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In London, a Gesamtkunstwerk by the post-internet
artist par excellence claims medieval guilds, Albrecht
Direr, and Wagnerian opera as precedents for scatter-
ing the ashes of authorship.

Was Albrecht Diirer (1471-1528) the first post-internet
artist? Parker Ito (¥*1986), casting an admiring eye over
his use of print as a tool of mass dissemination, sure
seems to think so: In 2016, he refigured three master
engravings by “the German Leonardo” into photo-
shopped oil paintings, renaming them Melencolia 2,
Me, Death and the Devil, and Me in my Study (all 2016).
Using the stylistic trademarks of these works — density
of line, non-hierarchical picture planes - Ito also
interpolated his self-portrait, a character illustration of
a knight with a backwards baseball cap commissioned
from the comic artist Paul Pope, as though applying
Durer as a filter to his own life.

Ito’s journey into dissolving art’s temporal boundaries
and hyper-contemporizing antique idioms of author-
ship, branding, and craft continues in “The Pilgrim’s
Sticky Toffee Pudding Gesamtkunstwerk in the Year
of the Dragon, A La Mode.” The medievalism begins
in Rose Easton’s entrance hall, where a trio of black
wall paintings show death holding a winged hourglass,
the blindfolding of Justice, and the daggering of a
mounted knight by an armored foe. Upstairs, at the
center of a room-filling multimedia installation, the
artist’s self-portrait greets me as a small glass statue
placed in the clam-like jaws of two Epson scanners,
an imago functioning like an effigy, or the distribution
of a royal’s likeness through multiplication, copying,
and ultimately, de-objectification. Like a sun king,

the artist’s voice, put through a MIDI reader, bellows
“Why am | so beautiful” over a choir-like score, whose
lilt embellishes the clerical atmosphere. As two pro-
jections flicker on, of the balcony view from Ito’s LA
studio and a stretch of Cambridge Heath Road outside
the gallery, the effigy goes red, shifting the mood as
before a video game’s final boss battle.

In one corner hangs a diptych of canvases layered with
vinyl and run through an Inkjet printer, their centers
filled with a knight leering out with the eyes of St. Lucy
and, under a swirl of carmine paint, a pre-Raphaelite
angel raising a sword. In opposite corners lurk the
manga mercenary Guts and El Greco's Saint Francis in
Ecstasy (c. 1580), while two plaque-like blocks at the
frame edges read “The AgOny.” and “The3 3xst$cy.”
Carefully painted, the words mirror a third projection
on the far wall, of a digitalized and 3D-rendered font

223 Cambridge Heath Road, London E2 OEL

AS 4 1_‘)\’ _
SYINE

TS
EX

wistfully asking: “Why am | so beautiful?” The artist
seems to delight in mimicking the high-tech look,
achieving the trompe-/‘ceil one might find on the
ceiling of an opera house or in the translucent fabric of
the Virgin Mary’s robe. Such escapist, trans-historical
world-building and blog-style use of images brings to
mind Nicole Stenger’s read of the early internet: “In
this cold cubic fortress of pixels that is cyberspace,
we will be, as in dreams, everything: the Dragon, the
Princess, and the Sword.”

Completing the Gesamtkunstwerk, The Pilgrim’s Sticky
Toffee Pudding has transformed the entire room

into a camera obscura, the Renaissance’s device for
achieving optical verisimilitude. Though we might view
the world outside the gallery through a live digital
feed, the “dark chamber” only functions with enough
daylight (hard pressed to find in November London) to
reverse the exterior image and project it inside. Its real
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function, then, seems genealogical: to invoke a seminal
era of artistic imitation, one that Jean Baudrillard

saw culminating in the Baroque period’s proliferation
of Stucco angels, columns, cornices, and, above all,
over-decorated theaters. Descending through Richard
Wagner's Bayreuth Festspielhaus, a custom-purpose
opera and theme-park grounds built for das Volk under
pretenses equally revolutionary and romantic, Ito’s
appeal is to dissolve the self into the collective through
art. “Going to see the new Avatar movie is just as
compelling as Yayoi Kusama's infinity rooms,” he wrote
in the show text for his “Medievl Times"” (Viable Gallery,
2022) - a sentiment fulfilled in this total cybernetic
drama, complete with data mining, live streaming,

an operatic soundtrack, light shows, and medievalist
cosplay. It is Baudrillard’s “theatre par excellence,”
updated for an era of image oversaturation and rife
with nostalgia for recognizable signs.

Ito grounds post-internet’s troubled (in)authenticities
in a history of counterfeit, immersion, and dramatic
sociality. In particular, the show iconizes a certain
hyper-contemporary art, which divorces images from
their origins to the point of rendering authorship moot,
as an offspring of medieval craft practiced in multi-au-
thorial settings: sculptural guilds, printing houses,

and schools of painters who produced actual effigies
and religious icons. Ito, who infamously claimed he
could match the artistic volume of Picasso’s lifetime

in five years — nay, five minutes - is simply using
different means: scanners, printers, electronic as well
as analog projections. As in Diirer and Wagner, in this
Gesamtkunstwerk, we are proximate to greatness:

a sensorial extravaganza where art, stripped of its
referents, can win back its dignity.
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Hi Parker! How have you been? I'm excited to chat

with you about your practice. We recently met in Paris
during Medieval Times IV, your three-site exhibition
organized by The Community Art Center, where you
presented a new series of drawings, recent 2023
paintings, site-specific murals, a video installation, and
even a limited-edition capsule collection featuring a
hoodie, t-shirt, and scent. This exhibition spanned three
distinct spaces, each with its own unique physicality
and purpose: an exhibition space, a concept store, and
an art fair.

Interconnectivity has been a recurring theme in your
practice, linking past and present works as well as
different places. Could you share how this process
typically unfolds for you?

It's not such a process that | would say I'm always
super aware of. One analogy |'ve used to describe my
work before is a Rube Goldberg machine, which is a
type chain reaction machine often used to complete

a task. In the context of my work | think it's a good
metaphor because at any particular stage in the steps
of the machine unfolding it can be hard to understand
how the machine got from point A to point Z without
witnessing each step—meaning in any given exhibition
of mine it can be difficult to understand

223 Cambridge Heath Road, London E2 OEL

“how | got here” without having seen several previous
exhibitions. There’s a consistent internal logic to the
whole project, even though it might not be apparent
externally (maybe this applies to all art though?). I've
basically been making one continuous work since 2013,
and this is why | always refer to my website (formerly
Parkerlto.com, now Parker.sex) as my “masterwork,”
because this is the easiest place to trace the steps
and follow the whole process. Although, sometimes

| feel like framing the work in the context of a contin-
uously expanding, protean entity is a barrier of entry
for viewers who haven’t followed my work the past
decade.

An artist friend once said to me, “some artists have

a hard time starting, some artists have a hard time
stopping.” I'm definitely the latter-it’s very hard for

me to make one iteration of something because | can
usually imagine it several different ways. | just opened
an exhibition in London with Rose Easton and there is
a “new” sculpture in the show that | have been working
on since 2021. In 2020 | started exhibiting these hacked
scanners with different objects on them. The scanners
are hacked to be able to control the speeds of the scan
bars, as well as the standard all-white LEDs in a typical
scanner have been replaced with fully programmable
LEDs. Each scanner I've made has been programmed
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to perform a different kind of “light show.” And like |
mentioned, there had been various objects | made to
put on the scanners. The first objects were stainless
steel, then bronze, and in 2021 | produced some cast
glass objects for the scanners. The glass figure itself
is a character that has continuously been in my work
since 2014, and the character has taken many different
forms over the years.

After exhibiting the first scanner works | realized that
there was this very prominent sonic element naturally
occuring from the droning sound of the scanners that
| wanted to emphasize, so | installed contact mics into
the scanners to be able to amplify the sound. Then a
Max/MSP patch has been created by my composer
friend Jay Israelson which takes in the sound of the
scanner in real time, converts it to MIDI and then
interprets the MIDI into musical sounds with pre-pro-
grammed parameters. There is also a video component
to the sculpture which exists as subtitles over the
sounds of the scanner “talking.” | imagine that | will
continue to evolve the scanner sculptures each oppor-
tunity | get to show them.

I find the hacked scanner sculptures fascinating—they
function as self-reflexive systems, where the machine
becomes both the creator and the created. The real-
time sound processing gives the machine a ‘voice,’ as if
it is conversing or singing to itself, creating a continu-
ous cycle of self-reflection. In a way, we could say that
technology is both the medium and the message here.

Yes, the scanner sculpture is a portrait of the artist
looking and being looked at but it is all self-contained,
and in addition to being the art and artist, the sculpture
is also its own audience.
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What you are talking about, the conflation of the
medium and message, is just the conditions of living
post Internet. This is present in all art ever made, in
its relationship to contemporary network societies,
but my art often does intentionally point to this
taking place. | am always hesitant to use the word
“technology” in relation to my work because | think
when people use this term they have a specific idea
of what that means in association to art. Rather, |
think of myself as someone who has a curiosity about
technologies. Chapstick is a technology. Turning dirt
into clay is a technology. A vintage point and shoot
camera is a technology. These are all compelling tools
for me to use and | think the internet makes it easier
to learn about these things. For me it is very natural to
approach making art by mixing the technologies.

From 2017-2021, | made a group of still life paintings
based on photos | had taken in my apartment in
Hollywood. The original images were captured on a
digital point and shoot camera from the early 2000s. |
started working with these cameras in 2016 because,
after having spent several years making paintings
sourced from images | had found, | placed a restriction
on my work that I'd only make paintings from images
I'd created. | also just wanted the images to feel differ-
ent from an iPhone photo, or something shot on a new
camera, while trying to avoid the “snapshot aesthetic”
of film. To turn the images into oil paintings | used
what is called a Wire Jet printer—a very rare machine
from the early '90s developed by a Mormon inventor.
The technology for this machine is somewhat wrapped
up in an IP blackhole with 3M, but | discovered a studio
in New York that had one of these printers.

Even though the machine is called a printer it doesn't
really work like a printer—imagine a 4 axis CNC
machine that has an airbrush type head. Hand mixed
oil paints can be run through the printer to approxi-
mate CMYK printing. The machine is very idiosyncratic
(it still runs on an old version of windows), and this
means the results are always unpredictable and low
resolution. Often there would be “errors” that would
be incorporated in the final version of the paintings. In
Los Angeles | would paint textures on canvases, send
them to New York to be printed, and then the paint-
ings would come back to my studio where my studio
assistants would touch them up based on the original
images we had sent to the printer. So the final painted
image is somewhere in between the original images

| took on the point and shoot and the way the printer
has decided to interpret those images.
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| bring all this up because | tend to think of myself

as a classicist. Most of the common forms my work
takes are very classical art objects and the themes and
genres | work in tend to fall in line with the greatest
hits of Western art history. But maybe my journey to
making these objects has a lot more detours than the
classic approach.

Absolutely. I've been thinking about how your practice
seems to embrace an ‘archaeological’ dimension of
time, where physicality and slowness recall traditional
techniques, while machine interference in processing
and transferring information introduces unpredicta-
bility. The resulting ‘loss’ of information feels like it
creates a ‘space of ambiguity.’ It also seems to tie into
your interest in the liminal space between abstraction
and figuration. How does this ‘loss’ become an aes-
thetic value in your work? And I'd love to hear more
about how you explore this ‘in-between’ space in your
paintings.

I never think of these things in terms of a loss. It's more
like how energy is neither created nor destroyed, only
transformed.

When | was just in Paris | went to the Arte Povera
show at the Bourse de commerce. | am familiar with
some of the artists involved with Arte Povera but have
spent very little time actually reading any literature
about the movement. One of the exhibition wall texts |
skimmed over mentioned how the Arte Povera artists
were focused on making artworks that embodied the
transference of energy. Doing a bit of googling | found
an article about the exhibition where Carolyn Christov-
Bakargiev, the curator, is quoted as saying, (Arte
Povera) “says the artwork is not in its materiality, but in
its constant, vital transformation of energy.”

The above sounds very much like the art objects
associated with Post Internet, in that, Post Internet as a
movement, was very conscious of the networks that art
objects existed in—a network first approach to object
making. One of the ways this happened was through
Post Internet’s reliance on the documentation of an

art object as a continuance (or precursor) of the art
itself. Some of my NFT friends (who are much younger
than me) were having a discussion on twitter about

a particular artwork that was very heavily associated
with Post Internet, and one of them spoke about how
amazing the sculpture looked in photos but in person it
looked completely unsexy and lifeless.
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And all of this goes back to what | was talking about
in my previous answer-the reality of the conditions of
living Post Internet. Objects, people, places, etc., all of
these things exist in a constant hovering of ambiguity-
an in-between-ness. Coming up in the Net Art scene
I'd often meet up with someone who I'd known mostly
from their online persona, only to find that in person
they were very different. I'm working on this long text
right now, but one of the personal anecdotes | write
about is seeing Post Impressionist paintings for the
first time and it being very disappointing compared to
the JPEG versions | had seen online.

And this is the agony and ecstasy of our times, a
phrase I've returned to over and over in my own work.
The first series of paintings that | got known for (in
the context of the art market) used this phrase as
their title. The series of paintings were abstractions |
had made on a special reflective fabric that became
completely illegible when you tried to photograph
the paintings with a flash. The fabric also shifted how
the paintings looked depending on the lighting con-
ditions. It was impossible to ever get a “true” view of
the paintings, and so, seeing the paintings in person
became just as important as viewing them through
their documentation.

The hummingbird video | made in 2023 for my musician
friend Jay Israelson’s song “The World Outside” is a
continuation of this idea, but more in metaphor. It's the
first time there is a formal, aesthetic representation

of trying to describe something liminal in my work. |
had always had this fantasy of becoming a bird pho-
tographer but it seemed too technical. During covid |
started filming and photographing the hummingbirds
that visited my balcony. Because | was stuck in my
apartment all day | learned the schedules of the
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hummingbirds and could anticipate when they would
be around. | was using the same digital point and shoot
| mentioned before and so it became nearly impossible
to capture the birds moving, as the camera was too
unsophisticated to deal with the speed of a humming-
bird. To compensate for this | took the footage and
slowed it down, very slow. So slow that because of the
low quality, the editing program started to interpolate
new frames into the footage where there is not enough
data. The effect is hard to describe but it kind of looks
like a video made with Al.

That same year | was doing a show at my friend’s
apartment in Hollywood and one of the paintings |
showed was a big painting of the couch | had in my old
apartment. My friend made a comment to me about
how he thought it was ironic at a moment that abstrac-
tion was so in vogue that | had decided to make a
figurative painting (is a painting of a couch figurative?).
I'd never really thought of my work in such black and
white terms as abstraction versus figuration, but his
comment got me thinking about a series of paintings
that visualized the spectrum of figurative and abstract
images. So since 2023 all of the paintings | have made
have tried to deal with that somehow. The endpoints
for my spectrum have primarily been images of
medieval sculpture and abstractions | make by misting
photographic dyes onto jute.

| | F
lu‘ ™ i

In relation to the “agony and ecstasy of our times,” your
reflections brought to mind a book I've been reading
recently, Cruel Optimism by Lauren Berlant. In it,
Berlant explores how aesthetic experiences can evoke
both longing and disillusionment, and how our attach-
ments to certain ideals—whether or not they ultimately
fail us—deeply shape the realities we live in. I'm curious,
do you see these dynamics in your own work? Perhaps
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in how it engages with and sometimes complicates or
subverts expectations?

It's hard for me to say whether | subvert expectations,

| think that’s something for an audience to decide. |
rarely think about an audience’s point of view when I'm
in the studio making something. I'm mostly concerned
with my own expectations of what my artwork should
or shouldn't be.

I'm also curious to learn more about your material
process, especially how you select and experiment with
specific elements and techniques. For example, you've
mentioned using photographic dyes on jute in your
recent series of paintings, an approach that connects
with your exploration of abstraction and figuration.
How did you arrive at this particular combination of
materials and techniques? Are there moments in this
material exploration where the materials themselves
challenge your expectations?

The approach is always different when it comes

to materials. | have a very limited skill set when it
comes to the technical side of art making, and this is

a mixture of lacking patience to be able to master a
particular craft, but also | never wanted to become
narrowly focused on a skillset or style. For me making
art is much more of a preoccupation with the chal-
lenge of trying to materialize something | can visualize
stylistically in my head. The initial visualization is often
unfocused and raw, but | usually understand right
away how | want that thing to make me feel when I'm
looking at it translated into object form. As | move
through a chosen material and start translating my
idea the limitations of the materials start to become
more apparent and that really helps focus the original
idea into something more legible. At times I've had

up to 10 studio assistants and worked with dozens of
fabricators, and utilizing any kind of help means there
are going to be more layers of translation taking place.
The last couple of years it's mostly just been me in

the studio and that means the approach to making art
becomes a lot more creative because | have to figure
out how to work around my limited skill set. So a lot of
the materials and processes are actually just solutions
to a problem about how to effectively realize my idea.

For a while | was taking a lot of rideshares and getting
into conversations with the drivers about being an
artist. The drivers would always ask me what mediums
| work in and | usually respond “painting, sculpture,
and video”-always in that order. | think a big part of
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the projects | make is installation, even though I'm

not sure | feel super comfortable describing myself

as an installation artist. But to even zoom out more-I
really just think of myself as someone who makes
images, and that’s really my main focus. This is in line
with what I've said before about my website (Parker.
sex) being my masterwork. Everything | make usually
starts as a Photoshop file, but the Photoshop files are
almost always translated into some other form, so no
one ever gets to see them. That was one of my favorite
things about this 10,000 image NFT project | just did
(there was also an option to redeem each image as an
oil painting made in a Chinese painting village). It felt
super raw to me to have my Photoshop images be the
art—-the most unmediated straight from my head to the
viewer.

Many of your works give a feeling of personal con-
nection, almost as if they're digital “whispers.” I'm
interested in how you draw from your own experiences
and surroundings-like your LA studio, balcony hum-
mingbirds, sunsets—creating these ambient snapshots
of your environment. How important is this personal
connection to your practice?

It's not important that there is a personal connection,
it just usually happens that way. When people ask me
what my art is about | usually just describe it as “the
things around me.” My work is very quotidian. Most of
the time | find any kind of art practice with an attached
thesis boring and predictable.

1I'd like to end by asking about the book you're working
on. Writing a book about your own art, in your own
voice, is a significant shift from having your work
interpreted or published by others. It becomes a kind
of meta-practice—a self-curated archive, and a new
portrait of the artist. Does it feel like a continuation

of your practice, a kind of self-portrait in book form,

or does it open up new ways of understanding and
articulating what you do?

For so long | avoided doing interviews or having press
releases for my shows because | was trying to avoid
any kind of language attached to my work, but then
for some reason | felt compelled to write a text for my
“PPP” show in 2020. My original idea when | began
writing was to try and make something that was text
only—a mutable format in its presentation and in a

stylistic way, completely un-visual in comparison to the

work I'm known for making. | was thinking of language
as a medium | hadn’t really worked in. So yes, | think of
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these texts as artworks. The texts are like the software
equivalent of a “backend” to the objects | make. |

hate writing, so the process is always difficult for me.
Currently I've started something like seven different
essays that are just sitting in Google drive waiting

to be finished. One day I’'m going to finish all these
essays, compile them in a book, and someone will be
able to go through the book and read a text on each of
the projects I've done. That's the goal anyways, which
right now seems incredibly daunting.
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PARKER ITO THE WOBBLE KEEPS WOBBLING

Written by Annie Bush
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iterations and the planet will heat to contention with human
habitation but Parker’s work, those yawning oil paintings anc
strange seulptures and delicate expérimentations, will remain
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In the new show by Parker Ito at Rose Easton in
Bethnal Green, the first thing that grabs your atten-
tion is the live-streamed CCTV footage of the traffic
outside on Cambridge Heath Road. The image wraps
across the corner of the gallery. Beside it, we ought to
have been seeing the same scene rendered through

a camera obscura, however such was the gloomy
London twilight that this wasn’t functioning when |
visited. Periodically, the text “Why am | so beautiful”
flashes up, projected on the end wall.

In the centre of the space is a work belonging to a
series called the ‘scanner sculptures’, in which the
figure of the artist — rendered in moulded glass - is
transformed into a fantasy medieval knight. It sits on
top of modified photo scanners, hacked to scan each
other, using coloured light instead of the standard
white. Embedded in the scanners is a pick-up mic,
that produces an accompanying soundtrack, including
the artist’s voice repeating the phrase “Why am | so
beautiful?” Within the piece we can also view a slide
carousel, that at intervals projects a grainy, still image

of the view from the artist’s Los Angeles studio — all
rooftops and distant skyscrapers in a golden light
under blue skies. It is a complex, oblique self-portrait
of the artist in his studio, expressing a pervading
anxiety as to the fundamental purpose of his art,
whether that should be criticality or beauty.

For Ito, there is a correspondence between the
technology of the camera obscura — possibly used

by artists of the Golden Age to produce hitherto
impossible perspective — and the contemporary digital
mediation of the image. Both technologies have been
disparaged as somehow betraying the duty of the
artist to their craft. It has been suggested that, in a
post-internet world, there is no longer such a thing as a
self-contained artwork; instead the work of post-inter-
net artists is one performative stream. A 21st-century
gesamtkunstwerk, or total work of art, if you like.
Maybe it would be helpful here to offer one of Parker
Ito’s definitions of the term, post-internet:

“Post-internet as state or period that we are living in
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that is applied to everything, not just art, but to the
world. If we think about it in those terms, then every
single artist ever in the history of art is a post-internet
artist. The post-internet era changed the way that we
perceived and understood art. Now you can look at
cave paintings magnified by a thousand times their
original size online. That is more about a historical
condition which we are living through and looking at
art through.”

Ito situates the art scene or community of artists
identifying with the term post-internet specifically
between the years 2006 and 2014. In 2014 he had an
exhibition at White Cube and that same year one of his
paintings sold at auction for $80,000. According to his
Wikipedia page, the following year his paintings were
selling for less than half that, or not at all. A self-con-
sciously prolific artist, who uses a studio of assistants
to produce his work, Ito was also at one time aligned
with what was known as Zombie Formalism in the mid
2010s.

Now that he is no longer at the centre of a bubble

of art market speculation, it is possible to consider
the work in a different light. The current work builds
on thinking that came out of the experience of the
pandemic. The large diptych painting that is the other
major element of the show draws on references as
diverse as Francis Picabia’s transparencies paintings,
the work of Rudolph Stingel and Los Angeles muralists.
Also involved are what Ito calls ‘ambient images’ of
his studio, produced by the hacked scanners that are
layered into the canvasses and channel his thinking
about the tension between abstraction and figuration.

Each panel of the painting carries the text ‘The Agony,
The ecstasy’, serving to convey the intense experience
of the creative process. The title has recurred fre-
quently through Ito’s oeuvre, and is, | assume, an arch
reference to the 1965 film starring Charlton Heston as
Michelangelo. The canvasses are incredibly textured
and dense with appropriated and altered images. A
heavily romanticised medieval knight on one panel,
and angel on the other share space with a screaming
Manga character and what is possibly a reproduction
of an image of a praying monk by El Greco. Over the
centre of the right-hand panel, a looping, blood-red
painted gesture drips to the bottom of the canvas. Very
real. Very visceral. Very Twombly.

Ito was born in Ventura, California in 1986 and lives and
works in Los Angeles. He has exhibited in some of the
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most important international museums and galleries
and his work is held in collections from the Musée
d’Art Moderne in Paris to the Fondazione Sandretto
Re Rebaudengo, Turin and the Rachofsky Collection in
Dallas.

The bewildering mash-up of a title for this exhibition
seems to bolt together references to John Bunyan,
nursery food, late 19th-century German art theory,
Bruce Lee and, possibly, Hogarth. It's funny, absurd
and knowing all at once. One wonders idly what kind
of question might have been punched into Chat GPT
to produce this glitch as an answer. But maybe the
point is that it expresses quite eloquently the historical
moment that we are living through, but also how we
are looking through and interpreting art itself. Parker
Ito’s new show is not easy, but | think it's probably
important.

Parker Ito, The Pilgrim’s Sticky Toffee Pudding
Gesamtkunstwerk in the Year of the Dragon, A La
Mode, Rose Easton, 223 Cambridge Heath Rd, London
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Some people spend too much time on the internet.
And by some people | mean you, obviously, and me. All
of us. It's just that most people don’t turn that filthy
habit into art. Parker Ito does, though.

Walking into the American artist’s show here is like
stumbling upon a long lost shrine. Two scanners on
the floor strobe and flash in the darkness, attempting
to scan a plastic statuette of some manga knight.

The scanners are now kinetic, devotional sculptures.
Lights flash in the darkness, 8-bit chords scream out
of speakers, a disembodied computerised voice asks
‘why am | so beautiful?’ A siren blares and suddenly a
spotlight shines on a huge dipthych of paintings in the
corner.

Those paintings are probably the easiest entry point
to the show, a little slice of approachable, intelligible
figuration in this chaos of ideas. Images of knights and
saints are printed onto the canvases, then oversprayed
with red paint and a thick layer of gungy lacquer. Half-
digital, half-physical, it's an attempt to root this heavily
internet-coded work in art history.

Then the lights shut off again and you're plunged back
into darkness, the scanners flash, the speakers blurt
out ambient chords.

For something so contemporary it actually feels oddly
old-fashioned, indebted to the heyday of post-inter-
net art of the mid-2000s, but updated for 2024 —
post-post-internet art, | guess? It’s obviously ludicrous,
overblown, overdramatic (I mean, the show is called
‘The Pilgrim’s Sticky Toffee Pudding Gesamtkunstwerk
in the Year of the Dragon, A la Mode"...), but it's so full
of compelling ideas that you can forgive its misgivings.

Ito is mixing art historical symbols with modern tech-
nology and feeding it all through a crippling internet
addiction. It feels like it's about image making in a
digital world, about locking yourself in your room,
going goblin-mode and scrolling the endless prolifer-
ation of visual information that blights our lives and
trying to find some way of making sense of it, some
way of codifying the overwhelming tsunami of digital
stuff we're all drowning under.
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