGO MANGLANO-OVALLE
Le Baiser (The Kiss) (1999)

In his large-scale video installation Le Baiser (The Kiss), Ifiigo
Manglano-Ovalle invites us to explore the complexities of windows
and interfaces as sites of transparency, separation, social stratification,
and multisensory experience.

Staged at Ludwig Mies van der Rohe’s Farnsworth House—a
signature work of modernist architecture in Plano, Illinois—this video
is projected onto a double-sided screen; it shows a window washer
(the artist) outside and a female (performing as a DJ) inside, both
fully engrossed in their work. Although separated by only a pane of
transparent glass, the two fail to see, much less acknowledge, each
other’s presence. Rather than connecting these two individuals,
the immense glass window of the Farnsworth House becomes an
impenetrable barrier between their two realms—between inside and
outside, male and female, sound and silence, hired help and affluent
resident. As the video cuts from exterior to interior scenes, the
soundtrack also changes, from soft rustling leaves and the squeaks
of the squeegee to the ethereal sounds of electronic music.



Manglano-Ovalle’s video screen is presented in a darkened
gallery at the center of a suspended aluminum structure—a
half-scale schematic outline of the Farnsworth House itself.
As viewers, we are encouraged to walk in and around the
thin framework—recognizing and crossing boundaries that
the characters in the video cannot. As we move through the
space, watch the action on a screen, and encounter other
visitors in the gallery, we are invited to consider our body as
an active and unpredictable medium producing ever-shifting
views of the world around us.

dsS We CINCLE THMPOUGH AND AMOUND

MANGLANO-OVALLE’S INSTALLATION,

STPUCK BY THE VIDEO’S MADIANT

COLOMS AND LUSH PHOTOGI'APHY, AS

we ENJOVY THE WOIrK’s suGGesTIVE

BEAUTY WITH MOre THAN ONE CHANNEL

OF our seNsorv svystem, HOw CAN we

POSSIBLY NOT FEEL A SENSE OF DAZZLPE FARNSWORTH HOUSE

AND MYSTENY? HOW CAN WE NOT BE PLANO, ILLINOIS

ELECTrIFIED AND THUS CAMMIED BEYOND

gg LS:E[J]"IL:;EHSTB:H[::; ?’LUCJD:IE:':Z?'[{J%—L?SL;D AND constructed by Ludwig Mies van der Rohe,
’ is a landmark one-room house located

~Lutz Koepnick, curator south of the city of Plano, lllinois. The
steel and glass house was commissioned
by Dr. Edith Farnsworth—a prominent
Chicago-based physician—as a country
retreat where she could get away and
enjoy nature. The architect's extensive
use of clear floor-to-ceiling glass opened
the interior to its natural surroundings
to an extreme degree, leaving nearly all
of the private space of the house open
to external observers. The effect of
this was problematic for Dr. Farnsworth,
who complained of “hoses pressed up
against the glass” and said the house was
“transparent, like an X-Ray."
Manglano-Ovalle's video installation is
both an homage to the modernist space
as well as a way to highlight the practical
flaw of making an entire house of glass.
The oppositions that this work constructs,
according to scholar Irene Hoffman, “make
reference to the troubled and often
contentious relationship between Mies and
his wealthy female client, Edith Farnsworth,
while also reflecting the artist's conflicted
stance towards Mies and his modernist
principles.”

The Farnsworth House, designed and

Ludwig Mies van der Rohe, Farnsworth House,
1951, Plano, Illinois
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Wii, We dRre NO EXPERIENCE REQUIRED

aLL qLRea DH S;artir;g this fall, th: Kempelr Art I\J:It:;etljvlm is lau’ncfhing anew
education program to complement the Museum’s focus on new

en Eq EeD w IITIH media art and digital aesthetics. No Experience Required is
a series of workshops and conversations designed to explore

5 u Me FaceTs D F the what, why, who, and how of new media, technology, and

THe new Menlq art—for those with little or no previous experience. Through each
workshop, participants will engage in a dialogue with curators,

aeSTHeTlc- artists, or guest speakers about particular themes, questions, and

developments in new media art.

“WHAT IS NEW MEDIA?” “VIDEO AS ART AND
TUESDAY, INTERFACE”
SEPTEMBER 18 @ 7 PM WEDNESDAY,

Kemper Art Museum OCTOBER 17 @ 7 PM

Join curators Sabine Eckmann and Steinberg Hall Auditorium

Lutz Koepnick for this first workshop ~ Join us for this second workshop
designed to introduce the topic of where we will view and discuss land-
“new media” and stimulate discus- mark works of experimental video art
sion about the role of digital and new  from the 1960s and '70s, including
media in creating, experiencing, and selected works from the Window |
exhibiting art. Interface exhibition, examining this
distinctive and expanding art form.

ADVANCE REGISTRATION REQUIRED

Visit kemperartmuseum.wustl.edu/rsvp

or email kemperartmuseum@wustl.edu to sign up.

Registration fee: $20 ($10 for Kemper Art Museum members and students
with ID)
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new DIsSTance
LEARNING
InNITIaTive

Through a new collaboration with RoundTrips, the Kemper Art Museum
will be offering its first distance learning program this October in
conjunction with the Window | Interface exhibition. This experimental
program will allow students from schools outside the St. Louis region
to take a “virtual field trip” to the Museum and actively engage with
artworks on display in this special exhibition.

Through a digital learning experience, students in distant schools will
be able to interact with Museum educators and curators through real-
time, face-to-face interaction as well as interactive web-streaming.
Facilitated by video and Internet-based technologies, participating
students will be invited to experience selected new media artworks

in the Window | Interface exhibition. Students will take a virtual tour
of the Inigo Manglano-Ovalle installation, for example, or see what

it looks like to pick up and move the monitor in Jeffrey Shaw’s The
Golden Calf.

Connecting with exhibitions in the Screen Arts and New Media
Aesthetics series, this project challenges students, teachers, schools,
and museums to rethink ideas of art and learning in the digital age.
Engaging not only with artworks that use or explore issues of new
technologies, but also with the computer-based interface of distance
learning, students will be challenged to consider the world of iPhones,
video games, and computer screens in a completely different way.

How do I learn more about this new program?

Visit the RoundTrips website for more details:

www.roundtrips.org.

You may also contact Michael Murawski, Coordinator of Education and
Public Programs, at murawski@wustl.edu or 314.935.7918.

VIEW ONLINE: An archive of this distance learning
program will be made available for viewing on the
Kemper Art Museum’s website.

ROUVADTRIPS

Based in St. Louis, RoundTripsis a
student-centered distance learning project
developed by classroom teachers Jim
Sturm and Tim Gore for use by classroom
teachers and delivered via innovative and
engaging technology. Through the unique
resource of RoundTrips’s portable satellite
transmitter and video studio, the project
allows schools and arts organizations to
expand the learning experience beyond
their walls. As a result, students apply
learning objectives in meaningful and
authentic settings, ask questions of
experts they couldn’t otherwise meet, and
go places that bring the curriculum to life
in new and powerful ways.

RoundTrips projects have been highlighted
in numerous local, state, and national
publications. With its Lewis and Clark
Then and Now project, created as part of
the National Bicentennial Commemoration,
students traveled the Lewis and Clark trail
and explored the scientific, mathematical,
historic, and cultural legacies of that
groundbreaking expedition, interacting
with over thirty Native American tribes
along the way. Inside the Artist’s Studio,
an ongoing project, gives students the
chance to share in the highs and lows

of visual and performing artists as they
design, create, practice, and refine their
work.

The Kemper Art Museum wishes to thank
both Jim Sturm and Tim Gore for their
interest and enthusiasm in collaborating
on this fall’s distance learning program
and with future exhibitions in our Screen
Arts and New Media Aesthetics series.
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LIST OF ORTWORKS
INn THIS GUIDe
(ALPHABETICAL
BY APTIST)

PETER CAMPUS

(American, b. 1937)

Prototype for Interface, 1972

Video installation, dimensions variable
Collection of Pamela and Richard Kramlich
Installation photo from Antiguo Colegio de
San Ildefonso, Mexico City, Mexico, 2003
Image © Peter Campus, courtesy of Leslie
Tonkonow Artworks + Projects, New York

OLAFUR ELIASSON

(Icelandic, b. Denmark, 1967)

Seeing Yourself Seeing, 2001

Wood, glass, and mirror, 39 x 39"

Collection of Themistocles and Dare Michos,
San Francisco

© 2007 Artists Rights Society (ARS),

New York / COPY-DAN, Copenhagen

KIRSTEN GEISLER

(German, b. 1949)

Dream of Beauty—Touch Me, 1999

Touch screen, DVD player, and DVD,

133/, x11 %, x 15"

Courtesy of Galerie Thomas Schulte, Berlin

DAVID HILLIARD

(American, b. 1964)

Home, Office, Day, Evening, 2006
C-print, 3 panels, 40 x 30" ea.
Courtesy of the artist and the Bernard
Toale Gallery, Boston

INIGO MANGLANO-OVALLE

(American, b. Spain, 1961)

Le Baiser (The Kiss), 1999

Multichannel video installation,

dimensions variable

The Museum of Contemporary Art, Chicago,
Sara Lee Corporation Purchase Fund, 1999.56

JEFFREY SHAW

(Australian, b. 1944)

The Golden Calf, 1995

Computergraphic installation with computer,
pedestal, LCD monitor, and position sensor,
dimensions variable

Courtesy of Luc Courchesne, software by
Gideon May

JEFF WALL

(Canadian, b. 1946)

Blind Window No. 2, 2000

Cibachrome transparency and aluminum
light box, ed. 5, 523/, x 67 /5"

Courtesy of the artist and Marian Goodman
Gallery, New York
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seLecTeD BOOKS
avaiLaeLe AT THe
KeMPEeR QRT MUS€UM
SHOP

The Virtual Window: From Alberti to
Microsoft. By Anne Friedberg (MIT Press,
2006)

Illuminating Video: An Essential Guide
to Video Art. By Doug Hall, Sally Jo Fifer,
and David Ross (Aperture, 1991)

Bodies in Code: Interfaces with New
Media. By Mark Hansen (Routledge, 2006)

Framing Attention: Windows on Modern
German Culture. By Lutz Koepnick
(Johns Hopkins University Press, 2007)

Video Art. Edited by Sylvia Martin and
Uta Grosenick (Taschen, 2006)
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Location and Parking Mildred Lane Kemper Art Museum

Located near the corner of Skinker and Washington University

Forsyth Boulevards, the Kemper Art One Brookings Drive, Campus Box 1214
Museum is directly west of Forest Park St. Louis, MO 63130

on the Danforth Campus at Washington

University. A paid visitor parking lot is Tel: 314.935.4523

located just east of the Museum. Email: kemperartmuseum@wustl.edu

Website: kemperartmuseum.wustl.edu

AN AR R A

Admission to the Kemper Art Museum is
always free and open to the public.

Mon, Wed, & Thu: 11-6
Fri: 11-8

Sat & Sun: 11-6
Closed Tue and University holidays

Visit our website to sign up for the
Mildred Lane Kemper Art Museum eNews.
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PROGRAMS

FRIDAY, AUGUST 31 @ 6 PM
Steinberg Hall Auditorium

Curators Sabine Eckmann and Lutz
Koepnick will lead a conversation with
artist Peter Campus, exploring how
electronic windows and interfaces structure
the experience and practice of art today.

THURSDAY, SEPTEMBER 27 @ 6:30 PM
(RECEPTION BEGINS @ 6 PM)
Kemper Art Museum

Curators Sabine Eckmann and Lutz
Koepnick will lead an informal and open
conversation in the galleries about the
exhibition Window | Interface.

THURSDAY, OCTOBER 25 @ 6:30 PM
Steinberg Hall Auditorium

Christiane Paul is adjunct curator of new
media arts at the Whitney Museum of
American Art and has written extensively
on new media, net art, and hypermedia.
Her talk will outline different functions of
“screens” in digital art that go beyond their
use as mere surfaces for image projection.

(see page 11 for details)

TUESDAY, SEPTEMBER 18 @ 7 PM
Kemper Art Museum

WEDNESDAY, OCTOBER 17 @ 7 PM
Steinberg Hall Auditorium

Advance registration required;

visit kemperartmuseum.wustl.edu/rsvp
or email kemperartmuseum@wustl.edu
to sign-up.

Registration fee: $20 ($10 for Kemper
Art Museum members and students
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OLAFUM eLIASSON
Seeing Yourself Seeing, 2001
(installation view)
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Access a downloadable PDF file of this Connections Guide, as well as links to
artists’ websites and more information about the exhibition Window | Interface.

== Washington University in St.Louis

San FOx SCHOOL OF DESIGN & Visual ARTS

The Kemper Art Museum will offer free
docent-led tours of Window | Interface
on the following Sundays at 2 pm (no
reservaton needed):

September 16, 30

October 14, 28

To schedule a special guided tour for
your group, class, or organization,
please contact Michael Murawski,
coordinator of education and public
programs, at murawski@wustl.edu or

314.935.7918.




