
QUICK TIPS 

(--THIS SECTION DOES NOT PRINT--) 
 

This PowerPoint template requires basic PowerPoint 

(version 2007 or newer) skills. Below is a list of 

commonly asked questions specific to this template.  

If you are using an older version of PowerPoint some 

template features may not work properly. 

 

Using the template 
 

Verifying the quality of your graphics 

Go to the VIEW menu and click on ZOOM to set your 

preferred magnification. This template is at 100% 

the size of the final poster. All text and graphics will 

be printed at 100% their size. To see what your 

poster will look like when printed, set the zoom to 

100% and evaluate the quality of all your graphics 

before you submit your poster for printing. 

 

Using the placeholders 

To add text to this template click inside a 

placeholder and type in or paste your text. To move 

a placeholder, click on it once (to select it), place 

your cursor on its frame and your cursor will change 

to this symbol:         Then, click once and drag it to 

its new location where you can resize it as needed. 

Additional placeholders can be found on the left 

side of this template. 

 

Modifying the layout 

This template has four 

different column layouts.  

Right-click your mouse 

on the background and  

click on “Layout” to see  

the layout options. 

The columns in the provided layouts are fixed and 

cannot be moved but advanced users can modify any 

layout by going to VIEW and then SLIDE MASTER. 

 

Importing text and graphics from external sources 

TEXT: Paste or type your text into a pre-existing 

placeholder or drag in a new placeholder from the 

left side of the template. Move it anywhere as 

needed. 

PHOTOS: Drag in a picture placeholder, size it first, 

click in it and insert a photo from the menu. 

TABLES: You can copy and paste a table from an 

external document onto this poster template. To 

adjust  the way the text fits within the cells of a 

table that has been pasted, right-click on the table, 

click FORMAT SHAPE  then click on TEXT BOX and 

change the INTERNAL MARGIN values to 0.25 

 

Modifying the color scheme 

To change the color scheme of this template go to 

the “Design” menu and click on “Colors”. You can 

choose from the provide color combinations or you 

can create your own. 

 

 
 

 

 

 

 

QUICK DESIGN GUIDE 
(--THIS SECTION DOES NOT PRINT--) 

 

This PowerPoint 2007 template produces a 36”x48” 

professional  poster. It will save you valuable time 

placing titles, subtitles, text, and graphics.  

 

Use it to create your presentation. Then send it to 

PosterPresentations.com for premium quality, same 

day affordable printing. 

 

We provide a series of online tutorials that will 

guide you through the poster design process and 

answer your poster production questions.  

 

View our online tutorials at: 

 http://bit.ly/Poster_creation_help  

(copy and paste the link into your web browser). 

 

For assistance and to order your printed poster call 

PosterPresentations.com at 1.866.649.3004 

 

 

Object Placeholders 

 
Use the placeholders provided below to add new 

elements to your poster: Drag a placeholder onto 

the poster area, size it, and click it to edit. 

 

Section Header placeholder 

Move this preformatted section header placeholder 

to the poster area to add another section header. 

Use section headers to separate topics or concepts 

within your presentation.  

 

 

 

Text placeholder 

Move this preformatted text placeholder to the 

poster to add a new body of text. 

 

 

 

 

Picture placeholder 

Move this graphic placeholder onto your poster, size 

it first, and then click it to add a picture to the 

poster. 

 

 

 

 

 

 

 
 

 

 

 

RESEARCH POSTER PRESENTATION DESIGN © 2012 

www.PosterPresentations.com 

© 2012 PosterPresentations.com 
    2117 Fourth Street , Unit C 
    Berkeley CA 94710 
    posterpresenter@gmail.com 

Student discounts are available on our Facebook page. 

Go to PosterPresentations.com and click on the FB icon.  

New Media Art is a part of Contemporary Art that encapsulates many layers 

and characteristics: the ephemeral, interaction and audience participation, 

conceptualism, and most importantly, new technologies.  The last 

characteristic is probably the most distinct and also makes New Media Art 

the most versatile art form.  Such new technologies can include, but are not 

limited to:  computer graphics, virtual art, Internet art, video games, 

computer robotics, biotechnology, sound engineering, and the list goes on 

(Wikipedia, 2012 & Australia Arts Council, 2006).  Incorporating the latest 

software, or equipment, makes for cutting edge and interpretative 

installations.  From the very beginnings of New Media Art in the 1990s, artists 

from many disciplines – painters, filmmakers, conceptual artists – all took an 

interest when personal computers became available and ever since, this 

genre has exploded alongside the world’s technological advances (Tribe & 

Jana, 2007). 

 

DEFINITION OF NEW MEDIA ART 

ISSUES WITH PRESERVATION 

“To migrate an artwork is not to imitate its appearance with a different medium, but to upgrade 

its medium to a contemporary standard, accepting any resulting changes in the look and feel of 

the work” (Ippolito, 2003, p. 51).  

Although there are numerous issues in preserving New Media Art, it is an 

important genre of art that best represents the technological age we live in 

today.  Some may be wary of preserving such a difficult genre, but we must 

pay great attention to our preservation tactics today, as they will certainly 

affect preservation in the future.  We must care for the existing digital devices 

as they are and move them to newer, better formats whenever possible.  It is 

the best we can do for unstable products and work-specific requirements.   

 

One preservation strategy that is most helpful and very common now is 

migration.  Migration helps to alleviate most of the issues in preserving New 

Media Art.  Migrating involves refreshing files and converting them into 

readable formats. (Altshuler, 2005).  It goes beyond refreshing, which is merely 

the transfer of digital files to a new storage media.  Refreshing is not so helpful 

when certain formats are manufacturer-dependent, meaning that some 

formats have specific requirements and can only be read by software 

produced by their manufacturers.  Many of these formats have long gone 

because their producers have gone out of business.  Therefore, refreshing can 

only go so far as a preservation strategy.  Migration takes this to another level 

and helps one to read the content in a new format.   

  

Another method related to migration is emulation.  Emulation instead works 

with contemporary software to emulate the way older software would 

operate.  Therefore, we would be able to play an older computer game on 

newer hardware because it is specifically designed for such a purpose.   

  

 

As far back as 2004, a survey revealed that the method of conservation used 

most often in cultural heritage institutions was migration (Stumm, 2004).   

Currently, groups and alliances, such as Forging the Future and The Variable 

Media Initiative, interested in studying and furthering the field of New Media 

Art preservation promote the use of migration as a preservation strategy.  

While this method continues to be heavily used, it is far from an ideal solution.   

  

Strengths: 

1.     Migration offers a simple solution to providing access.  Migration is a 

process that can be used  on a large or small scale, by a small or large 

institution, or  with a small or large budget.  The Digital Preservation Testbed 

(2011) describes migration as “the most ‘doable’ technological option for 

preservation” (p. 11). 

  

2.     Migration prevents obsolescence.  In the face of rapidly changing 

technology, migration is a strategy that can extend the life of an document, 

file, object, device, etc. 

  

Weaknesses: 

1.     Migrating data poses a high risk of data loss.  Hodin (2009) explains 

“Translations prioritize the raw digital data over the data’s behavior, which 

could potentially mutate the content in unauthorized ways” (p.17). 

  

2.     Migration is a short-term strategy.  As technology continues to rapidly 

change, migration becomes a process that will need to be repeated. 

  

3.     Migration relies on backwards compatibility.  Migration requires a newer 

format or version to be compatible with an older format or version.   

  

4.     Migration can affect authenticity or integrity.  As Becker, Kolar, Kung, and 

Rauber (2009) argue, the critical problem with migration is “how to ensure 

consistency and authenticity and preserve all the essential features and the 

conceptual characteristics of the original object whilst transforming its logical 

representation” (p. 258).   

  

5.     Migration can be very labor intensive and time consuming.  Some works 

of New Media Art are incredibly complex.  For example, Greg Lynn’s 

Embryological House (1997-2001) consists of various digital files created from 

various software applications.   

  

 

STRENGTHS & WEAKNESSES 

CASE STUDY 1 

The first work is UNEX Sign No. 2 (selections from "The Survival Series") by Jenny 

Holzer.  This work is particularly useful to examine as it highlights several key 

issues surrounding migration and New Media Art.  Firstly, it highlights the fact 

that migration is an ongoing process; migration must be continued as 

technology continues to change.  Secondly, it illustrates the artist’s role in 

selecting a preferred preservation strategy.  Thirdly, it brings attention to the 

fact that migration is but one strategy involved in the preservation process; 

often times, it is used in conjunction with other preservation methods. 

 

Description:  

An electronic sign displays a series of short sentences from the artist’s textual 

work (The Survival Series).  The text is sometimes translated from English into 

French, and at times accompanied by an image.   

The DOCAM Research Alliance (DOCAM, 2003) describes the complex work 

as follows: 
The work is an electronic display signboard, composed of light and coloured points (red, green 

and blue). Installed on the wall, it dominates over the visitors and displays in a loop a sequence of 

messages, sometimes in English and sometimes in French. The signboard is composed of a 

number of sockets arranged at regular intervals and covered in red, blue or green transparent 

plastic. Behind each socket, a magnetic disk is made to open or close in order to let through a 

light source generated by fluorescent tubes. A vertical, mechanical arm in the signboard carries 

out a sweeping action from left to right and opens selected disks in order to transmit an image or 

text such as “When someone beats you with a flashlight you make light shine in all directions” and 

“Go where people sleep and see if they’re safe”. When the arm comes back to its initial position 

(reverse sweeping), the disks close again, and the sign becomes black. The sequence of 

messages (text, images or a combination of both, sweeping and pause timing) was programmed 

according to the artist’s instructions. 41 messages are transmitted and each one is displayed for 

one minute and 23 seconds. 

 

 

 

 

 

OUTLOOK OF MIGRATION 

Components:  

7 metal barrels, 7 videos, 7 black and white surveillance monitors, 7 video 

players and 385 gallons of water 

 

What was Migrated?  

The following components were migrated: 

The original video support was migrated from laserdisc to DVD 

DVD players to replace the laserdisc players 

 

Outcomes: 

The migration did allow for the installation to continue operation.  However, 

the longevity of this installation likely rests upon the lifespan of the monitors, 

which the artist wishes not to migrate.  

 

 

REFERENCES 

As discussed, there are many issues in the preservation of an art form that is 

comprised mostly of technology.  With the volatility in the durability and 

lifespan of digital media, migration will be helpful in preserving works where 

the artist may no longer be alive, or formats become obsolete – and one 

cannot reproduce the work if data is lost.  Despite the changing landscape of 

technology, migration will continue to be a standard strategy used to 

preserve New Media Art because of its usefulness.  As seen in the case studies, 

migration has been helpful in updating formats, unless it has been too late to 

migrate, or the artist refuses to migrate. 

  

However, although migration is helpful, it is not a method that will be used 

exclusively.  Like other art mediums and genres, there will be the inevitability 

that some deterioration will occur.  Migration will be even more applicable 

when we continue to use it in conjunction with other preservation strategies 

including documentation, emulation, storage, and reinterpretation.  Using a 

mix of strategies will only help us preserve as much as we can to our greatest 

ability.  Furthermore, preservation plans for New Media Art will likely include 

“good metadata, trusted repositories, persistent identification, standards and 

best practices for handling, redundant storage and careful selection” (Grout 

et al, 2000, RLG, 2002).  Migration can be seen as but one tool in a growing 

toolbox. 

 

There are a multitude of challenges in preserving New Media Art.  The 

following are some of the most important pressing issues to consider: 

 

1.     New Media Art pieces have great variability in their components.  Many 

New Media Art installations are performance pieces that involve interaction 

between the audience and the technology.  The performance itself is 

considered the essence of the artwork and therefore requires heavy 

documentation – especially if it should go into any museum or library 

collection.  Issues with recreating the installation as the artist intended is 

difficult.  The problems also lie in how to preserve the technological devices 

and digital information that created the performance and how to preserve 

the performance itself (Altshuler, Ed., 2005). 

  

2.     Internet and virtual art are extremely challenging to preserve because 

some of these pieces are on-going and therefore preservation becomes a 

part of the piece itself (Miles, 2012).   

  

3.     Components require certain digital devices. Formats are constantly 

changing, and updating, some become obsolete, and some formats exist 

today that are manufacturer dependent. 

  

4.     Some of these technologies are unstable, or simply suffer from physical 

deterioration, and must be transferred to a more stable technology – a never-

ending process as each digital technology upgrades. 

  

5.     The meaning behind the artwork may change once it has transferred to 

another technology or format (Altshuler, Ed., 2005). 

  

6.     Preserving digital files is a constant issue with licensing and copyright 

laws.   

  

7.     Since New Media Art is versatile, there seems to be no mass practice to 

care for such a collection.  In fact, because of the distinct features of every 

piece of New Media Art, each piece requires case-by-case consideration.  

This makes it difficult to document the process and therefore is a different and 

long process every time (Miles, 2012). 

  

8.     In the end, New Media Art is similar to all other art forms:  photographs 

and paintings eventually fade or discolor, and so will digital media, regardless 

of the preservation method and our greatest efforts.  Even if technology 

appears to be a more difficult form to preserve compared to photographs 

and paintings, the reality is that it will also eventually wear because of the 

inherent nature of man-made objects and the ever-changing landscape of 

technology (Sydell Interview, 2007).   
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Contemplations for Migration:  A Look at New Media Art 
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Many pieces of New Media artwork have undergone processes of migration.  

This section will look at two particular pieces of New Media Art, which will 

further highlight the strengths and weaknesses of migration as a preservation 

strategy.    

    

 

 

 

Major Components:  

UNEX electronic signboard, tape cassette player, tape cassette, laptop 

computer and a 3 ½” floppy disk 

 

What was Migrated?  

In 1991, the following components of the work were migrated:   

Tape player was replaced by a laptop computer 

Digital magnetic tapes which created the sequence of text and image 

messages were migrated to a 3 ½ “ floppy disk  

 

Outcomes: 

When the DOCAM Research Alliance examined this piece of artwork as a 

case study between 2007 and 2008, it was discovered that the migration 

process stopped at the 3 ½”  floppy disk.  In turn, the diskette had become 

unreadable.  The data needed to be recreated by another artist.   

During the case study period, the artist was consulted and together with the 

research team she selected emulation as a preferred method of 

conservation.   

 

 

 

The second work is Bill Viola’s “The Sleepers” (1992).  Certain components of 

this installation have been migrated, but not all.  As Vanessa Sparks (2008) 

points out in her thesis, Bill Viola refused to migrate the security monitors used 

in this installation.  Sparks explains that, “the underlying assumption of 

migration is that the content is more important than the package it comes in” 

(p.8).  Obviously, this assumption can stand in stark contrast to an artist’s 

intention.  Migration has the potential to change the appearance, integrity, 

and authenticity of an artwork. This case study brings attention to the issues 

regarding authenticity and integrity and the preservation of New Media Art. 

 

Description: 

Described in the exhibition catalogue, Musée d’Art Contemporain, Montreal, 

edition ½ (San Francisco Museum of Modern Art, 2007) as  

“Seven metal barrels stand filled to the brim with water. A black-and-white 

video monitor lays submerged at the bottom of each one. The monitors show 

a video recording of a persons face while asleep, and a different person 

appears in each barrel. The room is silent. The light from the video screens 

emerges from each container and effuses the room with a soft blue glow.” 

 

 

MIGRATION AS A STRATEGY 

Lisa Jevratt, Stillman Project for the Walker Art Center, 1998,  

http://jevbratt.com/stillman/walker 

Jenny Holzer, UNEX Sign No. 2 (selections for “The Survival Series”), 1984. 

Photo credit: The National Gallery of Canada 

Bill Viola, The Sleepers, 1992, video installation, Collection Musée d’art 

comtemporain de Montréal 

Photo credit: Louis Lussier 
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