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CHAPTER THREE: HOW THE PROJECT WAS PURSUED 

INHABITING THE LOOP 

 

The research output of this project is divided into three categories: installed environments, 2-

dimensional imagery, and single-channel video. This mix of mediums aims to facilitate varying 

levels of audience engagement and experience. In the field this approach enables the selection of 

the most appropriate approach, or mix of approaches to any given exhibition scenario. In 

conjunction, these 3 approaches work towards creating the sensory overload I aimed to create by 

activating different modes of viewing – the static 2d image, the moving image and the immersive 

installed environment.  

 

Use of the 3 forms is interspersed throughout the research. I will discuss the works as they 

evolved rather than as individual categories. This will serve to illustrate the interconnected nature 

of the individual formal categories by illustrating the symbiotic relationship they all have with 

the conceptual basis of the project. 

 

IN:URL  2009 

IN:URL began as an observation of a flaw, or a loop-hole in a system in the form of a Google 

hack
38

 - the in:url script brings up masses of public and non-public web-cameras due to the 

similarity of a factory-set file-name extension. Interestingly, the majority of cameras I have 

viewed regardless of time of viewing seem to be largely devoid of human life and I found it 

intriguing that cumulatively, as a surveillance oriented society, we have 'angled our cameras', 

                                                 
38

 The in:url script is a computer command that is within a group of things known as 'googlehacks', which are 

essentially exploitable flaws or unintended behaviours of the Google search engine. 
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literally and metaphorically to these spaces. 

 

 

I trawled through lists of these anonymous addresses and used the snapshot feature of my 

computer to capture a still image. The choice to capture 'now' was based on a combination of 

aesthetic and formal elements of the image at that time.  

The major interest initially in this work was the fact that a simple textual script could provide 

access to so much content in a browsable fashion, the script itself being a symbol of the ubiquity 

of access to vast bodies of information. This interest became coupled with the anonymity of the 

imagery, its imagined link to 'other places' and the potential to witness something occurring in 

the stream.  

 

 

Illustration 29: Scott Cotterell, Picture 28 (in:url), 2009. digital image file 
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Illustration 31: Scott Cotterell, Picture 35(in:url), 2009. digital image file 

 

 

Illustration 30: Scott Cotterell, Picture 34(in:url), 2009. digital image file 



Chapter Three: How the project was pursued. Inhabiting the Loop 

50 

 

 

 

The initial process was interesting but seemed to suggest a need for further processing of the 

imagery. My first approach was to re-transmit these images within the framework of my own 

practice. This resulted in publication in a photography magazine based in the USA called Super 

Massive Black Hole
39

, which is distributed as a themed  magazine-style pdf document.  The 

outcome was successful in transforming the imagery from 'archived resource' to something 

beyond that, as it had now been authored and re-presented in a different context. 

 

 

                                                 
39

 Super Massive Black Hole 2009, Other Worlds, supermassiveblackholemag.com, no.2, viewed, 1st February 

2011,  

< http://www.supermassiveblackholemag.com/Issue%20Two/SMBHmag_ISSUE2screen.pdf> 

 

 

Illustration 32: Scott Cotterell, Picture 44(in:url), 2009. digital image file 
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Another possible way to process the images suggested itself when I discovered an article
40

 about 

the proliferation of factory produced, Chinese reproduction paintings flooding art fares around 

                                                 
40

 Paetsch, M 2006, China's Art Factories Van Gogh From the Sweatshop, Spiegel, viewed 1st January  2011.  

<http://www.spiegel.de/international/0,1518,433134,00.html.> 

 

 

Illustration 33: Scott Cotterell, Screengrabs from SMBH Magazine,  

Issue 1 2009. 

 

 

Illustration 34: Scott Cotterell, Screengrabs from SMBH Magazine, 

Issue 1 2009. 
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the world and essentially undercutting sales of what some would see as more 'legitimate' art.   

This struck me as a humorous, conceptually relevant approach to further processing the imagery, 

as the finished works would be embedded with a connected, itinerant and transactive quality 

resulting from the simple act of uploading a jpeg image, conducting a credit card transaction and 

providing address details. 

 

 

I ordered a custom painting by uploading a jpeg image, and entering credit card details and 

shipping address. 

 

In the submitted work, the IN:URL work manifests as a digital photographic print.  In addition to 

this, and located in another area within the gallery, is the corresponding factory painted version 

of the original source data. This work IN:URL (Processed) creates a referential loop for the 

viewer by physically distancing the sampled and the sample across the exhibition space. 

 

 

 

Illustration 35: Art Palace.com - screenshot from website of online painting service 
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IN:URL documents initial approaches into appropriation methods. It connects to the research 

process via a detached and observatory approach to playing with art production methods.  

Throughout the duration of the project I have moved closer towards a deeper personalisation of 

the works as time progressed. The dominant appropriation strategy used IN:URL is sampling. 

 

TORRENT 2009 

The work On Northern Waves 2009 arose via the process of downloading an album from the 

internet using a Torrent system of file sharing. The Torrent protocol for file sharing is interesting 

in that the 'source' file is distributed amongst many users, having no singular origin. 

 

 

Illustration 36: Scott Cotterell. IN: URL (Processed) 1, 2009 commissioned painting,  

Oil on canvas 
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Metaphorically it is closer to a dust cloud than a stream, and this lack of authoritative source or 

locatable origin interested me.  The source image - a scanned album cover featuring song lyrics - 

was halted mid-download resulting in a formal glitch that severs a section of the imagery, 

disrupting the language of the cover and lyrics.  

 

 

On Northern Waves 2009 is presented as a single framed digital image. Importantly, it led to the 

Torrent 2009 series. In the submitted work, On Northern Waves serves as an entree to Torrent. 

 

Torrent 2009 is a series of 9 framed digital prints, in which an alphabetised collection of B-grade 

and horror movie posters are located as a torrent file through a peer to peer file sharing network, 

and the process of downloading the collection is halted by me, before it is complete. This 

resulted in a series of broken images and focuses the work on the resulting formal qualities auto-

generated by the simple action of clicking 'stop'.  

 

The selection of the original source data, in this case the film posters, is significant in that it is 

 

 

Illustration 37: Scott Cotterell. On Northern Waves, 2009. digital photographic print 
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obscure cultural material, often produced by unacknowledged artists. Designed with a largely 

'throw away' purpose in mind, and combined with the possible retro
41

 value some of these 

images may acquire over time, I saw these images as having potential to playfully refer to past, 

present and future and the momentary collapse of these tenses. The process I used generates 

some complete images, with no mistakes, and some completely broken images, that are unable to 

be opened. In between these two states exists a series of broken images with differing digital 

artifacts of the process. Over time, these were refined down from a group of around 30 by 

intuitive selection and shuffling until a satisfactory grouping was achieved.  

 

At this stage in the project I was still avoiding inserting myself too much in the work, and to this 

end allowed other people into the selection process. This was done by giving 6 people the 30 

images and asking them to order them, in essence to choose their 'top 10'. As a process of 

dilution or filtering this was quite useful as it resulted in a compression of the work based on a 

‘most popular’ criterion. At the time, this was done in a fairly casual way as a method to work 

through some unsure elements of the process and work. In hindsight this method was also a way 

of avoiding being completely responsible for the authorship of the work. This avoidance is in 

keeping with the 'just click stop' approach that generated the initial imagery. 

 

 

 

 

                                                 
41

 Wikipedia (2011) defines 'Retro' as a term used to describe a culturally outdated or aged style, trend, mode, or 

fashion, from the overall postmodern past, that has since that time become functionally or superficially the norm 

once again. The use of "retro" style iconography and imagery interjected into post-modern art, advertising, mass 

media, etc. It generally implies a vintage of at least 15 or 20 years  
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Torrent 2009 is presented as a row of 9 framed digital photographic prints that make up the 

Torrent series. The work extends the detached, sample-oriented focus of IN:URL by generating a 

work that represents a closer engagement with and manipulation of data flows. Torrent 

illuminates the materiality and potential breakdown of information through the overburdened 

visual trope of the glitch.  

The dominant appropriation strategy in Torrent is re-mixing.  

     

     

     

Illustration 38: Scott Cotterell, Torrent, 2009. Series of 9 digital prints 
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If I Die In an M.R.I  2009 

If I die in an m.r.i is a cut-up video piece, a re-composition of elements from a 1993 film Ghost 

in the machine. Made at the time of the burgeoning internet revolution, the film postulates a  

  

 

scenario whereby a human is transmuted into data and is then able to traverse both electrical and 

physical networks. The core interest to me was the visual treatment given to the scenes regarding 

data – how it looks, how it travels, what the interior of networks look like. This film and others 

made in a similar era, embed the imagined visual flow of ‘the network' into the minds of millions 

of viewers. I have removed large portions of the film and re-arranged small fragments to form a 

new narrative flow. 

 

 

 

. 

 

 

Illustration 39: Scott Cotterell, Selected still from If I Die In an 

MRI, 2009 – Single Channel Video w Stereo Sound     
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Identification with the original source of the samples used from the film is arguably quite 

difficult for anyone to make unless being intimately familiar with the movie. The edited video 

was then posted to You Tube. Much to my surprise, on attempting to access the on-line version, 

my plagiarism had been discovered and the video 'blocked worldwide' 

 

 

 

Illustration 40: Scott Cotterell, Blocked Worldwide, 2009. Screen Capture from YouTube.com 

featuring 'blocked content' warning. 

 

 

While this is of course no surprise given the tight control exerted over copyright material, it 

raised intriguing questions about the systems in place to control this information. 

 

 These concerns of information control and tracking are carried into the title of the work through 

the application of the bracketed title If I Die In an M.R.I (Blocked Worldwide) 2009 presented in 

the exhibition as a single-channel video projection with stereo sound as a symbolic and real 

breach of copyright protocol.  If I Die...connects the predominant sample-oriented focus of the 
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previous works but enhances this by cutting a new, personal narrative form out of the original 

film. It relies not on a complex intermingling of internal and external transactions and exchanges 

but simply on a cut and paste methodology to generate effects. 

 

Sampling and re-mixing are present in equal effect in If I die in an M.R.I. Following this I 

embarked upon several site-responsive installation works that attempted to synthesise samples 

and references from both local and global sources.   

 

Free Tattoo 2009  

Free Tattoo was the first installation-based work created during the research project. It arose 

from an invitation to participate in an exhibition at Moonah Arts Centre, Tasmania, in a project 

called Stigma Research Laboratory, a joint project between The Housing and Community 

Research Unit at UTAS, the Tasmanian School of Art, Contemporary Art Services Tasmania 

(CAST) and the Moonah Arts Centre. The exhibition framework revolved around developing an 

innovative arts-based strategy that challenged the stigmatised status of disadvantaged housing 

neighbourhoods, the suburb of Moonah being one of these.  

 

Seeking a personal in-road to this subject I used the Tattoo - once historically stigmatised, now a 

cultural trend and area of personal interest - to frame my response to the project. Initially, my 

idea was location-specific - I planned to gather photographs of peoples' Tattoos in the Moonah 

area in order to build up a study of imagery and iconography used by people to mark their bodies 

in that location. This kind of pseudo-ethnography felt insensitive to me and I quickly changed to 

gathering similar imagery from people I knew and people they knew, a network radiating out 
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from myself in order to personalise the work.    

 

This change follows the project curve towards introducing autobiographical elements as a larger 

part of the work. The response was positive and I continue to get images from people as that 

element of the work continues to be active. I did this mainly via social networking websites, as a 

simple way to embed live, networked elements into the process.  The informality of social 

networking as a whole encourages people to share personal details they might not otherwise 

share, including tattoos. The photographs people submit themselves are unlikely to be captured 

easily in any other way.
42

 

 

 

                                                 
42

 Scott Cotterell 2009, Free Tattoo (Never Get a Girls’ Name), Facebook, viewed 2nd February 2011, 

<http://www.facebook.com/#!/group.php?gid=78006055755> 

 

 

Illustration 41: Screen capture of Facebook page showing submitted  

photographs of members tattoos. 
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The plan at this stage was to use the imagery in some form of rogue projection outcome around 

the suburb to de-materialise it and make these very personal body marks universal. Upon 

reflection I found this approach quite safe and detached as it relied on other peoples’ stories to 

operate and suggested little beyond a fairly superficial personal engagement with the work.  I felt 

it important at the time to engage much more with the work as a living human rather than as a 

website or email address or credit card detail. 

 

The final outcome of the work was an installed physical manifestation of actual and imagined 

sites I had personally experienced through my own life-long interest in the practice of Tattooing. 

This approach was catalysed by the Moonah Arts Centre in an unused space adjacent to the main 

exhibition area that contains stainless steel benches and a wrapped linoleum floor. This triggered 

the idea of making an actual simulated Tattoo studio. In order to do this, various forms of Tattoo 

equipment, furniture and paraphernalia were acquired and arranged in a visible but contained 

area within the gallery.  

 

 

 

Illustration 22: Scott Cotterell, Free Tattoo, 2009. Installation detail. 
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Illustration 44: Scott Cotterell, Free Tattoo, 2009. Installation detail. 

 

 

Illustration 43: Scott Cotterell, Free Tattoo, 2009. Installation detail. 
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Free Tattoo exists in the submitted work as two elements: the installation Free Tattoo, and a 

screen based presentation of the imagery gathered, leading up to and since the Moonah 

Exhibition, known as Free Tattoo (Living Archive), This approach is utilised in order to bring 

together both the now passed, initial installation and the on-going live process of archiving 

photographs of people Tattoos as time progresses. 

 

Free Tattoo marked a significant change in the direction of the project, freeing up my approach 

by allowing multiple complimentary elements and forms to exist in one work simultaneously. 

The work also signifies a more directly representational archive, a fictional entity or enigma 

rather than a map of process/es or the result of an experiment. It is the expansion of a personal 

idea via the act of appropriating various cultural elements and real world objects as opposed to 

the presentation of artefacts generated through appropriation.  Free Tattoo utilises the strategies 

of sampling and detournement. 

 

Medium Frequency 2009   

Medium Frequency 2009 was made during a 4 week residency at DF Arte Contemporaneo, an 

artist-run commercial gallery in Santiago De Compostela, Spain. The work evolved as a 

conceptual framework to make a responsive body of installation work – the idea was to respond 

to the media landscape in Santiago de Compostela in a personal and idiosyncratic manner. 

Medium Frequency was also determined by the amount of available time, the limitation of 

resources and the socio-cultural dynamics of that place.  
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Initial research took the form of daily field trips to various locations surrounding the area, guided 

by our host, trips were made to the emerging industrial districts, the close-by old rural areas 

flanking the city and, of course, to religious sites - Santiago de Compostela is an important 

pilgrimage site. Initial experiments drew on both the mass produced artefacts available for 

purchase and the particularities of the architecture and infrastructure in the city, such as electrical 

networks, antennas, and surfaces.  

 

Illustration 45: Resource imagery photographed around Santiago de Compostela 

 

Prior to arriving, gallerist Francisco Alvarez and I had discovered a shared interest in live sound 

performance and this enabled a collaborative performance evening in addition to the planned 

 

 

Illustration 46: Resource imagery photographed around Santiago de Compostela 
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exhibition of my work.  Ruido 8, (the Galician word for noise) featured locally based sound 

performers each presenting short solo works in the gallery.   

 

The culmination of the residency was the exhibition titled Medium Frequency, the density and 

varied uses of the medium frequency radio band being a metaphor for the clogged mental space I 

was experiencing from immersion in so many rich referential possibilities.  

 

 

The long narrow gallery space became a linear passage through which one would pass an 

amplified antenna, the sound of which filled the space with gentle fuzz. A five panel wall piece 

in which a sampled image had been directly hand-painted, evoking an authentication watermark 

onto found and purchased low value objects including cardboard boxes, thrift store prints and 

cheap frames.  

 

Mid-way through the space one wall was occupied by the long black cable which carried the 

antenna's signal, and the other by a cardboard simulation of the power boxes ubiquitously 

 

Illustration 48: Scott Cotterell 

performing live audio work at DF 

ARTE, 2009.  

 

Illustration 47: Gallerist Francisco 

Alvarez performing as Joaquin 

Lana, DF ARTE 2009. 
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scattered throughout the city. A video work, titled Follow piece, in which I attempted to follow 

the snaking black electrical wires through a camera view-finder, accompanies the object.  The 

works in Medium Frequency were influenced by anecdotal tales of covert smuggling operations 

off the nearby coast, the experience of the city architecture, the ready availability of cheap mass-

produced materials especially figurines and the weight of immersion in an entirely foreign place. 

 

Medium Frequency was a much more intuitive response than some earlier works following 

logically from Free Tattoo while exploring further the combination of disparate elements into a 

combined experience. 

Follow Piece was inspired, in title at least, by seeing Vito Acconci's work of the same name in 

the nearby Galician Centre of Arte Contemporaneo exhibition The Human Stain. This period also 

produced the single-channel video Standing Piece in which I stood as still as possible in front of 

the Cathedral at Santiago de Compostela,  

 

Illustration 49: Publicity Image from Ruido! 8 

Concert. 2009. SdC, Spain. 
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occupying hundreds if not thousands of tourist photographs taken in the 40 minutes of the act’s 

duration. The footage is sped up to accentuate the enormous flow of human traffic in and around 

this landmark in stark contrast to the stillness of myself as central figure in the work. Standing 

Piece was not shown in the Spain exhibition as it developed over a longer period, but it marks 

the beginning of a process of inserting myself more firmly into the work than in the earlier 

processes.  

 

 

 

 

 

 

 

 

Illustration 50: Scott Cotterell, Sacred and Profane, 2009 in Medium Frequency, 

installation detail. 
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At the end of the space in a darkened alcove, a black and white projection filled the wall, created 

by a small bullet style surveillance camera hung above an object made from numerous painted, 

store bought figurines clustered atop a found wooden crate. This piece was inspired equally by 

the large amount of Chinese bazaar stores in Santiago and an anecdotal story Francisco relayed 

to me about the night-vision surveilled, matte black speedboat evasions carried out by drug 

smugglers on the coast of Galicia. This work sought to link the ideas of counterfeiting and 

authenticity, legitimacy and illegality, and the romanticism of the outlaw.   

 

 

 

Illustration 51:  Scott Cotterell, Antenna to Heaven, 2009 in Medium Frequency, 

installation detail 
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Illustration 52: Scott Cotterell, Lowest Common Denominator (Cocaine 

Speedboat) 2009 in Medium Frequency. Installation detail. 

 

 

Illustration 53: Scott Cotterell, 2009. Medium Frequency. DF ARTE Santiago DC, Spain. 

Installation overview. 
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Medium Frequency is presented in the submitted work as a remade installation comprising all the 

original elements that mirror the physical dimensions of the original gallery in which the work 

was shown. Derive', cut and paste and remixing are present in the works. 

 

This residency was then followed by an installation for the One Night Only project in Hobart. 

One Night Only is a collective of artists engaged in activating disused urban spaces and 

presenting large-scale ephemeral exhibitions and performances within these spaces. Set in a vast, 

2 level shell of an old department store in Hobart's central CBD, ONO 2 presented local, national 

and international artists in a 3 hour culmination event of several months’ preparation. 

 

 

Horror Victorianum (Retrograde Angst) 2009 

 

The opportunity to respond to such a rich site resulted in the work Horror Victorianum 

(Retrograde Angst). The small room I chose to base my installation around was cramped and 

claustrophobic. It contained cigarette butts and a broken mirror with a derogatory adolescent 

scrawl and was not dissimilar to spaces I had explored during my own adolescence as a homeless 

youth in Victoria. The work was a chance to reconcile the aesthetic and emotive experiences of 

that time within a new site and context.   

 

Horror Victorianum (Retrograde Angst) is presented as an appropriated version of the original 

installation and was remade specifically for the Plimsoll Gallery. 
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This appropriation of appropriation occurs throughout the presentation of the project: each work 

referring back to its previous incarnation. The looping, re-iterative process that this enacts 

encapsulates the projects aims to create cascading medial transmissions and to witness their 

interaction.  

 

 

Illustration 55: Scott Cotterell, Horror Victorianum (Retrograde Angst), 2009.  

Installation detail: painted light box element. 

 

 

 

 

Illustration 54: Scott Cotterell, Horror Victorianum (Retrograde Angst), 2009. Installation. 

Exterior detail of Horror Victorianum in situ 
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BEEF 2010 and 20 Deaths that are(nt) mine 2010  

 

BEEF was created for the exhibition Conceptual at CAST Gallery, Hobart. The curated 

exhibition proposed to explore the influence of Conceptual art practice in the work of Tasmanian 

contemporary artists. Having ventured from the initial detached and observatory approach of the 

works IN:URL and Torrent towards the self-portrait and mythopoetic works Free Tattoo and 

Horror Victorianum, I sought to synthesise the approaches and dynamics inherent in those 

approaches into a new working method that utilised all of these strategies.  

 

 

 

 

Illustration 56: Scott Cotterell, Horror Victorianum (Retrograde Angst), 2009.  

Installation. detail of interior space. 
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Illustration 57: Scott Cotterell, 2010. Detail of digital imagery used as guideline for painted works 

 

 

 

 

Illustration 58: Scott Cotterell, BEEF, 2010. Installation. detail showing painted elements. 
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BEEF consisted of edited vintage amplifier advertisements painted in large scale on 3 domestic 

doors, the human scale of the door amplifying the size of the original advertisements. Two of 

these were propped against a wall, while the third lay flat on the ground as though an accident or 

breakdown of the display mechanism had occurred.  

 

Adjacent to this an actual vintage amplifier sat facing into the gallery space. In between these 

two elements, the actual doors of the gallery space that lead to the storeroom were opened as an 

invitation to enter.  

 

Illustration 59: Scott Cotterell, BEEF, 2010. Installation. detail 
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Once through these doors, the viewer would find themselves in the gallery storeroom, the walls, 

floors and workbenches of which remain largely unmodified. The central area of the storeroom 

was occupied by a large white cubic structure made up of all the gallery plinths on which sat the 

projection and audio equipment to display two video projections, one on each opposite wall.  

  

 

 

Illustration 60: Scott Cotterell, BEEF, 2010. Installation detail.  

Storeroom projection detail. 

 

 

Illustration 61: Scott Cotterell, BEEF, 2010. Installation detail. Storeroom projection detail. 
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The projection element of BEEF consisted of a viral video inter-generational argument between 

two rap musicians, the old and established Ice-T and the young and cocky Soulja Boy that was 

actually played out via the American media and consequently spread as an internet meme. In 

BEEF their personal video pleas and rebuttals are bought together in perpetual loops that play 

out for the duration of the exhibition. 

 

BEEF, a street-slang colloquial term for an ongoing feud, is re-presented in the submission, this 

time using the Plimsoll Gallery storeroom as a presentation site. This is in keeping with the 

original exhibition concept in that the work exists as a series of modular elements that can be re-

applied to different galleries and institutions at will. Elements of institutional critique reside 

alongside sampling and remixing in BEEF. 

 

The final work in the research project is 20 Deaths that are(nt) mine. This work was made for the 

inaugural early-career artist survey exhibition, Shotgun, at CAST Gallery. The work evolved 

over a significant period in consultation with the staff at CAST and with support from the 

Detached Cultural Foundation, Hobart.  
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20 Deaths... evolved from a similar synthetic framework as the previous works but pushed these 

elements to be resolved in a more contained space. The work consists of a large-scale projection 

of a single-channel video loop with accompanying stereo sound. The projection is housed within 

an angled black enclosure constructed from wall panels within the gallery. Inside this space a 

special seating array is set in front of the screen to aid the viewing. The seating array, constructed 

from 4 racing-style car seats on a welded steel frame operates additionally as a pristine sculptural 

object. The projection element is derived from one of the world’s most popular video games 

Burnout 3, a racing game in which the objective is to cause as much damage as possible. Within 

the game there is a feature that enables the slowing down of the footage to enable the player to 

savor their own demise.  

 

 

Illustration 62: Installation detail from SHOTGUN exhibition showing in foreground –  

Cath Robinson, right wall – Sarah Maher and  

Background – exterior of Scott Cotterell 2010, 20 Deaths that are(nt) mine.  
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Illustration 63: Scott Cotterell, 20 Deaths that are(nt) mine, 2010.  

Installation. detail of interior space. 

 

 

Illustration 64: Scott Cotterell, 20 Deaths that are(nt) mine, 2010. Installation.  

interior space detail 
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With this slowing down there also occurs an ambient, subterranean soundtrack. This sound is 

sent into the space via embedded car audio sub-woofer style speakers which create a bass heavy 

audio atmosphere for the work. The car audio equipment is visible from the outside of the work, 

upon approach the chrome, cabling and vibrant colour schemes of this equipment become strong 

visual elements set against the dense theatre black of the enclosure.  

 

The footage is affected via the imposition of red/green 3d filter that has been misused to create a 

shifting figure-ground relationship between sections of the source footage. The darkened space, 

up-market car seating, and cavernous low-end sound create an immersive and hypnotic space in 

which the beauty of the catastrophic becomes the main focus. As a final touch, 4 fire 

extinguishers occupy a lit prominent space on the wall, matching the number of viewing seats for 

the work and offering an uneasy peripheral visual presence. 

 

 

Illustration 65: Scott Cotterell, 20 Deaths that are(nt) mine, 2010. Installation. Video still 

from projection element. 
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20 Deaths that are(nt) mine plays with the tension between experienced, simulated and unique 

events by seeking to personalise the pre-determined and authored algorithmic nature of the video 

game event. The work enhances this tension by utilising very specific tropes from hot-rod car 

culture such as racing seats and aesthetically over-driven audio equipment to present a cold and 

clinical facade that dissolves into a meditative memento mori upon engagement. 

 

20 Deaths that are(nt) mine was designed essentially as a tourable work, not as reliant on site-

based factors as some of the other installation pieces and is presented here as the second public 

manifestation of the work.  

 

Throughout the process of making the work, various appropriation strategies including collage, 

sampling, re-mixing and re-contextualisation were concealed within the works as key conceptual 

 

 

Illustration 66: Scott Cotterell, 20 Deaths that are(nt) mine, 2010.  

Installation. detail of exterior wall. 
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elements. The use and effect of these strategies was explored through a range of media producing 

a series of installed environments and studio works that articulate and refer to media overload. 

The re-presentation of the individual works, devoid of their original site-responsive elements 

furthers the looping logic of the project as a whole. 

 

 

 

 


