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Introduction
 
“Interactive technology is one of the hot 
concepts of the 1990s. Advertisers and 
entrepreneurs are effectively exploiting its 
allure to entice consumers to buy products 
and investors to invest in speculative 
ventures. The media are hyping the 
concept to capture readers and viewers.”
   (Saltz, 1997, p. 117)

This paragraph is the starter of David Saltz’s paper 
“The Art of Interaction” and it establishes a good 
understanding of the three key words in Digital Media, 
being interactivity, performativity and computability. 
Saltz raised the question that basically occupied my 
mind in different disguises:“[I]s interactive computer art 
nothing more than new technology tacked onto old art 
forms?” (Saltz, 1997, p. 117). My attention was drawn 
towards a more profound understanding of the spirit 
of innovation surrounding Digital Media and evolving 
questions. If there is something new, what is it? Can it 
help us to change the world? 

We all want to change the world
The book “Digital Media Revisited” contains a paper 
by computer games researcher Espen Aarseth, called 
“We All Want to Change the World: The Ideology of 
Innovation in Digital Media”. Aarseth explores Saltz’ 
thesis from another angle and as promised he asks about 
the “new” in Digital Media. But it was not due to this 
argumentation that this paper got most of my attention, 
but because of the fi rst part of its heading: “We all want 
to change the world”. 

Like Saltz, Aarseth also builds his article on the 
clarifi cation of three phenomena, as he calls them, 
namely interactivity, hypertext and virtuality. He 
criticizes especially the usage of the fi rst concept being 
a simple “computer salesman rhetoric”. Already in 
his PhD thesis “Cybertext — Perspectives on Ergodic 
Literature” (1997), Aarseth suggests expressions like 
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‘participation’, ‘play’ or ‘use’ instead of the word 
interaction. In his paper from 2003, he points out that 
interactivity is a “pseudoscientifi c” position that scholars 
try to save and to imbue with “conceptual meaning”. So 
should the word be abandoned or at least be used more 
carefully?

Aarseth continues with the concept of hypertext and 
acknowledges it to be an overestimated dream. He 
proceeds to examine virtuality, and reveals critically 
the same weakness as with interactivity and hypertext. 
Instead of lamenting about the easy defeat of his last 
“phenomenon”, Aarseth suggests looking closely at 
“those systems that are dynamic representations of an 
artifi cial world. … They could be called simulations, but 
sometimes there exists no real counterpart that is being 
simulated ...” (Aarseth, 2003, p. 431).

Compared to other approaches to simulation, Aarseth 
here clearly distinguishes his point of view, being 
positive and optimistic, from Jean Baudrillard’s 
apocalyptic approach. Baudrillard used the word 
“simulacrum” to describe “media’s evil spirit of 
simulation” and concludes: “The coming of the virtual 
is itself our apocalypse, and it deprives us of the real 
event of the apocalypse. …” (as cited in Steve Dixon, 
2007, pp. 135). But Aarseth emphasizes the affi rmative 
aspects and hopes, this concept might hold for our future 
and believes that virtuality as simulation could change 
the ways we learn and think tremendously. He chose 
to opt for the concept of simulation that works on our 
improvement of reality rather than the design of new 
alternatives. Aarseth concludes that the augmentation of 
the term virtuality can help us understand how computer 
technology is offering something new to our human 
discourse and could be a chance to change our world for 
the better.

The artist’s choice 
As academics try to fi nd their very own way to change 
the world by fi ghting ideological battles on the meaning 
of words and concepts, I stumbled over an artist, who 
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deals practically with the hassle of life and propagates 
solutions for some of the “techniques” Digital Media 
promotes.

Kristin Lucas is one of the rare artists, whose work and 
life really seems to be devoted to art, not in an artifi cial 
sense, but in a very natural way. For instance, as a 
concept, she claims to be able to receive electromagnetic 
waves. By retaining this attitude, she can easily capture 
her audience into a new virtual world, being faced with 
diffi culties similar to our reality, but somehow different. 
She alienates herself and her characters in her works, 
so it is easier for us, the audience, to believe she would 
be in an alternative world, but in fact, she is not. The 
candidness Kristin Lucas admits herself to develop in her 
work by facing media stars in a virtual world is a very 
ironic strategy to deal with mediatization. If we cannot 
beat the fake world of mass media and its inhabitants in 
front of the TV, then we have to fi nd a battle ground to 
fi nally succeed. Kristin Lucas already did.

Her works deal with performative aspects as well 
as interactive facets, but mostly with the concept of 
virtuality. Lucas’ work hints at the “new” in Digital 
Media and she consequently investigates the boundaries 
of the “new” technologies and their aftermath. By 
recreating real life environments (air port waiting hall, 
hospital waiting room…), Lucas evokes a strange virtual 
world, elucidating our own world and thus producing 
a process of thinking about our daily life. Again, this 
simulation is not about creating an alternative world, but 
it aims to clarify our own daily environment.

Eternally artists have tried to confront their audience 
with the essence of their abstracted experience and 
perception on our world, hidden by their work in abstruse 
universes and signs. Recurrently they use mechanisms of 
hiding and covering reality in order to represent a better 
understandable artifi cial world being easier acceptable 

by us, the audience. The work of Kristin Lucas offers 
a distinctive clue to showcase why Digital Media and 
its predecessors offer a great chance of attaining a wide 
audience by propagating a grasp of our world and asking 
for strategies to deal with it. Lucas’ work offered me a 
conceivable idea of how the concept of virtuality could 
grow hope for our world to change in a down-to-earth 
practice.

Conclusion
I started to search for strategies to change the world and 
I will end by fi nding the solution in the well-known idea 
of simulation. Once more, we discover its possibility 
and potential thanks to the growing computing power 
and the possibility of endless refi nement. One concern 
is left, after all. If simulations can change the world, 
who creates them? What ideologies are hidden in the 
personalities of the designers? Should we not establish 
some moral guidelines for virtuality and its derivatives, 
or at least be more aware of the origin and intention?
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