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EXERCISES IN REMOTE COLLABORATION - HUIS CLOS / NO EXIT - (OR,
"HOW CYBERFORMANCE REVEALS INTIMACY")

Annie Abrahams

In 2009 | started the artistic research project Huis Clos / No Exit. In this project | use a specially
developed interface to unite several people remotely in a shared performance space that becomes
subsequently both a laboratory and a playground. The performance experiences using this interface,
suggest that today’s intimacy is no longer revealed through private images but through behavior
captured in real time interactions.

Angry Women, Annie Abrahams, screencapture of a performance test. bram.org/angry/women

Nowadays, people use webcams to film themselves and to express their ideas and feelings to the
unknown other that will look at their videoblog. People rarely use their web- or phonecam to talk to
someone else. The use of Skype is either very business like or restricted to family members. In Internet
applications as Chatroulette people rarely exchange more than a glance. What they look for is their alter
ego or an opportunity.

In her book Alone Together Sherry Turkle [1] describes how we hide more and more behind technology,
how intimate communications start being something to avoid rather than to look for, how smartphones
help us to flee our fear of the other, how we learn to control our relations via interfaces and how we are
adapting our behavior to this new situation. Facebook teaches us how to simulate intimacy, how to
make relations easy, clean, and without danger. At the same time, these relations also become
superficial and makes us ask: Who are we when we don't perform? Why can't we show our vulnerable,
messy sides? Why can't | be boring and cherish solitude anymore? In a society where authenticity and
privacy become endangered it is important to find ways to access our vulnerabilities and doubts, to
make them public, to cherish our messy side, to make place for the beast in the beauty, to go back to
reality, to claim the human.



In 1998 | worked with at least eight other French artists, who | never met, on a collaborative website
called lieudit.org. The site and the collective died in 2000, but I still have very nice memories of, for
instance, our IRC rendez-vous during the launches of the virtual exhibitions we organized. Collaborating
on a shared website was very stimulating, but in the end we couldn't find a common goal to make

us better negotiate our differences and so we split up. It was very frustrating to learn that behind our
machines we couldn't overcome these political, philosophical and emotional differences, that problems
were exaggerated and stayed insurmountable.

This was the first time | noticed that collaboration using machines wasn't easier, maybe not more
difficult either, but different from ordinary face to face communication. Later experiences with online
collaborative creation interfaces, for instance Furtherfield's Visitors Studio, confirmed this.

So, in the early 2000s when people started talking, dreaming and glorifying the advantages of Internet
collaborations, | was very doubtful and somewhat vexed; and so decided to start thinking about how to
use the recently developed streaming interface of panoplie.org for working on these problems. (1)

In telematic performances intimacy is not where you think it is. The Big Kiss performed with Mark River
(of MTAA) in New York in 2007 [2] might have looked as an intimate performance, but in fact it was
closer to a 'drawing a deux' session than to a real kiss, even if it did awake intimate feelings, as drawing
a kiss on paper might also have done.

In the telematic performance One the puppet of the other, with Nicolas Frespech (Paris 2007), [3] we felt
most intimate, most close together when we didn't exchange, when we were waiting, when nothing
happened.

In 2009 | started Huis Clos / No Exit: a networked performance series investigating collaboration at a
distance and relational dynamics in a dispersed group. [4] With an interface developed by Clément
Charmet (panoplie.org) and Estelle Senay (Théatre Paris-Villette / x-réseaux) | could unite the images
and sounds of the webcams of up to six participating performers in a mosaic. The physically separated
performers could share borders and interaction surfaces in a common virtual space and become co-
responsible for the mosaic image projected in front of the public during performances. At all times they
had this same mosaic image on their screen.

A first experiment took place in November 2008 in the International Laboratory of Interactive Digital
Media on Stage, organized by NU2's in L’Animal a I'Esquena, in Celra, Spain. In one of the tests, | asked
three performers to execute a protocol that stated that, before leaving the performance interface they
were to compliment the others after having insulted them. It was strange and beautiful to see how they
couldn't stop complimenting and saying nice things to another. Later | became more and more aware of
how the performance interface, besides allowing observation of behaviour in collaboration and auto-
organization, can also reveal private, intimate behavior to the public. The cyberperformers are so
occupied by their interactions, that they don't have time to negotiate their image as they mostly do on
the Internet.

| talked about machine-mediated revelation of intimacy in an interview with Maria Chatzichristodoulou
published in Digimag in Oct 2010. [5]

| always look for situations that make any attempt at escaping from exposure impossible. In general | do
not rehearse my pieces. If this is necessary — for instance, due to technical reasons — | write new
protocols for the final performance. | try to find ways to penetrate the other performer — just for a
second | want them to expose themselves to me (and to our observers) in an action, or a response, that



is out of their control. | want them to unveil something they usually hide or only disclose in situations of
complete trust, of complete intimacy. | want to know how they function, not by them telling me, but by
me almost forcing them to reveal an instance of their 'hidden code' in public. | want us to go beyond
self-representation and the control that this requires. Am | really forcing them to do this?... No | am not.
What happens is that the situation in itself — that is, the telematic performance interface, the protocols,
the flaws in the streaming connections — rewrites the conditions of communication in a way that makes
this revelation possible, if not inevitable.

Because | think we need to counterbalance the tendencies to make our Internet-mediated relations
cleaner, faster and more and more secure | started paraphrasing Ranciere, “The real needs to be
trapped in order to be available for thought.” [6] (2)

Notes:

(1) From 2006 - 2009 | organized the Breaking Solitude and later the Double Bind web performance series
with panoplie.org. While they started out as performances around the idea of the Internet as a public
space of solitude they became more and more involved with experimenting "different ways of being
together." What can we share, what do we share, how are we interacting and what is this technology
doing to us? http://2008.panoplie.org/2008.panoplie.org/#//DoubleBind

(2) Because the Huis Clos / No Exit interface makes people film their own image, a collaborative
cyberformance using it can also be staged as a live production of an autonomous video, available for
reflection. http://bram.orqg/huisclos/toutvabien/indexang.html
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THE DIGITAL CONTAMINATION OF DRAMATIC THEATRE: SUBJECT
TECHNOLOGY IN EXCEPTION

Gorkem Acaroglu

Drawing on Derrida’s analysis of the metaphysics of presence, this paper examines the centrality of pres-
ence in theatre commentary, arguing that such a privileging demonizes projected media as a form of
contamination. Through a close look at a hybrid work that integrates live performers with avatars from
Second Life, | seek a way to move forward between conditions of possibility and impossibility.

Dramatic theatre claims that it is a unique site of literal co-presence while asking audiences to forget
their own presence and give precedence to a closed fictional world ‘made present’ by the auratic actor.
In contemporary performance, two practices have emerged that shift these traditions: digital perfor-
mance, where technology challenges the position of the actor as central; and live art or participatory
performance that places the audience at the centre of the performance encounter. Although contempo-
rary practitioners often rally against the prejudices of dramatic theatre, an understanding of its core as-
sumptions can benefit emergent forms and prevent them from replicating those aspects deemed prob-
lematic in traditional practice. An awareness of literal, fictional and auratic presence as mediation can
enable a richer theatrical encounter. | draw on Derrida’s analysis of the metaphysics of presence to es-
tablish the centrality of presence in a significant amount of commentary on theatre, arguing that such a
privileging of presence demonizes projected media as a form of contamination that impedes dramatic
theatre’s ability to represent ‘truth.” While much has been theorized about presence in theatre, my posi-
tion is that of a practitioner grappling with the problems that a privileging of presence brings to my
work, of which | will examine a specific example.

From Greek antiquity onwards, discourses on the essential nature of the theatrical invoke some varia-
tion of what Peter Brook labels “a mystery called the present moment.” [1] For example, playwright,
actor and author David Cole claims, “theatre closes a great rift in our lives by enabling us to experience
imaginative truth as physical presence.” [2] Actor and Director Jean Louis Barrault believed that, “the
final aim of mime is not the visual, but presence itself.” [3] Practitioners like Eugenio Barba are con-
cerned to define ‘theatre’s essence’ which he claims, “consists... in radiating through the rigor of scenic
technique an individual and collective form of being.” [4]

‘Being’ can apparently be experienced through the actor’s presence as expressed by actor and theorist
Jean Pierre Ryngaert, “It is not always to be found in the individual’s physical features, but in a radiant
energy whose effects are felt even before the actor has acted or spoken, in the vigor of his being-there.”
[5] American director and teacher, Joseph Chaikin made similar claims, “It's that quality that makes you
feel as though you're standing right next to the actor, no matter where you’re sitting in the theatre... It's
a kind of deep libidinal surrender which the performer reserves for his anonymous audience.” [6]

Theatre is the place where co-presence of actor and audience apparently enables connection with the
present moment. American designer Robert Edmond Jones believes that: “This is drama; this is theatre —



to be aware of the Now.” [7] Descriptions of theatre often refer to it as a unique site of presence, like
Norwegian poet, writer and playwright Jon Fosse describes:

[...] these intense, clear moments, although they are hardly explainable, are moments of understanding,
moments when the people who are present, the actors, the audience, together experience something
which makes them understand something they never before have understood, at least not as they now
understand it. [8]

| have quoted extensively here to demonstrate the privileging of presence in much twentieth century
theatrical discourse.

Through these quotes, we see what Eugenio Barba describes as a search to “transcend the performance
as a physical and ephemeral manifestation, and attain a metaphysical dimension...” [9] Antonin Artaud
and Jerzy Grotowski both attempted to transcend performance by eradicating the text while Constantin
Stanislavski and Bertold Brecht outlined ways for the actor to speak so that all traces of the text were
not felt to be present. Stanislavski’s mission was designed to bring presence to the absence of the writ-
ten word. It requires immense skill to achieve a sense of this, and we praise actors that give us the illu-
sion of doing so. In his essay, Just Be Yourself, Philip Auslander critiques Stanislavski, Grotowski and
Brecht, stating “all assume that the actor’s self precedes and grounds her performance and that it is the
presence of this self in performance that provides the audience with access to human truths.” [10] It is
this auratic actor that has been central to dramatic theatre, an idea which remained unchallenged until
Derrida’s deconstruction of Western philosophy’s privileging of presence.

Derrida’s analysis of ‘the metaphysics of presence’ has become an important feature of recent perfor-
mance studies and helps us to understand why projected media in performance has threatened dra-
matic theatre. The desire to attain ‘pure presence’ through theatre, to eliminate all representation and
‘access human truths,” if one follows Derrida’s logic, is not possible or desirable since pure presence is
outside time and therefore equals death. Derrida argues that every known thing is relational and the re-
sult of ‘differance,” defined by what it is not rather than by an essential nature. The present moment it-
self cannot be grasped, there is never a now that can be restrained and held. The present always con-
tains a mark of the past, at the same time as it allows itself to be invalidated by the mark of its relation-
ship to the future. Difference is indeterminable and therefore meaning arises from something that is not
present. The present moment can similarly not be apprehended. Derrida terms this non-presence ‘dif-
ferance.” He argues that full presence cannot be reached because no instant can exist outside of time;
the present has disappeared before it has made an appearance. Signs are present in the absence of the
things they signify. The sign represents the present in its absence.

The concept of ‘differance’ is important here as it helps us understand why traditional theatre has ex-
cluded the use of projected media. Many of the practitioners | have mentioned demonstrate a strong
desire for various forms of theatrical presence. This desire is not limited to proponents of dramatic the-
atre and can be found in contemporary and postmodern theatrical discourse. Live art, for example, is a
form of contemporary performance that, it could be argued, craves presence. | am interested to exam-
ine the assumption that any theatre or performance can ‘make present the present moment.” More
often than not, the desire for presence dismisses the use of technology because it imagines that tech-
nology contaminates the live actor: the conduit through which it is assumed full presence can be
reached. Technology’s use in theatre can bring into question claims of presence. It can disturb the as-
sumption that presence is attainable, by making evident the fictional illusion; in juxtaposition with the
actor it undermines the notion that theatre is a site of literal presence; and it can intrude on the actor’s



charisma or aura. Most threatening about technology in theatre, is that it questions theatre’s claims to
'a mystery called the present moment.'

A number of prominent commentators, such as Philip Auslander and Elinor Fuchs, have put forward that
deconstructing theatre’s illusion of presence is essential in order to demystify theatrical representation.
| would argue that beyond deconstruction and demystification, theatre practitioners aware of the his-
torical reach for presence can enable a more conscious play of both the audiences’ and the actors’ no-
tions of presence. Auslander and Fuchs have been important in using Derrida’s analysis to understand
prejudices and assumptions in traditional theatre, but to a large extent we have gone beyond the need
to make evident theatre’s privileging of presence through the work. Cormac Power provides a compre-
hensive critique of theatrical presence. He defines theatrical presence in three distinct modes; the “fic-
tional mode” of making present the fictional world of the play; the “auratic mode” of actors having pres-
ence as charisma; and the “literal mode” of actors being-present literally with an audience (co-pres-
ence). These modes are very useful to help us understand theatrical presence with a number of different
aspects, and perhaps when we understand how these compete with one another then we will have the
capacity “to explore and 'play' with notions of presence.” [11] Power’s main thesis is critical to this
study: if theatre highlights that it is “part of a mediatic system” rather than claiming to be a privileged
site of “unmediated 'nowness," (through literal, auratic or fictional presence), then theatre can realise
its potential to show how the “(im)mediate” is itself “mediated.” [12]

With emerging digital technologies, the notion of literal co-presence has had to be redefined. Until re-
cently, most definitions of liveness referred to Auslander’s binary opposition of ‘live’ and ‘mediatized,’
live only being understood since mediatization became a possibility. With the emergence of digital tech-
nologies, Auslander has had to redefine this notion of live. Speaking at the recent Transmediale 11 con-
ference in Berlin, Auslander describes his new definition:

Liveness is no longer defined as presence of physical persons in front of each other or physical and tem-
poral relationships. The audience’s experience is now the locus of liveness. Digital liveness emerges as a
specific relation between self and other. Our conscious act at grasping virtual acts as live in response to
the claims they make upon us. [13]

The positioning of the audience as the test for liveness has created some controversy. In 2002, Auslan-
der published a provocative paper about chatterbots, which prompted a number of responses. The crux
of Auslander’s argument was that, “The chatterbot forces the discussion of liveness to be reframed as a
discussion of the ontology of the performer rather than of the performance.” [14] He made this claim
because the internet chatterbot performs live according to one of the Oxford English Dictionary’s defini-
tions of live, “Of a performance, heard or watched at the time of its occurrence, as distinguished from
one recorded on film, tape, etc.” [15] The Internet chatterbots are performers themselves, Auslander
says, because they create their performance at the same time as we witness them. This proposition sug-
gests that a live performance is no longer determined by the performer as live person, and therefore re-
moves performance as a specifically human activity. Liveness, Auslander claims, is now determined by
the audience ‘being there,’ rather than the performer. This notion that liveness is not dependant on the
performer, but on the audience/viewer is important when we investigate further the relationship be-
tween projected media and its uses in theatre. Would we consider a work to be live if all the actors were
avatars operated in real time, but not literally present, for example?



In a theatre that privileges the actors’ literal and auratic presence, where the spoken words of a text are
used to make present a fictional world, projected media has often been viewed as contamination. Hav-
ing posed that presence is threatened by technology in theatre, | now want to look at a specific example
of my own work that further problematizes this privileging.

Exception is a performance that uses the multi-user online virtual world, Second Life, as both metaphor
and tool for performance. As a metaphor, Second Life functions as literal ‘second life’ for asylum seekers
lucky enough to be offered a permanent home there; as a site for performance, one actor on stage in-
teracts with avatars projected and operated (mostly) live from Second Life. The show is currently in its
third stage of development in Melbourne, Australia. During the first stage, we proposed three possible
interactions between actor and avatars; (1) Avatars (including an avatar of the actor), operated live by
on-stage actors who manipulate the avatar movements visibly at workstations, voicing them from on-
stage; (2) Actor interacting with pre recorded avatars including pre-recorded voice; (3) The capacity for
live and remote audiences to interact as avatars in Second Life, projected into the theatrical space.

The desire to bring Second Life into theatrical space is a desire to ‘make present’ what is not present: a
virtual world. Avatars are ‘given life’ by their scale of projection, method of voicing and dimensionality.
Theatre however, has arguably always attempted to ‘make present’ that which has not been before it.
Making Second Life avatars present in a three dimensional space is therefore not structurally different
to any of theatre’s other endeavors. My bias for theatre over virtual worlds demonstrates a privileging
of presence on my part.

The actor onstage in Exception is immersed in an entirely animated projection world. All settings and
characters are created from the crude two-dimensional animation that is the Second Life aesthetic. The
argument that projections overwhelm live bodies is challenged when the actor is immersed inside the
projections in this way. It is a common perception that projections overwhelm the live actor because of
the dominance of the screened image. While this view may be true in specific performances, it is not a
given that projections overwhelm live bodies. In the case of Exception, the immersion of one actor
amidst an entirely animated world framed his liveness. It was impossible not to see him first. Rather
than overwhelm the body, projection integrated with the actor and blurred the distinction between or-
ganic and mediated. In this way, the juxtaposition of actor and animation can make liveness more preva-
lent. The animations in Exceptionmade no claim to being real. One actor immersed in an animation
world enhanced the actor’s auratic presence while at the same time challenging its power.

Another trope of dramatic theatre: an emphasis on empathy and identification, is challenged when most
of the characters on stage are digital. Empathy has been well critiqued by Brecht in the last century who
defined his epic theatre as the elimination of empathy and imitation. Brecht felt that film lends itself to
“a type of drama not depending on empathy,” and for the audience, he claimed that the use of projec-
tions in theatre “prevent(s] his complete empathy, interrupt[s] his being automatically carried away.”
[16] Brecht was significant in identifying traditional theatre’s reliance on empathy and imitation and at-
tempting to dislocate this but, as Auslander noted, Brecht’s conception of the role of the actor was also
based in the metaphysics of presence. Andre Bazin, amongst others, have refuted Brecht’s claim that
audiences do not empathize with the screen, however Brecht’s claim that juxtaposition of projection on
stage can prevent complete empathy, is relevant to this paper. Patrice Pavis defines identification as a
“process of illusion whereby the spectator imagines himself to be the character represented and the
actor gets right 'into the skin' of the character.” [17] In Exception, through the juxtaposition of actor with
projection, a level of estrangement occurred. The audience was brought closer to the actor’s aliveness
because the actor was surrounded by non-living entities: the animated avatars. Their otherness signaled



the actor’s aliveness. The capacity for empathy was not affected, success of a closed fictional world to
engage the audience’s care factor remained the same whether projections were used or not. Dependent
on the success of the closed fictional world, dramatic theatre’s desire to create empathy in an audience
can still be achieved. However, Brecht’s objective to estrange the audience can also be enabled by using
the projections to interrupt our identification with the living actor/character and reflect upon the fic-
tional illusion made present. The argument that audience cannot empathize with projected characters
ignores the capacity of projection to enhance empathy with the actor/character by framing the actor’s
liveness. ‘Cyborg theatres’ like Exception have the capacity to enhance empathy and identification, while
at the same time enabling a kind of ‘verfremdungs effekt.’

From its inception, Exception was conceived as a project that would enable interactivity from live or re-
mote audience members via their avatars in the Second Life world. The idea being that the auratic pre-
sent actor would engage in a three-way interaction with the two-dimensional avatar objects that could
be operated by either audience or on-stage operator. This would enable real time interventions into the
apparently closed fictional world that the piece otherwise constructs. Prior to showing the work-in-
progress to an invited audience, we staged an in-world interactive exercise, which would feed this ca-
pacity for live intervention. One of our sets was a detention centre, created in Second Life. We placed
our main character’s avatar, Asim, in the virtual facility and publicized the fiction that Second Life had
detained him. We had anarchists and communists from all over the world attempting to break Asim out
(which they achieved quite easily). After sometime, with varied reactions, we enlisted a few of our more
engaged rescuers to ‘perform’ in a live showing. During the section where our onstage actor and his
avatar were locked in Second Life detention, the anarchists were to rescue our avatar, but of course our
on-stage actor remained behind bars.

The participatory capabilities of Exception have not been explored to their full potential, but in an effort
to engage the audience’s awareness of their presence, we are moving the work to function as a game,
giving the audience agency in the creation of the work. Already Exception plays with the actor’s auratic
presence by immersing him in an animation world and introducing avatars as ‘live’ animated characters.
Now we propose to interrupt the fictional world by enabling further audience interaction.

In Exception, 2D animations are ‘made present’ through live interaction, operated and voiced in real
time. This unsettles the notion of theatre as the privileged site of literal presence. The actor’s auratic
presence is challenged by juxtaposition with life sized animated characters; and by enabling audience’s
participation, the fictional world made-present is challenged. At the end of the day, Exception is no dif-
ferent from any piece of theatre that attempts to make present that which did not exist before it. How-
ever, Exception does this in such a way that the different modes of theatrical presence — literal, auratic
and fictional — are identified as mediated and their competition with one another enables an enhanced
awareness of liveness.

I have not resolved the problem of the privileging of presence in digital and participatory performance
but through the development of Exception, my thinking has changed. By making this work, | have discov-
ered that the ancient tradition of theatre can offer a rethinking of fundamental notions of presence to
contemporary forms that engage with electronic arts. Far from attacking the metaphysics of presence, |
seek a way to move forward between conditions of possibility and impossibility.
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ALGORITHMS AS STRUCTURAL METAPHORS: REFLECTIONS ON THE
DIGITAL-CULTURAL FEEDBACK LOOP

Romy Achituv

Through a series of illustrated examples this article purports to show how the application of digital — al-
gorithmic — paradigms to analog media may illuminate values and perceptions inherent in the digital
models themselves.

Fig 1. R.E.M. Imitation of life music video freeze-frames
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Fig 3. History stickers (Mandarin, English, Bengal), and emotional categories stickers (English, Nepalese,
Mandarin)

The following excerpt from the full-length article focuses on three examples: an R.E.M. music video and
two art projects co-authored by the writer. An extended discussion of metaphor, cognitive paradigms
and perception, which establishes a theoretical background to the given examples, has been omitted for
lack of space, as have most of the footnotes and images. The text has been edited for continuity.

In 2001, the American rock band R.E.M. produced an intriguingly “economical” music video for their
song Imitation of Life [1]: a four-minute clip of an elaborate and densely populated pool party, pieced
together from a single, stationary, twenty-second long shot. A virtual camera wanders through the
scene, zooming in and out to focus on different vignettes while the source clip loops continuously back
and forth. [2]

The short duration of the single shot and its looped unfurling and recoiling divorce it from its linear cine-
matic substrate and transform it into a pictorial, a-temporal, medium perhaps more akin to a kinetic pic-
ture, i.e. a picture with moving parts. Were we to view the source clip alone running back and forth
unedited, we would be unlikely to experience it as passively as we would do, a cinematic narrative.
Rather, we would actively explore its pictorial-scape, tracing our own paths through the crowded scene,
choosing the vignettes we wished to focus on and the duration of our engagement with them. We might
begin with a close-up of a woman bidding a fond farewell to her older partner only to turn and run into
the arms of another, zoom out and refocus our eyes on a man set ablaze by a barbecue fire, then shift
our spatial orientation, perspective, and attention to a group seated around a table presided over by a
woman whose monologue is cut off only as another empties a glass of water in her face, and so on.

The cinematic experience of the R.E.M. video is rendered, not through the narrative of the twenty-sec-
ond shot, but rather through the (meta-) narrative imposed by the sequential stringing together of se-
lected vignettes. The edited video offers one possible narrative path, simulating the wandering eye of a
viewer exploring the a-temporal scene.



The iterative spatial and temporal reframing of segments of the video clip might be described as a per-
petual resampling of the video “database,” analogous to the process of random access whereby com-
puters retrieve arbitrary data directly, without the need to sequence through prior locations. If the ran-
dom access metaphor seems apt, it is because we recognize in it a freedom that we associate not only
with the nature of human perception, but also with cognition itself. The eye’s capacity to wander the
visual landscape of R.E.M.’s pool party is intimately connected with our sense of agency and freedom of
choice.

The dynamic and multifarious nature of perception has long been embodied in traditional East Asian
painting. Unhampered by the convention of single-point perspective, Asian paintings often depict scenes
that combine multiple perspectives within one composition. The viewer’s eye is made to wander in, out,
and across the picture plane, alternating between grasping the composition as a whole and focusing in
on details. Transitioning through scenes presented from multiple vantage points, the viewer constructs a
multi-dimensional mental image of the depicted world. A peasant trailing a caravan of donkeys viewed
from afar and above, for example, may appear at the foot of mountains which themselves are painted at
eye level, and which may, in turn, be seen in the foreground of great cliffs viewed up close and from
below. Mimicking human perception itself, the multiple scenes, each assigned an idiosyncratic perspec-
tive, appear to exist in a single harmonious space.

Similarly, as it wanders through the looped visual time capsule of the R.E.M. video, the virtual camera
offers reframed vignettes for our mind’s eye to assemble into a coherent whole. The video thus offers a
representational model that evokes, at one and the same time, the manifold perspectives that harmo-
niously coalesce in the traditional Oriental painting, the mechanism of random access data retrieval, and
the perpetually shifting focal points and fields of vision that characterize the free dynamics of human
perception.

French phenomenologist Maurice Merleau-Ponty died in 1961, almost thirty years before the dawn of
Photoshop. "When the data of the world is subjected to coherent deformation,” earlier that same year
he wrote, “meaning is always present.” [3]

Merleau-Ponty’s characterization of experience as malleable data to be acted upon rings surprisingly
contemporary, as it conjures up a world that can be accessed by means of algorithmic computation.
Merleau-Ponty’s view corresponds to western ideals of artistic expression that have, since the early Re-
naissance, exalted the creative vision of the individual artist. Indeed, Modernism strongly endorses the
notion that what constitutes the particular creative vision of an artist or artistic movement is expressed
through their idiosyncratic, yet coherent, representations of reality. In other words, it is the coherent
de- and re-formation of reality that we commonly refer to as the expressive quality of a given work iden-
tifying in it the artist’s conceptions, emotions, and ways of seeing, or in short, its meaning.

Present day technology forces us to reexamine Merleau-Ponty’s analysis of the provenance of “mean-
ing.” We need only consider the multitude of preset filters packaged with standard media editing tools,
such as Photoshop and After Effects, to realize that these programs provide their users with a host of
automated procedures for fabricating “coherent deformations.” However, does the rote application of a
graphic filter necessarily produce meaningful expression in the altered image?



It might be argued that the meaning inherent in the application of a standard filter is the effect of the
distortion itself. Thus, the meaning of a Gaussian Blur filter, for example, would be the blurriness of the
affected image. However, we are only able to attribute meaning to the Blur filter due to a shared con-
vention about what “blurriness” denotes. It is not the automated distortion; that imbues the image with
meaning, but rather our perception of it.

Whether our perceptions are cognitive models grounded in convention (such as when we interpret the
meaning of standard image filters), or formed in response to an artist’s singular idiosyncratic vision, they
acquire meaning by virtue of their relationship to their object of contemplation--that is, by virtue of in-
tentionality without, intentionality meaning would remain indeterminate.

According to the Sapir-Whorf hypothesis, the cognitive structures fashioning the meanings we assign to
a given image or utterance in everyday discourse are generally indiscernible as they constitute a seam-
less part of our perception. We become cognizant of these structures when ruptures occur in our cogni-
tive “fields of view.” These ruptures may be caused by internal sources, such as a sense of dissonance
that rises to the level of awareness, or by external sources, such as an alternative paradigm that chal-
lenges our perceptions.

Art practice is a distinct arena where such challenges take place by design. “Dissonances” are introduced
into artworks through “intentional coherent deformations” that are meant to draw attention to the
structures of expression as much as to the content. In the words of Lev Manovich: “In art, the connec-
tion between content and [form] is motivated,” [4] and “just as modern thinkers, from Wharf to Derrida,
insisted on the [opacity] of code idea, modern artists assumed that content and form cannot be sepa-
rated.” [5] Consequently, the critical focus of modernism has been no less about the forms of expression
than about the subject matter itself, often collapsing one into the other.

If the formal characteristics of an artwork shape its content, it can be said to render visible its structural
code. While some elements of the code may be idiosyncratic, reflecting the singular vision of the cre-
ator, others are necessarily normative, relying on established convention. In either case, the code is
made visible through the intentional analysis of its semantic value. Modern art is, therefore, a unique
investigative space for exploring the structural determinants that underlie our conventions of represen-
tation and the semantic readings they dictate.

Viewed from this perspective, R.E.M.’s Imitation of Life video can be said to assigh meaning to the navi-
gational structure of the piece, i.e., to its non-linear “coherent deformation” of time and space—a read-
ing which reveals characteristics of the code that otherwise might have remained opaque. Below are
two examples of art projects that introduce digitally-inspired structural paradigms into physical inter-
faces, thereby capitalizing on the metaphoric potential of intentional coherent deformation.

The Garden Library

http://www.thegardenlibrary.org [6]

The Garden Library is an open-air structure situated in the heart of a public park in the center of Tel
Aviv. Established in 2009 to serve the community of refugees and migrant workers who congregate in

the park on weekends, the library has no walls or door and is comprised solely of two bookcases sup-
ported by the walls of a public shelter. It contains approximately 3,500 books in 16 languages.



ARTEAM, the artists’ collective that initiated and produced the library sought to break away from tradi-
tional categories of classification and to realize a sorting and indexing system that would playfully mani-
fest the values of an open society. Accordingly, the books are not catalogued according to genre or au-
thor name, but dynamically, according to reader input.

On the inside back, cover of each book is a sticker that asks, “How would you describe the book?” and
offers seven emotional responses the book may evoke: amusing, boring, bizarre, depressing, exciting,
inspiring, sentimental.

When returning a book, the reader is asked to choose the fitting emotional descriptor, and the color-
coded judgment is added to the history of responses on the spine of the book. The book is then placed
on the shelves according to its latest emotional classification. In other words, the placement of the book
is not decided by popular vote, but by the last reader, using a dynamic system that everyone can impact
and in which every participant’s input counts. The cataloguing system constantly restructures the layout
of the book collection, creating at any given point in time a transient “wandering map” that reflects the
readers’ opinions and preferences.

ARTEAM thus sought to apply the non-linear algorithmic logic of digital technologies to the physical
holdings of the library, transforming the book collection itself into a database that is continuously re-
structured on the basis of user input. The cross-disciplinary application of the algorithmic procedure to
the library’s physical collection directs attention to the structure of the cataloguing system itself. The
system transforms the library into a small, parallel world where the books wander between the shelves
as their readers wander the world, carrying with them their emotional history.

Hall of Memory — Ghetto Fighters’ House, Israel
http://m--a--p.net/yizkor/Yizkor.htm [7]

The Ghetto Fighters' House Museum commemorates Jewish resistance during World War Il. Founded in
1949 by a community of Holocaust survivors and former members of the Jewish underground and parti-
san units, it was the world’s first Holocaust museum.

In 2007, the museum inaugurated a new Hall of Memory, designed to allow visitors direct access to
archival material. Glass walls form the rear panel of the archive drawers, and visitors are invited to
choose the drawers they wish to illuminate by touching blue light indicators on the glass panes. Touch-
activated interfaces located behind the glass panes provide access to information about each item.

The designers sought to make available to the public the memories contained within the artifacts, en-
abling free access to the physical legacy of the country, its people, and its history. As in many traditional
archives, these “semantic building blocks” of the historical narrative had previously been guarded as na-
tional treasures, open only to researchers and curators.

The multiple paths, which visitors can trace through the archives, echo the multi-thread non-linear
structure of parallel computing. Indeed, the digital model was not only the initial inspiration for the de-
sign of the archive experience but is also integral to its symbolic reading. By transferring responsibility
from the institution to the individual, the open archive democratizes the historical narrative. Each visitor



becomes as it were a curator, entrusted with the task of determining their own path through the physi-
cal “database” of historical memorabilia.

The archive occupies two adjoining sides of the hall, with a large-scale generative installation on a third
wall. The installation cycles through over 4500 names of Jewish communities that existed before the
war. The names are formed from letters that float up from a rubble-like base, pausing momentarily to
assemble into a name, and then immediately breaking apart again.

The fragmentary and individual sampling of the database of names formally echoes the visitors’ experi-
ence of navigating the museum archive. At the same time, the installation symbolically complements the
archive by reflecting the notion that the viewer is responsible for sustaining historical memory. As each
name falls apart, its memory lingers on only in the mind of the beholder.

Conclusion

George Lakoff and Mark Johnson’s Cognitive Theory of Metaphor has had a seminal impact on the per-
ception of metaphor in contemporary semantics. Once looked upon simply as a linguistic or literary de-
vice, metaphor is now regarded as a conceptual mechanism. Lakoff conceptualizes metaphor as a cross-
domain mapping, [8] namely, “a cognitive mechanism whereby one experiential domain is partially
‘mapped’, i.e., projected, onto a different experiential domain so that the second domain is partially un-
derstood in terms of the first one.” [9,10] Any yet, while the projected domain is intended to elucidate
the target domain, metaphor is self-reflexive: it cannot help but draw attention to those characteristics
of the original domain we “intuitively” perceive to be relevant.

In this sense, the R.E.M. video, which metaphorically applies the logic of a random access database, em-
ploys a representational paradigm that structures our interpretation of the video while simultaneously
providing a context for a semantic reading of random access itself. Similarly, the cataloguing system of
the Garden Library and the open archive of the Ghetto Fighters’ Museum are symbolic systems that
imbue the projects with meaning while acting as interpretive models, which they borrow, from the digi-
tal algorithmic structures.

Such cross-disciplinary mapping from the digital to the physical sheds an intriguing light on aspects of
the feedback loop between culture and the technologies it engenders. When they appear in a work of
art, these metaphorical structures illuminate the cognitive constructs and values that digital technolo-
gies are introducing into our lives, perhaps representing a means by which the non-transparency of the
digital code may become a little less opaque.

This paper was supported by the World Class University program funded by the Korean Ministry of Edu-
cation, Science and Technology through the National Research Foundation of Korea (R32-20067).
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CORPOREAL_EXPRESSIONS: TRACING BOTH BIOMEDICAL AND
EMOTIONAL LINKS FROM AN ARTISTIC PERSPECTIVE

PATRICIA ADAMS

What issues are involved in 21st century representations of corporeality from an artistic perspective?
What parameters and methodologies are required when contemporary biotechnology and neuroscience
are rapidly changing the ways we see ourselves and actively remodeling the human body? These ques-
tions drive my research and have formed the basis of my art/science practice and my investigations into
both the biotechnical and virtual domains

Fig 1 machina carnis, 2005,composite digital image showing adult stem cells changing into cardiac cells
& an installation participant using the modified stoscope. © Trish Adams

Fig 2 Changing Fates matrilineal, 2009, digital video still. © Trish Adams



Fig 3 mellifera, 2009, in-world shot of Neurone Schism, a.k.a. Trish Adams, Essential Beeswing &
Nonnatus Korhonen, a.k.a. Andrew Burrell. © Trish Adams

This survey of my art/science research practice traces my experimental methodologies and considers my
hybrid, interdisciplinary explorations into the nature of corporeality. It illustrates how my artistic reinter-
pretations of scientific experimental data led to the creation of artworks that implicate the viewer as a
participant who can evaluate the socio-cultural issues raised by contemporary biotech research. Recon-
textualising scientific data in interactive artworks and placing installation viewers in a participatory role
offers an alternative experience to that of direct laboratory engagement.

Whilst escalating levels of scientific disciplinary constraints impacted upon my art/science research
processes, my observations and data interpretations deliberately maintained an acknowledged artistic
focus. My artworks: “machina carnis”, “Changing Fates_matrilineal” and “mellifera” are introduced here
to illustrate how I reinterpreted what is commonly termed ‘hard’ scientific research from the perspec-
tive of a visual artist. | introduced a sensual reading of the scientific experience, which resonated with
the reintroduction of the Baroque aesthetic, so long rejected in favor of literate understanding and rea-

son:

“(i)t is precisely the baroque’s subversion of the dominant visual order of scientific reason that makes it
so attractive in our postmodern age...in its disparagement of lucid clarity and essential form, baroque
vision celebrated instead the confusing interplay of form and chaos, surface and depth, transparency
and obscurity.” [1]

My personal interpretations and responses have been paramount when developing hybrid spaces, and
open-ended methodologies and during my innovative art/science research four fundamental questions
arose:

1. What will occur if a visual artist engages with biomedical engineering as a first-person re-
searcher?

2. Can two customarily divergent disciplines create hybrid spaces where artists can interrogate sci-
ence?



3. How might an artist represent ‘corporeality’ at the beginning of the twenty first century?
4. What constitutes ‘humanness’ when both contemporary biotechnology and digital systems are
rapidly changing the ways we see ourselves and actively remodeling the human body?

The “machina carnis” project involved working in collaboration with a biomedical scientist, Dr. Victor
Nurcombe. | was arguably the first artist to experiment on her own adult stem cells and change them
into beating cardiac cells in the laboratory. [2] In these experiments, | contravened accepted scientific
protocols by assuming the role of a ‘human guinea pig’ and carrying out my research in the first person
on my own cells. The University ethics committee considered this a problematic methodology. They
were concerned that, from a hygiene perspective, there could be a danger of transmitting life-threaten-
ing diseases when unscreened human material is put into equipment and cultured in the laboratory.
Also, following the repercussions of the landmark He La case, [3] they had to take into account complex
moral and ethical issues in the areas of social values and ownership. A first-person methodology was
crucial to my research focus in spite of these problems. My commitment to a first person approach was
based on the belief that it would increase empathy between the viewer/participants and the artworks
and enable me to be more deeply immersed in the project. In the words of my scientific collaborator, Dr.
Nurcombe:

“...(y)ou have entered into the heart of a research project as a core participant. You were at once sub-
ject and object, (experimenting on) your very “ground-state” — your own material.” [4]

Eventually the University ethics committee granted clearance to the “machina carnis” adult stem cell
experiments, and we could begin. The ensuing “machina carnis” artwork encouraged individual emo-
tional responses from gallery goers that in some ways mirrored the intensity of my own reactions during
the scientific experimental processes. The installation was interactive and placed the viewer in the posi-
tion of a participant who brought the work to life through their individual engagement whilst evaluating
the contemporary biomedical and socio-cultural issues it raised.

Creating art/science collaborations that interrogate scientific research and open channels of inquiry in
the public domain lead to my second question: what meaningful criteria facilitate the establishment of
art/science collaborations in the first place? Cross — disciplinarity is complicated by the fact that art and
science have become increasingly polarized by the specialist techniques now inherent in cutting edge
science. This division began after the age of natural philosophy when the disciplines of art and science
diverged in the early modern era. [5] This separation means that, for an artist who intends to collabo-
rate with a scientist, doubts about the possibilities of a significant engagement between a scientific spe-
cialist and a visual artist are bound to arise. However various collaborative models are developing. For
example, Professor of Digital Media Art, Joel Slayton suggests that constructive links occur when artistic
collaborations expand upon aspects of research in unexpected ways: “...although art and science share
many characteristics, a special role for the arts exists in the evolution and deployment of technology —
the implication being that by operating outside the conventions of traditional practice, unique and sig-
nificant research enterprises can and will unfold.” [6] In cases such as my own, spaces for an artist arise
when the exploratory collaborative methodologies are adaptable and malleable enough to be opened
up and create a different type of research dynamic. Once again | cite Dr. Nurcombe:
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“...(our collaboration) could only really be considered as “research” as | understand it, at a much more
esoteric level; | would have thought we set out to do something quite “other”, something more open-
ended. Research with other scientists is usually extremely focused and conducted within tight parame-
ters; it’s not about possibilities so much as progressively excluding as many possibilities as possible. Our
work was conducted much more in the spirit of “what if?” [7]

In other words, our art/science research methodology produced a hybrid entity which did not aim to
mimic hard scientific research; rather it harked back to the cross disciplinary fluidity typified by the nat-
ural philosophers and, in doing so, allowed for the merging of different perspectives and the creation of
organic outcomes.

The third question raised in this paper refers to twenty-first century representations of corporeality. In
the "machina carnis" project, | explored scientific data from the perspective of a visual artist and ac-
knowledged its corporeal origins. From the start of the laboratory experiments, | declared my partiality,
and | clearly stated that | was making no attempt to emulate customary scientific claims to objective
data readings. When | held my own cells in a Petri dish | did not document their behavior outside my
body in a clinical way, | responded personally to the impact of this experience. Likewise, | regarded the
time-lapse videomicrograph cellular image data, from my experiments, as more than a form of scientific
documentary photography. With its intimate human origins and corporeal associations, this cellular
image data was emotionally evocative and tactile. Professor Geoffrey Batchen refers to the semiotician,
Charles Pierce’s definition of “contiguity.” Pierce states that contiguity was the indefinable dimension
that was a focus of enquiry for the philosopher and theorist, Roland Barthes:

“Photography has never provided us with the truthful appearance of things, but it has guaranteed,
through the magic of contiguity, the possibility of an emotional empathy across an otherwise insur-
mountable abyss...” [8]

| propose that closeness and emotional empathy was generated between my cellular image data and
installation viewers. This cellular image data still carried a symbolic residue of my bodily presence, which
in turn created an affinity with the viewers since it bore a metonymic relationship to their own cells.

‘Changing fates’ is the term used by scientists to describe the ground-breaking process of chemically
redirecting the growth of adult stem cells into a different type of cell. The artwork: “Changing Fates_ma-
trilineal” expanded upon this research. It explored aspects of corporeality at the interstices between
personal experiences and the symbolic traces embedded in the remediated cellular digital videomicro-
graph image data. The work included my adult stem cell digital videomicrograph image data and intro-
duced the discourse surrounding mitochondrial DNA (mtDNA) and the female role played in genetic in-
heritance. My interest in mtDNA began when | read geneticist Brian Sykes’ description of new, more ac
curate sequencing techniques that have enabled him to take DNA directly from bone rather than infer-
ring its structure from amino-acids in collagen. These increasingly advanced sequencing processes have
led to the formulation of Sykes’ controversial theories that trace heredity via mtDNA. [9] Everyone gets
their mitochondria from only 1 parent: their mother. For Sykes, MtDNA thus becomes a matrilineal in-
dexical marker which, if the line of related women is unbroken, can survive through the female side
from generation to generation. This mtDNA theory stimulated my curiosity about the underlying config-
uration of my biological relationship to my grandmother
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Fig. 2 shows a photograph of my grandmother as a young woman. This is juxtaposed with a contempo-
rary scientific digital videomicrograph still image of cellular data from my “machina carnis” laboratory
experiments. | suggest that both these images carry residues of physical presence and form different
types of portraits. However, this proposition is complicated by the fact that my adult stem cells have
been changed in the laboratory into a different type of cell —the cardiac cells pictured — rendering their
relationship to me physically ambiguous. Contemporary biotechnology has introduced layers of specula-
tion and uncertainty into other corporeal connections.

The final question presented in this paper considers our changing understanding of ‘humanness’ at a
time when biotechnology is remodeling the human body and digital technologies offer us avatar selves
in virtual domains. | was interested in the way a virtual environment might impact on my sense of self
and my understanding of corporeality. With artist/researcher, Dr. Andrew Burrell | created the “mellif-
era” project that explored corporeality and identity in virtual worlds. “Mellifera” was a mixed reality
project which included both real-time and virtual sites and a variety of participatory tropes in gallery
spaces and on line. It drew poetic inspiration from direct research and observations of honey bee behav-
iors with Professor Mandyam Srinivasan’s Visual and Sensory Neuroscience Group, Queensland Brain
Institute, The University of Queensland (UQ). The “terra.mellifera” virtual environment was constructed
in Second Life® (SL) and was home to self generating life forms and an imaginary species of virtual bee,
known as ‘mellifera.” This was my first experience of SL, and | found that whilst my avatar was, as far as |
know, a digital representation of myself inworld; | invested her with the emotional and physical charac-
teristics of my real world corporeal self. Consequently, when anthropologist and SL researcher, Tom
Boellstorf suggests “virtual embodiment is predicated on a discontinuity, the gap between virtual and
actual,” [10] | take this as implying that an opening out of our scientific and philosophical frameworks is
required to incorporate expanded constructs of ‘humanness’, the nature of living organisms and the im-
pact of recent digital technologies on these reconfigured categories.

The extensive body of research on posthuman entities and actors that are not human paves the way for
expanded notions of ‘self’ and ‘other’. Consciousness Professor, Donna Haraway pursues her ongoing
entanglements of species and states:

“(f)or many years | have written from the belly of powerful figures such as cyborgs, monkeys and apes,
oncomice, and, more recently, dogs. In every case, the figures are at the same time creatures of imag-
ined possibility and creatures of fierce and ordinary reality.” [11]

Media theorist, Jussi Parikka discusses the history of etymological studies and highlights the contempo-
rary relevance of pioneering ethological research. Parikka outlines the possibilities that insects and other
nonhuman animals offer for rethinking media and for challenging our views of the natural and the artifi-
cial. [12] This research resonates with the corporeal complexities evoked by developments in biotech-
nology and opens the door to an ongoing expansion of what Haraway terms the “Principal Others to
Man.” [13] My recent residencies with the Visual and Sensory Neuroscience Group echo this research
into inter-species links. At UQ, | experienced being in close proximity with honey bees in the largest in-
door bee facility in Australia. | was initially surprised that, for most experiments in the bee facility, we
did not wear protective clothing. In this space, honey bees and humans went about their business,
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sometimes in contact each other and sometimes not. This unusual interspecies juxtaposition gave rise to
my video: HOST (http://vimeo.com/channels/115324#12708853) for which bees were trained to come
and eat from the palm of my hand. During my residency, | developed not only knowledge of the skills
manifested by these amazing insects, but also an unexpected proximity to these ‘non human others.’

The art/science projects described here have all created layered networks of physical, emotional and
sensory encounters. The research has involved cutting edge scientific technologies and the artworks
have discretely featured the affective qualities of media technology. My innovative methodologies have
traced both biomedical and emotional links from the perspective of a visual artist. Inserting a personal
response into the reinterpretation and recontexualisation of the scientific data has enabled me to em-
brace contemporary theories about non-human ‘others’ and explore self and corporeality. Burgeoning
virtual worlds and the newly discovered pluripotent characteristics of many adult stem cells have
opened the door for potentially wide ranging changes to our physical structure. What once appeared
immutably ‘human’ may no longer be so. In the artworks described here reflections on memory, emo-
tion, materiality and ephemerality have been creatively interwoven with recontextualised and reinter-
preted biomedical research. This has given rise to works that stimulate further debate as we strive to
qguantify our ‘humanness’ at the beginning of the twenty-first century.
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SHIVERING BOUNDARIES

PATRICIA ADAMS

My research explores the nature of corporeality in the biomedical sciences and queries the status of our
“humanness” in the early the 21st century. | will discuss the intersections between art, biomedical sci-
ence and honey bee research at the Queensland Brain Institute.

! \ i
HOST, 2008, digital video still. © Trish Adams

INTRODUCTION

During laboratory experiments on my adult stem cells | felt that looking at my cells through the micro-
scope was like looking into another world where | was able to make first-hand observations in a domain
of non-human ‘others’. The characteristics of the cells, observed at a microscopic level, highlighted is-
sues relating to corporeality, sentience and cellular ‘consciousness.” With the aim of finding out more in
this field, | became an artist in residence with Professor Mandyam Srinivasan at the Queensland Brain
Institute (QBI.) [1] | observed experiments being carried out on the ‘cognitive’ capacities of the Euro-
pean honeybee’s small brain. In this paper | will discuss how the artworks: machina carnis and HOST,
that developed out of my art/science collaborations, illustrate my research into the nature of ‘human-
ness’ and examine the ‘shivering boundaries’ between mind — body — self at first hand. [2] | will describe
how the methodologies | employed created alternative ‘habitats’ by transferring cells from my body to
other sites and then by entering into a different domain to carry out research amongst honeybees.

ORIGINS

When | discovered an abandoned kymograph, | traced the historical origins of this archaic machine for
measuring physical and nervous impulses. [3] It inspired me to create art/science projects that refer-
enced galvanics and nineteenth century experiments into electrical stimulation of tissue. | parodied
early scientific attempts to quantify the human body that used the ‘new technologies’ of the day by such
pioneers as Carlos Matteucci. [4] During this period, | read an article from a 1999 issue of the jour-

nal: Science, which declared that pluripotent adult stem cell research was the scientific ‘breakthrough’
of the year. [5] This article described how recent biomedical research into adult stem cells indicated that
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some adult stem cells had the ability to become different kinds of cells. This ground breaking research
resonated with my own explorations since it suggested potentials to fundamentally change the very
structure of our bodies at a cellular level. In order to investigate this exciting theory | began my machina
carnis project by collaborating with an adult stem cell research scientist: Dr. Victor Nurcombe.

The machina carnis scientific process began when a doctor took a sample of my blood from which we
could separate and culture the stem cells under laboratory conditions. After three days in culture, the
drug 5'AZT was added to induce the adult stem cells to become distinctive, muscle-forming cells. At the
same time a mixture of cardiac differentiating factors, with a proprietary molecule, were also added in
order to change the undifferentiated stem cells into cardiac cells. In response to Dr. Nurcombe's unique
chemical mix, the cells reproduced, matured and began to develop characteristics of heart cells. After
the laboratory experiments were completed | reviewed the scientific image data and decontextualized it
in the form of an interactive installation. My aim was to create a sensual reading of the scientific experi-
ence and draw each participant into an individual relationship with the machina carnis artwork. The in-
stallation employed open-ended methodologies, which encapsulated manipulable systems where the
boundaries between the body and its environment were in a constant state of interplay and flux. Creat-
ing this type of permeable membrane between the artwork content and the individual participants re-
flected my own engagement with the scientific processes. My first-person research in the role of a
human guinea pig had contravened accepted scientific protocols and exploded the customary tropes of
scientific objectivity. By personalizing my engagement with both the experimental techniques and data,
| aroused emotional links and raised questions about contemporary stem cell research and the status of
our ‘humanness’ at the beginning of the twenty-first century.

| was motivated to find out more about cellular consciousness. | wanted to learn how the stem cells |
had observed under the microscope might ‘know’ how to behave and interact with each other, so |
moved from my collaborative project in the biomedical sciences to participate in research on the Euro-
pean honey bee. | became a visiting artist with Professor Srinivasan and the Visual and Sensory Neuro-
science group at QBI. By studying the behavior and nervous systems of small insects, such as bees, Pro-
fessor Srinivasan and his group are able to shed light on the cellular processes and functioning of larger
brains such as our own. At QBI, | participated in experiments in the largest indoor bee facility in Aus-
tralia. | had not realized that, in this unique space, we would walk amongst the bees without any protec-
tive clothing. From my perspective, after being conditioned to avoid contact with bees, this experience
was a revelation. At first | was intimidated, and | felt vulnerable, but after a while | became entranced by
the opportunity to engage in close proximity with these ‘other beings;’ to enter into aspects of their
world.

In his recent book media theorist, Jussi Parikka gives examples of late nineteenth century ethnographers
and twentieth century media theorists and ethologists who have described the spatial conditions of vari-
ation found in all sentient animals and entities. [6] | felt that, during my first hand research at the bee
house, | was experiencing much of what Parikka discusses. In the bee house, the honeybees and human
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beings went about their business side by side in their parallel operational spheres. Honeybees and hu-
mans were functioning independently but juxtaposed within the same habitat. | found this experience of
intersecting domains a very powerful one. It became the underlying premise for my video: HOST where
the honeybees were trained to fly down, land and eat honey from the palm of my hand. When the bees
landed on my hand to eat, they entered into an unusual symbiosis with a human being — a poignant ex-
ample of interspecies contiguity. In the video, my hand appears immense and, whilst the possibility of
being stung renders me vulnerable, the bees also seem vulnerable as they stumble over this alien, fleshy
terrain in search of food.

During my research, considerations of inter-relational pathways and connections have encouraged me
to move beyond customary categorizations and environments. | use the term: ‘shivering boundaries’ to
describe the developing relational systems that evolved as | explored permeable membranes in both cel-
lular and inter-species domains. The machina carnis and HOST projects demonstrate slippage between
contemporary biomedical cellular research and current enquiries into non-human ‘others’ such as hon-
eybees. In the light of my research, expressions and representations of corporeality embrace open-
ended and interwoven territories that accommodate malleable, hybrid identities.
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URBAN ECOLOGIES: “IN THE CITY OF THE APIS QUEEN”

PATRICIA ADAMS & ANDREW BURRELL

This locative media project combines digital technologies, scientific research, artistic innovation and
real-time interactivity. We discuss the urban migration of the European honeybee and networked activi-
ties in city environments. It develops a futuristic socio-cultural narrative and combines such diverse dis-
ciplines as visual arts, new media practice, literature, computer science and the biological sciences.

Through an expanded description of the media project, mellifera [1][2] the artists will explain their inter-
disciplinary concerns, research methodologies and the ways in which their approach lends itself to flexi-
ble, hybrid practices. They will outline potential strategies for moving on from mellifera to develop a
locative media project: “In the City of the Apis Queen,” which will fall within the framework of contem-
porary urban ecologies.

The mellifera project consisted of an on-line interactive environment in Second Life (SL), which was
linked to a complimentary series of real-time exhibitions in gallery and museum spaces. Central to this
innovative, ecologically sensitive artwork was the artist's direct engagement with various aspects of bee
behavior at Queensland Brain Institute, The University of Queensland (UQ); [3] where researchers inves-
tigate cognition, navigation and communications in the honey bee. The artist's poetic and scientific in-
teractions with the bees inspired mellifera's experimental series of human/computer interfaces. These
provided modes of sensory delivery for both virtual and real-world participant interactivity. A primary
rationale behind this project was the artist’s desire to find interactive tropes and strategies that would
provide artwork participants with an interface, which enabled them to seamlessly interact with the vir-
tual environment. Adams and Burrell were conscious of the limitations presented by software systems
such as SL, in particular the constraints inherent in its closed structure. Furthermore, they viewed it as
one of the many tools at their disposal for creating a contemporary artwork that pushed boundaries. At
that time it successfully enabled them to explore the issues raised in mellifera but it is no longer suited
to their creative needs for subsequent projects such as “In the City of the Apis Queen.”

Adams and Burrell chose to collaborate on mellifera as a result of their shared interest in the self and its
construction in physical and virtual environments. Consequently, through both metaphor and subjective



27

focus, their collaborative projects have shed light upon a wide range of themes relating to identity, nar-
rative and corporeality. These works have both breached and bridged the spatial, physical and systemic
aspects associated with virtual platforms and embodiment. Terra.mellifera, the mellifera SL virtual envi-
ronment, consisted of a generated, balanced ecosystem that accommodated remote participation via
avatars and responded to the interactive engagements of physically present participants. Following in
the footsteps of the grand tourist and explorer — whose reports evoked new virtual worlds within the
minds of their listeners — an exciting aspect of Adams and Burrell’s collaborative practice, for both them-
selves and their audience, has been the creation and exploration of parallel universes that evolve — gen-
erating realms within which to discover new frontiers. Through narrative and real time interactive tech-
nologies Adams and Burrell have created a hybrid physical/virtual space via technical & ecological inter-
connectivities, making analogies between the behaviors of humans and communities of honeybees that
emphasize observations of interspecies links. [4]

The underlying code of the terra.mellifera environment investigated the complexity that can be ob-
tained through the combination of less complex elements. Ultimately, the whole process was about the
system, from which emerge the individual creatures and life forms. Rather than setting about creating
an environment with fixed goals and outcomes, the artists proceed to create a spectrum of behaviors
and processes that became inextricably linked with one another and which imparted their own identities
and parameters upon each other from the ground up. A question that the artists consistently asked
themselves throughout their creative collaboration was, what makes any new addition to the system an
integral and logical part of the system, continually adding complexity to the whole? The artists did not
want to recreate a bee in the virtual world. They were investigating creating a creature with aspects of
‘beeness’ that was very much a native of its virtual ecology.

Interest has been developing since the nineteenth century in insect communities, behaviors and social
structures. [5] This has led to a recent focus on the relationship between etymology and networked
media technologies, which has informed Adams and Burrell’s recent research. For the project — “In the
City of the Apis Queen” — the artists will compare the relationships between urban ecologies and the be-
haviors of a community of European honeybees. The project combines such diverse disciplines as visual
arts, new media practice, literature, computer and biological sciences to develop a futuristic socio-cul-
tural narrative within a citywide networked space. The artists aim to generate a networked project con-
sciousness that grows out of the recorded ‘energies’ of participant engagement and evolves to resemble
a ‘hive-mind-whole’ artwork system. In the “Apis Queen” project other key areas of honeybee behavior,
such as the building of a productive community, the need for aggressive responses and the role of the
gueen bee will inform the programming and construction of the artwork networked system. The whole
work seeks to transcend conventional spatial boundaries; materially immersing participants in a very
physical way .

Through the use of custom-made wearable devices that self organize into a local network and communi-
cate with each other in real time, and a digitally programmed system of web portals aimed at mobile
browsers, the artists will immerse participants in what is an essentially an open-ended system. These
systems will both create, and highlight existing urban ecologies as networks. As part of this system,
through a quasi-gaming structure, “Apis Queen” participants are provided with hand crafted network
devices and invited to collaborate with one another. They become immersed within a network that
forms as a result of this process; which then becomes part of the overall pre-existing network to create
narrative data, which is native to it. This process leads to the local becoming global and the private, pub-
lic. These networks will be temporary and exist only while participants are active. However, the data
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that is created will be allowed to continue its evolution within a perpetual virtual environment accessi-
ble through a web portal. Reminiscent of the mellifera ethos, one might ask whether the artists are try-
ing to uncover a networked mind or life form arising within this expanded ecology? Ultimately the “Apis
Queen” project creates a space for the investigation of future narratives at the nexus of science fiction
and everyday urban reality. This unique intervention into networked environments represents new ex-
plorations into uncharted territories of urban and data ecologies. The artists’ role as tourist and explorer
of these new frontiers is an ongoing one, and as the interface between the physical and the virtual con-
tinually shifts, they will encounter many unknowns.
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NEW MEDIA ART INSTALLATIONS AS COGNITIVE SPACES: AN APPROACH
FROM THE PERSPECTIVE OF DISTRIBUTED COGNITION

Josefina Lopez Aguayo

Do all artefacts hold the same cognitive load?

Are art installations, using new technologies, cognitive to the same extent as other spaces or technologi-

cal artefacts?

New media art installations are not aimed at usability. They turn into artefacts that generate spaces
where what has been produced is a result of the worldview of the artist

Fig 1. Gravicells - gravity and resistance. (2004) by Seiko Mikami & Sota Ichikawa realtime-interactive
installation GPS system 6m xém floor composed with sensors, transparent screens, projectors, speakers,
computers © Seiko Mikami + Sota Ichikawa

De-Viewer (1992), Linz, Austria, by ART+COM. Rear projection display with infrared eye-tracking system,
100x60 cm. © ART+COM,; Photos ART+COM
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The theory of distributed cognition, developed formally by Hutchins and his colleagues, is a view of cog-
nitive science which shares the idea that cognition is not situated in the thinking agent. By contrast,
knowledge is regarded as a construction that emerges through contact with the artefacts to which peo-
ple are related. According to this theory the person is an active not a passive agent, and it is also argued
that spaces are spaces of distributed memory. On this basis one can infer a cognitive relationship be-
tween people and technology, where the latter refers to what human beings have produced as an ex-
tension of themselves. Consequently, cognitive artefacts can be understood as “physical objects made
by humans for the purpose of aiding, enhancing, or improving cognition.” [1]

The present analysis seeks to distinguish between technological cognitive artefacts and cognitive tech-
nological art artefacts. We discuss whether all cognitive artefacts have the same properties in relation to
the creation of cognition.

Over a decade ago Jan Greenberg and Gary Dickelman (2000) [2] argued that it was important to ask
where and how knowledge is produced, rather than assuming that it is simply located in the head of the
thinking agent. Since then the knowledge paradigm has shifted from a focus on the agent to a theory of
distributed cognition, developed by authors such as Hutchins from the University of California, San
Diego.

Hutchins’ [3] theory, which he terms ‘distributed cognition’, aims to explain the acquisition of knowl-
edge by using a concept of extended cognition, one that goes beyond the corporal framework of an iso-
lated agent, locating it instead in the environment that involves the agent. This environment, according
to Hutchins, is organized by elements such as technological artefacts.

Because the theory of distributed cognition represents knowledge as being located between agents and
the world, such knowledge is no longer in a certain place. Rather, it is distributed in a mediating space
between agents and artefacts, producing interactions which are able to produce transformations in the
agent’s state of knowledge. Hence, it can be argued that cognition takes place in the system, not in the
head of the agent or in a precise spatial location.

In line with these ideas authors such as Marshall McLuhan [4] suggest that cultural instruments are “ex-
tensions of man,” which alludes to their power to extend human capacity. Similarly, David Kirsh [5] theo-
rizes about “the intelligent use of space,” in which objects and the environment are cognitively struc-
tured in order to improve the agent’s capacity, conferring functions of cognitive and physical simplifica-
tion to space. From this perspective, cognition does not depend on an isolated act of the agent, but
rather is produced through interaction with the social and cultural environment. This is especially rele-
vant in contexts that involve technological tools which imply cognitive capacity and can modify the
agent’s environment.

However, not all environments or technological artefacts seem to have been designed to be used in the
way that people tend to use them. [6] For example, imagine a house that was purchased for its particu-
lar orientation and large windows. This might lead us to think that the orientation and the windows
serve to provide more hours of daylight or shade, which in turn are associated with financial savings and



31

personal comfort. However, the occupier could just as well use his home and its orientation to deter-
mine the time of the day by considering its relationship to the movement of the sun. In this sense, the
functional aspect focused on this local use is more powerful, and illustrates how the functional value of
artefacts is mobile and has different levels. [7]

At all events there are artistic spaces and artefacts whose cognitive nature diverges from this functional
perspective. Rather than being determined by practical usability they are developed as socio-cultural
spaces of knowledge whose ultimate “function’ lies in the possibility of extending somehow the mind of
the interacting agent. Thus, the purpose of mental processes in this case is not the local use of the space
or artefact but rather to expand the agent’s experience.

Installations of this kind enable mental processes to be implicated in multiple ways when it comes to the
development of knowledge. To put it another way, an installation using new technologies can lead to a
cognitive state which has not been intended by its programmers, just as we have seen in the case of
functional artefacts or spaces. Therefore, while they may show certain variability their application is not
limited to a localized usability as a cognitive tool. For instance, a new media art installation might have
been created for its aesthetic or entertainment value, but could become a place of associations and con-
ceptual fusions which provides the inter-actor with experiences that are difficult to achieve.

Let us consider two examples in order to illustrate what is being proposed.

The first example concerns the Japanese research project Gravicells - gravity and resistance, by the
artists Seiko Mikami and Sota Ichikawa (Yamaguchi Centre for Arts and Media (YCAM), 2004).

This is an installation in which the agents interact in a GPS space through body movements in real time.
The installation consists of projected images and geometric information in the same space, one in which
the inter-actors can experiment with their bodies. Their movements through the installation produce
changes in the space [Figure 1: Gravity and other external forces are simulated in order to generate new
ways of understanding gravity, starting from the experience of sensorimotor processes, aesthetics and
the interaction of the body with the simulated environment.]

The installation becomes essentially cognitive on different levels, principally due to its capacity to gener-
ate a conceptual fusion which would be difficult to experience in the inter-actor’s life. It comprises two
‘inputs,” two spaces, with which a third space is created, integrating the first two spaces, thereby leading
to a conceptual integration that enables the emergence of a new ‘mental space.’ [8]

1. The first ‘input’ is determined by an artistically developed technological space, which simulates
time-space.

2. The second ‘input’ is generated by the static or moving images of the universe, which we are all
familiar with.

This enables us:
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1. To consciously experience, through sensorimotor processes and first hand, the simulation of a
barely accessible aspect of space: zero gravity.

2. To become aware of the physical laws that establish the representation of space, based on a
curved — not a flat — time-space continuum.

As stated above, this experience is produced by a conceptual fusion of two spaces or ‘inputs’ from which
a third space arises. This allows the inter-actors to feel their movement as if they were each a celestial
body, perceiving the geometric deformation as a consequence of their own displacements and body
mass in the created space.

The author of this installation states the following:

“This work presents the dynamic processes of interaction between gravity and resistance. It was cre-
ated after reflecting upon the overwhelming difference between everyday life space and the mass of the
earth. It seeks to recompose gravity by reconsidering the dialogue between the body and space.”

However, the experience of this project cannot be reduced to this alone, to the instrumentalization or
usability of the generated cognitive space. On the contrary, knowledge is integrated in the cognitive
processes (mental and sensorimotor) of the agent. This is a consequence of the worldview of the pro-
gramming artist or the research group, and not of any type of localized functionality.

The second example is De-Viewer (1992), a project developed under commission by the company
ART+COM. This shows a projection of a painting by Giovanni Francesco Caroto, the image of which is al-
tered by the presence of the inter-actor and his/her viewing of the display [Figure 2, images a, b, c. (a)
Installation of the system on the projected display; (b) Initial alteration of the process according to the
visual action of the inter-actor; (c) Advanced alteration of the image due to the visual action of the inter-
actor.]

The underlying technology is based on a system of eye-movement recognition. A computer is used to
analyse the view of the inter-actor, calculating the coordinates of the viewpoint on the display. These
coordinates are then sent to the graphics system, which alters the image as the viewpoint moves over
the image. There can be no identical movement and, as a consequence, no identical alteration of the
image. Once the inter-actor stops looking at the image, the alteration disappears and the image returns
to its original state.

The artwork is presented in an open space where the agent/artefact relationship creates a hermeneutic
environment. The experience of the artwork leads us to question the concept of reality without the
presence of the perceiving agent and the very act of knowing. These aspects become evident when we
perceive the effect of the visual action upon the perceived ‘object’. The view, seen as the action of the
inter-actor, questions the notion of reality as something existing without the presence of the inter-actor.
Furthermore, what is emphasized is knowledge based on inter-relationship within an organized system.
This holistic emergence of knowledge comprises the relationship between the agent and his/her envi-
ronment.
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What this space does, therefore, is enable the agent to activate cognitive mechanisms with which to ex-
perience an abstract theory about reality, which was perhaps not the original idea behind this artwork.

According to its creators this art project was designed:

“... as a reaction to the general attitude to computers as tools rather than a medium, still prevalent at
the end of the 1980s. (...) This installation was designed to promote one of the most crucial qualities of
computers as a medium, their interactivity or mutual dialogue.”

By contrast, the experience of the work brings to the fore the following aspects:

1. The possibility to experience consciously the effect of our presence as a constructive element of
reality, in this case through eye movement.

2. The awareness of the interdependence between the object of perception and the perceiver.
Space emerges through the experience of enactive cognition [9] in relation to the phenomenon.
The agent and the object/artefact are inseparable parts of the same given reality. Hermeneutic
and semantic knowledge arises between the ‘other’ and the agent.

3. The modulation of consciousness in the course of evidencing the worldview — and artistic and
cultural point of view — of the programming artist or research group. This aspect is related to
the theory of constructing reality through the exhibition of artistic practice.

Thus, we are not dealing here with a functional artefact of mobile instrumental usability, but rather the
worldview of the programming artist or research group as an extension of their mind. This is a world-
view based on distributed cognition, one in which cognitive mechanisms — such as memory, metaphori-
cal associations or conceptual fusions, sensory, cerebral or sensorimotor processes — produce a holistic
mixture that enables the generation of extended and integrated cognitive spaces that endure in the
mental structure of the agent.

In light of what has been argued above it would seem important to clarify the concept of cognitive
spaces or artefacts as used by Hutchins. [10] Our proposed way of doing this involves two categoriza-
tions. The first, or strong category, relates to the increased and permanent integration of new knowl-
edge (of ideas) within the agent’s mental structures. This implies a different modulation of conscious-
ness due to a worldview of cognitive artefacts or space that is neither functionalist nor instrumental.

The second or weak category is related to the priority given to the functional aspect of the artefact or
space, which is situated and instrumental. Hence, this category is determined by the abilities which can
be generated through the interaction with these artefacts or spaces and, as a consequence, in relation
to their local usability and functionality.

In the earlier example of the home, knowledge could be defined as localized, as specific in regard to its
usability. Therefore, once the possibility of interaction with the agent has disappeared, the tool that is
able to optimize functionality also vanishes. This is not the case, however, of the two examples of art
installations. This is because even after they have disappeared or the agent finds him or herself beyond
their reach, the knowledge that was generated by the sensorimotor or mental action persists in time by
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being embedded in memories as an abstract idea. The consciousness that is generated by the world-
view, expressed through the cognitive space or artefact, endures within the mental organization of the
interacting agent’s knowledge.

Obviously, the worldview that regulates the new media art installations in relation to the inter-actor can
show different levels of permeability depending on the theoretical load, the experience and the state of
the inter-actor’s attention. This is a state that enables an increment, with different level of inscriptions,
of the cognitive experience of the enactive phenomenon. [11] However, in all these cases the incorpora-
tion of the phenomenon into the agent’s consciousness tends to last over time.

In conclusion, we propose the need to differentiate between cognitive artefacts or spaces by focusing
on two aspects: the modification of cognitive structures and the immediate functional usability of the
object. This is related to two possible categorizations, which are termed strong and weak. The criterion
of organization for the strong category would be the persistent incorporation of knowledge into cogni-
tive structures, which results from a global worldview in the production of the cognitive artefact or
space. This worldview derives from the particular view of the programming artist or research group re-
sponsible for developing the cognitive artefact or space.

The weak category is defined in relation to local and instrumental cognitive processes. In this case, func-
tional social, cultural, economic and other local abilities can be acquired provided that the given cogni-
tive artefact or space remains active. This implies a process that takes place in the context of immediate
cognition and, therefore, neither modifies cognitive structures nor leads to their integration.

The categorization of cognitive artefacts or spaces as either weak or strong thus depends on the form of
cognition with which they are associated, i.e. one that is locally contextualized and immediate (weak) or,
in the case of the strong category, one derived from a global worldview which becomes integrated
within the agent’s cognitive structures and, therefore, is able to endure beyond its locally contextualized
use.
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CYBERNETIC SERENDIPITY REVISITED: INTERACTION, PLAY & FUN
FROM THE UNIVERSE OF ELECTRONIC ART TO METAVERSE

ALMILA AKDAG & BEN SCHOUTEN

Since its first introduction, the concept of cybernetics spread widely through many branches of academy
and percolated into the everyday life soon after. Even now, it continues to affect our social and cultural
life greatly. Here, we will trace the impact of cybernetics on electronic art, and how this impact res-
onates with 21st centuries’ social online networks and metaverses in the idea of participation, co-cre-
ation, and constant flux.

Introduction

In 1968, the time was finally ripe for an exhibition where robots chased the audience and changed the
lightning according to environmental sounds like clapping hands, where one had the chance to en-
counter computers writing poems, and machines drawing interesting geometric figures that played mag-
ical tricks with your visual system. Today, after 60 years, it has acquired the status of a myth among the
cognoscenti of computer arts. In this paper, we will trace the links between the metaverse and elec-
tronic art to those first years, and to the impact of cybernetics.

From cybernetics to the fundamentals of electronic art

The term ‘cybernetics’ was first used by Norbert Wiener in the title of his famous book “Cybernetics or
Control and Communication in the Animal and the Machine”. Cybernetics grew partly out of Shannon’s
information theory, and its etymology goes back to the ancient Greek word kybernetes, meaning steers-
man or governor. The title of Wiener’s book includes an appropriate definition of the concept, which is
effectively a theory of control, i.e. of the principles that govern the behavior of adaptive systems (e.g.
animals and machines) in dynamic environments.

Two concepts were particularly important to cybernetics. The first one is teleology, by which Wiener de-
noted the ‘purpose’ that guided the behavior of an adaptive system. This concept relates to planning
and autonomy, issues that are still important aspects of robotics. The second important concept was
self-replication, which is a natural property of living systems. In short, cybernetics sought the principles
behind mechanisms of replication and reproduction that were equally applicable to artificial and con-
ceptual systems. Katherine Hayles charts the transformations of the concept as it diffuses into the cul-
tural space, by examining the equally influential information theory in broadest sense, and taking into
consideration a bidirectional flow between the cultural/social circumstances of the times and the scien-
tific agenda. [1] Here we would like to focus on the initial activities that transferred ideas from cybernet-
ics into arts.

Abraham Moles and Max Bense were the first to apply information theory to arts at a theoretical level,
when they tried to capture the essentials of aesthetics with the use of cybernetic thinking. [2] [3] How-
ever, on the level of applications, we should name the British artist Roy Ascott as the pioneer. Already in
1961, Ascott was teaching at Ealing School of Art a curriculum that fused cybernetic thinking with art ed-
ucation. In 1964, he displayed pieces based on these ideas in an exhibition entitled Diagram Boxes and
Analogue Structures. Later on, he published the philosophical aspects of his work in the journal Cyber-
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netica in a two-part article, “Behaviorist Art and the Cybernetic Vision.” [4] In this paper, Ascott de-
scribes a cybernetically driven art theory called Cybernetic Art Matrix, CAM for short. CAM’s prerequi-
site is an environment that calls for user participation in creating an art object. This environment is set
up in a way to force the audience, or in Ascott’s terminology, the participant, to give feedback, through
which the participant engages in a decision making activity concerning the art object. The end result is
the joint creation of the object by the artist and the participant. Ideally, this object would be an open
project, in constant flow and never ceasing to take on new aspects. With every new participant, the cre-
ation process would re-start or expand, and this circulation would continue until some physical limit
(e.g. end of the exhibition) brings the process to a halt.

Apter notes that Ascott’s idea of ‘art as a process’ had a great appeal for artists, as it formulated art as a
dynamic system that comes into existence only through the feedback loop between the artist and the
audience. [5] As Ascott details in his papers, this line of thinking is in continuity with the modern art’s
“behaviorist” tendencies. In contrast to the traditional understanding of an art object with a well-de-
fined body, ways of construction (such as painting and sculpture), and a specific space for dissemination
(i.e. museums, galleries, fairs), cybernetic art opened the doors to a new way of making, experiencing,
sharing and displaying art. Franke sums up the aesthetics of this new type of art object as: “The condi-
tions of optimum aesthetic communication can be obtained from a determination of the reactivity of
viewers of works of art. Art then is a part of a process of regulation (in a cybernetic sense) in which an
artist seeks to achieve the maximum of receptivity.” [6] The actual impact of cybernetics on arts clearly
manifested itself in the form new meanings attached to arts and in the understanding of what makes an
art object, as well as in the ways of how art production has changed. The concepts of feedback, interac-
tion, information sharing and ‘art as a process’ led first to Telematic Art, then to Telepresence Art, both
of which eventually falling under the heading of New Media Art, as Electronic Art is called today. [7]

From interaction to open-ended play

In their “Book for the Electronic Arts,” Mulder and Post subdivide the modern art practice in stable and
unstable art. [8] With stable art they denote the culture of “high art”, driven by the materiality and of
secularity of art objects. Unstable Art, in contrast, is more volatile, as it is participatory, performative
and in constant flux, and is based on (shared) experience. Stable art is serious, unstable art is playful. In
modern games and playful interaction the principles of unstable art are more alive then ever.

In the last decade digital games introduced new concepts in the context of playing: a virtual game space
containing interaction space allows gamers to communicate, decide and create. These actions are all in
line with the ideas expressed in the previous section, namely that the idea of being a part of the process
inherently follows the principles of cybernetics, and opens up a performative space. In this sense, some
artworks resemble games, and vice versa. A famous example of this is the computer artwork Daisies, by
Theodore Watson. In this interactive installation, daisies are projected on a floor, creating an immersive
game experience, in which the user is central. You walk over the daisies and the daisies die under your
feet, only to quickly grow back a few seconds later.

In the 90’s, based on these concepts, designers and artists created interactive environments, mainly
supported by video images and interactive sound. In this context, Marinka Copier’s definition of play be-
comes crucial. She describes games as a system of communication and continuous negotiation of (role)
players with socio-cultural network of human and inhuman actors. [9] Copier formulates a comprehen-
sive description of (role) play that does not focus on actors like rules, goals, objects, or environments,
but instead investigates the relations between all actors. Role-players actively negotiate with the game
mechanics, socio-cultural mechanics, as well as individual-personal ones. From these negotiations a play
experience emerges. The play experience and the activities related to these experiences are in a con-
stant state of flux. It is in this continuous change that the characteristic of play can be found, and is
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often defined as open-ended play.

Instead of designing for goal-directed behavior, as is assumed by, for example, Norman’s action cycle
the definition of open-ended play assumes that players do not structure their activity beforehand, but
that activity grows as the interaction in the context of use occurs. People are opportunistic as they inter-
act with the world. These ideas are inspired by theories about situated action [10] [11] [12] and above
all on emergent behavior in decentralized systems, [13] which relates to the aspect of cybernetics as
regulatory systems. According to Resnick, nature provides us with various examples where local behav-
ior leads to global patterns. For example, individual birds in a flock use only simple local rules related to
nearby birds, which lead to organized flock patterns. Programs in his parallel programming environment
StarLogo have shown that by giving objects or agents local rules overall patterns can occur in simulated
environments (or micro-worlds). But most importantly, local rules are shaped by players’ participations
and actions, and the patterns of the overall game emerges through these interactions, or in other
words, through the wisdom of the crowd.

Play & Fun in Metaverse & Social Networks

Games in social networks like Facebook become more and more popular as they can be played every-
where and anytime. They enable expression through role-play, interactive attributes, measures and
other (nonverbal) communications. In modern identity construction, (instant) meaningfulness is of in-
creased significance. [14] This (instant) meaningfulness can, for example, be established in playing the
same games in social networks (MafiaWars (Zynga 2008), PetSociety (Playfish 2009), or RestaurantCity
(Electronic Arts 2009)) other activities like chat, msn (Microsoft 1999), Skype (Heinla, Kasesalu, en
Tallinn 2003) etc., or belonging to the same interest groups. In Social Games like Farmville (Zynga 2009),
identities are reshaped through collaborations around certain thematic activities. Within these online
games a friend’s value corresponds to his or her instant meaningfulness in the game. To be a friend in
FarmVille, means to be of value. A friend transforms in a sort of commodity since friends are assets to
play the game. This directly ties-in with the social rules on social networks, in which someone’s popular-
ity, and ‘value’ is qualified by his/her number of friends.

Here for us the most important thing is that the boundaries between ‘play time’ and other activities
cease to exist: accessing the social sphere of the virtual games can be done via handheld devices, mobile
phones and computers while working, eating, and even playing other games. The second factor we
would like to emphasize is the erasure of the roles/identities: a dear friend becomes a commodity dur-
ing the play experience, but with a switch for example from the play window of FarmVille back to Face-
book home window, the everyday ‘identity/role’ of the friend is restored.

In modern play-design games and playful interaction are situated in real life as part of everyday activity;
a playful approach in which games can be called upon when necessary as part of existing applications in
learning, social networks, etc. [15] This requires a social intelligence in game design and will lead to
games that are embedded in systems of social meaning, fluid and negotiated between us and other peo-
ple around us. In this way game design focuses on interactive products as creators, facilitators and medi-
ators of experiences as well as the creation of opportunities.

Damer makes a distinction about the ‘game-play virtual worlds’ and ‘social virtual worlds’, emphasizing
that the latter differs from the former primarily because it is based on the freedom given to the players
for building both the virtual world, as well as the social atmosphere and the game space in it. [16] In
contrast the game-play worlds come with predefined rules, and scenarios. We can state that social vir-
tual worlds resemble the idea of open-ended play.

An interesting thing to note here is about the artistic dimension of these worlds, and the question of
creativity & artistic expressions experienced by its users. The general impression is that most of the
artistic practices in these spaces are still confined to the existing forms of art creation and dissemination
(Lester et. al. 2009). It is expected that with time, when virtual reality loses its novelty of offering a new
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experience, the potential it generates will be explored thoroughly, and new forms of arts will be born
out of these explorations. There are already many fruitful virtual exhibitions hinting for this next step.
However, we believe that these virtual worlds and social networks will have a much bigger impact on
the understanding of art. A simple google search for the most popular virtual worlds like World of War
Craft and Second Life shows that their popularity extends to the social network sites as well. Here, for
us, the most interesting social sites are the ones devoted to art (deviantArt, Flickr), and media (Youtube,
MySpace). For instance, in deviantArt, there are ample groups around these cult-spaces, and many users
not only uploads screenshot of their experiences, or their avatars, but also share tutorials and textures
to help other members in educating how to create in virtual worlds. In other words, some players, first
experiment themselves how to create ‘art’, and then share their knowledge with other members for
them to join the experience.

Conclusion

The ubiquity of virtual social platforms, and the effects of overabundance of media lead some critics to
guestion the role of the artists in current society. For some, spaces like metaverse offers, and forces the
artist to go beyond the traditional artistic goals like catching/questioning the reality, and to become a
scientist/technician redefining/creating the reality. For others, art as such does not even have a role to
play anymore. In this paper, we tried to contradict these extreme postulations about art in metaverse by
pointing out the potential of social spheres of networks and metaverse have on the dissemination and
(hence) the definition of art.

Mulder and Post trace the transition of electronic art from machine to media, from there to interface,
and lastly to networks. [8] We would like to conclude our paper by asking the question: What is next?
We hope that the next step in the evaluation of electronic art will be the realization that expertise has
lost its importance. Only then, art will be detached from its high pedestal and materiality by becoming
the toy of the layman. Everyone who uploads a picture, designs an avatar, creates a space in Second
Life, comments at someone else’s pictures in Flickr or deviantArt will be entitled an ‘artist’ if they care to
take on this title.
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MUTATE OR DIE: A WILLIAM S. BURROUGHS BIO-TECHNOLOGICAL
BESTIARY

TONY ALLARD

This afternoon | will discuss my current collaborative bioart project, “Mutate or Die,” and along the way
| will touch on some key aesthetic, ethical, and philosophical issues that are inherent in the creation of
bioart works. My collaborative partner, Adam Zaretsky, and | have gained support for our project from
Grand Arts, an experimental presentation space and artistic production facility in Kansas City, Missouri.

Mutate or Die: a William S. Burroughs Bio-technological Bestiary

Tony Allard
California State University, San Marcos
tallard@csusm.edu

This afternoon | will discuss my current collaborative bioart project, Mutate or Die, [1] and along the
way | will touch on some key aesthetic, ethical, and philosophical issues that are inherent in the creation
of bioart works. My collaborative partner, Adam Zaretsky, and | have gained support for the project
from Grand Arts, an experimental presentation space and artistic production facility in Kansas City, Mis-
souri. We launched the project in July of 2010, and its development will span three years, culminating in
an installation and performances at Grand Arts in September of 2013.

Introduction

“Rational thought is a failed experiment and should be phased out.”
-- William S. Burroughs

In 1996, attempted to get the writer William S. Burroughs’ DNA sequenced at the University of Missouri
in Kansas City. For various and interesting reasons, Burroughs’ DNA never made it into the sequencer,
and | put my attempt back in my subconscious for a very long time. Now, some fourteen years later, in
retrospect, | have started to realize that in my attempt to get Burroughs’ DNA sequenced in 1996, | was
unwittingly tapping into a Burroughs' multi-temporal, nonlinear reality. That reality is summed up in this
quote from the Brion Gysin/W.S. Burroughs third mind, “When you cut into the present, the future leaks
out.” [2] Fourteen years later, the future is leaking out in the form of my current collaboration with
bioartist Adam Zaretsky.

At the core of our project will be a gene gun blast performance, which will involve shooting a random
segment of raw DNA extracted from the ‘beat scat’ of William S. Burroughs into another organism’s ge-
netic code. This biolistic cutup will produce the potential for a transgenic mutation to occur in the fu-
ture. After the gene gun blast, we are anticipating that the resulting mutations will give us a code, a sign,
a transgenic hieroglyph left upon us. In this wet, oatmeal like substance, there may be a new text that
will tell us how to make a highly bent immortality blueprint, there may be an edifying nightmare of
'homo sap’s' [3] future, there may be a tasty recipe for Gonad Jam, or there may be proof that indeed,
language is a ‘virus from outer space.’
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Over a span of three years, Adam and | will be going into the lab and getting scientifically funky with mu-
tagenic protocols, and exploring the role that mutation will no doubt play in the future survival of the
human genome and species diversity on this planet. We will also be challenging some of the mystified
bio-technological protocols of directed evolution and privatized knowledge bases being generated by
the life sciences, and the biotech industry in particular. Specifically, we are challenging the biotech in-
dustry’s corporate approach to genetic research and development, and its enormous investment in the
illusion of objective, rational control over the organic and inorganic world. We are challenging the
biotech industry’s patenting of life forms, which basically amounts to stealing the human genome and
others from what the writer Lewis Hyde has identified as ‘the commons.’ [4] Historically and contem-
porarily, the commons have been and are the collectively owned natural and cultural resources that we
all can legitimately lay claim to using. We are, in fact, modeling our project after the commons, Do It
Yourself (DIY), and open source movements.

We are taking the commons, DIY, and open source approach to making bioart and doing science for the
purpose of demystify biotechnology, and getting the public proactively involved in a debate about the
role that random mutation plays in generating diversity within a species. Mutate or Die also confronts
the almost total media blackout of any critical discussion about what could be described as the biotech
industry’s thinly veiled programs of eugenics. This new and highly profitable cottage industry that has
sprung up in the exact sciences is clearly in the business of eliminating biologic impurities and mutations
in its short-sighted effort to sell genomic purity to an uninformed, and bio-technologically illiterate pub-
lic. The industry’s genomic cleansing products are sold under the various brand names of human better-
ment, enhancement, miracle cures, and progress.

For obvious financial reasons, and | will venture to say political reasons, the biotech industry is quietly
keeping biotechnology cloistered in high tech research facilities and out of the hands out of the general
public. Adam and I, on the other hand, will be creating a DIY lab that is accessible, interactive, and open
to the public within the installation at Grand Arts. We will stand shoulder to shoulder with the public,
working in a not-for-profit lab of our own design, and creatively use biotechnology and poetic protocols
together. The transgenic protocols we are developing for the lab are intended to set in motion processes
of uncontrolled, random mutations which will have the potential to re-introduce novel mutagenic influ-
ences into the still relatively free genomic playing field on this planet. Unlike the biotech industry and a
lot of trans humanists who are primarily focused on eliminating entropic, mutagenic processes, we are
interested in introducing more mutagenic processes, which are at the core of species diversity and sur-
vival.

Mutate or Die, a bioart project in progress

“When you cut into the present, the future leaks out.”
-- Brion Gysin/W.S. Burroughs, The Third Mind

In 1996, when | attempted to get William S. Burroughs’ DNA sequenced, | was also experimenting with
some of the literary and cinematic cutup techniques that Burroughs and the painter and poet, Brion
Gysin developed in the 1960s. Burroughs would go on to use the cutup technique to engage random-
ness and chance in the writing of his aggressively nonlinear trilogy of novels, which include: The Soft Ma-
chine (1961), The Ticket that Exploded (1962), and Nova Express (1964). With this trilogy, Burroughs
shattered the centuries-old linear narrative form, and put in its place a text-based form of traveling back
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and forth in time, which is similar to flashing forward and backward in time in cinema. The cutup tech-
nique also provided Burroughs, and by extension the reader, with a means to get at the content of a text
that is not accessible through linear and rational thought processes. With our current bioart project,
Adam and | are re-engaging Burroughs’ cutup technique and nonlinear processes at the genetic level in
living organisms. Through the medium of a gene gun, we will set in motion a genetic cutup by randomly
combining Burroughs’ genetic code with those of other organisms. These biolistic cutup techniques and
the results we are anticipating have affinities with the literary conceits of mutagenic forces and mutants
that run throughout many of Burroughs’ novels.

With this project, Adam and | are literally taking up the challenge from Burroughs to ‘mutate or die’.
Burroughs thought that if ‘homo saps’ are to survive in the toxic political and biological environments of
the earth while we are preparing ourselves to leave the planet, then we need to unsentimentally mutate
into biological forms that are adapted to these harsh environments. Burroughs puts this mutational sur-
vival strategy in perspective when he stated “It would involve a biologic mutation quite as drastic as was
involved in the shift from water to land.” [5]

This radical biologic mutation will be a truly tall order for humans to fill because we are becoming quite
comfortable with and bio-technologically capable of taking the human genome out of the mutagenic,
diversity-generating mechanism of our species hereditary and evolutionary trajectory. The biotech in-
dustry is only too eager to kick its bioinformatics machines into high gear and stop the mutagenic forces
of evolution, and put the human genome in a kind of eugenic holding pattern indefinitely while their
short term goals and market shares ‘vampirically’ increase.

We humans, who are now bio-technologically and rationally poised to reconfigure our genetic code and
what it means to be human, would do well to give Burroughs’ literary conceits of mutation and mutants
due consideration and room to roam in the real world. We humans, who are now beyond the flirtatious
stage of putting the prefix, trans(genic), in front of human, would do well to study Burroughs' disman-
tling of the exact sciences’ taxonomy of the natural world in order to make room for mutants that stand
outside the natural order, or as he tagged them, ‘natural outlaws.’ [6]

The Art of Risk: Bioethics Tour, San Francisco, October 2010, San Diego, July 2011

Before we began the actual wet work of extracting the DNA from the preserved sample of 'beat scat' in
June of this year, we went to San Francisco in October of 2010 on the first leg of what we dubbed our
bioethics tour. After the wet work had been undertaken in Kansas City, we returned to the West Coast
and did the second leg of the tour in the biotech capital of the world, San Diego.

After we came back from the San Francisco leg of the tour, R.U. Sirius, the then editor of the online
trans-humanist magazine, H+ (and one of our interview subjects), published our questions and the
primer on the project in H+, in February of 2011 (http://hplusmagazine.com/2011/02/06/mutate-or-die-
a-w-s-burroughs-biotechnological-bestiary/). As a result of the H+ publication, our efforts to bring the
discussion to the public went viral within days after the article went online. The H+ publication began
almost immediately to be linked and aggregated on such sites as Dangerousminds, Boing Boing, Flavor-
wire, and Lifeslittlemysteries. Much like Burroughs’ conception of how language works as a virus, the
hyperlinks, comments, memes, and bad puns that appeared on sites early on in the week began to repli-
cate and mutate, and in some cases were transformed into misinformation about the project. Neverthe-
less, there are some telling comments about the power of peoples' imagination and mutaphobic fears
that emerged after they put aside traditional taxonomies and began to entertain the idea of a transgenic
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mutant living among us. In fact, one mutaphobic fear that got a lot of airtime was the possibility of a
mutant Burroughs clone being set loose from our lab and reeking biological and psychological havoc on
planet earth. It is exactly these kinds of responses posted by the public online that we will be including
in the installation and on the project website (http://mutateordie.net). Allowing the public to weigh in
on the ethical and philosophical aspects of the project is a significant part of our efforts to open up a di-
alogic space that is critical to the survival of our contemporary biological and cultural common:s.

Bioethics Tour Questions

What follows are questions we asked interview subjects on the San Francisco and San Diego legs of our
Bioethics tour. To date we have interviewed, among others, Hank Greeley, a Stanford law professor, and
consultant to the U.S. government on bioethical issues, filmmakers Lynn Hershman and Craig Baldwin,
Ricardo Domingez, a University of California, San Diego Professor and co-founder of The Electronic Dis-
turbance Theater (EDT). We also interviewed a senior researcher on the Human Microbiome Project
(HMP) at the J. Craig Venter Institute in San Diego.

Question 1: Queer Anatomy: Beyond Enlargement

There seems to be a lot of publicity around transgenic transhumanism these days. Promoting human use
of biotechnology to redesign ourselves is not the worst idea. Unfortunately, most human genetic modifi-
cation advocates forget to think creatively about the full range of forms and beings into which we could
force evolve ourselves. They tend towards a naive optimism based on futurist potentials, emphasizing:
longer lifespan, more beauty and bigger brains. Where can fringe anatomical and metabolic goals take
us, beyond enhancement, general enlargement and ‘goody two shoes’ betterment? While redesigning
ourselves what other directions might we investigate? What resulting forms of genome bending would
exemplify the politics and aesthetics of W. S. Burroughs fiction and theory? (See related concepts from
his writings: i.e. cut-up, junkie life, control and language as a virus, Dr Benway.) What queer advice can
we give to artists and engineers who would intentionally alter future peoples’ minds, senses, body dif-
ferences and living décor?

Question 2: Mutation

This project involves random segments of DNA being incorporated into the genomes of sperm, blood
cells and microflora. Most random mutation causes instability and harm to organisms. Only very occa-
sionally does a mutant worm grow elbows as humans did. Fitness may just be a lucky oddity; most of the
poetry of random DNA upsets the stability of life’s repetitive anatomy. We believe that directed evolu-
tion is just as fallible in the long run, we want to ask you what the difference is between letting the pro-
duction of life differences be spontaneous collage versus an aesthetic based on maximizing short term
market shares, ‘enhancing’ traits based on human goals and using organisms as production factories for
pharmaceuticals, industrial products and food? When it comes to transgenic art, is it preferable to gam-
ble in the dark with another’s heredity or try to tailor someone and their kindred?

The title of our project, Mutate or Die, comes from William Burroughs’ frank admonition of homo saps
to mutate or die. In essence, this project will literally take up Burroughs’ challenge to mutate or die, and
will function in a similar fashion that basic research does in that it will, through direct manipulation of
genetic material, proactively speculate on the role that mutation can play in the survival and future of
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the human genome. What are your thoughts on the actual, wet work of mutation-based bioart, versus
strictly representational, mimetic art? What science fiction premonitions do you think can be applied
through creative biotechnology to alter the future of, not just humans, but also all organic beings?

Question 3: Sex

Inserting genes into a hereditary cascade is a great responsibility but it is also a powerful sex act. In biol-
ogy, sex is defined as the passing of genetic information into the lineage of progeny; meaning and trans-
genic protocol is sex. This question is about the desires and satisfactions of the experimenter during the
techno sexual process of getting the genes into the being to be fucked. Many tinker with the gonads of
yeast, worms, rats and in the case of humans, gene therapy. There is a question as to what kind of
erotic, pornographic and even deadly economies drive this work? What is the flavor of the compulsive
urge to control reproduction? What is the quality of the scientist’s satisfaction when shooting a signa-
ture or a graffiti tag into an unsuspecting life’s form? How is the humping joy of defect sex ameliorated
or amped up through technology?

This is not an easy question as the economies of techno-sex and sadism as an energy are not simply neg-
ative in the world. We cannot pretend that technology is without certain connectivity, or that life is not
driven by libido. What kind of sex is interspecies gene gunning? How is the perverted act of shooting nu-
clei with genetic choices made to seem formally neutered of hotness? Can one imagine the moment of
pulling the trigger of a loaded gene gun as a pornographic, erotic and dangerous yet orgasmic pulse as a
sex-positive relation? What types of connections can be made between our biolistic aesthetic of shoot-
ing genetic information into a target that will result in a cellular based mutation, and Burroughs’ ballistic
aesthetic of shooting a target tacked to a piece of plywood in order to generate a psycho-symbolic mu-
tation? What can be said about the frank fact of the destruction that results from shooting any type of
gun, regardless of what/who the gun is aimed at?

Question 4: Scatological Biopolitics

The Human Microbiome Project (HMP) is based on studying the life that lives within us. This is our sec-
ond genome, our internal ancestors and possibly the source of our third mind. What kind of beings
might result after insertion of scrambled shit gene in their family tree? What kinds of identity splay can
we expect from becoming bacterial? What is the social and political definition of excrementality, when
scientists play with shit, is it kinkier or are the kinks ironed out somehow? In which ways will this project
change the cultural reception of scatological action? By way of literally getting into W.S. Burroughs’ shit,
can we transcend its waste status and legitimately ascribe use value to it? Can we actually time travel
back to Bill's gut/intestines at that time (1995 when the sample was acquired by Burroughs’ plumber)
and biolistically liberate any information that may add to mutant-divergence for the future survival of
trans homo saps.

Question 5: Art of Risk

What is your personal risk/benefit assessment on the artistic use of a gene gun to make living ani-
mal/human/non-human/cultures of mutagenic difference? Feel free to comment as a bioethicist, ecolo-
gist and art critic. There are some laws of course, but we are asking your opinion. Is art allowed to play
with as much risk as science? In the name of art or science, where do you draw the line? What should



46

not be allowed to be done to the ecosphere, to dignified living beings and/or informed, human volun-
teers?

Interviewee Responses to our questions (Video online)
http://mutateordie.net/content/bioethics-tour-short-version
‘Natural Outlaws’ creating a William S. Burroughs Biotechnological Bestiary

Bioart often uses cutting edge and DIY biotechnology as an art-making medium, and it specializes in pre-
senting living organisms as art. This past June, we worked in a multi-million dollar research lab at the
Kansas University Medical Center, and extracted DNA from a preserved sample of Burroughs’ shit, and
put it in a deep freeze for future use. Our next step this winter will be to get trained in a genetics re-
search lab on how to use a gene gun. However, in the spirit of the DIY movement, we are looking into
the possibility of making our own gene guns and nano gold dust for the gene gun blast performances in
the installation.

The following is a very condensed version of one of the poetic protocols we are developing for the DIY
lab we will be creating at Grand Arts in Kansas City in September of 2013.

Take a glob of William S. Burroughs’ preserved shit

Isolate the DNA with a kit (5300 from Quiagen Technical)

Make, many, many copies of the DNA

Soak the DNA in nano gold dust

Load the DNA and gold dust into a gene gun (a modified air pistol)

Fire the DNA and gold dust into a mix of fresh sperm, blood and shit

Call the genetically modified mix of blood, shit, and sperm a living bioart, a new media paint, a living cut-
up literary device and/or a mutant sculpture.

Putting on the Gloves, Opening ‘the commons’

We are modeling the installation and performances after the commons, DIY, and open source move-
ments, and are planning two primary types of interactivity: the DIY lab in the installation at Grand Arts
and its virtual counterpart online at http://mutateordie.net. In our DIY lab, the public will be able to get
their hands on some biotechnology and make bioart with Adam and I. The public will also be able to
write and draw in the installation and online, giving their thoughts and imaginings as to what kind of
mutations and mutants might emerge in the future from our biolistic cutups. Most importantly, the pub-
lic will be able to leave their mark and weigh in on the ethical and philosophical implications of adding
novel forms of mutation and transgenic mutants into the mix on planet earth.
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CREATIVE ECOLOGIES IN ACTION: TECHNOLOGY & THE WORKSHOP-AS-
ARTWORK

Jamie Allen, Rachel Clarke, Areti Galani & Kamila Wajda

A shift is occurring, particularly evident in art-and-technology contexts, in which the artist-led workshop
is transformed into an important and distinguishable artistic form. Resulting from, and contributing to,
the new accesses and relationships people have to information, creative culture, materials and one an-
other, the “workshop-as-artwork” is proposed, outlined and exampled.

| “\:\;&\:"’ \\ -
Fig 1. Participants doing a public performance at the Chiptune Marching Band event at the NK House,
Berlin, in August 2009. Attribution Jamie Allen

Fig 2. A Sundroids participant at Harehope Quarry UK, presenting his solar powered kinetic work to the
participant group in June, 2010. Attribution Rachel Clarke.
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Technology situates and constructs what it is to be a creative human being. Our technologies are never
"just tools," nor are their effects and resonances limited to the individual practices of artists-as-produc-
ers-of-work. Contemporary cultural activity with technologies is not "production," in the classical sense.
Understood as both an ecology and entanglement of people, ideas, tools, materials, systems and
processes, art-and-technology grows to encompass a complex and expanding set of forms. For example,
recent suggestions are of the "artwork as social interstice" would be impossible except through reso-
nances with an ultimately techno-social tool: The Internet. [1] True to its history, art-and-technology and
related practices continue to be sites of endeavours that seek to question and escalate the assumptions
of art, artist, audience and form. [2]

Resulting from, and contributing to, the new access and relationships people have to information, cre-
ative culture, materials and one another, we propose the "workshop-as-artwork": The technology-based
artist-led-workshop as the site of an emerging artistic form. This idea seems particularly evident in art-
and-technology contexts, where an assumed importance of the transfer of practical information and
technical skill often merges with interests and expertise in performance, installation, theatre and on-
and off-line communications and media. Positing the workshop-as-artwork as a creative ecology in ac-
tion provides a way of locating these works along with other strands of ecological thinking and acknowl-
edges that artistic form as we have come to know is in many ways unlocalisable.

Such a proposition also calls forth instructive criticisms. The increased frequency with which artists are
called upon to deliver workshops can cloud artistic or personal objectives, especially when done in the
service of intermittently insincere institutional and political "community engagement" agendas. The
workshop-as-artwork may also seem ancillary to more production-oriented, neo-romantic, individualis-
tic notions of how an artist should be spending his or her time. That said, "doing a workshop" now forms
such a large part of the average art-and-technology practitioner's activities that discussing its reposition-
ing as a form, developed in its domain of practice, seems productive. We also seek a vehicle for develop-
ing better conditions of the co-created meaning that can take place at such encounters. Further, from
the artist-interventionist point of view, positing the workshop-as-artwork serves to update notions of
legacy, consequence and significance for the art-and-technology practitioner within his or her commu-
nity.

Drawing on a set of select technology-based art-practice workshops with various communities, we posit
the workshop-as-artwork as this collaborative, ecological artistic form and describe some of its attrib-
utes and potentials.

The ideas herein are indebted to topics through artistic, techno-social, and pedagogical theory. Our cre-
ative practices and thinking have been influenced by the works and writings of Allan Kaprow and his for-
mulation of the "Happening," a social artwork which is at moments performative, relational, environ-
mental and situational. He and others sought to create a form that would encapsulate and elaborate
public performance towards an integration of "art" and "life," and further towards the complete dissolu-
tion of "art" as a separate category. [3] It is of note that a number of art-and-technology practices (net-
art and other interventionist new media work) echo sentiments purporting fuse high and low brow, the
aesthetic and the political, gallery and "street" culture - bringing life into art and vice versa. [4]
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Joseph Beuys' ideas of Social Sculpture, the possibility of a social organism as a work of art, also outlines
aspects of our project. A desired integration of purpose carried over into Beuys' great valuing of peda-
gogy. Much of Beuys' persona and activity during his career was developed through dialogic lectures,
workshops and conversations. As Beuys himself said: "To be a teacher is my greatest work of art." [5]
Beuys wanted to blur the line between civic action and artistic techniques, completely and radically
transforming the "idea of sculpture... or of art in general." [6] Considering this ontology of the art-object
and form, Umberto Eco's Open Work, in which art "determines the limits within which a work can accen-
tuate its ambiguity... while keeping its existence as a work," is a helpful construction. [7] Parallels in ma-
terialist thinking have adopted terms like "assemblages," and more recently "hyperobjects,"” [8] to name
a similarly and difficultly described "kind of relation obtaining between the parts of a volatile but some-
how functioning whole." [9] Eco lays out a shift which occured in the 20th Century from origination with
concrete, authorial propositions, towards "universes" or "fields" of "possibilities," [10] that could serve
to define what is intended by creative ecology, as a "properly ecological form of... art." [11]

The idea and importance of "conviviality" as a criteria for technologies and their use, as first outlined by
Illich underpins this discussion. lllich explains conviviality as a force opposing industrialisation, as he be-
lieved the latter to have grossly distorted our sense of possibility for change in modern society. He imag-
ined, "a society of simple tools that allow men to achieve purposes with energy fully under their own
control." This would be achieved via the development of open and participatory technologies and tools,
and a "deschooling" of society - an integration of pedagogy and everyday experience. [12] The work-
shop-as-artwork is sympathetic to these strains of thought. Constructionist approaches to epistemology
and pedagogy which emphasise both learning by making and a close engagement with tangible objects
form part of our practical approach to these ideas. Any learning that purports creative empowerment
should not be concerned so much with the transmission of ideas, but oriented toward the construction
and reconstruction of knowledge through experience. [13]

Over the past four years, the authors have designed, executed and documented a series of workshop-as-
artwork events in art-and-technology festivals, conferences and as part of school-organised activities for
young people. These have all emphasized concepts related to renewable energy technologies, as a
means of encouraging improvised, public electronic-art making. A sensitivity to the use of electronics as
enablers for creative expression in social and public spaces was key to all the events. What follows is a
description of a selection of workshops, (Transmisol, Chiptune Marching Band and Sundroids) that ex-
press the theoretical goals of the workshop-as-artwork in various ways and to varying degrees.

Transmisol is a 3-day workshop-as-artwork that first took place in Mexico City in the summer of 2008.
The event was developed as a collaboration between artist Geraldine Juarez and Jamie Allen, and is in-
spired by the work of Transmission Artists, such as Tetsuo Kogawa (author of the "Micro Radio Mani-
festo"). [14] Participants at the event were a group of young people aged 18-20 who were attending the
Transitio Festival, a week-long new media and electronic arts festival. The Transmisol group was invited
to make a set of solar-powered MP3-player and radio transmitter devices, to be installed in public space
as a distributed Transmission Art exhibition. Each attendee was encouraged to scavenge the streets of
Mexico City during the evenings to find elements for physical housings to hide and contain the solar
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panel and radio transmitter units they hacked and assembled; found items included an orange child's
play-stove, and other household items.

Participants' responses to the question of "content" for their micro-radio experiments in many cases in-
volved a selection of revolutionary and anarchist texts read into the provided portable MP3
recorder/players. Discussion with participants clarified their motivations to be, in part, a particular re-
sponse to corrupt administrational and media-industry practices and related problems with wealth dis-
tribution in Mexico. Participants understood that they were creating a solar messaging system which
(under the Mexican sun) could potentially broadcast in public, in perpetuity (or at least as long as the
electronics and hardware remained functional). Transmission Art, through the workshop-as-artwork, be-
came a subtly political gesture - a modest opening up of an otherwise hierarchical media network.

CTMB is a series of workshop-performances, inviting attendees to learn, build and perform together
while engaging with local energy generation and public outdoor sound performance. CTMB workshops
have been hosted by Maker Faire UK, Pixelache Helsinki, Bent Festival NY, NK House Berlin and Creativ-
ity & Cognition (all in 2009), among others, all with 7-20 participants at a time. CTMB is designed as a 3-
hour event, during which participants build a small sensor-driven sound making circuit (oscillator), pow-
ered by an alternative energy source (hand-crank generator). Contrasting comparable workshops, [15]
and the Transmisol workshop, a kit of parts including the majority of what is required to participate is
provided at each event. Cardboard tubes, colourful tapes, paint, etc., are also provided for the construc-
tion and personalisation of the instruments. With instruments in hand, the "band," parades in the
streets of the host city as a public performance and spectacle. At the end of the march, participants take
their instrument home, along with a self-addressed stamped postcard and web URL, to be used to re-
port back to the Band as to what has become of their instrument in the weeks following the event itself

(Fig 1.).

A second workshop-as-artwork, CTMB materials consisted of simple electronic components and card-
board tubing. This material framework was provided along with extensive online community informa-
tion, a guidebook, a developed graphic identity and uniform design, as well as a gallery website featur-
ing profile photos of everyone who's ever participated in a CTMB (chiptunemarchingband.com). These
informational structures were intended to create a highly coherent aesthetic entity, a resonant structure
of invitation, web-presence, event and performance. At the end of the CTMB events, everyone involved
becomes part of the Band, both through membership and through performance. This is supported by a
belief that an intrinsic intertwining of artwork and social structure happens best where people are "con-
sciously engaged in constructing a public entity, whether it's a sand castle on the beach or a theory of
the universe." [16]

Sundroids is a one-day workshop-as-artwork using solar robotics to create autonomous kinetic sculp-
tural works for and within the rural environment. These have taken place at Harehope Quarry, a sustain-
ability co-operative and outdoor creative educational facility in rural Northeast England, and invited sec-
ondary schools take part in day long sessions. The sessions explore site-specific and kinetic art through
the use of found materials on-site and simple solar powered motor circuits.
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Art-practice inspiration came through the work of artists like Jean Tinguely and Arthur Ganson. At each
event, participants work together collecting and discussing natural resources while exploring motion
concepts and movement, through physical activities and re-animating found objects and materials. Par-
ticipants are encouraged to scavenge found and natural materials from the site to develop their solar/ki-
netic work. Once students finish their structures, they present their work to the rest of the group (Fig
2.).

The third workshop-as-artwork developed, Sundroids emphasises an improvisatory and contingent ap-
proach to materials, movement and the openness of the encounter itself. The framework for each indi-
viduals' process is much less prescribed (in terms of materials) than with CTMB, allowing for more varia-
tion amongst individuals, while still presenting a cogent enough concept for the group to feel they were
working within and towards an agglomerate artistic form.

Nardi and O'Day use an ecological metaphor to highlight aspects of informational relations, hoping to
imbue them with a sense of urgency, evolution, diversity and scale. A set of useful characterisations of
ecological structures emerge for the workshop-as-artwork: [17]

Keystone species: Explicitly, the "skilled people whose presence is necessary to support the effective use
of technology," "the natural teacher" and "mediators." (p.53) Within the workshop-as-artwork artist-
practitioners and educational practitioners assisted participant, primarily helping the technology work
effectively. As we have noted, this was not just facilitated through skill transfer but also through embod-
ied action and playfulness with materials to encourage exploration in a relaxed and friendly way.
Locality: More than just in the geographical sense, the workshop-as-artwork arises through local con-
text. For an information ecology, locality is a description of the "habitation of technology." The work-
shop-as-artwork is an exploration of a contingent habitation of this kind, and attempts to help people
make sense of creativity with technologies on their own terms.

System: Creative ecologies of art-and-technology, much like their biological and informational counter-
parts, are marked by "strong interrelationships and dependencies among its different parts." (p. 51) Ge-
nealogies of art-and-technology practice that cite systems theories (e.g.: cybernetics) as influential are
worth noting here. [2]

Diversity: Creative ecologies exist for and through a diverse set of individuals and communities engaged
with them. In biological ecologies, diversity manifests itself through a variety of "niches", where the
strength of an individual is supported locally by the environment around it, and the diversity of the envi-
ronment in turn supports this capacity in the individual. In the design and action of the workshop-as-art-
work, it is hoped that diverse styles, perspectives and interests are allowed to flourish, as a dynamic and
agile support structure is present.

Coevolution: Along with the interplay of individual actors and their local environment - there are the dy-
namics of their diverse temporal development strategies, rates and scales. "The social and technical as-
pects of an environment co-evolve." (p. 52) In the workshop-as-artwork opportunities for coevolution
exist where and when participants are able to progress and participate, dealing with new technical and
social conditions at their own pace, in an environment where performance is downplayed in favour of a
valuing of process.



QUESTIONS & CONCLUSION

How might the art-and-technology workshop, conceived as an ecology of technologies, learning poten-
tials, and creative possibilities be even further restructured as a more radical improvisation, Happening,
or performance? Claire Bishop develops the idea of a collaborative/relational work which is not judged
solely on its moral ("bringing people together") or instrumental ("teaching people to solder") merit. In-
stead she suggests that "practices need to be thought of in terms other than their ameliorative conse-
guences; they should also question the very terms of these ameliorative assumptions." [18] As objects
becomes assemblages, practices ecologies, and information ubiquitous, words like "laboratory" and
"workshop" comfortably replace words like "gallery" and "exhibit." [19] In such a landscape, the work-
shop-as-artwork posits a framework for just the kind of questioning that Bishop suggests.
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F(X) - AN AUDIOVISUAL PERFORMANCE ENVIRONMENT

Alo Allik

f(x) is an audiovisual performance environment to enable exploration of 3-dimensional continuous cellu-
lar automata. The automata provide the basis for sound synthesis and computer graphics parameter
mapping. During the performance the behavior of the automata world is affected in real time in an at-
tempt to reveal the complex and organic behavioral patterns in three dimensions and modifying the
mapping space in response to them.

Fig 1. Moore neighborhood in 2D, with the neighborhood surrounding the center cell shaded darker, and
the equivalent in 3D with the center cell represented as a black cube and the neighboring 26 cells as
wireframe cubes.

Fig 2. Snapshots from ‘zone 01' of f(x)
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Introduction.

Digital technology has provided an incredible variety of opportunities for artistic exploration and has fos-
tered a new perspective on human culture and society. It has forced scientific methods and concepts
into the working process and aesthetic framework of an artist due to its very nature. The beginnings of
the digital computer are inseparably connected to research into the biology of self-replication and the
possibility of artificial life. The early work of most remarkably Alan Turing and John von Neumann was
essential to the way the modern world operates and the fundamental concepts based on the spectacle
of biological evolution and natural selection have been integrated into every piece of digital technology
with which we have surrounded ourselves. f(x) is a performance environment created to reveal some of
the aspects and principles of digital technology. It is based on a concept that has only been made possi-
ble with the advent of computers - cellular automata — and was born out of research into artificial self-
reproduction. It is designed as a live audiovisual experiment in which the performer interacts with a
world of 3-dimensional spatial functions defined — analogously with the principles of cellular automata —
in terms of each other. The performance is seeking to reveal complex patterns of behavior, generated by
relatively simple instructions and rules that would uncover some of the elusive characteristics of digital
media surrounding us now in almost every situation.

Cellular automata constitute an area of research belonging to the interdisciplinary field of complex sys-
tems science. They have been used as computer models mainly in computability theory, mathematics,
theoretical biology and physics, but also have found many applications in generative art and computer
music. The beginnings of the research in complexity can be considered as coinciding with the advent of
the field of biology in the beginning of 19th century. In the middle of the twentieth century two inde-
pendent lines of research were started that have greatly shaped our understanding of complexity. In
molecular biology, it became evident from the research that led to the discovery of the chemical struc-
ture of DNA, that every living system is highly organized and this organization is coupled to a complex
molecular apparatus, which functions as a stored information code for regeneration. There are two
complementary modes of existence embedded in each complex living system: the internal physical-
chemical workings of a cell and the informational mode where information is selected, stored, and inter-
preted by the physical actions. In early computer science research an investigation was launched into
the nature of complexity in general in a computational or mathematical sense. John von Neumann initi-
ated the study of self-replicating automata in 1940ies. He recognized the dual functioning of information
that self-replication requires. The two modes are present in any cellular automata system as well: the
dynamics of an automata system and the rules that evolve it.

Cellular automata.

Cellular automata are deterministic dynamical systems, which are discrete in space and time, operate on
a uniform lattice and are characterized by simple local interactions. An automata world consists of a
number of cells on a grid and evolves a number of discrete time steps according to a set of rules based
on the states of neighboring cells. The behavior of every cellular automata system depends on four basic
features: (1) the size along each dimension of the grid, (2) the number of distinct states, (3) neighbor-
hood over which cells affect each other, and (4) the initial state of each cell at the outset. The most ele-
mentary family of cellular automata rules is defined as a one-dimensional row of cells in which each cell
can only be either 0 or 1. The automata world evolves by iterating through each of the individual cells at
each time step to determine the next state according to the established rule. The resultant patterns of
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behavior can be characterized as 'emergent’, meaning the local simple interactions can produce unpre-
dictable and complex behavior on the global scale of the automata world. The main attraction of such a
system is the demonstration of the dynamics of how complex structures can emerge from simple inter-
actions without premeditated design or intention in analogy to the most basic processes in nature.

Automata in f(x).

The automata principles utilized in the f(x) environment are slightly modified from the standard discrete
valued approach. It is also possible to contemplate systems where the values are not discrete, but con-
tinuous within a specified range. In such systems, the value of each cell can be defined by calculating the
average state of the defined neighborhood. In this scenario, it becomes necessary to either multiply the
average of the neighborhood of each cell by a fraction greater than 1 —e.g. 3/2 - or add a value typically
between 0 and 1 and then only use the fractional part of the result for the system to exhibit complex
behavior similar to the elementary automata discussed previously. Otherwise the averaging process will
quickly settle the lattice into a uniform state all across. The multiplier or the added value becomes the
determining factor in the behavior of the automata on the global level, with smaller values producing an
overall smoother transition effect.

The behavior of the continuous-valued world can be further affected by assigning weights to each of the
cell's neighbors, making variable the amount of influence each cell has in the neighborhood. In this case,
weighted mean value is calculated for each cell when updating the states. Weighted automata rules in-
crease in significance as the automata world is extended into higher dimensions as the geometrical
properties of the system become more pronounced. In the f(x) environment, the automata idea is ex-
panded into a three-dimensional world of regions, in which there are significantly more complex geo-
metrical phenomena that emerge in the shape of patterns created. One can imagine a cube-shaped
world of three-dimensional space sectioned into smaller cube-shaped regions, each of which has an as-
sociated state value and is defined in terms of surrounding space. The shape of the surrounding space
depends on the neighborhood definition and is further molded by the weights assigned to each neigh-
boring region. These spatial fluctuations can be viewed as continuous functions permeating a region of
imaginary space while being defined in terms of each other. This imaginary three-dimensional world
constitutes the foundation of the performance environment.

The environment enables a real-time exploration of the evolving spatial patterns by modifying a number
of parameters, including the global addition value and the shape of the neighborhood by selecting dif-
ferent patterns of neighborhood weights and enables the user to manage predefined computer graphics
algorithms and audio synthesis definitions in response to the automata behavior. The current automata
world consists of 4096 regions or cells — 16 along each of the three dimensions. This choice is rather ar-
bitrary having more to do with limitations on real time computing power than any logical or aesthetic
considerations and can be easily altered. Currently, only two cell neighborhood configurations are used
as the weighting provides further options for different neighborhood configurations. The three-dimen-
sional equivalent of what is known in cellular automata literature as 'Moore neighborhood' considers 26
nearest neighbors, including those diagonal from the center cell on the lattice. Figure 1 illustrates the
Moore neighborhood in 2D, with the neighborhood surrounding the center cell shaded darker, and the
equivalent in 3D with the center cell represented as a black cube and the neighboring 26 cells as wire-
frame cubes.
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System overview.

The system has been implemented in two separate parts. The automata world and graphics functions
are part of a separate custom-written application, while the control center, audio synthesis and activa-
tion routines, and user interfaces for external control have all been implemented in the SuperCollider
programming environment. The communication between the applications is managed through the Open
Sound Control (OSC) protocol. Cell state values are used to generate audiovisual content during the per-
formance. Due to the large size of the world and the high standard message rate (24 cycles per second),
only a selection of individual cell values is polled by the SuperCollider application for audio synthesis
mappings. This selection can also be specified and modified during the performance and it usually coin-
cides with the selective visual representation of the cells. In addition, a global mean cell state and stan-
dard deviation for the entire world as well as mean state values for 8 sub-regions are calculated and
sent out through the OSC client. The sub-regions are created by splitting the cube-shaped world in half
along each of the 3 axes, thus creating 8 smaller cubes of 83 or 512 cells each.

Another dynamic feature of the automata world is linear interpolation of cell state values, which allows
“time-stretching” the automata behavior by delaying the update function by a desired number of cycles.
This feature allows slowing down the propagation of fast patterns when the addition value is set rela-
tively high. Drawing functions are implemented as encapsulated patches, each with a specific character-
istic. These patches can be easily added and modified during development and constitute a basic unit of
the graphics application. Each patch has a number of parameters for transparency, color mapping and
other values that can be controlled remotely. Besides the individual patch controls, global transparency,
screen background color, zoom along each of the 3 axes, speed and direction of rotation, and relative
rotation angle around each of the 3 axes can be controlled in real time. The added functions are ex-
pected to contain mapping logic from state values to audio synthesis parameters and can also be used
to control certain parameters of the graphics application, creating parameter feedback loops during the
performance. Audio synthesis definitions and time-structuring routines can be added dynamically during
the performance either from predefined functions or specified in a live-coding just-in-time programming
manner.

Audiovisual composition.

The audiovisual composition relies on two elemental concepts: audiovisual macro compositional entities
called zones and the separation of audio and visual content within these entities both physically and
conceptually. The concept of a zone emerged in the process of developing this project as a means to
have a meaningful segmentation of considerably different audiovisual material and allows introducing
new approaches to audiovisual mapping without restructuring the existing organization. Each of these
zones can be activated in any sequence during a performance and, for better or worse, have provided a
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general form for the entire composition. Each zone is characterized by unique and specific mapping pro-
cedures resulting in a distinct audiovisual entity.

The disparate networked structure of the environment keeps the conceptual and operational schism be-
tween the auditory and the visual. However, it is intended that neither is subservient to the other
medium and both have an independent and equally important role in the composition. The two worlds
are explored for their inherent characteristics and there is always a hint of a connection, at times seem-
ingly synchronized and at others not easily identified. The 3D world is represented in computer graphics
by mapping selected cell state values to low-level vertex drawing functions. Most commonly the cell
state or inverse of the state is mapped to the drawn object’s grayscale color, transparency and size. The
variation of these three parameters already yields a significant palette of mapping options, considering
that what really makes an impact in terms of the visual content are the intricate patterns that emerge
even from the simplest of representations.

Audio synthesis parameter mapping is driven by the messages received from the automata world and
handled through 3 different types of OSC responder functions as described in the previous section. A
commonly utilized technique is to activate a number of parallel synthesis processes, identifying a certain
number of modifiable parameters and mapping the incoming cell state values to appropriate mapping
ranges for each parameter. Each synthesis process can have its custom mapping range for every se-
lected parameter or synthesis processes can be grouped and the same mapping ranges used for equiva-
lent parameters. The mapping ranges and curves themselves can also be modified during the perfor-
mance, which provides even more powerful expressive tools for the performer. An example of the de-
scribed mapping technique from the ‘zone 1’ section of the environment defines first a prototype syn-
thesis definition for time stretching existing audio buffers with 8 modifiable parameters: overall ampli-
tude, start read position in the buffer, end read position in the buffer, amplitude of the signal sent to
auxiliary effects bus, pitch-shifting ratio, sound field rotation angles around the x-, y-, and z-axes (in
terms of Ambisonics spatialization).

When the 8 synthesis processes are activated in parallel, each with 8 modifiable parameters, a cell
states value responder function is added to the responder function evaluation queue containing instruc-
tions to map the incoming cell values to the specified ranges. Each time the SuperCollider language ap-
plication receives a message marked as ‘cell states’, the function is instructed to clump the 64 incoming
values into groups of 8, and then map each of 8 cell state values in a group according to the 8 parameter
ranges and update the running synthesis processes with the obtained parameter values. Similar tech-
nique is used throughout the different zones, however, this is not the only method of mapping em-
ployed in the environment. Synthesis processes of shorter duration are also triggered according to re-
ceived messages, for instance, and there are ranges of cell state values specified within which a certain
process is active and is automatically switched off if a specific cell state goes out of that range. There are
an endless number of alternative mapping strategies and as the environment is developed further,
hopefully new approaches will keep surfacing.

Conclusion.

f(x) is an experimental environment, continually under development, exploring possible strategies for
audiovisual laptop performance, in which the generative computer art paradigm is brought into the con-
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text of live performance. Every performance on the system has so far produced distinctly differing out-
comes, even though the introduction of the concept of 'zones' has channelled the performances into
previously explored territories and encouraged the performer to favor certain system behaviors over
others. In general, the environment fosters the idea of the composer/performer as an explorer or a dis-
coverer, rather than a spontaneous creator. The design of the system tries to balance the amount of
control and gestural character of the human performer against the distinctly non-human behavior of the
automata world, simultaneously exploring the conceptual differences between the auditory and visual
composition.
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PAYING ONE’S RESPECT TO A MOUNTAIN

ASTRID ALMKHLAAFY

Over the last three years I've climbed and mapped sacred mountains in Asia, as well as man-made
monuments that refer directly to the cosmological. As an artist | fuse archaeology, legend, history and
the site specific pilgrimage together — exploring on foot — while documenting with video, photography
and GPS and react to the location through performance and later participatory installations.

Up&Down Installation, Night & Day Gallery, Nov. 09, Singapore, mountain and the Todorovics

“You must ascend a mountain to learn your relation to matter, and so to your own body, for it is at home
there, though you are not.”
— Henry David Thoreau

INTRODUCTION

Over the last three years I've climbed and mapped sacred mountains in Asia, as well as man-made
monuments that refer directly to the cosmological Mt. Meru and Mt. Sumeru of Buddhist and Hindu
tradition. As an artist | fuse archaeology, legend, history and the site specific pilgrimage together —
exploring on foot — while documenting with video, photography and GPS and react to the location

through performance.



62

The mountain pilgrimage has become my lens into deciphering aspects of my new home. To share |
create participatory art that attempts to poetically embody and translate my own experience to new
audiences. In this artist talk, | will introduce my mountain treks in China, Indonesia and Cambodia and
also discuss the challenges and successes | encountered in translating these site specific projects and
performances into installation pieces.

TALK

This work draws on the tradition of Somatics, where direct experience and the body are key ingredients
in exploring the inner world through physical engagement with location. It is also inspired by Yi Fu Tuan
and his thoughts in Space and Place, where “the human person, who is animal, fantasist, and computer
combined, experiences and understands the world”. As an artist much of my understanding of place is
through walking. Artists including Francis Alys and his Paseos, Guy Debord’s Derives, Janet Cardiff’s
audio and video walks and Walkbook, and Hamish Fulton’s walk art have also drawn on the walk as a
source for their making.

The mountain has been my lens, specifically magical and mystical epicenters in Asia. Walking has been
my way of engaging in these spaces. To understand my new home of Singapore, | climb through
mountains of religion. There is something transformative about ascending, climbing, straining towards a
peak, especially a peak with a temple perched on top, ideally along a path with hundreds of other
climbers, that pushes my awareness out of my own experience into a synergetic flow of humanity. I've
been drawn to these places that push my endurance and awareness. It is on mountain pilgrimages that
my subjective experience begins to feel integrated into a larger awareness. This is hybrid practice-based
research that attempts to combine approaches from interactive art, somatic bodywork concepts and
experiential Aesthetics that includes site specific performance and translations in later installations.

“The ordinary man looking at a mountain is like an illiterate person confronted with a Greek
manuscript.”
— Aleister Crowley.

The mountain as a pilgrim destination is not specific to any one region; it is an archetypal metaphor that
transcends location and time. Think of Olympus, Ararat, Zion, Sinai, the temple at Delphi, the Tower of
Babylon, Ziggurats, Pyramids, Manchu Piccu, Temples on Mounts, Mounds, Tells and so many other
upward looking locations where we are inspired to consider if not engage in intense communication. We
have real mountains where real gods reside, and man-made mountains where we see the achievements
of civilizations. This holds true for the Americas, Africa, Australia and of course Asia. It is the mountains
in Asia where my search began. It’s the small temples perched on hilltops, the monuments of Borobudur
and Angkor Wat, and the gaze of the regions religions up to Mount Meru, Mount Sumeru, and Mount
Kailas as well as the 5 peaks of Taoist China that make up the body of Pangu, the first living being and
the creator of all in Chinese mythology

“Mountains are cosmological symbols of the divine human meeting, as well as the point of creation of
community as well as cosmos. Depending upon the era, culture, and text, the cosmological emphasis on
the mountain might be one or more of the following: the assembly place of the gods, the connection
between heaven and earth, the center/navel of the earth (and thus the locus of creation), the locus of
revelation.”

— Donaldson, Terence L., Jesus on the Mountain. A

Study in Matthean Theology.
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In the last four years | have climbed with video, cameras and gps, Mt. Taishan and Hushan in China, as
well as the nearly erupting Merapi in Java, and manmade structures that represent Mt Meru and Mt
Sumeru of the Buddhist and Hindu cosmologies, at Angkor Wat and Borobodur. Most recently | joined in
the annual ceremony in Bali to Mt Batur and Mt. Agung, At each site, | reacted to the location by
performing site specific performance walks, circumambulating structures, interacting with the flow of
pilgrims or performing within the pilgrimage space. All of the walks have been documented with GPS
and photography and often video.

Nearly all have been translated into print pieces that have been published and exhibited internationally.
But | am drawn to the challenge of communicating on a more experiential and participatory level.

| exhibited my work of Taishan and Hushan in a three floor installation in Singapore. Drawing inspiration
from participatory art and the book, What We Want is Free, | tried to create an experience for my
audience that physically drew them into the concept of a pilgrimage, both the subjectivity of the
experience and also with a taste of my own experience. | was fortunate to collaborate with video artist
Kal Almkhlaafy as well as sound artist Darren Moore , both from LaSalle College of the arts in Singapore,
in creating a more immersive environment. My success was less through media art, more through
traditional exhibition. | had words everywhere and messages about mountains, pilgrimages and quests.
The installation used three flight of stairs leading up to the gallery, making the journey up a mirror of
climbing a mini mountain. Participants walked up the flights, holding handfuls of red sand which spilled
through their fingers and painted the stairs red, again mirroring my own experience at Taishan, where |
walked in red and ‘painted’ the mountain red by my walk. At the top floor, the participants added their
sand to a mountain of natural sand that was already there. This mound was then painted red by those
coming into the space. The most successful element was a wall of quotations that were velcroed in a
grid. This was where people could take away meaning that resonated. The GPS tracts were displayed as
soldered Plexiglas wall hangings, making the ephemeral nature of the walks made of a lasting material.

"Baudelaire writes: In certain almost supernatural inner states, the depth of life is entirely revealed in the
spectacle, however ordinary, that we have before our eyes, and which becomes the symbol of it." Here
we have a passage that designates the phenomenological direction | myself pursue. The exterior
spectacle helps intimate grandeur unfold."

— Gaston Bachelard

CONCLUSION

When we seek a mountain, or enlightenment, and the Chinese equate the two, we seek our own center.
The pilgrim goes physically on a quest to a location that represents the center of a universe, the universe
as a whole, but also the center of the pilgrim. By moving outward we also move inward. By seeking we
see ourselves from a new perspective, and in many of the instances that have been explored, that
perspective is one of centering the pilgrim at the heart of the mandala. The axis mundi within.

And then how is this communicated? It must be documented well enough for clarity shared open
enough for subjective interpretation
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SWARMING ROBOTS AND POSSIBLE MEDICAL APPLICATIONS

Mohammad Majid al-Rifaie, Ahmed Aber & Remigijus Raisys

In this paper a Swarm Intelligence algorithm (SDS) is introduced and the performance of a set of au-
tonomous robots is observed. The robots agree on a task and despite the existence of 'organic' noise ac-
complish the mission through communication. The potential of using SDS in identifying metastasis from
bone scans is also explored and a discussion on using swarming robots using SDS resource alloca-

tion/communication mechanisms is presented.

Fig 1. Bone images: typically 2-6 hours after intravenous asdministration of technetium-99m-labeled
diphosphonates. Brighter areas indicate a higher radiotracer uptake. Left: Healthy, middle: partially
affected; right: metastatic disease spread.

Fig 2. SDS-analysed bone images: The results returned by SDS agents after reaching 80% of activity. Left:
Healthy; middle: partially affected; right: metastatic disease spread.
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Fig 3. Snaspshot of two swarming robots on the ground and in the simulator.

Communication — social interaction or information exchange — observed in social insects is important in
all swarm intelligence algorithms, including Stochastic Diffusion Search (SDS), [1] which mimics the re-
cruitment behavior of one species of ants — Leptothorax acervorum. Although, as stated by James F.
Kennedy and his collaborators, [2] in real social interactions, it is not just syntactical information ex-
changed between the individuals, but also semantic rules and beliefs about how to process this informa-
tion, in swarm intelligence algorithms only the syntactical exchange of information is considered.

There are different forms of recruitment in social insects: it may take the form of local or global, one-to-
one or one-to-many, and stochastic or deterministic mode. The nature of information exchange also
varies in different environments and with different types of social insects. Sometimes, the information
exchange is more complex where, for example, it might carry data about the direction, suitability of the
target and the distance; sometimes the information sharing is simply a stimulation forcing a certain trig-
gered action. What all these recruitment and information exchange strategies have in common is dis-
tributing useful information in their community.

In this paper, the behavior of the robots is explained according to the Mining Game metaphor, [3] which
provides a simple high-level description of the behavior of agents in SDS.

This metaphor provides a simple high-level description of the behavior of agents in SDS, where a moun-
tain range is divided into hills and each hill is divided into regions.

A group of miners learn that there is gold to be found on the hills of a mountain range but have no infor-
mation regarding its distribution. To maximize their collective wealth, the maximum number of miners
should dig at the hill that has the richest seams of gold (this information is not available a-priori). In
order to solve this problem, the miners decide to employ a simple Stochastic Diffusion Search.

At the start of the mining process each miner is randomly allocated a hill to mine (his hill hypothesis, h).
Every day each miner is allocated a randomly selected region on the hill to mine.
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At the end of each day, the probability that a miner is happy is proportional to the amount of gold he
has found. Every evening, the miners congregate and each miner who is not happy selects another
miner at random for communication. If the chosen miner is happy, he shares the location of his hill and
thus both now maintain it as their hypothesis, h; if not, the unhappy miner selects a new hill hypothesis
to mine at random.

As this process is isomorphic to SDS, miners will naturally self-organize to congregate over hill(s) of the
mountain with a high concentration of gold.

In the context of SDS, agents take the role of miners: active agents being ‘happy miners,” inactive agents
being ‘unhappy miners' and the agent’s hypothesis being the miner’s ‘hill-hypothesis.’

Algorithm 1 -- The Mining Game

Initialization phase

Allocate each miner (agent) to a random hill (hypothesis) to pick a region randomly
Until (all miners congregate over the highest concentration of gold)

Test phase
Each miner evaluates the amount of gold
they have mined (hypotheses evaluation)

Miners are classified into happy (active)
and unhappy (inactive) groups

Diffusion phase
Unhappy miners consider a new hill by
either by communicating with another miner
or, if the selected miner is also
unhappy, there will be no information
flow between the miners; instead the
selecting miner must consider another
hill (new hypothesis) at random
End

One work by the authors, [4] is based on a project that involves the use of a swarm of autonomous ro-
bots to evaluate their interactions in the physical world (see the figureshowing the robots and the simu-
lator). The main channel of communication (one-to-one/one-to-many) is wireless. The goal of this pro-
ject is to study and demonstrate the behavior of swarm robots using a decentralized control mechanism,
where intelligence emerges through the interaction and communication among the robots, rather than
just by the endeavor of one individual robot.

Each robot is fitted with a controller board (Arduino POP 168 micro-controller), with servo motors and
other sensors connected to it. The wireless communication is facilitated by XBee modules. Each robot
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has a label with a unique color, giving them a distinctive feature. For the system to recognize the robots,
the OpenCV library is used to detect the color of each robot as well as the direction they are moving.

Following the Mining Game metaphor, each robot represents a miner and the location of the gold is de-
fined on the search space with a uniquely identifiable label. The robots, which set off to search for gold,
proceed with the communication and information exchange in wireless mode. At the end of each trial,
as expected, the robots congregate around the gold location. In this experiment, the search space is just
divided into hills; the hills were not divided into regions because of the small search space used for the
experiment.

Bone scan, or bone scintigraphy, is one of the most frequently performed of all radionuclide procedures.
Radionuclide bone imaging is quick, relatively inexpensive, widely available, exquisitely sensitive, and
invaluable in the diagnostic evaluation of numerous pathologic conditions. Although protocols vary
among institutions, imaging is typically performed two to six hours after intravenous administration of
technetium-99m-labeled diphosphonates. The delay between injection and imaging allows clearance of
the radiotracer from the soft tissues, resulting in a higher target-to-background ratio and improved visu-
alization of bone. The degree of radiotracer uptake depends primarily on two factors: blood flow and,
perhaps more importantly, the rate of new bone formation. [5]

There is symmetric distribution of activity throughout the skeletal system in healthy adults. Urinary blad-
der activity, faint renal activity, and minimal soft-tissue activity are also normally present (see the bone
scan figure - left).

The accumulation of radiotracer in bone generally decreases with age. However, there are sites of per-
sistently increased symmetric uptake, such as the acromial and coracoid processes of the scapulae, the
medial ends of the clavicles, the junction of the body and manubrium of the sternum (angle of Louis),
and the sacral alae. Increased radiotracer accumulation in the jaw may be due to dental disease or to
malocclusion of dentures. Symmetric areas of increased calvarial activity occurs in hyperostosis frontalis.
In the neck, activity in calcified thyroid cartilage and in the apophyseal joints of the cervical vertebrae in
patients with asymptomatic degenerative changes can also be seen [6] (see the bone scan figure - left).

Metastasis is the process by which the cancer spreads from the original site where it starts as a primary
tumor to other tissues in the body, such as prostate cancer metastasizing to the bone tissue.

Many, if not most, bone scans are performed in patients with a diagnosis of cancer, especially carcinoma
of the breast, prostate gland, and lung. Radionuclide bone imaging plays an important part in tumor
staging and management. This imaging technique is extremely sensitive for detecting skeletal abnormal-
ities, and numerous studies have confirmed that it is considerably more sensitive than conventional ra-
diography for this purpose. [7] About 75% of patients with malignancy and pain have abnormal bone
scintigraphic findings. The usual pattern consists of increased radiotracer deposition in areas of new
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bone tissue formation in response to the damaging effect of cancer on the bone. [8] The presence of
multiple, randomly distributed areas of increased uptake of varying size, shape, and intensity are highly
suggestive of bone metastases (see the SDS-analyzed bone scan figure - middle). Although multiple foci
of increased activity may be encountered in other pathologic conditions, it is often possible to distin-
guish metastatic disease from other entities by analyzing the pattern of distribution of the abnormali-
ties. Traumatic injury, in contrast to metastatic disease, generally manifests as discrete focal abnormali-
ties of similar intensity. In older patients, osteoarthritis and degenerative changes may manifest as areas
of intense activity on radionuclide bone images. These changes can be distinguished from metastatic dis-
ease by virtue of their characteristic location; for example, knees, hands, wrists. Involvement of both
sides of the joint is common in arthritis but unusual in malignant conditions. [9]

When the metastatic process is diffuse, virtually all of the radiotracer is concentrated in the skeleton,
with little or no activity in the soft tissues or urinary tract. The resulting pattern, which is characterized
by excellent bone detail, is frequently referred to as a superscan (see the bone scan figure - right). [10]

Bone scintigraphy is a popular and important imaging modality and will likely remain so for the foresee-
able future. Although bone scintigraphy is not specific, its exquisite sensitivity makes it a useful screen-
ing procedure for many pathologic conditions, especially for the detection of prostate, breast and lung
cancer metastasis.

In this paper, the SDS algorithm demonstrates a promising ability in identifying areas of metastasis. [11]
Each scan in the bone scan figure is processed by 10,000 SDS agents, which are responsible for locating
the affected area(s). When the activity rate of the agents reaches 80%, the application terminates. The
highlighted areas in the SDS-analyzed bone scan figure show the affected regions. According to the de-
scription given in the previous section, the SDS-analyzed bone scan figure (middle and right) are the
areas of metastasis.

This technology can be effectively employed to develop programs for teaching and training medical stu-
dents and junior doctors. Additionally the reproducibility and the accuracy of the SDS algorithm can be
utilized in developing a standardized system to interpret the bone scans preventing operator errors and
discrepancies.

Robotic technology is enhancing invasive medical procedures through improved precision, stability, and
dexterity. First experiences of using micro-robots in the human body came from the development of
technologies to improve endoscopic procedures of the gastrointestinal tract. Endoscopy provides valu-
able information about any major pathologies; such as bleeding, malignancy or precancerous conditions
in the gastrointestinal system. Typically, the widely used endoscope is composed of the head (active
part) that incorporates the camera, optics and illumination and the shaft that allows the advancement
of the instrument. By pushing and pulling over the shaft of the device, the endoscope advances inside
the lumen of the gastrointestinal tract; however, these actions stretch the colon and cause pain during
the endoscopic examination. in addition, despite advances in endoscopic technology, early precancerous
conditions are still missed with fatal consequences. [12]
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Robotics research has provided a solution for one of the major limitations of the conventional en-
doscopy by splitting the system and making the active part of the endoscope (camera, light) self pro-
pelling inside the lumen while the control and energy equipments are left outside of the body, thus
avoiding stretching the colon and limiting the abdominal pain. This is intended to minimize the pain that
often limits complete examination of the colon.

For instance, in an advanced robotic system that is currently in use for in vivo endoscopic exploration of
the gastrointestinal tract, an un-tethered camera pill is swallowed by the patient and then naturally
moves through the lumen of the Gl tract. This micro-robot contains an imaging device and light-source
on one-side and transmits images at a high rate in a matter of seconds to a control device outside the
patient’s body. This generates a wealth of data over a period of a few hours. The images are sent from
the capsule wirelessly to the control device. Images of the gastrointestinal lumen can then be analyzed
either in real-time for immediate localization of the micro-robots or off-line for detailed diagnosis. [13]

As for the future medical experiments, micro-robots with similar properties will be utilized; these agents
(robots or miners) will be identifying areas in the gastrointestinal lumen with any pre-cancerous pathol-
ogy. In the initial experiments, the simplified case of having a pre-malignant condition, which is confined
to an area in the gastrointestinal system, is explored. Micro-robots interacting based on the SDS algo-
rithm provide a promising tool to identify pathological areas in the gastrointestinal system; with greater
precision enabling a better a diagnosis and management plan for the patients. When optimization is in-
volved, the integration of SDS with other swarm intelligence and evolutionary algorithms has shown
promising results. [14] [15] The artistic aspects of this integration are discussed by the authors in the ar-
ticle Coopertation of Nature and Physiologically Inspired Mechanisms in Virtualisation. [16]

This paper introduced SDS, a swarm intelligence algorithm, through a social metaphor and presented
some of its possible applications. The applicability of the SDS algorithm in identifying areas of metastasis
are discussed and the potential of deploying SDS in developing programmes for teaching and training
medical students and junior doctors is also considered. Possible areas for future research in using SDS
with swarming robots are also explored.
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TEN YEARS AFTER

Franck Ancel

| therefore propose to create "Round Zero” an international platform at ISEA2011, “chess” or success. It
depends only on you, Artists and Theorists, Institutions and Museums. | will not be in Istanbul due to
shortage of funding for a plane ticket to be present in such meaningful occasion, but am and will always
be available to share and exchange by email or other possible means.

"Ten Years After" was originally conceived as a combination of three proposals, a panel discussion, and a
workshop over an article. It has resulted in a piece of text as it is now, because it was unable to receive
the funding it would require after submitting various proposals to different French Institutes and bodies
for international grants. (1) This is not the first time | have encountered such disappointing situation. For
both the 2006 and 2008 ISEA conference, the French institutions were not very generous towards my
participation in the ISEA.

Undeterred, | still tried my best this year, to propose a round table discussion, a workshop, together
with this single text, exactly ten years after the events of September 11 in New York, here in Istanbul.
Through words, | hope to imagine another way of inhabiting this planet; and through networks, | hope
to look to the future as well as the past, and come up with a very concrete proposal.

At the last Web-Biennale in 2010, which was founded and directed by Genco Giilan since 2002 and held
in partnership with the Museum of Contemporary Art in Istanbul, | was invited among other curators to
participate in such alternative exhibition, and proposed a "Zero Pavilion".

My “Zero Pavilion” consists of ten links (2), all with a theme relating to the idea of ‘zero’ in the
contemporary sense. These 10 links ranged from William Gibson’s latest novel "Zero History", to "zero
pollution", an idealistic environmental goal for private companies; from the experience in zero gravity in
space, to the birth of the art group Zero, which is preparing a Guggenheim retrospective in 2013 in New
York. There is an introductory text to explain of my intention, where everyone could contribute to the
web pavilion through its open-frame nature.

Please be reminded that the theme of this Web-Biennale in 2010, was "anti-censor". For that | have
specially presented the “Zero Pavilion" as a platform with 10 links to express my vision of a "Better Web
Better Wor(l)d" designed with an open framework. This enable participatory updating from the public,
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through which the pavilion could continue to renew itself. My proposal echoed the Shanghai World Fair
2010, during | initiated a virtual project to synchronize with the event. (3) Confronted by the fact that
the Frenchgovernment invested the 50 million euros on building the French pavilion without offering a
single place for artists, | created a proposal with zero euro on June 16, 2010 at the Art Fair, Volta, during
which “Celestial Hopscotch”, a performance | made, was broadcasted live on the Internet, between
Switzerland and Iran, from Basel. (4)

It has been more than 15 years since the democratization of the Internet. Such change has
revolutionalized the process of art making. “Net Art”“ has emerged since then around the world. It has
been recognized and successfully absorbed into the discourse of Western Art, continuing the vein of life
of a history, of which now is mostly confined to the walls of museums. And we know, Art can be without
these walls and screens.

The current proposal "The Museum of Non-Visible Art" by James Franco from the United State will soon
be presented in a cultural event in Europe. In many ways, it has revived a lot of principles inherited from
the Fluxus, which has an ephemeral conceptual approach to art. So far these fluxus ideas have been
manifested in the world of networks, but not yet in the museum, without wall or screen. The idea of the
“Museum of Invisible Art’ has redefined the concept of the museum and renders it an invisible
ephemeral condition, extending its definition and reality to the state of concepts, thoughts and
imaginations.

Another model for zeroness, which has also created a dialogue between the real and the virtual, is the
digital database posted on the project of the Memorial Museum on September 11 in New York. Its
mission is to provide a gathering place within a virtual gallery for artworks which are created in response
to the 911 catastrophe by members from the community, ranging from seasoned professionals to
inspired individuals from the public. It is the first time perhaps, for the public to express their reactions
to 9/11 through multiple media: visual, tactile or auditory. (5)

In 2001, as a response to the New York 911 event, | had tried to put these different media and
perspectives into my project, called "Aporie 11, which aimed to be collaborative and rhizomically free
in structure. Not aiming to confine to one well-defined medium, it also did not seek for a catharsis. Apart
from that, | have engaged with the event indirectly so that it questioned and challenged a lot of
presumed irrefutable facts. It was an attempt, to move away from the traditional medium of art, the
duality of the interior and exterior, the walls and screens, in order to point to a new direction for artistic
research.

To respond to the dramatic event is what seemed to us almost essential. For it has updated a lot of
guestions and concepts about the world, such as the idea of eternity and its centre. World-eternity-
center was the name of our ephemeral internet website, and together with a mail art project, which has
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lasted six months. There was a monthly meeting on every 11 day of each month, so we have named it
"Aporie 11".

To produce my research, theory and practice, | have allowed myself ten years of time, to focus on
questions and answers not confined to only the physical walls of museums and / or the virtual screens of
the Internet. The influence of the history of the avant-garde and neo-avant-garde has been decisive and
critical to me until today. One of its founders, Marcel Duchamp had opened the door to other practices
as a symbolic economy in art with the help of an invisible network of his contemporary and friends.
Recent research by Miss Daniela Alina Plewes in this field through her university thesis is illuminating the
relationship of the artistic exchange existing at that time. (6)

Marcel Duchamp has imagined a « failure system », not as an enterprise or business, to gain money at
the Monaco Casino in 1925. For him to be permitted to play, so to live, Duchamp had spent a total bills
of 500 francs ( at an interest rate of 20% ) as a starting capital. Each bill was signed by Marcel Duchamp
and his female pseudonyme Rrose Selayv. His friend, the photographer Man Ray has also been sollicited
to create the bill, with a reproduction of Duchamp as a devil. This work from Man Ray is a Dadaist joke.
However, only Jacques Doucet and Marie Laurencin have been poetic enough to understand and invest
in this action that relates art practices with economy.

To be specific, | tried to bet the last ten years of my life at the Casino of French Culture in a total failure.
That is to say | have invested some money and time, to produce dozens of appointments and
collaborations that seemed relevant between the reality and virtuality. Yet this creative freedom was
met with futility in finding the space to work. However, sometimes | have satisfied some fetishistic
collectors by selling them plexiglass boxes containing DVDs, remixing the arts from Yves Klein or Vladimir
Mayakovsky.

In order to achieve my goal, | do not need any office, any infrastructure, but just a platform for
collaboration, emails exchange and a banking account. Recently, the global news has urged me to
conceptualise and realise two projects, with iPhone as an ideal medium of choice. One responds to the
Fukushima catastrophe, named "Deserto Rosso" (7) while the other called "Space 140" (8) in resonance
with the Tunisia uprising.

After more than ten years of activities, in fact, soon a quarter of a century, | still continue my research
with humor, where now | have defined a new paradigm with the term the post-scenographic
zerography. (9)

Looking at the operation of ANAT [Australian Network for Art and Technology], and from my experience,
the whole world is at a crisis in almost every aspect, politically, economically, ecologically and culturally.
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We are indeed at a critical point where actions need to be taken to envision a new economy based on a
vision of the 21st century. This vision should not merely inherit from the past, but be radical and daring
enough to create a break and rupture, for a more positive and creative future. And that is my good wish
for the world.

Also, for the ten years of "Ground Zero", | would like to create a price "Round Zero", endowed with
10,000 euros. This allocation could be selected at random, like a virtual roulette. Though like a virtual
roulette, it is with real money invested in it, and a concrete realization, without any constraint of curator
or border in art.

The periphery of the art fair in Basel with its EuroAirport, the three countries, Switzerland, Germany,

France, in the heart of Europe are ideal in providing the perfect place and context to showcase such a
price. Of course, the creation of the artist will be chosen by drawing lots, and will take the form of an
audible or visible action in the form of augmented reality. The production will be dependent on him,

understood in these 10 000 euros.

In order to achieve that, | am looking for a company to develop an application on the iPhone / iPad or
Android, and a cultural center and / or a gallery to produce and hold this event, which | consider a very
serious artistic vision.

In regards to the proposal, the application we designed will accept an annual admission of 1000
subscribers. The price to download the application is set to a symbolic price of 10 euros. We identify the
subscribers as voters with each having a chance to nominate one artist. From the 1000 subscribers to
this club, together with donations accepted worldwide, we have 10 000 euros to create a scholarship for
an artist drawn from the nomination list of registered voters. The EuroAirport (10) would be the ideal
site in our context to create the first immaterial Art Fair, for the architectural site is composed of
transparent glass walls that will inspire the provision of accounts and members open for this
application/creation.

| therefore propose to create this international platform at ISEA 2011, “chess” or success. It depends
only on you, Artists and Theorists, Institutions and Museums. | will not be in Istanbul due to a shortage
of funding for an plane ticket to be present in such meaningful occasion, but am and will always be
available to share and exchange by email or other possible means.

| am not boycotting the ISEA. But | defend for myself as an artist, and protest against the way the French
Institutions allocate its fundings: please take note my empty chair as an invisible strike.
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Now, if not too much, | only ask of you ten minutes, to meditate on my "Art of Silence"
here: 0000000000 per minutes.

Lastly, thank you: Space and Love!

Corrected translation by Miss Heidi Ting

1. Four others were planned for these three developments ISEA : Pauline de La Boulaye - Critic ;

Rodolphe Alexis - Compositor ; Benjamin Gaulon - Artist ; Emmanuel Mahé — Theorist.

http.//www.webbiennial.org

http://turbulence.org/blog/2010/06/13/live-stage-the-celestial-hopscotch-online

http.//tumblr.com/xbq3912j7u

http://www.911memorial.org

“Les Arts transactionnels - L’Art comme échange de valeurs et conversion de capital”, thesis,

University of Paris 1 Panthéon-Sorbonne, 2010. English translation http://www.transactional-

arts.com

7. http://www.intersection-lab.com/intersection/desertorosso.pdf

http://www.remu.fr/spacel40/accueil

9. “From Scenography to Zerography“, communication, Prague Quadriennale, University of
Philosophy, 2011. French translationhttp.//tumblr.com/xbg352tfr4

10. http://www.euroairport.com
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IS THERE A CONCEPTUAL GAP BETWEEN ART AND BUSINESS?

CHRISTIAN ULRIK ANDERSEN & S@REN POLD

Communities of taste (‘what we like’) historically relate to changes in the production process. How does
art respond to this? Three case studies will demonstrate how Marcel Duchamp responded to mass pro-
duction, how etoy responded to a dematerialized Internet economy, and how Christophe Bruno on a
meta-level has addressed the result of the artist response itself: the appropriation by marketing.

The silence of Marcel Duchamp is overrated. (Joseph Beuys)

The experience economy, as proclaimed by Joseph Pine and James Gilmore, highlights how aesthetic ex-
periences producing human capital (that is, cultural, social, and symbolic capital) may be converted into
financial capital, adding to the exchange value of a brand on a market. [1] In this, they perceive the aes-
thetic experience as 'icing on the cake.' In contrast, we want to emphasize how contemporary digital art
practices incorporate critique, and may be business innovations in themselves.

As described by Kant, the judgment of taste is based on a subjective experience proclaimed as a univer-
sal truth ‘we’ share (‘this is beautiful’). [2] The transformation from subjective experiences to universal
statements produces communities of shared experiences, or ‘communities of taste.” Our argument is
that communities of taste relate to changes in the production process. For instance, with the introduc-
tion of photographic techniques, our perception of images changed. [3] People developed a taste for
images that could be copied; easy-to-print snapshots, movies, and so on. With this, art lost its traditional
aura of uniqueness, but art also reflected these transformations. Artists develop markets for newly oc-
curring communities of taste that come along with changes in production processes. Particularly, we
find this during times of major change. The following three case studies will demonstrate how Marcel
Duchamp responded to mass production, how etoy responded to a dematerialized Internet economy,
and how, more recently, Christophe Bruno on a meta-level has addressed the result of the artist re-
sponse itself. Marketing often appropriates artworks that address the new communities of taste, how
does art respond to this?

The best-known artist exploring the relationship between art and capital is Marcel Duchamp. His ready-
made urinal, or Fountain (1917), jokingly reflects how changes in capitalism and production affect taste
(aesthetics). Belgian art theorist Thierry de Duve has argued that Fountain was all about selling ‘shit’
(‘arrhe’) as art; commenting on the result of everyone being an artist. [4] Duchamp had done nothing
more than buy a ready-made unit from a manufacturer (J. L. Mott), produced by workers whose produc-
tivity was bought on the labor market. He rotated it 90 degrees, signed it R. Mutt, and submitted it to an
exhibition. It was then sold to an art collector (Walter C. Arensberg) using a blank check, enabling Mutt
to pay his credits to Mott.

The check was never cashed, and Duchamp remained independent of the forces of capitalism. However,
this independence should not be mistaken for a romantic view of the artist. The introduction of the
check into the masquerade is important to our understanding of how Duchamp treated the changes in
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the production system, as it indicates a possible transaction of ‘shit’ into an infinite amount of money. In
showing how to make art/money from shit, he was an entrepreneur, a 'phynancier,' as de Duve calls
him, inventing a new market that is neither art nor business in a traditional sense. Though Duchamp
never pocketed the money, the value of Fountain (or rather its reproductions, authorized by Duchamp)
on the art market today says something about the potential of the artist’s business innovation and spec-
ulation in the market.

Works such as Fountain indicate situations where artistic disruptions in a market create new markets.
Much later, within the field of net-art, this was experienced again. Around the turn of the millennium,
the artists’ group, etoy, disrupted the power relations of financial shares. Through their website, www.
etoy.com, etoy had for years played with a corporate identity on the Internet. Faced with lawsuits over
their domain name registration by the toy retailer, eToys, etoy used the World Wide Web to mobilize
their supporters in fighting eToys. Many activities took place, but most famous was the game Toy-

war. Toywar was very simple, and mostly a satire of corporate discourse. For example, it screened new
players with questions such as: "Have you ever dreamed of being the opposite sex?" and "Did you ever
wake up at night and realize you had real sick dreams?" [5] Some of etoy’s actions, including an attack
on their web servers during their Christmas sale, had direct consequences for eToys, but mostly, the suc-
cess of etoy’s actions rested on mobilizing people (almost 2000 enrolled) and the media attention it
gained, affecting the broader public’s taste and opinions. Ultimately, the most important score in the
game was the stock value of eToys. This dropped drastically, resulting in eToy’s collapse, and ‘History’s
most expensive art performance.’

etoy had a remarkable ability to respond creatively to the sudden situation in which eToys put them,
and demonstrated not only the strengths of an artistic business model, but also the dangers of ignoring
it. Their activist war played on new markets with a taste for networked public participation, which in-
verted the power relation between the corporate and civic spheres. Though common in today’s corpo-
rate communication, mobilizing people ‘virally’ through the Internet, using media tactically, was novel at
the time. With the growing appearance of social web media in the last decade, this new market has
proved itself a playground for marketing and new business ventures. Not only was Toywar critical of the
power of global enterprises, it paradoxically also showed how to develop new markets on the Internet.
How do artists respond when marketing appropriates art? [6]

A decade later, net artist Christophe Bruno observed how his works, Fascinum (2001) and Google Ad-
words Happening (2002), had been appropriated by marketing. These works critically address the se-
mantics of the web, and how Google takes over ‘the market of the language,’ but were echoed in
Nicholas Sarkozy and Ségolene Royal’s presidential campaigns in 2007. In concordance with how Google
has capitalized semantics, for example, Google AdWords combines words with a monetary value, politi-
cians are now using a ‘panoptic ideology’ and a ‘remix of ideology’ to assume control of ‘a market of ide-
ologies.’

In collaboration with the philosopher Samuel Trongon, Bruno has applied mathematical logic, ludics and
network theories to explain this transformation from art to market. In their project, ArtWar(e), [7] they
analyze how works of art (including Toywar), independent of their aesthetic value, enter a "scale free
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network" where their popularity is dependent on laws of attraction, as opposed to randomness. The
website essentially consists of a number of ‘hype curves,” a term originally used to graphically illustrate
the enthusiasm for new technologies over time — from over-enthusiasm, to disappointment, to eco-
nomic implementation. "Hype cycles aim to separate the hype from the reality, and enable CEOs to de-
cide whether or not a particular technology is ready for adoption," [8] it states on their website. The
term is now used more broadly in marketing. In other words, ArtWar(e) reflects how businessmen are
farming concepts and evolvements in the communities of taste.

The artist’s response is to take control by making hype-curves for works of art, predictions of develop-
ments in taste communities. With some humor, Bruno even claims thatArtWar(e) is art, and hence im-
plicitly suggests that the real response to the appropriation of net-art by marketing is to become a joking
businessman. He employs the discourse of a CEOQ, and offers an opportunity to do "artistic risk manage-
ment" and "computer aided curating." Bruno's art no longer involves working with the semantics of the
web, which briefly characterized his earlier work, and was exploited by marketing. In order to avoid be-
coming an alienated laborer in an immaterial economy, the artist must become a businessman.

The three examples present the artists as businessmen. Duchamp reflected mass-production by creating
an art market. etoy criticized the digital economy by assuming a fake corporate identity, and, caught in
the act, they managed to employ a disruptive counterstrategy that, paradoxically, showed the world
how to develop markets based on networks. As a meta-reflection on the appropriation of art by market-
ing, Christophe Bruno assumes the role of a stockbroker, calculating the stock value of taste. [9]
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THE KIND OF PROBLEM A SOFTWARE CITY IS

CHRISTIAN ULRIK ANDERSEN & Sgren Pold

New urban interfaces introduce software to the city. To understand software cities we must compare
the city with the software at a specific level. Building on the architect Christopher Alexander’s idea of a
‘pattern language’ the article will present the activities that urban software fosters, and question how
the underlying computational processes change the complex life forms of the city, and the response of
urban planners.

The final chapter in Jane Jacobs’s The Death and Life of Great American Cities, from 1961, is entitled
"The Kind of Problem a City Is." In it, she gives an account of the relations between urban development
strategies and the progression of science. From being able to deal with problems of simplicity and disor-
ganized complexity, science in the 20th century became capable of managing organized complexity. Sta-
tistical material and mathematics made it possible to manage a large number of variables as an organic
whole. So-called ‘urban renewal’ projects were launched in both the United States and Europe to solve
the urban problem of disorganized complexity. Slum areas that, according to statistics, had high rates of
crime, infant mortality, and so on, were replaced with new and efficient infrastructures and a geographi-
cal separation of the use of the city into areas (residential, commercial, industrial, etc.). Several cities
have been ‘renewed’ from the fifties onward by replacing urban areas of high complexity and diversity
with new and functional areas of low complexity and diversity. Jacobs, however, claims that many urban
planners do not know much about the actual interactions that take place in the city. [1] In contrast to
this, they need “to think of cities as problems in organized complexity — organisms that are replete with
unexamined, but obviously intricately interconnected, and surely understandable, relationships.” [2]
They must seek to think in processes that explain the general by the specific, rather than in statistical
information that oppresses people and their relations.

In many cities today, the infrastructures no longer just consist of buildings, roads and paths but also of
information flows embedded in software interfaces and networks (smartphones, tablets, wireless net-
works, surveillance systems, media displays, etc.). The software itself in many ways provides the means
to effectively map out how the software city is used; for example, which smartphone applications are
the most popular, what areas are under surveillance, or even the whereabouts and routines of an indi-
vidual. Is it possible not to reduce our use of the software city to information overviews but instead
focus on the specific use of the software city? Taking a lead from Jacobs, we need to ask ourselves what
kinds of specific life forms occur in this environment and how we support their diversity and complexity.
Architecture itself provides good techniques to do this.

In the 1970s, the architect Christopher Alexander, inspired by Jacobs, developed the notion of ‘a pattern
language.” A pattern is a way to summarize experiences, individual practices and practical solutions in a
way that makes it possible for others to reuse them. Alexander’s book comprises of 253 patterns, each
with its own context, problems and solutions that sometimes help complete larger patterns or need
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other patterns to be completed. As an example, Alexander uses the pattern ‘accessible green’ based on
the observation that people need open green places to go to; but when they are more than three min-
utes away, the distance overwhelms the need. Consequently, green spaces must be built “within three
minutes’ walk [...] of every house and workplace.” [3] This pattern helps fulfill larger patterns such as
‘identifiable neighborhood’ and ‘work community.’ [4]

According to Alexander, “towns and buildings will not be able to come alive, unless they are made by all
the people in society.” [5] The general idea is that a successful environment depends upon an ability to
combine physical and social relationships. The pattern language creates such combinations: it is a lively
language, not exclusive to architects, that responds to the needs and desires of the people and thus con-
nects architecture to people. Alexander’s book is a pattern language for towns, buildings and construc-
tions, but this pattern language is only one amongst many. Any society, or even individual, will have
their own languages to combine the physical with the social. However, the problem is that these lan-
guages are often not very sophisticated; people are unable to speak and must therefore develop their
own language. [6] By suggesting that architecture and urban planning at the time was built on a lan-
guage that was not refined, he implicitly raised the same critique of modern urban planning and archi-
tecture as Jacobs: architecture that is merely functional, and does not build on social relationships, is
brutal. A successful environment must be sensitive to the needs, desires, hopes and aspirations of the
people living in the environment.

If Alexander provided the beginning of a pattern language for towns, buildings and constructions, how

developed, refined and sophisticated is our pattern language for software cities? To what extent do we
build an awareness of our social relations, and not least our needs and desires for these relations, into

the process of making the software city?

Alexander’s ideas have in many ways been more influential in the design of software systems than in ar-
chitecture. This means that the pattern language for software development is quite sophisticated. Be-
fore we begin to critique the level of refinement in the pattern language of the software city, let us con-
sider the experiences created in software development.

Design patterns in software development express a relation between programming, design, and use.
This is particularly evident in the Scandinavian participatory design tradition, which in the 1970s had al-
ready begun to focus on how to bring the different stakeholders of a workplace into the process of sys-
tem development. Participatory design not only includes the design of human-computer interfaces but
also the technical parts of system development. Ward Cunningham, a pioneer in this field, initiated the
Portland Pattern Repository that in the mid-nineties was accompanied by the WikiWikiWeb: the world’s
first wiki. It consists of numerous patterns that, using the schemata of Alexander in general ways, de-
scribe problems and solutions in graphical user interface design and programming. [7]

‘Ward’s wiki’ became popular because it allowed programmers to share and co-edit their experiences.
By using this, they developed a sophisticated pattern language that combined the human use situation
with the structure of the program; similar to Alexander’s vision of a pattern language for towns, build-
ings and constructions. The combination of physical and social relationships has, however, also been
corrupted along the way.
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Firstly, the sharing of a language, which was the starting point for the Portland Pattern Repository, has
partly disappeared. With the exception of open and free software projects, the code of software is copy-
righted and not accessible to other programmers. Secondly, and partly related to this, interface design
patterns seldom combine the physical and social relations in an 'open' way. In today’s interface design it
is compulsory to meet the user at eye-level in order to combine the physical and social relations in a
'useful' way. Software successfully responds to the needs and desires of its users to write text, edit im-
ages, collaborate, socialize, play, and so on; and developers regularly consult its users via interviews,
guestionnaires, supervising debate forums or even by letting them produce add-ons to their program,
like apps in Facebook or macros in World of Warcraft. However, it is not desirable to discuss our social
relations merely in terms of ‘ease of use.’ Social relations demand openness to the actual patterns of the
users. The patterns of use should not only encompass user-friendliness but also other ways of using, in-
cluding unintentional use and even oppositional or critical use. If not, pattern language does not re-
spond to the needs and desires of social life.

Massive multiplayer online games illustrate this very clearly. Here, life is obviously not restricted to what
is ‘in the box’: participants produce strategy guides, additional stories, make t-shirts, etc. However,
game developers will often try to seize control of these activities. One example of this is the WoWGlider,
a third-party program that automatically controls a player’s character via scripts. The program, and simi-
lar ‘glider bots’ are popular because they allow players to acquire game skills without being present in
the game. In 2006, a "high ranking officer of Vivendi" and a lawyer for both Vivendi and Blizzard (the
game developers of World of Warcraft) approached the maker of WoWGlider (Michael Donnelly) at
home, and accused him of violating their copyrights. [8] Later, they also filed a lawsuit and his company
was eventually sentenced to pay Blizzard six million US dollars. This is just one amongst several exam-
ples of how the interests of players and game developers are in conflict. It has nothing to do with the
usability of the game but is entirely a political issue: in order to protect their software and develop their
business, developers prohibit certain types of behavior.

Today, software is no longer just for work but a platform for social life, and examples similar

to WoWGlider are growing in numbers. The challenge for participatory software design today is to not
only include people’s use in the design of software but also openness towards creative and alternative
use. In this, political issues concerning ethics and ideology become increasingly important, and conflict-
ing interests and unbalanced relations of power and control often restrict the development of a lively
pattern language. Successful examples are rare, but are, for instance, found in the FLOSS movement
(Free/Libre Open Source Software) that explicitly combines the openness of technical structures to, for
example, individual freedom and the refusal of intellectual copyright. [9]

The software city is to a large extent a non-work context where issues similar to the ones that are no-
ticed in social software are relevant. In developing a pattern language for software cities, the first step is
to critically evaluate the way we currently combine the physical with social relations (technical infra-
structures with the complexity of life), in the software city. Experiences with both social software and
FLOSS are valuable in this context.

The standard image of a software city is somewhere where media saturation is obvious and clearly visi-
ble, like Shibuya in Tokyo or Times Square in New York. However, less spectacular implementations of
software in cities also demand attention.
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We have previously studied the digital layers of the mid-sized Swedish town Lund. In general terms, we
found that software is embedded via ‘log-in spaces’ (as found in restricted networks of various sorts)
and ‘iSpaces’ (as found in the individual use of personal and mobile laptop computers, tablets or smart-
phones), paired with a ‘hypertextual connectivity’ that connects physical space with virtual networks (as
found when, for exmaple, a location-based smartphone application links to a social web service). [10]
Both log-in spaces and iSpaces suggest that the migration of software into urban space propagates two
kinds of activities: surveillance and configuration.

As a general pattern, surveillance is not only visual but also structural. Surveillance does not only take
place via cameras but also, and more often so, by following seamless transactions: for example, when
logging on to a network, transferring money, or using personal identification numbers to keep records.

As a way of interacting with software, configuration means to change a system on a user level, including
actions as diverse as image editing, setting software preferences or shooting monsters in a computer
game. Configuration patterns are found when we use the software city to play games, socialize via ser-
vices such as Facebook or Twitter, find weather reports, use a GPS for creating routes, etc.

Surveillance and configuration patterns reflect two particular and interrelated views on the public
sphere: 1) When public wireless networks are restricted and its users tracked it is to avoid violations of
copyrights, illegal conspiring, terrorism, and so on. Hence, surveillance fulfills a need to protect land and
property. 2) When |, using my smartphone apps, can find information about the place | am, connect to
my friends anywhere in the world or track my whereabouts and share them in public, the configuration
pattern fulfills a need to support the exercise of the individual.

In this sense, inhabiting the software city is like inhabiting The Sims. The ability to perform as an individ-
ual in this environment is equal to the sum of acquired platforms (smartphones, credit cards, laptops,
etc.) and applications (location-based guides or social networking software such as Facebook,
Foursquare or Twitter) one possesses — similar to the acquirement of objects as a way to increase one’s
character level in a game. Every action is registered by the system, and you are given the right to config-
ure the system, but you are never given the right of a citizen to negotiate the system itself. The problem
of the software city is the same as in many computer games: life does not always fit into the box of the
game. Actions such as evading surveillance, hacking networks and disrupting configurations are often
considered illegal. Even common practices such as information sharing is considered a violation of copy-
rights. In this sense the physical infrastructures of the software city do not always correspond with the
social practices and desires of the people. At the same time, we must also consider that life in the soft-
ware city fits surprisingly well into a box. People do not mind ‘living in The Sims.” Surveillance is widely
accepted, and though CCTV is often part of public debate, registration of computers, tablets or smart-
phones on the Internet is widely accepted; which is similar to the tracking of money transfers when peo-
ple use their credit cards or smartphone apps for Internet banking. Likewise, people generally do not
critically evaluate their use of location-based or social services for their smartphones, as long as there is
a benefit to them.

To discuss the software city in terms of ‘ease of use’ may prevent the development of a diverse software
city. The software city must therefore encompass the idea of citizenship, where the combination of
iSpaces or log-in spaces with our social relations can be debated openly and lead to new visions. This de-
velopment of a shared pattern language for the software city also implies critique of urban planning.
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Though our use of software in the city is rarely planned, the software cities themselves are planned, and
are usually thought of as ‘smart cities’ and ‘media cities.’

Smart cities cover a range of initiatives. The general idea is that a city’s performance is dependent on its
ability to support and include aware citizens in issues such as economy, governance and sustainability.
This demands that, for example, the people can be smart: that they have the necessary infrastructures
to communicate, a high level of education, a pleasant environment with secure health systems, no crime
and a rich cultural life, and so forth. [11] This is supported by current developments in software, for ex-
ample, cloud computing, where services are offered via a network and thus support the mobility of the
citizens. However, city planners and governors can also use software for data monitoring, analytics and
visualization to sustain the smart city. This may include a wide range of services that compute and visu-
alize data for crime, education, traffic, energy consumption, etc. These are not only management tools
but are also tools that involve the participation of the citizens, such as, for example, reporting the water
guality via a smartphone application. [12] The general idea is to not only anticipate but also innovate
through data analytics.

Smart city initiatives appear to combine a city’s physical infrastructure with its social and intellectual
capital. Learning from our critique of the use of patterns in software development, we must however
also realize that in the smart city urban life is programmed into the software in ways that do not always
correspond with the citizen’s practices, needs and desires. To develop a sophisticated pattern language
we should not only debate the ‘usability’ of cloud computing or how monitoring systems make a ‘safer
world’ (patterns of surveillance and configuration), but also some of the issues that are at stake in social
software. Smart cities, for instance, heavily affect our perception of private and public. In other words,
we need to reflect on what a common good means; who owns the data; what it is used for; when it is
public/private; how it is monitored; how it is visualized; what data visualizations are used for, etc.

Media cities involve using software as a spectacle that can evolve new neighborhoods. The urban re-
newal project MediaSpree in Berlin is an example of this, out of many across small and large cities. In the
past decade, large property investments have been planned along the banks of the river Spree in the
Eastern parts of Berlin. The aim is to create high profile architecture that integrates media, small and
large-scale use with public access to the river. [13] For various reasons (including lack of capital) many of
the MediaSpree initiatives have been interrupted and several places are temporarily occupied by cul-
tural initiatives; including the Berlin techno scene and clubs such as Club Maria, Berghain, Bar 25 and
Tresor. In MediaSpree, the integration of media in architecture via displays and facade media is aimed at
creating a spectacle that attracts people. In contrast to this, the media integration of these clubs is al-
most invisible at street level, but nevertheless very evident. The club scene is part of a global network of
electronic music enthusiasts, connected via blogs and other services for cultural co-production. Every
weekend thousands of people fly to Berlin to take part in the scene. Even though the club scene is not a
clearly visible architectural landmark, indeed it often strives to be invisible, it is a lively part of Berlin and
an attraction that possibly even outshines many of MediaSpree’s initiatives in terms of city life and
branding. [14]

The smart city and the media city each in their own way demonstrate how the software city often is con-
trolled top-down by corporate and urban planners. However, the development of a diverse software city
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does not have to be spectacular or ‘smart.” Although media architecture, cloud computing and data visu-
alization should not be dismissed, there is a need to focus on the spaces in-between that do not have
clear ownership, areas “devoid of meaning,” as the Danish sculptor Willy @rskov has defined the ‘ter-
rain-vague’; spaces that can be of potential significance. [15] These spaces may be physical locations,
like the banks of the Spree, but they may also be spaces for new software-based practices. It is in these
spaces that we see glimpses of the software city as something other than just log-in spaces or iSpaces. In
other words, there is a need for a new pattern language for the software city that is based in emergent
cultural practices appearing in the terrain-vague; a language written by people, rooted in their practices
and a sustainable combination of social relations with the physical infrastructures of software.

This research has been funded by the Danish Council for Strategic Research, 09-063245, (Digital Urban
Living).
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CIRCLES AND PROPS - MAKING UNKNOWN TECHNOLOGY

Kristina Andersen & Danielle Wilde

The OWL project is an evolving interrogation of how we might imagine technologies that do not yet
exist. The paper describes the theoretical background and structure of a series of workshops aimed at
allowing participants to create their own personal technological fantasies. We explain the background
for each conceptual shift in the process and attempt to outline how and why they may work.

Fig 1. Owl circle workshop, Sydney 2010, photograpic media, © Kristina Andersen & Danielle Wilde

Fig 2. Owl circle workshop, The Mastification Amplifier, Sydney 2010, photograpic media, © Kristina
Andersen & Danielle Wilde
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How will you go about finding that thing the nature of which is totally unknown to you?
Meno, from Plato's dialogue (in Solnit, 2005) [1]
Any sufficiently advanced technology is indistinguishable from magic.

Arthur C. Clarke, Profiles from the Future [2]

The Unknown

It is almost impossible to imagine what lies ahead. What will the future bring? How could life be differ-
ent? The OWL project is an evolving interrogation of how we might imagine technologies that do not yet
exist. How can we support the emergence of radical future technologies that reflect and respond to our
personal desires? Asking someone to imagine yet-to-be-imagined technologies puts a large strain on our
ability to bring ideas into being. What do you really want, if you could have anything? It is an awful ques-
tion to ask and when you do, you will mostly get simple, modest answers. In the quote above Meno asks
how we will go about finding that thing “the nature of which is unknown to us.” [1] The OWL Circles
were created as an attempt to find a way to blot out the most immediate answers, so that we might ac-
cess more instinctual, and perhaps less plausible responses.

The Circles are purposely designed as a way to sneak up on ourselves, to be caught unaware and unself-
conscious for a moment so that we dare to begin. Our aim is to elicit nuanced, imaginative and implausi-
ble responses that challenge and stretch what we consider to be possible. We begin with the body and
use ideas of enchantment, ambiguity and play, as vehicles through which to contemplate Meno’s ques-
tion, and thereby support the conception of “sufficiently advanced technology.” [2] The Circle workshop
experience takes the participant through a rapid series of formalised conceptual shifts, that each draw
on large areas of work in theatre and performance theory, game-play and motivational psychology. This
paper is an attempt to account for these shifts and the body of work that lies behind them.

The OWL Circle Workshops

The purpose of the OWL Circles is to allow participants to create their personal technological fantasy.
They are hosted in a neutral, utilitarian space, containing a large shared worktable with various tools
and lights, and another table, off to the side, containing various neatly organized recycled materials.
Neutral colors predominate. The materials are chosen to afford a large range of structural possibilities
and aesthetics. A small area is also set up for video interviews, with a video camera on a tripod in front
of a black wall. Ideally, the circles are conducted with twelve participants and two workshop facilitators.
The format has evolved until it was reduced to the following, strict sequence of conceptual shifts:

Introduction: Welcome and brief introduction, including the reading out loud of the quotes from Arthur
C. Clarke and Meno. [1] [2]

The Desires: A list of common desires are read aloud and placed on the table in the form of index cards.
[3] Participants are asked to choose one.

Transfer to Body: Participants are asked to identify in which body part their chosen desire resides.

The Material Switch: Participants choose materials they find appealing.

Thinking with Your Hands: Without knowing what to do in advance, participants begin making.
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Being 'Done': When they recognize that they are 'done,' each participant is led to the video interview
corner.

Description: While being fitted with a microphone participants are instructed to tell us: their name, their
desire, what their object is called and what it does. The answers are filmed in one take.

Debrief: A short debrief is performed to complete the process

What is Happening?

In the following we explain the background for each conceptual shift in the workshop process and at-
tempt to outline how and why they may work. The main component is a series of estrangement
switches that shift the mindset of the group away from the predictable and towards a temporary mo-
ment of otherness.

THE INTRODUCTION:

The introduction functions as the drawing of a circle or the beginning of a game and as such it serves a
number of functions. In a theatrical sense, it declares that a game is beginning. Caillois specifies a num-
ber of characteristics for games: they are engaged in by choice; they are separate from the routine of
life, and occupy their own time and space; games are uncertain: the results cannot be predetermined,
the players’ initiative is therefore required; games are unproductive: they create no wealth and end as
they begin; games are governed by strict rules that suspend ordinary laws and behaviors; and, finally,
they involve make-believe that confirms in players the existence of imagined realities that may be set
against 'real life.' [4] By framing the circle as a game, Caillois’s characteristics automatically come into
play. This liberates qualities of attention and engagement that are useful when trying to find “that thing
the nature of which is unknown,” [1] while Clarke’s assertion that “any sufficiently advanced technology
is indistinguishable from magic” [2] further emphasizes the game-like quality of what we are trying to
do; at the same time as it focuses our quest into the realm of technology.

THE DESIRES:

The list of desires that we use is borrowed from Steven Reiss's research on motivational psychology. [3]
Reiss’s desires are usefully provocative: they reduce a complex emotional field down to someone else’s
shorthand definition of the world. They also introduce language before we know what we might be de-
scribing, and thereby provide an uncommon point of departure for an embodied discovery process.
Choosing to approach a difficult subject in a complex or convoluted manner is a common strategy of fine
art. The underlying assumption is that to ‘free up’ the creative and expressive body to respond to the
unanswerable, we must first ‘busy’ the reasoning part of the brain so that it will not interfere. [5] The
sparse, yet strict instructions that we provide act as a structure that engages the reasoning part of the
brain; freeing participants to be spontaneous, to follow their intuition, aesthetic scents and creative
whims. [6] It allows them to trust and follow their instincts. The list of desires acts as the first estrange-
ment switch, and is followed very closely by the next conceptual shift: the transfer to the body. Impor-
tantly, the facilitators remain neutral throughout, accepting all choices as equally valid.

The list of desires is:

Acceptance, the need for approval
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Curiosity, the need to learn

Eating, the need for food

Family, the need to raise children

Honor, the need to be loyal to the traditional values of one's clan/ethnic group
Idealism, the need for social justice

Independence, the need for individuality

Order, the need for organized, stable, predictable environments
Physical activity, the need for exercise

Power, the need for influence of will

Romance, the need for sex

Saving, the need to collect

Social contact, the need for friends (peer relationships)

Status, the need for social standing/importance

Tranquility, the need to be safe

Vengeance, the need to strike back/to win

THE TRANSFER TO BODY:

“Where in your body does your chosen desire reside?” This question acts as a second estrangement
switch, transferring from, and connecting, desire to body. It is a nonsensical question that draws heavily
on surrealist art strategies, liberating in their absurdity. [7] “If you were a color what colour would you
be?” Children know this game and have answers for these types of inquiries. The switch between an ab-
stract desire, defined very strictly by someone else and the feeling that this word does indeed reside
within your body, allows the participants to begin to work. The question is no longer abstract: it has
been made concrete and physical. This clear concept now becomes the participants’ guide in the

work.

THE MATERIAL SWITCH:

“Find the material that works for you.” This instruction acts as the third estrangement switch and allows
the physical making to begin as participants find physical form and texture for the body-feeling that has
been identified. Again, the decisions made here are not reasonable, rather participants continue their
line of absurdist questioning by asking, "if this feeling had a texture and a shape what would it be?" This
process exposes unexpected and poetic possibilities that can be explored from the specific sensory po-
tential of a material to body behaviors as they rise from desires, feelings, and anxieties. Dr. Montessori
of course famously used blindfolds in reviewing materials, stating that the eye can interfere with what
the hand knows. [8] We could add that language can interfere with what the hand knows. Once the par-
ticipants have chosen materials, they can begin to build and support their burgeoning concept.

THINKING WITH YOUR HANDS:

Through the making process the work is one step further removed from reasoning and habitual thinking.
The participants have up to this point made three very large leaps of faith: choosing a desire, connecting
this desire to their body, and their as yet unnamed feeling to a material texture and expanse. These
three switches have occurred in less than fifteen minutes, allowing no time to re-consider or back out
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into careful reasoning. In a sense, participants are not completely committed at this point, simply be-
cause they do not know what it is that they are making. The work that follows is instinctual and effec-
tive. The conversation around the table is practical: "Can | have the scissors?" "How do | make this stick
out to the side?" [9] Kelly claims that the divorce of the hands from the head puts a strain on the human
psyche. [10] This suggests that bringing them back together again through embodied processes releases
strain. Having viewed numerous circle participants engage in this process, we suggest that the state that
it engenders is tranquil: focused, efficient, relaxed and also gently energetic. Thinking as an emergent
bodily process allows us to access knowledge, expertise or connoisseurship that otherwise eludes articu-
lation. [11] The OWL processes leans heavily on this idea.

BEING 'DONE":

Knowing when a device is 'done’ is an instinctual knowing. The circle structure removes verbal reasoning
from the imagining and creating process, and frees the participant to trust their ability to recognize what
it is they are doing as it emerges, including when it is ‘done.” This knowing ‘when’ is something we all
have experienced, Henri Cartier Bresson called it “the decisive moment,” the moment when the trigger
on the camera is pushed. This moment relies on the photographer’s ability to see and record an event
literally taking form in the immediate future. [12] Cartier-Bresson’s decisive moment was tied to a par-
ticular approach to photography, nonetheless it is useful to provide ways of thinking around the notion
of making a device which is yet to be imagined, and knowing when that device is ‘done.” In musical im-
provisation, the knowing where to go next becomes a series of small decisions made in a hyper aware
state of flow in which the musician ‘knows’ both the minds and desires of his or her fellow musicians,
and also holds the experience of the audience as an almost physical thing which can be examined,
turned, changed, and at some point is ‘done.” [13]

DESCRIPTION:

The interview is filmed in one take. Participants are required to think on their feet, to not let their inner
dialogue drown out their ideas. We began with language, with the desires and now we return to lan-
guage again. The process between is embodied, non-lingual or mute. As language floods in, it takes over,
surprising the participants. Excluding language from the central part of our structure allows a very intu-
itive and productive process to emerge and only at the end is reasoning allowed back into the experi-
ence. In order to allow this process to appear “on camera” we ask the participant to speak in one-take
with minimal intervention from the camera operator. This achieves two things: first it allows the process
to remain personal and introverted, the camera operator is just that, an operator facilitating the partici-
pant to self-record their piece; and secondly, the switch between an intuitive and wordless making
process to a reasoned presentation happens ‘on camera,” with many participants only realizing what
they have built as they name it. To make this final switch more distinct we ask strict, product-like ques-
tions. Instead of, "how did you feel?" we are asking, "what does it do?" The strictness of this line of en-
quiry allows the sometimes hazy decision making process that has come before to crystallize out. The
'product’ is described and the participants are thereby brought back into the everyday world. The circle
is broken and the game is over.

DEBRIEF:
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As a postscript to the overall workshop experience, each participant is debriefed before leaving the
workshop space. This allows us to close any conceptual holes, attend to any concerns the participant
might have and is an important part of us taking responsibility for the emotions and questions that may
arise in an intense experience. It is also where we can explain a little bit more about the background and
reasons for the project.

The workshop takes two hours, including the recording of all twelve participants’ work. In that time we
have opened a bubble in time in which we were allowed to physically build what did not previously
exist, and in turn meditate over our desires, and how they might be met or mitigated.

Nine circles have been conducted to date: three in Tokyo and six in Sydney. Five of the Sydney work-
shops were targeted towards specific social or community groups: artists with disabilities and their car-
ers; design academics; young children; performing artists; librarians. The outcomes were exhibited as
part of the 2010 Participatory Design Conference in Sydney. [14] The breadth of participants and con-
texts afforded deep reflection, and the development of the strict structure described above. The whole
process shifted the way that people thought about and imagined their bodies in relation to technology.
The results were not only enchanting, but were deeply felt. [15]

Some Conclusions

Susan Stewart, in her book On Longing proposes that souvenirs are objects of desires that assist in the
formation of continuous personal narratives that connect the present with the past. [16] OWL objects
and devices connect participants through their imaginations and desires, as well as through the objects
themselves, from the present to the future. They give form to, and assist in the formation of continuous,
or ongoing personal narratives that support this connection. [17]

The workshops themselves are live, volatile processes, understood in the sense of Dewey’s ‘experience.’
[18] We work with ideas not just in the form of description, where only language can become knowl-
edge and meaning, but rather as a ‘process of becoming’ that, without turning to either romanticism or
mysticism, can allow what may appear as chaos to create order and pattern through embodied experi-
ences. Judith Butler states that we are required to, “risk ourselves precisely at moments of unknowing-
ness, when what forms us diverges from what lies before us, when our willingness to become undone in
relation to others constitutes our chance of becoming human.” [19] The workshops are purposely built
to facilitate this kind of risk taking, to provide a temporary space in which we can ‘become.’

In Viktor Shklovsky's view, art resists and overturns the deadening effects of habituation. As our "per-
ception becomes habitual," he argues, "all of our habits retreat into the area of the unconsciously auto-
matic" and as a result "we apprehend objects only as shapes with imprecise extensions." [20] Art
promises to recover the sense of immediacy and wonder that habit slowly erodes: "The purpose of art is
to impart the sensation of things as they are perceived and not as they are known." [20]

The OWL project confronts desires, bodies and dreams about technology. It affects a displacement of
desires, by naming them and giving them form, but it also affords giving account from the place Butler
speaks of, the place where we become and remain human. The objects that are made are a kind of sou-
venirs from the future, but where souvenirs remind us 'what happened then' the OWL objects carry sto-
ries about 'what happens next.'
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CRISIS NARRATIVE OF LANDSCAPE

LISA ANDERSON

Landscape is a construction of the mind within the contemporary world. The elements of nature, ecol-
ogy, urbanity, the sublime, and even the profane swill across the surface in the scars, reflections and
symmetry in a cacophony of colors put forward in the elements we call landscape. | narrow my land-
scape to consider the changing stories being created, heard or repeated that reference weather.

Fig 1. The Gates of Bei Gao. Still from video. Lisa Anderson, 2011

Fig 2. Wheatered Edges #4. Digital Print. Lisa Anderson, 2011
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Landscape is a construction of the mind within the contemporary world. The elements of nature, ecol-
ogy, urbanity, the sublime, and even the profane swill across the surface in the scars, reflections and
symmetry in a cacophony of colors put forward in the elements we call landscape.

The Landscape | am mainly concerned with touches on all of these elements, however, | narrow my
search to consider the changing stories being created, heard or repeated that reference weather.

The weather literally shapes the land, the architecture, the color of the sky and the density of the wa-
ters. The weather and its archive highlight the depth of history through challenging and shifting story
telling about place.

As people, animals and plants migrate across the world, often pushed by the extremes of weather, the
stories of particular places also change. The story we over-whelmingly hear now is one of disaster, of
extinct species and of the forced movement of people. Often these disasters are the result of human
challenges and scientific overcoming of weather and land.

However, the disaster elements like all good stories are told in many ways; within this chapter is the rel-
atively new understanding of people as separate from nature, something perhaps embodied in
Thoreau’s influential understanding and books about wilderness, as nature. We see this in the idea of
frontierism, where we became the conqueror with a civilized attitude that was outside nature. [2]

The idea of nature as a separate part of the ecology — and this is discussed in detail by Tim Morton

in Ecology without Nature — suggests that we become aligned with the potential to divorce ourselves
from any common good or shared experience with the land. We are encouraged in frountierism to cre-
ate log cabins in inhospitable places, cut holes in the earth, shift tonnes of carbon from one side of the
globe to the other, to take up residence on Mars as a future for the planet. That is scrap nature and start
again policy. Just expand the frontier. [3]

Thus, my own aesthetic context and action includes looking closely at the stories of place that

are often told in indigenous communities as both a keening for a past and a record of what happened.
These stories feed an understanding that at times keeps pace with the weather changes recorded. This
is the science of proving the winds and rain, the record of temperature and earth-shifts. The science of
geology is reflected in the stories of the peoples over time.

For instance, many years ago there was a plan to mine a certain hill/ridge in remote Australia. The local
peoples' stories forbid access to the site as sacred. It was the dreamtime sleeping place of a monster na-
tive frog. The last time the frog was awoken, the earth was separated and the frog vomited across the
land with the soft surface soils washing away to the sea and leaving behind a dry desert; the people, ani-
mals and plants had to move or adjust. Thus, to disturb the frog would cause trouble across the land as
again it would vomit. Eventually, despite the sheer disbelief that fear of a vomiting frog would stop big
business mining, which is the all pervasive force in Australia, the rights of the traditional owners was up-
held by the High Court.
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The giant frog stays sleeping in the hill. It is worth pointing out that they wanted to mine uranium. Re-
cent disasters around the world, such as the Tsunami on the coast of Japan that caused untold damage
to the environment stemming from the Uranium fuelled power stations, could in legend be the result of
a vomiting frog; or any similar legends that exist around the world.

These stories abound, and we ask ourselves who tells the story of the Crisis in Landscape now? Was it
James Cameron in Avatar, where good and bad were depicted as government and big mining (very Aus-
tralian that), and memories are stored in a tree with cloud-like qualities? [4] Or, is the story of Land-
scape told by David Attenborough, who whispers to us the details of shifting creatures across the planet
? [5] Or, is it in the new geology comparisons in the TV series The Universe comparing our landscape
with that of other planets as a goodbye wave at the past and a jump to the future? [6]

Within the potential TARDIS of the Internet we have many stories of landscape, with a hierarchy of sto-
ries shifting from the scientifically proven, to the stories we, as a people want or are willing to make up
and share.

My recent video work The Gates of Bei Gao is created in the small hutong or suburb in the North of Bei-
jing. This area has many children; a sign of unregistered people due to the one-child policy introduced in
an attempt to maintain sustainable population levels in China. The next small hutong has already been
torn down to allow the government to modernize. The sustainable farming carried out by these people,
and the sifting and recycling of rubbish, another local task, are being closed down with the village. These
people have already swelled their numbers by moving from the country areas to the edge of the city,
due to drought and dust blowing in from the desert. The film hints at Charlie Chaplin’s Modern Times, to
scope this dilemma of a shifting landscape in the hazy dust of evening light.

These stories are research backgrounding my artworks to begin attempting to understand landscape as
a touchstone for story, as an important element in the making up of an ecology, and in understanding
the shifts in migration due to weather, and the imperialism of taking the land and treasure once remote
or difficult to obtain.

My recent photographic exhibition Clouds and Roses exploits the similarity of story in locations around
the world: perhaps like Tolkien in The Lord of the Rings, where he speaks often of the distant mountains.
His characters explain throughout their journey across the landscape the make up and mapping of the
world as always headed toward the distant mountains. This tenant of creating a story with common
touchstones gives a familiarity to something that is also from somewhere else. [7]

My digital photographs Weathered Edges, include a combination of the Elgin Marbles, with the torn
wallpapers of a long deserted traders’ hut in the High Arctic. Both are objects that tell, hint and are
formed by our romantic idea of landscape. The appropriated landscape in our mind is fuelled by the
story, which | see as a weather story of a forced migration and a landscape under contest. The Elgin
Marbles were stolen by an Englishman: he hacked them out of the wall, and paid a bribe to the occupy-
ing force in Greece to steal them across the border. He attempted to sell them almost everywhere he
stopped, before they eventually came to reside in the British Museum. Every time | walk through the
Museum, | hear a high pitched English voice explain that the Greeks just left them out in the weather
and would not look after them like we do: they have become British because of this claim to protection
from the weather.
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The Traders' Huts images also tell tales of people in the wrong place: the attempt by the Hudson Bay
Traders as an Imperialist merchant group to trade for furs and gold allowing them to set up settle-
ments. Often these were outposts only visited by the lost in search of fortune. When | visited the hut,
which is heritage and UNESCO protected, | had armed shooters in readiness against the polar bears as |
quickly took images in the very limited time available.

| have also long visited Lake Mungo in remote Australia. The local indigenous people have allowed me
access to the site and story in a very generous and sharing way. They have taken me, or drawn maps for
me to follow across the dried lakebed, to various places of significance. The series of lakes dried out
some twenty thousand years ago, leaving behind the memories of muddy footprints that tell the stories
of dancers, hunters and tribal meetings. The footprints are documented and hidden again as memory of
the lost.

The site is of the oldest known ritually cremated human remains, dating some sixty-five thousand years.
They are known as Mungo Woman and Mungo Man. These have been documented and re-buried away
from prying eyes by the local groups. The site has a long-term history from early, and clearly very fruit-
ful, nomadic peoples as a major meeting place. Then as a rest and watering point for trade and coaches
moving across the shifting desert and lonely plains.

They ran cattle there until the 1970s when the local graziers handed the land back into the care of the
traditional owners. Much of the local aboriginal population had died off from contact with white civiliza-
tion, mainly from syphilis and influenza viruses. The site also had Chinese immigrant stockmen, who
built the shearing shed.

The local Chinese workers would look across the dried lakebed to lunette being revealed by the continu-
ous weather shift as the long-term drought progressed. They called the lunette the Walls of China in
fond memory of the Great Wall. In the evening's shimmering light it does it indeed remind one of the
Great Wall and all that it stood for in a vain attempt to keep the people and stories of the nomads of the
deserts out.

The multi-channel video installation that | had intended to show here sand:bone:clayinvites us into this
world of change. Of looking and walking in a landscape that references all landscape through story,
through a sense of specialness, a wilderness, a thin layer of earth that reveals the broken bones from
burials, the remains in middens, the clay balls for heat and what once would have been really good fish-
ing places.

The Walls of China forms a semicircle shape protecting the lakebed from the giant moving sand dune
behind. The dry lakebed serves to channel the drought breezes that carry nothing but sand and dry heat
that slowly strip back the layers in the soft brittle remains of the lunette and reveal the histories.

The tribal groups have died or been forced from the land and they cling to these stories; allowing arche-
ological and anthropological intrusion in an attempt to regain their lost past.

The imaginary landscape of our mind is as real as the landscape presented within the images as they rely
on storytelling, on the comprehension of a greater narrative being told. The work soundtracks the fear
and the loss of the people and land to the intrusions of occupation, and later to archaeology.



97

My video work Katiyana: Night Snow is a lament for a dying way of life and a people in the High Arctic.
The imagery was developed while | was doing an artist's residency on a Russian Icebreaker. This group
of people told their stories in song, drumming and the ancient keen of throat singing. They gathered
along the beachfront, placed themselves at the meeting point, which is in the sun and out of the chill
wind on one side of the washed up freighter-shipping container.

They sang the songs of their past, stories of bravery and hunting; of recognizing the guardian with ani-
mals and ice and their sacrifice and oneness within their ecology. The stories are also of the Government
resettlement into small communities to assist in keeping the north peopled, yet able to be supplied with
food, shelter, education and medicine. All the things that remote communities cut off by the weather
require.

The Inuit wore a mix of traditional and modern clothing, taking up the singing and dancing across gener-
ations. Their small community has been ravaged by change. The mining companies send in workers and
equipment for the gas seams that are now accessible due to the climate warming. Drugs and alcohol
come with these men and the best attempts cannot stop this. Furthermore, the warming seasons now
mean that polar bears come into town more frequently seeking an easy meal. People are such slow
moving defenseless creatures under certain circumstances.

The series of artworks that | made from this experience and continued Internet contact with the Inuit
artists | worked with there is a lament to the dying culture and the shifting weather and the change it
brings.

The Truth About SnoDomes is an installation work that explores the sense of loss, and details a place. It
tells the story of being there. The story of the location, of the landscape as something connected. Not
something that deconstruction would put a line around and segment away.

Furthermore, my current work looking at the Crisis Narrative of Landscape also reaches to the stars, to
the stories of the intention to build other worlds not just in Vast Park and Second Life but on other plan-
ets. My current project also explores touch with landscape and the interaction we have with the skin of
the planet. | have begun collaborating with Professor Dias in Tianjin University to work with a new form
of robotic hand designed essentially to clean solar panels on satellites.

These are the beginnings of stories that will tell of a different relationship to landscape. Perhaps
Tolkien’s distant mountains of the Middle Earth are replaced with the distant mountains of the Moon,
told in our new stories of the planet and will speak the science of geology over biology.

My questions and attempts to bring together the various elements to suggest the narratives of land-
scape strives not to simplify or concentrate on the romantic vista, or the nomadic periphery but to com-
bine our research within the flux of our current weather crises. This exploration will source the new nar-
ratives as enclaves within science, film, architecture and sociology. The layers of memory adopted within
the imagery touches on shared belief systems, spatial planning and geopolitical reconstructions.

The meeting place of the Earth’s surface is cradled within these images and the often-intimate explo-
ration of the story. The basic concern is that within past and present actions can be found a future that
revels within the sense of belonging. The future could be based within a continuing paradigm or shift
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into greater understandings of technologies, new and ancient technologies to outline our potential for
creating and investing in a future and visible world.

The projected images and context expand the basis that within the narrative of place, however that can
be tapped into, could lay an understanding of the future landscape. This element begins to question and
push the science of weather, land and the movement of peoples as a fission wherein may lie a new ap-
proach. Thus, using art within this space could create through spectatorship a more contemplative ap-
proach to the narrative of landscape and the crisis unfolding before us.
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EEG DATA IN INTERACTIVE ART

Claudia Robles Angel

The paper reflects upon the interaction of music and/or digital media with brainwaves’ data obtained
from performers or an audience via an EEG interface and to contextualise them as a dynamical system,
as defined by Abraham and Shaw. A brief historical overview is introduced, with examples from the past
45 years —included one of my own— based on biofeedback methods developed from the late 1960s on-
wards.

In 1875, Richard Caton discovered the electric currents of the brain using a galvanometer by experi-
menting with animal brains, setting the path for the development of the EEG by the German psychiatric
Hans Berger in the early 1920s. Berger was the first to record electrical impulses from human brains in
1924 (he called these recordings Elektroenkephalograms); he was also the first to observe the alpha
wave activity (8 to 12 Hz), which is accentuated during relaxation. In the 1960s, Neal E. Miller applied
such experiments for therapeutic treatments, which resulted in the creation of the Bio-feedback
method. This method has been used since then to measure the physiological activity —such as brain-
waves, heartbeat or muscle tension— of patients in order for them to learn how to control those activi-
ties and improve their health condition by increasing their body and mind awareness. Schwartz and An-
drasik state [3] that in 1969, Joe Kamiya, who was studying the alpha and beta brain states, reported
that:

“one could voluntarily control alpha waves —a feat that was previously believed impossible.”

With his research, Kamiya gave a vital impulse to the usage of the EEG-Biofeedback-method, most com-
monly known as Neurofeedback. Before that (mid of the 1960s), the use of EEG was incorporated in art
by composers such as Alvin Lucier and Richard Teitelbaum with their first performances utilising brain-
waves, and hence, giving for the first time a new usage to EEG data other than scientific or therapeutic.
The artworks described in the next section show how the use of EEG data in real-time pieces results in
dynamical interactive works: their evolution is in constant modification, changing accordingly with emo-
tional and/or mental states by each performance. This variability implies a dynamical system, as Rosen-
boom [2] explains :

“Dynamical systems may be thought of as those involving forms or behaviors that change over time.
The study of such changing forms may also be termed morphodynamics.”

In 1965, Lucier composed Music for Solo Performer - for Enormously Amplified Brain Waves and Percus-
sion, which is considered the first musical piece using brainwaves. For this piece, he attached electrodes
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to the performer’s scalp, measuring only the Alpha rhythm waves, which were sent to amplifiers and
loudspeakers connected to a large set of percussion instruments, in order to produce vibrations in these
instruments via sympathetic resonance.

Some other important examples are Teitelbaum’s [4] pieces: Organ Music and IN TUNE, both created in
1968. In both of them the composer used the EEG signals mainly to control voltages in the Moog synthe-
sizer, including in some cases not only the alpha waves range but

“comprised the broad spectrum from DC to about 50 cycles per second (Hz). It was applied chiefly to fre-
guency modulate four voltage controlled oscillators, and also to control the amplitude and filtering of
these audio signals.”

For On being invisible (1976/77) David Rosenboom [2] developed his own real-time software to create
“a self-organizing, dynamical system, rather than a fixed musical composition.”

His dynamical, real-time system extracted patterns from the performer’s brain activity that appeared
with at certain regularity and compared them with some others stored before. This comparison deter-
mined their periodicity in order to influence different music parameters. The software detected and
analysed the event-related potential (ERP) from the brain activity —which is associated with the direct
response to an internal or external stimulus— in order to activate instruments, creating a circuit between
the performer and the sound environment produced by the system.

The EEG has also inspired several artists using different types of media. For example, in On being invisi-
ble 11 (1994/95) Rosenboom includes lights, video and slide projectors. In Mariko Mori's Wave

UFO (1999-2002), brainwaves from three participants inside a sculptural object —a spaceship— are con-
nected to the audiovisual elements in order to create an interactive experience that invites them to be
immersed into a deeper state of consciousness and to interconnect with themselves and the universe,
representing the Buddhist concept of oneness.

All these examples show rather different approaches to use this technology for artistic purposes since
the 1960s. Interfacing EEG data with multimedia continues to raise the interest of artists aided nowa-
days by several devices/software such as, for example, the open EEG and the Arduino projects, as my
piece INsideOUT —explained below— shows.

The name of this project is inspired by the expression of the self, turning the subject’s imagination from
the inside to the outside, keeping the original intention of the EEG project by materialising the per-
former’s thoughts and feelings on stage. The stage is a place for the appearance of the invisible.
Michael Haerdter and Sumie Kawai [1] quote that Yasu Ohashi stated that:

“the actors aim at our senses, our body and our unconscious and not at our intellect. Their gestures try
to envision THE INVISIBLE WORLD.”

INsideOUT was created during an artist in residence program at KHM (Germany). The performer inter-
acts with sound and images using an EEG interface, which measures the performer’s brain activity.
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Sounds and images —some already stored in the computer and some produced live— are continuously
modified by the values from two electrode combinations via MAX/MSP-Jitter. Hence, the performer de-
termines how those combinations will be revealed to the audience. Images are projected to a screen
and also onto the performer, while sounds are projected in surround.

The Olimex EEG open source interface (http://www.olimex.com/) used here which measures the brain
activity and consists of two assembled boards: one analogue and the other digital. It is possible to con-
nect up to three boards, each with two EEG channels. Only two are used for the piece though: frontal
and occipital. The rubber cap and the contact electrodes of the interface are those typically used in
medical applications.

| received technical support from Lasse Scherffig and Martin Nawrath at Lab3-KHM to adapt the inter-
face. They modified the open EEG device by replacing the Atmel microcontroller with one running the
Arduino firmware and changing the quartz clock accordingly to 16 MHz.

Scherffig wrote a program with the software Processing, which reads the values of both EEG channels
via a serial communication. The modified open EEG sends ASCll-formatted data representing the volt-
ages of both channels (at a frequency of 100 Hz). In Processing, a Fast Fourier Transform is applied to
the data and extracts the bins for the frequencies between 0-50 Hz. From these, the median of the fre-
qguencies for the alpha channel (8-12 Hz) is extracted, smoothed using a low-pass filter and transmitted
via OSC, which is received once again by the OSC-route object in MAX.

For the performance of INsideOUT, | have tried to train my brain in order to control the media combina-
tions on the stage, putting in evidence different emotional and mental states, which cannot be achieved
without the input of data coming from my own brain waves. However, this conscious control is not com-
pletely attained due to the enormous and uncontrollable stream of feelings that generally appear under
such circumstances.

Based on my own experience of performing pieces using EEG data, the common ground is the presence
of a behaviour, to produce a dynamic system, as explained at the start of this paper. Whether the map-
ping of data interfacing with the media is made directly or occurs via more complex systems (e.g. Rosen-
boom’s software) the structure of the pieces is invariably not fixed; instead, it evolves dynamically. This
dynamic evolution depends on the performer’s or participant’s emotional and/or mental state, which is
affected by the perception of their own self and by the perception of the piece's environment. The re-
sult therefore varies strongly between performances of the same piece, making them impossible to
replicate.

The aim of my research in this field is mainly focused on raising awareness of the artistic possibilities of
consciously controlling brain activity on stage to steer multimedia events and, at the same time, to allow

feelings —the real creators of each dynamical system—to flow freely.
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A CYBERSEMIOTIC APPROACH TO TECHNOETIC ARTS - NEW
VOCABULARIES IN TRANSDISCIPLINARY RESEARCH

KATHRINE ANKER

In this paper | will introduce central terms from the Cybersemiotic paradigm (Sgren Brier, 2008), and
show how they can successfully be applied to interpretational readings of technoetic artworks. | wish to
extend the idea that user experience in technoetic artworks is mainly immersive and non-intellectual,
and to present new hermeneutical positions that explicitly take ontological and paradigmatic perspec-
tives into account.
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Hylozoic Grove. Ars Electronica Museum, 2008. © Kathrine Anker

Before moving into the actual subject, | need to define "human consciousness" as it is presented in this
article. Human consciousness is understood not only as “the self-”, as awareness, as something psycho-
logical, or as an emergent property of the brain. | understand the full range of dynamic, interactive
processes that allow the organism to be sentient across a range of endo- and exo communications as



104

overall expressions of how consciousness manifests in humans. Consciousness in humans is viewed as a
sign of an external natural force to which the organism has become increasingly adapted throughout
evolution.

One way consciousness expresses itself is through the potential of the body structure to generate syn-
thesis between dynamic processes that involve sensation, brain and heart based neuron activity, the au-
topoiesis of overall organisational systems (such as the nervous system or the reticular system), general
molecular and cellular transactions (biosemiosis), and extremely low frequency electromagnetic excita-
tion at the level of superposed quantum connectivity. [1] The connection between all these levels of
communication, and the responsiveness that it results in, is what | call Extended Sentience (ES). As
viewed from this perspective, it becomes vital to model a complexity of hierarchically divided and quali-
tatively different processes of communication, if one wants to understand more of how consciousness
works within us. To do so is a semiotic and semantic task. This task demands new vocabularies, and a
strife towards new levels of meaning in presented narratives.

Technoetics is a term originated by artist and professor Roy Ascott. Technoetic art is art that experi-
ments with the relationship between technology and consciousness, and raises questions of how new
technologies affect human consciousness. [2]

It is my view that technoetic art installations address a broader range of processes involved in ES than
many kinds of cultural communication to which we have been accustomed before digital media (such as
pictures and print literature, which are static and fixed forms that do not inhere functions of physical
mobility or behaviour as part of their material foundation) have done. Therefore, forming narrative-
hermeneutical interpretations of the experience of technoetic art installations through a constructed
"ldeal User" could provoke common assumptions into new thinking. This is because narratives that artic-
ulate the way such installations must connect existing technological and scientific paradigms in an open
exploration of spiritual insight, expressed in a multisemiotic and multimodal signification, typically force
the interpreter towards the “yet unformulated” (which, however, lie as symbolic sign potentials in the
installation). This endeavour demands new semantic syntax at the level of general, socio-cultural lan-
guage games. It forces the meaningful linguistic, narrative to transgress the fragmentation of thought
that | experience as widely embedded in disciplinary practices and common socio-cultural language
games of today. To accomplish possible formulations of such transgressive narratives, | must operate
with several observational positions: that of an Ideal User, and a position outside of the Ideal User.

A central idea of cybersemiotics with which | agree, is that humans are by nature semiotic beings. Signifi-
cation processes and meaning making are characteristic of our presence and navigation in the world. We
understand through the processes by which we interpret signs in our surroundings, whether they are
the cultural signs of print, image and object, or signs in nature. Therefore, | would claim, the ideal User
would always already have a semiotic relationship with the art installation.

As humans we generate signification spheres on behalf of internal and external semiosic processes,
which develop into complex socio-cultural language games over evolutionary time. [3]
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“Language”, in this context, must be understood to include all sign systems that are developed and me-
diated in all cultural mediation forms. The art installation would be directly related to current socio-cul-
tural “language” and "text forms". It is my claim that Technoetic Arts relate particularly well to central
themes and communication forms significant of our current (Western) signification spheres.

But naturally there is more than cultural languages involved in semiosis. This is Brier's point when he
suggests the term “phenosemiosis” as a central part of his framework. It is only as the immediate, non-
linguistic experience (which Brier names “phenosemiosis”) is interpreted in thought processes (which
Brier names “thought semiosis”) and is represented by signs and concepts from intersubjective socio-
cultural language games (Brier's synthesis of Luhmann and Wittgenstein), that cultural semiotics based
on triad semiosis is formed. This involves both collective and individual levels.

Thus, there would be a range of semiotic processes of which we are individually or collectively unaware.
They belong to the realms of endo- and phenosemiosis. They do rely on the operations of consciousness
within us. But they are governed by rules outside of our day conscious awareness. So to equal human
consciousness with a “rational intellectual Self” as the "master", would be to focus on only the “tip of
the iceberg”. For greater clarity, | call rational conscious awareness “day consciousness;” and regard it as
a partial subset to overall Extended Sentience. Becoming aware of internal self-generative communica-
tions (processes of “intrasemiosis” according to Brier's terminology) of which we have typically been un-
aware, would imply to signify and identify inner “states” by the use of focussed thought semiosis. | will
place the claim that there is a potential for expanding our (self) knowledge from this very position. This
demands an inwards perspective.

”u. n u

The four semiotic terms, “phenosemiosis-”, “thought semiosis-”, “endosemiosis-" (internal molecular
and cellular signification processes) and “intrasemiosis-", plus “signification sphere”, and the concept of
“socio-cultural language games”, are all part of Brier's framework; they are the new conceptual terms
that he suggests.

Hylozoic Ground is a kinetic sculpture by Canadian architect Phillip Beesley and a collaborative group. It
has been developed as a work-in-progress (2007-2010) with increasing complexity in sculptural compo-
nents as the work progresses. Hylozoic Groundis based on the creative use of lightweight fabric, and the
construction of a geometrically patterned “mesh” and skeleton enhanced with micro controller-, actua-
tor and sensor technologies that allow the sculpture to present a range of different responsive behav-
iours. The first versions of the sculpture were based on “dry”, mechanical technologies, whereas later
versions involve synthetic biology in the form of artificial cells, placed within the fabric of the sculpture.
The different synthetic cells are sensitive to carbon and humidity in their surroundings. Hylozoic
Ground is centrally inspired by properties of living organisms. To play with the generation of features
that are thought to bring matter into “life” involves deep, ontological questions of what life is per se. [4]

Hylozoic Ground can be seen as an experimental research process that questions the overall relationship
between laws of physics, geometry, biology and cybernetic mechanisms, all necessary elements in un-
derstanding the central characteristics of life. To form a material entity that distributes scientific and
philosophical ideas of sentience, proprioception, metabolism, homeostasis, and communication in a
concrete, functional sense allows a forward directed, creative approach to knowledge. The generation
and distribution of art research alters the experience of knowledge, because the artist is, rather than
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seeking exact answers in a reductive manner, making creative suggestions and posing new questions.
Electronic and computational technologies, together with the development of new fabrics and various
kinds of adaptive chemistries, allow for a degree of complex aesthetic ambiguity for the interpretational
seeker of symbols and meaning. Rather than looking for fixed signs, whole mechanisms and processes
would be representative of functions in the living organism, which are in Hylozoic Ground imitated and
related to each other creatively, in a material, aesthetic and dynamic whole.

So, when contemplating Hylozoic Ground hermeneutically it is not enough to form narratives based on
the language and concepts of science. As Rachel Armstrong points out (Beesley, 2010, p.136), there are
aesthetic and poetic layers that cannot be articulated within the semantics of a scientific vocabulary.
Thus, the narrative endeavour of our Ideal User would have to be based on transdisciplinarity, and to be
unrestricted by current, institutional divisions.

To understand the position of my Ideal User further, it is necessary to become acquainted with the way |
use Brier's concept “signification sphere.

The Ideal User would, further than being semiotic, exemplify the way scientific and philosophical episte-
mologies have infiltrated the general signification sphere of the user — which is equal to modern, West-
ern (knowledge) societies at large. So the Ideal User has integrated particular scientific positions of both
the human and the natural sciences as a prerequisite for her interpretations by her natural use of exist-
ing, socio-cultural information sources and sharing, as she takes part in general socio-cultural language
games. Certain common scientific assumptions would, seemingly, be part of the “Ideal User's” cultural
memory and immediate prejudice. They have become internalized through the socio-cultural language
games of her signification sphere (education and media). This might seem simple. But it is my claim that
behind the diversification of many individual opinions, there are basic ontologies and general assump-
tions that dominate a given signification sphere (as in Foucault's “epistemes”). And mainstream science
plays a solid role in this. We must remember that many basic assumptions, which dominate the lan-
guage games to which we are accustomed, are automatized so that we do not notice them, even if we
make interpretations that are centrally based upon them. Thus, it is my claim that the signification
sphere of the user inheres common assumptions of the nervous system, sensation, skin, breath and a
particular way of understanding living processes and consciousness, which are all expressed in Hylozoic
Ground. However, the creative blend and experiment of the installation presents a natural opening to-
wards combinations of common assumptions and existing knowledge that in themselves transgress ex-
isting cultural and semantic borders. The attempt to articulate hermeneutic positions of an Ideal User,
thus, is forward directed and creative. And it will demand the formation of concepts of the human sub-
ject that transgress existing, common assumptions.

In humans, the levels of socio-communicative language games and thought semiosis demand the ability
to generate meaning as part of the internal processes of the organism in relation to being part of a spe-
cific, eco-cultural niche. Now, an conceptual integration of simultaneous processes relating linguistic,

cybernetic, autopoietic, sensorial and motor properties is generally difficult to simulate or materialize in
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Robots, Artificial Life and Artificial Intelligence scenarios — no matter how advanced research and engi-
neering practices might have become. In our example, Hylozoic Ground cannot be understood to gener-
ate its own internal semiosic relations that are meaningful to itself, neither at the level of socio-cultural
language games nor at biosemiotic levels. The many distributed micro controllers, along with circuits
and the central Arduino board, do allow for local and global information processing in the sculpture.
But Hylozoic Groundcannot be understood to have properties of true self-maintenance, self-organization
or semiosis, even if both the chemical and electronic parts are capable of generating some degree of
emergent behaviour and sensibility to external input. And if we extend usual ways of understanding
memory with James Oschman, who suggests that stored information can be layered in wet organs and
tissues all over the body, [1] it becomes even more obvious that there is a complexity of micro and
macro levels of communication that are characteristic of conscious, living beings like ourselves, and the
understanding of which becomes severely reduced when using metaphors related to mechanical
processes based on signal exchange or pattern fitting (Brier) alone.

So the sculpture has no internal interpretational processes that rest upon triad semiosis (object-repre-
sentamen-interpretant). It cannot connect all parts into an overall, fine tuned, self-generative communi-
cation system that integrates information, mechanics and triad semiosis simultaneously. And this inte-
gration is the core of the cybersemiotic model, and Brier's demand for an organism to be conscious and
alive.

The mechanisms necessary to generate movement and sentient reaction in the sculpture, however, do
demand a system of distributed information and intelligent computation. Otherwise input could not be
translated into output, and reaction to users could not occur. This invites us to contemplate the installa-
tion from different points of view. We could consider the necessity of computational distributed intelli-
gence and creative human intelligence as central parts of the construction process - but simultaneously,
we sense the simplicity of the functions of the sculpture as it is compared to wet, organic living entities
as ourselves.

Generally, mainstream academia, particularly the field of biology, presents the idea that molecular, cel-
lular and autopoietic processes of the living organism cannot inhere goal directed properties. This places
a dissonance between our understandings of how nature works, and processes where humans play with
constructing life like scenarios. We can curiously ask: if organic life came about through random non-
semiotic mechanisms of competition and selection without goal direction or intelligence, how is it that
we expect our own goal direction, intelligence to be the source of artificial intelligence, synthetic life and
the creation of new “life forms”.

Hylozoic Ground cannot generate meaning internal to the system and base its further processes upon it.
But in our interaction with it as users, these processes do take place within ourselves. If we are taken by
the installation and choose to contemplate the different layers of our immediate experience, we can ask
ourselves how the phenosemiotic and biosemiotic processes would become linguistically signified and
turn into intellectualized experience within our own day conscious minds — as opposed to what happens
in the non-semiotic sculpture.

In the Oschman perspective, the experience of being moved and activated in the installation space
would be presented as inner excitation and information distribution and storage within our wet organs.
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The living sentience of our body and brain in immediate perception automatically generates inner quan-
tum excitations, [1] [5] qualia, and images, thoughts and memories as one kind of signification that has
laws, regulations and pathways independent of our intellect.

Simultaneously, there is a potential to intellectually grasp significations related to some of these
processes through thought semiosis. My goal here is to have the reader sense the dynamics of the rela-
tionship between pheno-, thought and biosemiosis. It is to demonstrate that processes related strictly to
the day conscious intellect can never stand alone in interpreting sensation and cognitive mechanisms.
They are rather one part of ES along with other equally important parts. And it seems important in
processes of (self)observation to add an inwardly directed focus of attention to the external focus that
dominates recent scientific and philosophical practices. Brier's distinction between different cybernetic
and semiotic processes can help us articulate and understand this potential.

The process of exploring technoetic installations with a focus on their particular creative blends of para-
digms into new knowledge compositions, together with the cybersemiotic terms, allows me to formu-
late transgressive narratives regarding the human subject. As Armstrong expresses, a sculpture like Hylo-
zoic Ground cannot be understood by referring to scientific narratives alone.

Hermeneutical narratives related to technoetic arts must incorporate the ambiguity of aesthetic compo-
nents and seek to reach definitions of Extended Sentience in ways that would be useful to the general
development of human knowledge. Classical, philosophical definitions of aesthetics have typically fo-
cussed on qualia and sentience. Yet a sculpture like Hylozoic Ground demands a narrative that integrates
intellectual approaches with aesthetic synthesis, presenting stories at higher-order levels of observation.
Trying to locate an Ideal User at this level, forces us to discover a higher-order, narratively structured
intellect that cannot be equalled to usual understandings of “a Self” or an “ego”.

It is my claim that the cybersemiotic paradigm can aid in fulfilling this wish, and bring otherwise abstract
observations down to earth in a comprehensible, linguistic signification. It is my further claim that narra-
tives that present a hermeneutical, pre-paradigmatic, and transdisciplinary perspective on technoetic
arts, can add useful dimensions to the new experiences that art installations already offer in Western
societies today.
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PHI TERRITORIES: NEIGHBOURHOODS OF COLLABORATION AND

PARTICIPATION

Alexandra Antonopoulou & Eleanor Dare
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The ‘Phi Books’ Project is a collaborative endeavour between Alexandra Antonopoulou, a designer and
children’s book writer-illustrator and Eleanor Dare, a fine artist who works with code. The Phi Books use
the house as a metaphor for interdisciplinary collaboration. The two researcher-artists use narrative, au-
dience participation, code-writing, and performance to explore how borders, walls and doors facilitate

collaboration.
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Fig 1. Poster for Phi Books, mixed media. © Antonopoulou & Dare, 2009



110

Eumgum =
12 gy e

EE—

e |

L

Fig 2. Top: Phi Books, Antonopoulou & Dare, 2008. Middle: Images representing the Phi room's sounds -
Phi books installation- Participants' stories, Antonopoulou & Dare, 2009. Bottom: Phi Film, interactive
application playing with consent, processing application. Antonopoulou & Dare, 2010. Participants body
performance visualization with motion capture system -Phi stage from the 'Thursday Club' performance-
Motion capture suit, Antonopoulou & Dare, 2011.

E. The Phi books is a collaborative project between Alexandra Antonopoulou, a designer and children’s
book writer-illustrator .

A. and Eleanor Dare, a fine artist who works in code.

E. The Phi books use the house as a metaphor for interdisciplinary collaboration. This will be outlined

and clarified in an article that is somewhat unorthodox in form, reflecting how our collaboration has be-
come more and more performative. The article is therefore produced here in script-form, where we, as
agent-actors (A= Alexandra E= Eleanor) take it in turn to read out and perform our themes and findings.

A. The project evolved in different stages from the initial formulation of written algorithmic fictions to
technologically mediated and embodied systems for collaboration. It uses stories, theory, drawings,
maps, charts, found objects, photographs, dreams, spies, keys, overheard conversations and meta-criti-
cal observations.
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E. The Phi ‘neighbourhood’ or ‘territories’, representing our expanded practice, has extended into wider
collaborative practices in which ‘house stories’ have been written by participants at our lectures and
performances while using reiteration of mediums.

A. We were lead into more performative and interactive forms using real-time interactive programs. For
example the ‘Phi Film’, software that played with people’s consent and participation and the use of mo-
tion capture technology where we asked people to physically perform their house stories as actors and
active agents exploring collaboration.

But let us tell you bits of our story.

E. Our first presentation together was in 2008 when we both presented our individual projects at a regu-
lar interdisciplinary event called the 'Thursday Club' at Goldsmiths. During the discussion we found our-
selves interweaving the passage of our research projects as if they formed one bisected, inter-depen-
dent narrative.

A. Back then | wrote: Stories were like a secret code, a silent and camouflaged set of communication
rules. We needed the stories to continue to communicate with each other, we needed to have a project
as a mask to fulfill our thirst for telling stories. But wait a second that means collaboration! We were
both odd and we did not even want to admit that we were already collaborating, we were scared of the
spies, we were scared of losing our freedom, terrified that we will end up in uncomfortable situations.

(1]

E. Our research fields seemed similar and yet they are different in many important ways. The common
ground we share is fiction.

A. My research focuses on the educational-social-participative-heuristic role of story-making in design-
ing. It involves partnerships with designers and children, facilitating them to author their own material
and learn through play fiction and design, while using story-making as a design concept stimulus. | also
create digital and physical tools for interactive story-making and | am interested in the use of story-mak-
ing as a research methodology.

E. My practice centres upon the meaningful capabilities computation has to offer the arts. Throughout
the last five years | have refined my practice into one that interrogates both the collision and synergy of
digital and analogue art forms. My PhD research was primarily concerned with programming situated
and responsive book forms that react dynamically to contextual and subjective moments in time.

A. We used English terraced houses as a metaphor for our research. Those houses have the same archi-
tecture and seem identical, but they are different since different people inhabit them.

E. We bought two identical books which were the metaphor for our houses. We wrote stories for each
room in the houses and then we swapped the books to write a response to each other’s stories. This
seemed to mirror an 'extreme programming' methodology in its agility and rapidity and in our attempts
to 'break’ each other's stories.

A. We used a mathematical algorithm to write a precise number of words for each room. The numbers
of the words in each room were following the logic of the phi ratios, this was the foundational structure
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for our collaboration. Room one is 100 words. Room 2 is a room of 200 words, Room 3 is a room of 300
words. Room 4 is a room of 500 words. Room 5 is a room of 800 words. Room 6 is a room of 1300
words. [2]

E. To explain our writing algorithm: Ignoring the seed values, each remaining number is the sum of the
previous two or F(n) = F(n-1) + F(n-2), for integer n > 1.

A. Room number 1 story: Room one is a tiny room just 100 words. What could it fit in a tiny space of
10x10 words? ‘The little prince was pale with anger, for millions of years flowers have been growing
thorns and for millions of years sheep have still been eating flowers, and is it not worth trying to under-
stand why they do go to such lengths to grow thorns which are of no use to them?’ (The Little Prince,
Antoine de Saint- Exupéry). We are all sheep flowers, we eat and being eaten. [2] | used the idea of
sheep flower as a metaphor for the collaboration process. We all have thorns to protect ourselves, but it
is inevitable to be inspired by others and give inspiration to them as well. In our turn we are sheep tak-
ing from others even though they have thorns themselves

E. The stories are followed by note pages that reflect upon our thinking and link our stories with theoret-
ically referenced texts.

A. By the time we reached room six, | had already instigated a full scale rebellion against the phi ratios,
bursting out of their numerical constraints and inviting readers to do the same by writing their own sto-
ries. Eleanor joined in the rebellion by reverting to code, which is, of course, a type of language. At the
same time she wrote in my territory, tunnelling into one of my rooms, and leaving words as provoca-
tions. She used stardust in her illustrations and these specks of shiny little dots where transferred into
the whole book. That was the collaborative contamination. We used tight structures in order to define
our individual territories which were eventually merged, giving birth to a wall-free collaboration.

E. In public we performed the Phi books, blurring the distinction between academic presentation and
storytelling by playing the part of our fictional characters, drawing the audience into our ambiguous nar-
ratives of research and story-telling.

A. We wanted to maintain the logic of the Phi ratios in our performance as we did in our writing. We
aimed to connect the linguistic to the sonic and to the spatial constraints of our collaboration.

E. We used sound to maintain the logic of the Phi ratios and to punctuate the performance. Each sound
progressively expanded to reflect the increase in size of each room in the Phi house, according to the
ancient Phi ratios. In the books each story’s word count corresponded to the ratios of the room it was
based in. We modelled the room sizes computationally to get a reverberation that was fitted to the
geometry of each room.

A. In Berlin we said: This performance is based on our interpretations of the project, characterising their
joint work as a paradigm for joining individual practices, leading to a result that celebrates both collabo-
ration and individuality. We are going to take our audiences inside our Phi houses, where they can inter-
act with the installation of our Phi neighbourhood, looking at our houses and creating their own re-
search houses in this neighbourhood. [1]
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E. A participant wrote this: My study is full of books. | try to keep them on shelves but there isn't enough
space so some are on the floor under the shelves, some on the furniture, and when | write gradually
they circle me, on the desk round the lap-top and round my chair on the floor. Then | have to return
them all - there is a system or rather systems.

A. We chose to put this contribution into this article, but we couldn’t put them all in. How are we sup-
posed to choose? We put them in a bucket shook them up and pulled one out. We didn’t like the first
one so we did it again.

E. In London at the Inter-Art Symposium (2010) we devised an interactive application to comment on
consent and participation, combining the physical space of writing performance with virtual space.

A. While the application was running we said: ‘Please attach a sticker to yourself. Please adhere a green
sticker to signal your consent to participate, and a red sticker for dissent, meaning that you do not wish
to participate in this performance. Place the sticker in a position that is clearly visible yet tasteful. Are
they all in place? Then we can begin (...).Did you hear a smooth, metallic mechanism over by the door? A
series of automatic locks have been activated. You are now confined in this room. Your detention gives
you all ample opportunity to enjoy the fruits of participatory performance.’ [3]

E. The Phi Meta Film was an interactive computer program written in Processing. It enabled us to project
our own film of the Phi Books while grabbing colour values from live CCTV images of the River Thames,
filtering those into the film and then gradually merging live images of the audience into that film and
saving the new version. Here we have very quickly revealed our methodological foundations. Like many
houses in London, the Phi houses have water flowing beneath them. The water that flows beneath our
houses is an interface to the mutability our visible structures suppress. [3]

A. But is there really an ‘interface’ between us, a set of doors through which we will walk towards each
other? Or is the concept of an interface a fallacy as Matthew Fuller has written? [4] Can there be such a
thing? Right here, right now? If so, what form does it take? Is it an object or an event?

E. Our next destination was Stockholm
We stayed in a strange house in Stockholm. It had doors that lead to no where, multiple staircases.
geometry was playing a large part everywhere, it all tied in somehow with the logic of the Phi Books.

A. We realized that we don’t just make stories, our lives are the stories.

E. We gave a talk in the library at Stockholm University, surrounded by books, in a sort of book womb.
Alexandra and | both have a past of working in libraries, we share this silent occupation with our
favourite authors, Georges Perec and Jorge Luis Borges. We see libraries as neighbourhoods of story-
telling, much like the terraced houses of the Phi Territories.

A. ‘The only thing that remains is diving in the alleys of the books, sleepwalking guided by the books’
numbers. | feel like a blind mouse guided by the book voices. | have to put them all in place otherwise |
will be punished. Sometimes | put them in the wrong place on purpose to separate them from their
friends and family. They are suddenly between other books with different interests; they hesitantly talk
to them. When they return to their right shelves they have new stories to tell. Certain books fall all the
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time in my head, they want to fill my mind with words, they scream, read me you fool...but | am just
blind mouse.’ [2]

E. In 2010 we asked participants to perform their own stories. With the help of Marco Gilles and Andrea
Kleinsmith and the 12 camera motion capture system at Goldsmiths we began to record the gestures
and body performances of ourselves and others in recounting narratives of the rooms where we work,
rest and create. The cameras translate people’s movements into lines or points detaching the self. In
that case the participants become agents however their movement can still reveal who they are. We
also aim to record the participant’s house stories with video-cameras in order to compare their graphi-
cally represented movement with their psychical self-represented performances. This will enable us to
extrapolate new layers of embodied narrative and subjective articulation.

A. In our latest presentation at the Thursday club in 2011 after we performed our stories, we asked our
participants to perform their own stories in real time. Even though, the Phi books became spatial (physi-
cal-virtual) neighborhoods and territories, we still want to call our project the 'Phi Books' as we believe
that a book can be spatial, performable and independent, detached from its ordinary form.

E. We value, rather than problematize the difficulties of communication and mutual understanding. We
looped with our participants through dizzying cycles of research and re-evaluation. The project is also a

response to the inadequacy of historical models for both theorising and practicing creative research col-
laboration, and to an apparent lack of theoretical mobility across diverse disciplines.

A. The Phi Books entail research-by-practice in keeping with the complex and multi-faceted meanings
the notion of research-by-practice evokes, and as evidenced by theorists of research and practice such
as Graeme Sullivan, [5] Paul Carter, [6] Barbara Bolt. [7] and Henk Slager. [8]

Both our individual research activities and our collaborative work has contributed to our view that story-
telling tools, whether analog or digital, must deploy the materiality of mediums, while also drawing
upon the situatedness and subjectivity of human storytellers or story-makers.

Conclusion

E. As Stephen Wilson states, [9] we contribute to research by defining new questions, but also, at times,
by ‘using systematic investigative processes to develop new technological possibilities or to discover
useful new knowledge or perspectives’. One of the consequences of this project has been the questions
we have generated for our collective and individual research, such as:

A. How can artists/designers/researchers communicate openly with each other during collaborative
processes?

E. How can people learn through performing and making stories?
A. What is a book? Is the book-form performable? ‘I am the voice of the book you are writing on, your

thoughts belong to me, you are part of the white pages, plain material, ink and paper. | am the carnival, |
am what others see, | belong to everyone and you belong to me.' [2]
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E. Can books be written by humans via methods and procedures more familiar to computer program-
mers?

A. How can making in conjunction with narrative lead to design innovation? How can story-making be
used as a methodology for research projects?

E. We consider the Phi Books a system and a method that was embedded with the productive possibility
of its own destruction. The possibility of destroying our own methods might be framed as an aspect of
the Phi Book methodology, or ecological intersubjectivity, which, to quote Graeme Sullivan ‘acknowl-
edges that the self and others are reflective and reflexive beings. This suggests that meaning is not con-
tained within a form itself, say a person, painting or a poem, but exists within a network of social rela-
tions and discourse.’” [4]

A. The Phi Books project has illuminated naturalized, internalized notions of what Bill Gaver and Phoebe
Sengers describe as ‘single, specific, clear interpretations of what systems are for and ‘how they should
be used and experienced.’ [10]

E. This recognition has enabled us to step away from the ‘presumption that a specific, authoritative in-
terpretation of the systems we build is necessary, possible or desirable.” [10]

A. This is a voice from the flat next door. | am not a human; | am just a utopia machine, a placebo for my
neighbours. | am helping them to hear their thoughts; they justify them through my existence. | might
be an artificial pulse for the person living on the right of my flat, something completely different for
someone else. | only wish there was another machine elsewhere, to hear myself ... the machine. [2]
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GENERATIVE NARRATIVE IN COMPUTATIONAL ECOSYSTEMS

FILIPE ANTUNES & FREDERIC FOL LEYMARIE

This paper analyses modes of interpretation of that part of the generative art practice making use of
computational ecosystems, i.e., virtual reality-based worlds mimicking or simulating an equivalent real-
life ecosystem. We discuss the notion of generative narrative, as the model for this genre of works. This
argument is illustrated with a case study, Senhora da Graga, which artistic concept is grounded on this
model.

By computational ecosystem (CE) we understand an artificial environment, produced in silico in the form
of a virtual world, populated by an heterogeneous class of artificial life forms; such class, will in the more
complex cases represent multiple trophic levels, forming a continuum in a food chain, with representa-
tives from the plants, herbivores and carnivores. Simplest simulations however often have two distinct
trophic levels represented, with one species of producers and another of consumers, such as is the case
of Jefferey Ventrella’s Swimmers or Jon McCormack’s Eden.

As artistic artifacts CEs appear throughout the last thirty years in different curatorial projects, galleries,
and art festivals. This artistic practice had its first major blooming season in the mid 1990s, when pro-
duced by pioneers such as Christa Sommerer or Jane Prophet established the roots of the practice with a
series of works which are nowadays seen as early landmarks of evolutionary art.

Engaging in a discussion on CEs as artistic instruments, the aim of the present paper is to formalize the
concept of generative narrative as the model these works operate. This model of narrative confers CEs
the potential to address projects which are significantly distinct from those of their aesthetic cousins:
other evolutionary art in the computational medium, such as the Scott Draves’s Electric Sheep, or car-
bon-based ecosystems based art such as Ken Reynaldo’s Hydroponic herb garden.

Throughout this document we will articulate a number of voices (Latour, Klastrup, Hayles, Eco and Hol-
land) to lay out a theoretical framework which attempts to see behind CEs’ formal novelty and inven-
tion, and understand the mechanisms at play in conveying context and artistic meaning.

Our previous work Senhora da Graga, where the apparent two realms (the formation of narrative and
the physical ensemble) articulate the artistic concept, will be brought into the discussion as case study
to assist in the deconstruction of the processes of narrative.

With an algorithmic and systemic understanding of the artistic artefacts, this practice takes expression in
the construction of rich generative computer-based works which renew themselves, and evolve dynami-
cally. Rooted in ALife, CEs operate within an aesthetics of complexity where emergence, self-organiza-
tion and autopoiesis appear as a focus of interest in an agenda pursuing novelty and spontaneity.
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The foundations for the mechanism driving this evolution lie, in the internal dynamics of the complex
adaptative system formed by the populations which inhabits the worlds. Its structure follows a bottom-
up logic common to AlLife systems where the complexity of higher level structures emerges in recursive
interactions from lower level building blocks and rules.

To discuss aspects of an aesthetics of emergence it is pertinent to recall Umberto Eco’s concept of the
open-work. Eco, suggests works of art to operate in a state of potentiality, of unexplored possibilities
which they may admit. An open work is not limited to a single linear reading. Its open-ended nature is
complex and offers an unlimited range of possible readings, works are ‘open’ to continuous generation
of internal relations which the addressee must uncover and select in his act of perceiving the totality of
incoming stimuli. [4]

Particularly critical for this discussion is the 'work in movement’, a term Eco uses to describe pieces
which operate as invitations “to make the work together with the author,” works that “characteristically
consist of unplanned or physically incomplete structural units.” [4] In CEs, the building blocks of the sys-
tem interact autonomously. Emergent processes create new trajectories. The work admits a large num-
ber of possibilities. However each run will only see one sequence of these potential outcomes. The com-
plexity of the ecosystem generates such wide range of combinatorial possibilities that two different runs
of the system will systematically diverge in outcomes. Amongst the illustrations of the ‘work in move-
ment’ are Calder’s generative mobiles. As in CEs the modular structures of the mobiles pre-exist the
viewing experience. And in a somehow similar way the work articulates time in its substance. The ‘Open
work’ was first published in Italian in 1962. Three decades later, laying their foundations on emergent
behaviors, and bringing the audience to intervene in the evolutionary course of the simulations, CEs
seem to be mature ontologies of systemic-open-works. However, the ontology of CEs does not exhaust
itself with the production of novelty and the exhibition of multiple scales of visual and audio complexity.
They are more than accelerated versions of Calder’s mobiles for the digital ages.

CEs are a sub-genre of AlLife art, which is art drawing on ALife and is discussed in great extent in Mitchell
Whitelaw's Metacreation: Art and Artificial life. [13] ALife is a sub-field of Artificial Intelligence which fo-
cuses on computational systems mimicking some of the processes of natural life and evolution.
Whitelaw sees AlLife-art as a natural follow up of the modernist attempt to imitate not only the appear-
ance of nature but also its systems of functioning. [13] The practitioners agenda appears to be ambi-
tious, and is inscribed with an interest in questioning life itself. The project of ALife is the chimera of ex-
ploring “Life-as-it-could-be.” [10] The strong claim of Alife is that life is reducible to information, and as
such, Alife models can extend the knowledge in biology. Artistic uses of ALife inherit this dialec-
tics/ethics.

This forces a change of perspective in the analysis, moving away from mere pictorial and chromatic
spheres. According to the anthropologist Stephen Helmreich, cultural pre-conceptions from the domi-
nant western culture such as dominant notions of gender, monogamous families, heterosexual and pro-
ductive sex appear widespread across models camouflaged in a Darwinian struggle for survival. [7]

To Helmreich, authors of CEs rather than neutral modelers of life actively shape the world and its narra-
tive re-inscribing cultural values in the simulations: they “transport received stories into new hardware.”
[7] If in the inception of ALife Christopher Langton described it as “life-as-it-could-be”, Helmreich argues
that these constructions “are built from specific visions of Life-as-we-know-it.” [7]
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This presence of the authorial hand is also identified by literary critic Katherine Hayles: “Analogy is not
incidental or belated but central to the program’s artifactual design.” [5] She reminds us, “in these rep-
resentations, authorial intention, biomorphic interpretation and the program’s operations are so inter-
woven that is impossible to separate..." [5] Hayles continues to say "statements about the program’s
operation and interpretations of its meaning are in continuous interplay with each other.” [5] The differ-
ence between the material space of the computer and the imagined space appears blurred. In the imagi-
nary space, one "hungry’ creature moves towards another. In the material space, segments of code in-
struct an agent that as a consequence of the state of some variable, below a certain threshold the agent
will adjust its variables defining its position to those of some other agent which global pattern is com-
patible.

Hayles puts it clearly: it is a narrative that “changes electric polarities on silicon into a high drama of a
Darwinian struggle for survival and reproduction.” [5] Behaviors restricted to organisms appear juxta-
posed with the execution of segments of code in the informational domain. Assumptions we have about
natural behavior are transported into the narrative when these two spaces collapse.

John Holland, one of the leading pioneers of ALife, refers to models as maps or cartoons of life. Some
features are captured, emphasized, exaggerated while some others are neglected or removed. As in car-
tooning the skill goes into choosing what is to be emphasized and what is to be thrown away. [8] Practi-
tioners appear, as such, as promoters of a spectacle (in Barthes terms), orchestrators of representations
of life. Referring to CEs as representations Holland implicitly concedes that we are operating in the liter-
ary realm: the power of discourse and the identification of the audience and its practitioners with a
shared common narrative. It is this literary and metaphoric process which transports into the narrative
the meaning of death or birth to squares disappearing or appearing in a simulation.

Departing from the understanding of CEs, firstly, as representations of life permeated by structural gaps
which are filled by narrative processes; and secondly, as open-works which dynamic interaction of com-
ponents generates new relationships in a potentially endless evolution, we can start building a theoreti-
cal framework under which light we can formalize the narrative process.

As seen earlier, Katherine Hayles alludes to the active role of the viewer, filling in the gaps in the narra-
tive, by the transition from the material to the imaginary spaces. She emphasizes these as works in
which the author, the viewer, and the model are connected parts in a gestalt where meaning results
from this relationship. [6] Flickering pixels in the screen might become ‘alive’ in the mind of the be-
holder when the appropriate story is associated. This comes in accord with the concept of the actant
from the actor-network-theory (ANT). Latour disputes any distinction between nature as opposed to cul-
ture. In the actor-network-theory an actant is any intervenient, be it human or non-human, in a momen-
tary network of forces in a given situation, in a dynamic network of relationships. [11]

The first of the actants we will discuss is the shared context or story. Lisbeth Klastrup is an internet theo-
rist who studied the poetics of virtual worlds. In her study of the ‘worldness’ of virtual world. Kalstrup
addresses this concept as ‘interpretative framework’. The world as interpretative framework, or fiction,
is the concept or story behind the world. It constitutes a reference from which the actions makes sense
to participants; for instance the story of its creation and evolution, the cosmology of its inhabitants. [9]
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The interpretative framework contributes significantly to situate the elements in a common and shared
territory, a contextual space and time.

In Klastrup’s media-inclusive proposition, textuality is described as ‘the place of the reader and text in
the process of reading. The text contains signs that the reader, in the process of reading, decodes and
interprets, be it graphical, auditive or verbal signs’. She continues ‘the text does not necessarily need to
be written text, but can be all forms of cultural artifacts with a signifying function.” [9] Extending the no-
tion to ‘multiuser textuality’ this author widens the notion of textual construction to encompass the net-
worked aspects participating in the interactive experience of the world, as well as the agency from all
the human participants in the virtual world. With CEs this textuality also include actants such as the
computational forms of life, as well as the processes in the rendering pipeline, or yet the vertices of a
3D-surface (We will illustrate this further in the case study, when some of these elements are brought to
the center of the narrative process). In Jane Prophet's Tecnosphere, for instance, when the user is select-
ing a creature to be either a carnivore or an herbivore they are actively participating in the construction
of a narrative process which will unfold throughout the ’lifetime’ of that creature. The emails the crea-
ture will ‘send’ later informing about who it has fought against or ate are actants which will reinforce
this dialectics.

Equipped with this framework we will now attempt to formalize a notion of generative narrative in CEs.
Generative narrative is a term we borrow from electronic literature, which is found in [2] to describe
some works where integral or partial components of the text are automatically generated, such as in the
case of Prolix by Christophe Petchanatz, a playable generator. [12] Generative describes here an auto-
matic (re)construction of the system (be it partial or integral).

Deriving from these premises we start by situating the narrative of CEs as the model of story which
emerges from the dynamic interactions from the author, the viewer, the computer where the model
runs, and the agency of the creatures in the virtual world. Generative narrative can be understood as a
dynamic form of narrative emerging by this network of relationships as time flows. A free-understanding
of generative narrative is about narratives where the system not only adds new events to the world but,
in doing so, it reinvents itself. The author sets the system, the initial conditions of the story which then
unfolds autonomously, living a life of its own. This autonomous life might, in turn, recreate the system in
feedback loops, in an auto-catalytic process. The interplay of the components generates new behaviors
or properties. The system might even generate behaviors which re-define the rules of the evolution of
the system. The system and the emergent story become inseparable from each other.

In summary, in CEs, the narrative is emergent. Meaning is conveyed from the textuality of the CE, a by-
product of the conjugation of the interpretative framework and the material aspects such as sounds, or
textures implemented as 3D surfaces, or the processes modeled describing the behaviors. The final in-
terpretation of the work incorporates the agency of a triangle in a 3D-mesh of the landscape, and the
process driving the way a certain character is displayed, and the text in the website where the work is
accessed, and the website itself, and the viewer who accesses the work. The resulting dynamics pro-
duces an ever-changing landscape, a context for interpretation.

We introduce in the discussion a case study to analyse this narrative process at play in conveying mean-
ing in an artistic CE, Senhora da Graca. [1] Senhora da Graca denominates a valley, near Sabugal, in
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North-East Portugal, which in 2000 was submerged to build a new dam. The artwork Sen-

hora da Graga is a memorial in the form of a virtual ecosystem composed of clouds of rain, soil, plants,
herbivores, carnivores and scavengers. With the help of photographs taken at the site from which this
work borrows the name, around 20 years ago, this work was aimed to reference a period or moment in
time. However, the photographs of reference are presented in a distorted and somehow abstract way,
when applied as 3d textures in the exterior surfaces of the creatures (skin), on the soil, and in the skies
of the virtual world.

As the surfaces aren’t static, the generative dynamic of the interaction of creatures permanently re-
builds the world and the shapes. As a result, the photographs keep making reference to a moment of
time, however, the living and dynamic frames where they are applied (the creature’s bodies) as 3d tex-
tures, evolve over time making them unrecognizable. Having lost their pictorial value as photographic
object they keep maintaining their conceptual and chromatic values. In a metaphoric way, as it happens
with the submerged place of Senhora da Graca, in this work the photographs appear unrecognizable,
they are shadows of the moment they evoke.

Accessing Senhora da Graca, a spectacle is offered, a parade of abstractions that we have difficulty un-
ravelling any meaning, if any at all. However, in the website we have access to a text describing the in-
tentions and motivation, illustrated with an introductory short story. Whereas, in an operatic perfor-
mance we need a libretto to help to introduce and decode the narrative, the interpretative framework.

One of the keys for our discussion resides in this libretto, precisely, since it provides access to the inter-
pretative framework. Gilles Deleuze, in his two volumes of work dedicated to cinema, suggests the
‘mental automaton’, a circuit made of body, flesh and light, which is formed by the cinematographic ob-
ject and the viewer. This cybernetic circuit is initiated by the sensory stimuli of the electrical pulses from
the movie and the nerve signals and impulses that are generated in the viewer. Once this circuit is estab-
lished the impulses no longer come from the movie but from the circuits formed by the brain, ‘mixing a
multitude of cinematic signs with bodies.” [3] Extending this concept to Senhora da Graga, we can ob-
serve that the object virtual world and the libretto combine to feed this mental automaton.

In Senhora da Graga the virtual world is part of a circuit initiated with the introductory text. Due to its
material properties, the virtual world has an obvious interest as isolated sculptural and material object.
But the semiotic significant is entirely dependent on the textual narrative, derived from the mental au-
tomaton. However, this relation is not passive as the virtual world also prolong, continue and expand
the narrative: The texts finds a natural follow up in the deformation of the surfaces and the evolution of
the creatures/pictures in the virtual world. In this sense, the virtual world has a dual and hybrid quality
since it is only complete when in the presence of the libretto, its extension. Rather than finishing with
their physical boundaries the virtual world extends and is extended with/by the mental automaton.

CEs offer rich endeavors to those authors interested in exploring this unconventional artistic practice.
We have attempted to lay out a theoretical space for situating and experiencing CEs as instruments for
artistic dialogues. We have discussed how the story and the material properties of the CE participate in
the narrative and might be incorporated in the artistic concept. This process is open and other actants
might be invoked in this process.
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We propose the term generative narrative as a conceptual tool in understanding these works. We saw
earlier how works which are structurally incomplete, which the audience completes in the act of per-
ceiving the work, are suggested to be open by Umberto Eco. On the other hand N. Katherine Hayles em-
phasizes a gap between the material space and the imaginary space in ALife. This gap, she argues, is
filled by narrative. A series of actants (in the ANT sense) are invoked by the artists/modelers filling in
these gaps, generating a field for interpretation. Generative narrative is the textual construction articu-
lating the different aspects which define the CE (the actants). This goes to include a wide network of
influences, from the language of code used in the implementation of the virtual system, to the the story
read by the audience or its processes of diffusion. This process is dynamic and non-stop. Due to its open
nature works evolve when new relations and interactions establish and evolve in time.

Fundacdo para a Ciéncia e a Tecnologia assisted in the production of this paper in the form of the stu-
dentship SFRH / BD / 61293 / 2009 to Mr. Antunes.
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ART, TECHNOLOGY AND BUSINESS: TRANS-DISCIPLINARY TEAMS IN THE
ARTS

Gavin Artz

The Ancillary IPs hypothesis theorises that, despite myths to the contrary, artist regularly work in trans-
disciplinary teams and this way of working is analogues to the entrepreneurial team found in business.

For the past two years | have been working with The Australian Network for Art and Technology (ANAT)
to develop and test a model for working commercially with creativity, a model where artists aren’t di-
minished in their creative work, but are able to generate a broad range of revenue from their activity.
This Ancillary IPs hypothesis theorises that, despite myths to the contrary, artist regularly work in trans-
disciplinary teams and this way of working is analogues to the entrepreneurial team found in business.
The hypothesis predicts that if this trans-disciplinary team is recognised while the relationships and
commercialisation processes are managed within specific criteria, artists can successfully commercialise
intellectual property embed in their artwork while enhancing their artistic output.

In part 1 of this paper an overview of the Ancillary IPs hypothesis is presented with a focus on the pro-
posed five factors for successful commercial outcomes from creative practice. Part 2 tests the Ancillary
IPs hypothesis against the findings of an Australian Network for Art and Technology (ANAT) and Univer-
sity of Adelaide’s Entrepreneurship, Commercialisation and Innovation Centre(ECIC) investigation into
artists attitudes toward career, collaboration and commercial elements of their practice and a case
study of the company rezon8 .

Unlike previous representations of the Ancillary IPs hypothesis, in this paper two separate but linked
concepts are articulated to make reference to research and case studies more clear, Ancillary IPs and
the Ancillary IPs Process.

Ancillary IPs occurs when, in the course of an artist pursuing their vision, they encounter a technical
road block that requires the development of a technology, device, process or code. [1] These tools can
then become the basis for IP commercialisation.

The Ancillary IPs Process addresses commercialisation of Ancillary IPs by seeking to unlock the pent up
commercial value in creative activities, while ensuring sustainable ongoing creativity based on equitable
trans-disciplinary collaborations.
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Creativity relies on intrinsic motivation expressed through curiosity and self directed exploration. [2] Be-
cause of this artists are internally motivated to create and discover what does not yet exist and over-
come the problems that arise through that creative process. This intrinsic motivation is what drives
artists to create intellectual property on an ongoing basis.

A commercialisation process benefits from high level artistic process, because this process relies on
sound problem discovery [3] but problems that we did not know existed and problems that often seem
unrelated to present concerns. This approach to problem finding sets artist outside of the marketing
concept in a commercial sense [4], but makes them perfectly placed to deal with disruptive technology
as detailed by Moore. [5] Because artists are engaged in research questions or cultural activity they are
often reaching into an unknown, yet linked future. In a sense they are long range strategic problem find-
ers. This means that artists are continually uncovering problems that will have general applicability into
the future. But artists can only serve in this capacity if they are left to be creative. It is the open ended
nature of creativity that underwrites its value, or to put it another way, personal creativity is diminished
when put to work for someone else’s ends.

Whether we acknowledge them or not Ancillary IPs are being created all the time as a part of creative
practice. The hallmarks of this creative practice are the application of ideas to people, culture and soci-
ety and this is why the creation of Ancillary IPs in the arts can be seen as an innovation process.

The Ancillary IPs Process is based on the commercialisation of the tools that artists create to overcome
technical roadblocks, not through setting them the task of applied research or commercialisation. Be-
cause of this the Ancillary IPs Process does not compromise valuable intrinsic motivation and because
the tool (IP) has been created to resolve a real problem, it is just a case of finding a like problem that the
tool can resolve; giving a considerable head start in the R&D process. In this way an appropriate com-
mercial value is placed on purely creative endeavours.

This aspect of Ancillary IPs Process is what sets it about form innovations based on coincidence. The An-
cillary IPs Process is not an accidental discovery of a property or application; it is a repeatable approach
for any instance of creative practice.

The Ancillary IPs Process relies on collaboration for commercialisation outcomes. This is necessary so as
not to compromise the intrinsic motivation. There is a myth that artists are not interested in commercial
outcomes. Artists are driven by intrinsic motivations, but this does not mean they do not value com-
mercial activity and the revenue that can come from it. Usually artists do not wish to become business
people, but they value their creative output in commercial sense.

In the Ancillary IPs Process commercialisation happens in the context of a team, much like an entrepre-
neurial team, enabling the artist to focus on the creative process. Artists work with technologists, busi-
ness people, or any other skills they need to create work while having access to the commercial world.
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By doing this, creative practice is placed in a value network as opposed to a value chain, creating a more
sophisticated relationship that can transfer the tangible and intangible value. [6] It is the ongoing mu-
tual benefit and the ability of all members of the team to focus on their intrinsic motivations that alows
creativity to be successfully commercialised.

This is a trans-diciplinary approach that doesn’t separate the non-applied research from an applied re-
search process. By having an integrated approach, innovation processes can be condensed, R&D cycles
sped up.

The Ancillary IPs hypothesis predicts that if five factors are included in a commercial process then suc-
cessful long term business outcomes will be possible without diminishing the intrinsic motivation that
drives creativity — these are:

1. Invention and Innovation: Because Ancillary IPs are created to resolve a real problem they are
closer to innovation than pure invention. There is far greater potential to find like problems than
from pure invention.

2. Commercial Partnerships: There are no expectations that creative practitioners involved in the
Ancillary IPs model will have business skills. While it is ideal that a level of knowledge is devel-
oped to ensure appropriate choices are made, the Ancillary IPs hypothesis is more focused on
commercial partnerships.

3. Personal Benefit: There is an expectation that the creator of the Ancillary IPs will derive an on-
going and direct benefit from commercial applications. This is a part of the commercial partner-
ship that allows for ongoing IP to be created.

4. Personal Vision: Ancillary IPs relies on the personal vision of the creative practitioner. Their
value is in this vision and everything is to be done to allow them to focus on the end vision.

5. Process: Because of its importance the personal vision cannot be curbed to commercial ends.
Commercial opportunities come from overcoming roadblocks, not the end result of creative
work.

In 2010 ANAT and the ECIC under took a survey of creative practitioners who had an existing connection
with ANAT. The survey was entitled “Creative Collaboration, Commercialisation and Career

Study.” [7] Those surveyed had been added to ANAT’s database either through choice or through partici-
pating in ANAT program. The survey itself had two key questions to uncover in relation to Ancillary IPs.
One being what is the nature of collaborations in the arts? The other, what is the attitude toward com-
mercial outcomes in the arts?

A questionnaire was circulated to 2150 people who were on the ANAT data base, with 36 respondents.
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1. The use of ANAT’s database selects people who have an interest in collaborations between art,
science and technology and who have knowledge of work ANAT has undertaken in the area
being investigated.

2. The number of respondents were too low to conclusively resolve the questions.

The key findings that relate to the Ancillary IPs hypothesis were:

1. 94% of respondents answered yes to the question - “Are you interested in exploring the com-
mercial opportunities that may evolve from, or be embedded within your creative work?”

2. 81% of respondents answered yes to the question — “Are you interested in professional develop-
ment (seminars, workshops) for commercialisation and / or business developments of creative
practices?”

3. That 61% of respondents collaborate with others to develop work and that 61% of collabora-
tions for this purpose are with people outside of the arts.

While there are limitations to this research it indicates that there is a strong interest in commercial ac-
tivity from some in the arts and there is a corresponding strong interest in professional development in
business skills. The research also indicated that a majority of artists collaborate in creating work and that
a majority of these collaborations are with people outside of the arts.

This case study was based on interviews with rezon8 founders Jimmy McGilchrist and Darryn van
Someren between April 2010 and May 2011. rezon8 is a fast growth technology start up. In early 2010
they presented a work at Melbourne’s Federation Square entitled “Swarm”.

“Devised and created by Adelaide-based artist Jimmy McGilchrist and programmer Darryn van

Someren, this Next Wave Time Lapse work for March uses human recognition technology and the Fed
Cam live feed to create extraordinarily graceful and surreal effects. As audience members stand motion-
less in Federation Square, virtual butterflies will gravitate towards their on-screen image swarming
around them. As the viewer moves suddenly within the frame, the butterflies will dissipate, following
them for a time before fluttering off into the distance. Ulanda Blair - Next Wave” http://rezon8.com.au/
case-studies

To execute this project they developed proprietary software and a unique configuration of existing hard-
ware that placed an audience inside the digital screen, allowing the audience to use their body to inter-
act with digital content.

Through MEGA SA’s entrepreneurial, professional development program | reviewed the work of rezon8
using the Ancillary IP’s hypothesis as a framework to assesses their creative work for unique intellectual
property. In this case it was the software created to drive their custom configured hardware. The soft-
ware was developed to resolve technical problems associated with the realisation of their art work. It
was then a case of finding a like problem in a different industry where this tool could be applied.
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rezon8 applied the IP to the outdoor digital signage industry. Their IP has been able to resolve the prob-
lem of measuring consumer interaction with signage as well as increasing the engagement with this ad-
vertising investment. They have built a sustainable business that is currently negotiating export of a
hardware solution developed from the initial art work. The company continues to use their art practice
as a combination of ongoing technology R&D and market testing of ideas and technology.

1.

Invention and Innovation: This factor was borne out in that the IP created for the art work
could easily be applied in a different market and the application was resolved to the point that
rezon8, as a commercial business, could commence commercial work immediately and within
six months became a sustainable consulting business with longer term automated digital out-
door signage solution in development.

Commercial Partnerships: The development of this factor followed the predicated path, but also
showed a deviation. In line with the hypothesis rezon8 has built strategic partnerships with
other business to help deliver a complete product. They formed an entrepreneurial team made
up of the core team including an advisory board, but deviated from the hypothesis by creating a
virtual entrepreneurial team by including a mentoring business relationship with a business that
creates animations for advertising and more distant, but none the less supportive, relationships
with advertising agencies. While commercial in nature these relationships developed on the
lines of strategic partnerships rather than purely transactional relationships. The other point of
deviation is that the hypothesis predicts that a partnership would need to be formed with a
business, or individuals that could deliver commercialisation outcomes while the artist contin-
ued a creative path. As indicated as common practice by the“Creative Collaboration, Commer-
cialisation and Career Study” rezon8 was an artistic practice based on a trans-disciplinary collab-
oration. The core team has creative, technology and business skills supported by an in-depth
professional develop experience in entrepreneurship. This built-in entrepreneurial team helped
rezon8 to quickly build a functioning business with the artistic process conceptualised as re-
search and development for the commercial outcomes. This conception of artistic practice as
research and development in a commercial business builds on the existing hypothesis in an un-
expected way.

Personal Benefit: Due to the deviation from the hypothesis of commercial partners rezon8 was
able to maintain ownership and control of IP. By not having to trade a share in this intellectual
property for commercialisation partners they always maintained a personal benefit from the
artistic IP created.

Personal Vision: rezon8 fulfilled this factor in that the personal vision of the “swarm” meant
that the intrinsic motivated creativity encountered technical problems, that when overcome,
made up the commercial basis for rezon8. The added dimension to the model came about when
this personal vision was contextualised as the research and development investment of rezon8.
The new venture, rezon8, invests in the production of interactive art work for events and festi-
vals at a loss. This investment pushes the development of technology while enabling instant,
large scale customer feedback from event and festival attendees.

Process: While the process of integrating creativity deviated from the model, it was in sympathy
with the overall concept of Ancillary IPs. rezon8 have built and develop the business through
looking to the tools created in an artwork, but they have brought that art work creation into
their business processes. This integration brings the business closer to the creative process, but
the creative process does not produce the end product sold through the business.
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There are two beliefs prevalent in the arts that prevent artists from being a part of the mainstream
economy and more importantly it prevents artist from making a living from their creative practices.

One is that artists do not have an interest in commercial activity. The other is that the artist is a lone cre-
ative visionary. This paper begins to reveal these beliefs as unfounded and that a much more complex
relationship exists between business and the arts than is commonly recognised. This paper concludes
that the Ancillary IPs hypothesis shows promise in articulating more clearly this complex relationship
and how this relationship can be leveraged to benefit both artist and the economies in which they work.

The case study reveals that Ancillary IPs are clearly being created in some areas of the arts, but further
case studies in other industries and other areas of the arts are need to demonstrate possible general ap-
plicability of the hypothesis. Also further research and modifications to the hypothesis are required be-
fore the Ancillary IPs Process can become a deeply applicable model. The recommendations being:

1. More rigorous research with a greater sample size needs to be undertaken to get a reliable pic-
ture of attitudes to commercialisation of IP in the arts and the nature of collaboration in con-
temporary creative practice.

2. That the five factors that underpin a successful Ancillary IPs Process needs to be reviewed in the
light of the“Creative Collaboration, Commercialisation and Career Study” and real world cases.
This review will need to take into account the potential for greater integration of commercialisa-
tion process and artistic creativity and to allow for the contextualization of artistic practise as
research and development activities in a commercial enterprise. Further to this a more complex
view of the entrepreneurial team needs to be considered to take into account a broader array of
the types of commercial partnerships that can exist in a value network that links the artistic with
the commercial.

3. The notion of knowledge transfer of the tools developed to overcome roadblocks in achieving a
creative vision to like problems in other industries or markets needs to be better understood
from a process stand point.
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VOICES IN MACHINIMA AS A SITUATIONIST DETOURNEMENT OF VIDEO
AND COMPUTER GAMES

Isabelle Arvers

Voices in machinimas appear as the human side of the virtual game environment. Behind the gamer
performance that produces character actions, dialogs create the sense and the drama of the movie.
Voices, through dialogs, songs, or voice-overs, also become game modifications, as they transform the
original game function and offer a new set of meaning to the virtual realities initially created by game
developers

The French Democracy, 2005, Alex Chan, Machinima directed with the game: The Movies, © Lionheads
Studios

The word machinima mixes the idea of cinema, machine, and animation. It is the encounter between a
film and a game, in which gamers become film directors. As a technique to produce films, machinima is
a new cinematographic genre.

Voices in machinimas appear as the human side of the virtual game environment. Behind the gamer
performance that produces character actions, dialogs create the sense and the drama of the movie.
Voices, through dialogs, songs, or voice-overs, also become game modifications, as they transform the
original game function and offer a new set of meaning to the virtual realities initially created by game
developers.
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In the art world, works making games, modifying games, and using games for machinima can be seen as
following in the footsteps of Dadaism and Surrealism, which saw play and entertainment as the most
subversive and also as the ultimate forms of art. Even outside of an art context, it is important to
remember that as soon as the first personal computer was created, MIT computer scientists hacked the
computer code to conceive the first digital creation: Spacewar! And Spacewar! was a computer game.
So, if computer game history is related to the roots of digital creation and to digital code hacking,
machinima can be understood to follow this tradition.

Machinima represents the particular moment when gamers begin to produce content and where games
become tools of expression. These movies are mostly narrative, but they can also be experimental,
artistic, or related to music, documentaries, ads, and feature films. They can be seen as a new way of
representation in the digital age, along with 3D animation, digital cinema or video.

During the riots in Paris in 2005, Alex Chan, a graphic designer based in the northern suburbs of Paris,
directed the short film The French Democracy using The Movies game engine, from a game created by
Peter Molyneux. This was the first political machinima. It explained how and why the riots began. Alex
Chan had never made a movie before, but faced with the media coverage of the riots, which was
massively biased against the youngsters, he decided to give them a voice by the means of a game. He
directed the movie in one week, subtitled it in English, and posted it on The Movies website. Alex Chan’s
movie was downloaded more than a million times.

Alex Chan chose to subtitle The French democracy in English to be able to post it on The Movies website,
but also because he wanted it to be watched by the international machinima community. As Cillian
Lyons, resident machinima artist and producer for Machinimasia (The Asian Machinima Festival), also
explains, voice is something they specially discussed for Asian movies because the majority of the
machinima community is English-speaking. [1]

Apart from the gamer’s performance that creates the action in the movies, voices are the human side of
machinima. As machinima are entirely shot in 3D environments of games, they are made of digital
images. These images are part of already existing worlds, and even if machinima directors modify them,
they remain digital and mostly unchanged. Each of these worlds bring their own visual imaginary: a
fantasy world with World of Warcraft, an urban modern life with The Sims, futuristic landscapes with
Halo, or a violent suburb atmosphere with Grand Theft Auto, for instance.

More than an aesthetic, it is a 3D vision of the world—a digital representation of it. And in these
environments, voices transform the meaning of the scenes. Originally imagined by hard-core gamers,
machinima are a way to come back to the virtual universes with which they feel so comfortable. Voices
are a tool to appropriate these worlds by adding their own stories, thanks to dialogs between
characters. Voices bring sensitivity, a sense of humor, or an absurd touch to these virtual spaces.

Games are created to be fun, rather than to make you laugh or cry—even though this sometimes
happens. Nevertheless, machinima voices offer a new set of emotions and allow us to perceive images
in a different manner by getting closer to game characters and landscapes. It also brings an “as if
analog “ feeling to the machinima—a counterpoint to the digital. There is a sort of uncanny feel here, as
the voice and image are out of phase with the warmth of the voice and the coolness of the image. The
performed and scripted quality of the voice gives a not-digital feel to this very digital world. Polygons
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and avatars take a new dimension, a new personality—as if a human body would fill them up and
breathe inside.

Furthermore, the voice works to bring about a reverse engineering of a mass consumerist object into a
tool of narrative and artistic expression. With machinima, we can talk about an emerging game play: an
unsuspected use of a game for an artistic objective. Here play operates in the fullest, most artistic sense
of the word. Even though, of course, now ads are also created using the machinima techniques—for
commercial purposes— nevertheless, machinima remains a tool that is available to anybody who has a
game engine at home and who wants to express themself by combining voice with the games’ visuals.

By using virtual spaces and changing the perspective as an artistic strategy, machinima allow a distanced
critique of a simulated world. They tend to erase the boundaries between reality and fiction and
redefine the transgressive power of the game. "There, where the real world is changing into simple
images, simple images become real human beings and efficient motivations for an hypnotic behavior."
[2] They reactualize the Situationist conception of cinema, in which images, voices in dialogs or
interviews or voice over, act as different layers of content. Guy Debord and Gil J. Wolman, in a joint text
written in 1956, added to the Situationist theory of détournement [3] the point that cinema is the most
efficient method of détournement where détournement tends to pure beauty. It doesn’t need to be a
parody or a critique of a movie. In this text, both authors argue for the strategy of diverting a movie like
the racist one Birth of a Nation by D. W. Griffith by just changing the soundtrack in order to denounce
the horrors of the war and the KKK activities.

Some machinima, like This Spartan Life (TSL) by Chris Burke, or Landlord Vigilante, written by artist Eddo
Stern and writer Jessica Hutchins, could, | would argue, be compared to Situationist movies. This Spartan
Life is a talk show about digital and gaming culture directed in the virtual space of the network

game Halo 2. Chris Burke, aka Damian Lacaedemion, has special guests in the game: for instance, he
interviewed Bob Stein on the future of the book and Malcolm McLaren about the 8bit music and the
roots of punk music. As the talk show is filmed, players are fighting around Lacaedemion and his guests.
Sometimes, other gamers, who don’t realize that a talk show is happening live in the game, actually kill
the guests. For instance, while Damian Lacaedemion was defending Malcolm McLaren against futuristic
monsters, we could follow MclLaren walking through the digital landscape, in the shape of a strange
purple animal, talking about "magnificent failures better than little successes." [4]

Landlord Vigilante combines the visuals of a car chase with the musings of a cab driver about the
economy. It allows a second level of reading the images. Based on a true story about their ex-

landlady, Landlord Vigilante is an artistic monologue of a women cab driver directed in the game Grand
Theft Auto, according to its makers, because of its gritty depiction of Los Angeles and prospective
violence, and the Sims, which is property/real-estate oriented. Each game presents a “world” or
narrative arena confined by a set of prescribed, “rules”—we wanted to stretch and play with those rules
to tell our own post-traumatic story. [5]

Why do | compare these machinimas to Situationist movies? Because, thanks to the voices, they add an
artistic or a theoretical content to the images of violent games, and for that reason they are close to a
Situationist film like Can Dialectics Break Bricks?This movie, produced in 1973 by the French director
René Viénet used a martial arts film—The Crush by Doo Kwang Gee—overdubbed with French
revolutionary philosophic ideas. It was a radical critic of cultural hegemony designed to entertain and
amuse, while demonstrating a number of artistic and political points.
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With machinima, the images come from a video or a computer game but are then transformed into
short films. Though the Situationists had the idea of using a movie as the most efficient détournement
because of cinema’s capacity to reach a popular audience, new kinds of audience encounters are now
possible with the extensive games audiences. Machinima began in the gamers’ community, but it has
expanded very quickly. The audience tends to be quite young and movies are often downloaded millions
of times on websites such as Machinima.com or The Movies, You Tube and Dailymotion also distribute
these films widely. Among the varying kinds of machinima, some like TSL or others mentioned earlier
offer an alternative vision of the world. And it is voice, in particular, which gives the deturned edge to
these machinima.

As Roland Barthes wrote, the grain of the voice is an "erotic mix between the language and the tone."
[6] In the human voice, the body travels from thought to its expression as language. Joseph Beuys once
said during a conference given at the Dokumenta VI in 1977, that voice is a sculpture of the thought.
[7] It is the information sculpted by the air through the organs. It transforms the immateriality of
thinking into materiality by bringing the body inside the sound.

Voice reflects the idea of alterity and the relationship to another person. Voice is the simultaneous
presence and absence of human corporeality. Voice is the content and the meaning in language but also
the sound of a person and their body through time and space. With recorded voices in cinema, the grain
of the voice takes another dimension: it is the “anonymous body of the actor in my ear.” [8] As we move
into the digital domain, this materiality of voice is essential to machinimas and their virtual game spaces.
Besides the narrative in the dialog writing, the voice over represents a huge part of machinimas. Paul
Marino talks about it as the "humanness that is otherwise missing from the digital package":

The voices of actors in machinimas “animate” the virtual spaces. They give life and personality to digital
puppets, which were not a priori conceived by the game developers to have dialogs with each other.
And as machinima directors cannot play with the facial expressions of their digital puppets in the way
cinema does with live actors, or in traditional animation, they need to work very precisely on the voice-
over.

To illustrate the importance of this voice-over matter, the machinima Bill & John tells the story of two
advanced pilots inside a military flight simulation game: Lock On: Modern Air Combat. The directors took
the opposite of the cold atmosphere of the game by the use of hilarious and absurd dialogs between the
two pilots. The first scene begins with two military flight aircrafts on the ground, and one of the pilots
amazed by the beauty of a flight aircraft yells:

“What-the-fuck, mo-ther fu-cker, that’s fucking beautiful! Hey John! See, even after all these years, Ill
never get tired of it . . . That’s when | think to myself . . ." “Bill! You piss me off! You’ve been pissing me
off for ages! But now you’re really pissing off! You yell, you yell! It pisses me off hearing you yelling from
the minute you get up . . . and you, you, and you yell, You never shut up. ““Well, You’re in a great mood
this morning . . . we’re gonna have a great day. ““But do you realize that because of you . . . we are stuck
in these shit wrecks!”

As they try to take off, the more foolish of the two pilots has forgotten how to begin and launches a
missile instead: "All right, now, let me see, slowly give it some gas . . . and ease up on the brakes. Wrong
switch. So, brake, switch . .. and releasing brakes. Wrong switch again. Oh right . . . thereitis...and let
up on the brakes."
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The authors played with the rhythm of each scene during the editing:

The silences in the sound track were more than essential to give life to characters we do not see on the
screen but from which we guess the gesture. . . . The succession of uncontrolled events provoked by the
two protagonists creates a distance effect which puts the spectator in the skin of an accessory witness.
(9]

In a game, the imagination of players is driven by the actions of the play, scripts, and maps. In
machinimas, our imagination can fill the empty spaces between the dialogs and, as with books, we can
imagine what is happening inbetween. As in traditional cinema, we find elliptic narration in machinimas,
which allows us to take an active part in the story and to go back to a more personal perception of what
the images mean.

Bill & John reminds us of Beckett’s absurd theater, where clownish characters hold discussions in
strange spaces—cold and mostly empty. This confrontation between humorously edged and warmly
human dialogs and “cold” digital spaces is also prominent in the voice performances of the famous
machinima series Red vs Blue. Shot in the futuristic game Halo 2, it tells the story of the battle between
Red and Blue. These two characters seem to be lost in the game space, talking endlessly about the
meaning of life and death. The dialogs’ script and its deep sense of humor is what made the series
enormously successful and allowed machinima in general to achieve significant success.

Interviewed about the link between the dialogs written for the serial Red vs Blue and the Theater of the
absurd, Burnie Burns agrees: "Yes, especially the early episodes. We wanted to know what would
happen to videogame characters after the games were turned off. It’s funny to think that these guys
would have a life where they wait for someone to come along and play their game." [10]

This shift in meaning isn’t only used for comic effect in machinima. To create a fictional effect and an
artistic work by a détournement of game images, Eddo Stern and Jessica Hutchins worked differently
with voice. Landlord Vigilante is a monologue and the tone of the voice is monotonous. Based on a true
story that happened to the authors with their ex-landlady who tried to dupe them, as mentioned
previously, we follow the thoughts of a woman cab driver. The authors chose third-person narration
because it"gives the whole (first-person) monologue a disembodied, artificial feeling. Maybe these
qualities allow it to be perceived as a subjective work of fiction, instead of blatant slander!"

[11] Watching Landlord Vigilante is like traveling constantly from the text of the voice to the images, as
if sometimes they couldn’t be connected to each other, operating on different levels of perception.

This unnatural voice deals with the complexity of human identity and the boundaries between the fake
and reality. We are lost, because we’d like to believe in 3D images, but we know that it’s a fiction, and
the monologue reinforces this feeling, because it doesn’t seem to take any side. It doesn’t entirely
reveal the identity of this woman.

Even though there are some machinimas that are not dubbed with voice for technical or linguistic
reasons, | have tried to demonstrate that voice in general constitutes the major game modification in
machinima. Following the hacking tradition, voice gives another dimension to the use of games,
transforming them into a form of expression. Voices in machinima provoke a shift in meaning similar to
the way that Pascal Bonitzer discusses in relation to voice-over in cinema—they reopen the doors of our
imagination as we watch preexisting digital images.
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“To bring the focus to the off screen space, as another screen space,” writes Pascal Bonitzer, "is to
displace the focus from the gaze onto the voice, to release the voice from the dictates of the reality of
the image." [12] Voices move our mind to another range of perception, diverting us to immerse totally
in digital images and allowing us to keep a critical distance while getting closer to characters.
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PIXEL PERFECT: PERFORMATIVITY AND SELF-PORTRAITURE

Erin Ashenhurst

In the context of social media, a 'profile picture' calls for the production of a thumbnail-sized self. The
individual may act as both subject and photographer while building and tending to an online identity in
moments of seclusion. Exploring self-portraiture and visual narrative, this research offers a study of the
web-based project At Arm’s Length,and works to provoke discussion around performativity and the con-
struction of identity.

Fig 2. Wide-shot on beach from At Arm's Length, Erin Ashenhurst, 2010
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Fig 3. Portrait on beach from At Arm's Length, Erin Ashenhurst, 2010

INTRODUCTION

The photograph is the advent of myself as other, a cunning dissociation of consciousness from identity.
— Roland Barthes [1]

On busy city sidewalks, an emerging hazard may be observed — the digitally engaged pedestrian. Easily
identified by their down-turned gazes, they are those for whom the act of walking has been compro-
mised in order to accommodate their absorption in the screens of Smartphones. Leisurely-paced steps
act to lessen the likelihood of blind collision while they read emails, compose texts, select music, or post
images. The increasing number of mobile devices outfitted with camera technology suggests that more
and more individuals hold the potential to create and share photographs almost spontaneously. Digital
images are used as evidence to construct identity and illustrate personal histories on blogs, photo-shar-
ing and social networking sites. While these images are framed as representations of lived experience,
they are fraught with fabricated cues. Vamping for the lens, or gazing off towards fictional distractions
to suggest ‘candid’ shots, subjects use performativity to compose their preferred visual narratives. In the
operating room of programs such as Adobe Photoshop, remaining flaws may be smoothed, filtered,
nipped and tucked.

Offering irreverent commentary on the practice of self-portraiture, At Arm’s Length begins with a set of
images resembling those commonly used in online profiles. This set is matched by a series of wide-shots
exposing the contrasting environments existing beyond the boundaries of the subject’s framing.

PERFORMATIVITY AND THE IMAGE
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Although the process of staging a photograph is far from that of Robert Cornelius’ first daguerreotype
self-portrait in 1839, there remains a moment of arrested movement in which the subject, aware of the
camera, surrenders to a pose. During the course of creating this pose, the subject anticipates how he or
she may appear in the future photograph. Of his role as the subject of a photograph, Roland Bathes
wrote, “once | feel myself observed by the lens, everything changes, | constitute myself in the process of
‘posing’, and | instantly make another body for myself, | transform myself in advance into an image.” [2]
This transformation, the styling of the body into a deliberate, static self, can be examined as a perfor-
mance. In his book The Presentation of Self in Everyday Life (1952), sociologist Erving Goffman examined
human interaction and how subjects use performance to construct social identities. Exploiting the lan-
guage of dramaturgy, Goffman describes the subject as a social actor using various contexts as theatrical
stages. [3] Assisted by props and costumes, an actor may learn to navigate a breadth of social environ-
ments by recognizing the codes of behaviour expected in each, and adjusting his or her performance to
fit.

In order to communicate qualities and character in the static performance of a photograph, subjects
must depend solely on visual cues devised from cultural archetypes and social norms. Visual anthropolo-
gist Richard Chalfen proposed that when photographed, “the individual can choose and select among
many codes, each of which may have its own standard of ‘correctness.’”” [4] Framing gender as a matter
of performativity, Judith Butler noted that constructs such as femininity “cannot be understood outside
a process of iterability, a regularized and constrained repetition of norms.” [5] In this sense, the perfor-
mance of the subject is not purely voluntary. In order to be understood, behavior is constrained by a
specific set of conventions that are built through collective repetition. Each culture can be said to pro-
vide "a tool kit of habits, skills, styles, perspectives, norms, roles, and values out of which each individual
can construct a potentially unique strategy of action.” [6] It is with these tools that a subject builds an
identity and a visual narrative as the subject of an image. In her photographic series, Untitled Film

Stills (1977-1980), artist Cindy Sherman manipulated the tools of cinematic culture to fashion herself
into archetypal female characters surrounded by narrative clues. In artist JK Keller’s experiments in self-
documentary, props, costuming, and grooming, are treated as playful trappings. Over the course of 12
years, Keller took headshots of himself posed with an expression reminiscent of those required for gov-
ernment-issued identification. Edited in rapid succession, the portraits taken from 1998-2006 make up
the video project Living My Life Faster. In the space of two minutes, the video shows a quick moment of
each image — creating an effect that holds Keller’s face as a constant while tendrils of hair, beards,
moustaches, glasses and clothing thrash in a frenzy across him. Behind the variations in styling, Keller
presents a starkly coherent self, face broadening slightly as it ages by the second.

In the research for the project At Arm’s Length, | considered a selection of profile pictures posted on
Facebook and noted consistencies in the compositions of the portraits. Some subjects made eye contact
with mischievous grins, or glanced to one side of the camera, chins tilted down coyly. The observable
similarities of expression used for self-portraits shared online point to this repetitive use of cultural
norms to inform a subject’s performance and aid in his or her transformation into a perfected, readable
document. As Chalfen wrote, “the fact that people sharing the same culture will independently agree so
well on their patterned choices of appropriate imagery and associated conventions makes many collec-
tions of personal pictures ‘look’ so much alike.” [7]

Although camera phones have extended the role of photography in creating and maintaining social rela-
tionships, researcher Lisa Gye found, “the typical photo taken with a phone is often reinforcing the
user’s identity more than their ties to a group.” [8] The pursuit of identity as described by anthropologist
Marcel Mauss is based on the “universal desire to master consciousness and project a social presence.”
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[9] Sites such as Facebook have developed systems with which individuals can articulate their social
identities through text and images, while the designs of many camera phones favour subjects ranging
from 2-5 feet in distance from the lens. This facilitates the production of self-portraits taken by holding
the camera at arm’s length.

Presented in a web browser, At Arm’s Length begins with three close-cropped headshots arranged in
horizontal alignment against a white background. The minimalist design can be seen as a nod to the sup-
posed ‘neutrality’ of the white-walled gallery or the interface of many photo-sharing sites such as Flickr.
com. The series of images feature the same woman. In each, she appears distinctly styled in a new set-
ting. Without interaction, the brightness of the images gently dwindles. If a cursor moves over an image,
it changes to a quick frame featuring the animated shutter of iPhone’s camera application before reveal-
ing the portrait at full opacity. Lines of text commenting on the image appear in sequence below. A click
of the mouse transitions the frame to a wide shot revealing the environment surrounding the woman at
the moment the selected portrait was taken. In these wide shots, the subject can be seen acting as her
own photographer, camera phone obstructing her face. With the woman setting up for the portrait, the
viewer is privy to the cues of the setting existing beyond the portrait’s framing.

In the first portrait, the subject is sporting dark sunglasses, which obscure her eyes. A necklace and the
straps of a halter-top are all that is seen of her attire. In the background, the stretch of sand and sliver of
water suggest a beach under a bright sky. Mousing over the image reveals several lines of text below
including the words, “OMG, you live in such a beautiful city! | would kill for a decent beach day!” The
style of writing mimics comments made by users of online photo-sharing sites. Positioned below the
image, it acts as captioning and plants suggestion.

Transitioning to the wide-shot, the subject can be viewed posing in a small section of beach. The land-
scape is unpopulated by other visitors with the exception of two figures sitting on a log far in the back-
ground. A large portion of sky is grey and cloudy while thin, bare trees appear in the foreground. The
subject is seated on a log with her fall coat pushed off her shoulders and shirt pulled down to accommo-
date only bikini straps in the frame of the portrait. On a stump beside her rests an umbrella along with
her assorted belongings. The culmination of cues points away from the portrait’s sunny scheme towards
a moment of fantasy created by an individual in the solitary hours of an autumn day.

Clicking on the wide shot of the beach brings the viewer back to the series of portraits. In the second
image, the woman smiles radiantly into the camera. With a bright feather in her hair, the straps of a red
satin dress frame the necklaces adorning her collarbone. Resting the mouse over the image, text materi-
alizing below comments “Holy hot dress! Looks like | missed another crazy night...”

The wide shot reveals the woman taking her own picture while seated in a room. The room is yellow
with recessed archways framing the wall above a marble floor. The subject sits cross-legged in a party
dress. Around the corner, another woman in a red coat can be seen walking by a wall of elevators. The
space appears to be a lobby. The viewer may speculate that the two women are connected. Perhaps the
subject is waiting for a friend and taking pictures to pass time in the sterile surroundings. Or perhaps the
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red-coated woman is a stranger about to come around the corner and trigger momentary embarrass-
ment with a glance towards the vamping photographer. The subject may be on the cusp of a glam-
ourous social event, but in the flash of her portrait, she is alone.

The third portrait features the woman, hair sleek, looking intently into the camera. The subject’s wide
eyes and the subtle downward tilt of her chin verge on seductive. Hovering the mouse over the image,
the text, “Hey sexy, we still on for Tuesday?” appears among the comments below. The background is
flat beige with an edge of wooden furniture peeking out on one side. With only the neck of a white
sweater featured in the portrait, the viewer may be surprised by the wide shot’s colorful display: the
subject stands to one side of a cluttered apartment, framing her picture so that an overhead light is hit-
ting half of her face. While her hair appears to have been freshly groomed, the portion of her body
cropped out of the portrait is dressed in a casual sweatshirt and red flannel pajama pants patterned
comically with moose silhouettes. The wide shot reads as a private instance, where subject and setting
are unprepared for public presentation beyond the tight framing of her camera phone.

Online, the activity of people watching translates into trolling through profiles. The portraits of At Arm’s
Length are revealed as charades. In the wide shots, the woman’s environment is dressed with ample
signs while the viewer is positioned as a voyeur, a passer-by. In the act of creating the portrait, the
woman’s performance is for her own camera. The viewer watches as the subject constructs herself as an
object, seemingly oblivious to the viewer’s omnipotent gaze.

The images can be seen to culminate as a character study of an individual constructing a socially engag-
ing self through photography, while her daily life consists of time spent alone. Taken as a general com-

ment, At Arm’s Length points to questions around the disconnection between the lived experiences of

subjects and the constructed self they choose to project in their online identities. Photographic activity
becomes about imitation, trickery, and assembling a tableau of ciphers.

In the mid-1990’s, Mark Poster described the World Wide Web as a host for “little narratives”. Poster
wrote, “the internet seems to encourage the proliferation of stories, local narratives without any totaliz-
ing gestures and it places senders and addressees in symmetrical relations.” [10] Over a decade later,
social media has made the development and maintenance of personal narratives a daily activity for
many. While consumer culture emphasizes the importance of the individual through services and prod-
ucts geared towards self-advancement, the Internet provides the ability for a person to act as a brand.
The beliefs and values of the brand are enforced through the constant generation of words and images.
Researcher of visual culture Liz Wells, writes of the modernization of society since the Industrial Revolu-
tion, commenting, “The twentieth-century consumer-led economy has shifted these new individuals
away from a culture based on work and self-discipline to one based on libidinous gratification which en-
courages us all to identify our pleasures in order to develop and refine them.” [11] Online profiles ask
users to list their ‘likes’ and ‘interests’, integrating these factors into the concept of a user’s identity.

Much like a traditional marketing campaign or the building of a cult, a poorly managed Twitter feed may
result in decreased ‘followers’. Sites such as Facebook or MySpace act as contemporary promenades
with conventions mirroring those of late eighteenth century Parisian bourgeoisie. Historian Richard Sen-
nett described the lively city centres of Europe as stages upon which individuals continuously practised
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being “somebody.” [12] In contemporary society, the offering of virtual gifts, acknowledgements or salu-
tations written on each other’s pages, allow individuals to publicly enforce social connections within the
larger group. Online 'friendship' is obtained through a standardized click-through process that may sim-
ply result in the viewing of another’s page (comparable to 'people watching'), rather than any written
exchange.

In At Arm’s Length, the performativity involved in the process of creating self-portraits is inspected
through irreverent fabrications. The narrative of a subject’s headshot is seen in a new light when
matched with a wide-shot revealing the moment of capture. However, one may question if any image
can really be measured as 'truthful'? In an interview American photographer Richard Avedon has com-
mented, “a portrait is not a likeness. The moment an emotion or fact is transformed into a photograph it
is no longer a fact but an opinion. There is no such thing as inaccuracy in a photograph. All photographs
are accurate. None of them is truth.” [13] In At Arm’s Length, narrative folds in on itself: an actress plays
a character, performing as a subject, parading as her idealized self. In the performances of social actors,
Goffman warned, “A single note out of key can disrupt the tone of an entire performance.” [14]
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REENGINEERING OF THE SENSORIUM AND IMAGINARY LANDSCAPE:
MIXED REALITY

Leci Augusto

The landscape is understood as the space of experience dominated by the embodiment of subjects and
objects. Thus, the space is part of the body. Body and space are blended, mixed, impregnated because
the spatial structure of landscape belongs to the description of our surroundings. Geotagging transforms

the territorial configuration of the landscape by creating an abstract projection of connection nodes in a
global cartography.

Fig 1. 14 BIS, Funarte Square, Brasilia, 2010

Fig 2. 14 BIS, Latin America Memorial, Sao Paulo, 2010
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The landscape as the mediator between different levels of perception and action is also a testimony of
the civilizing process that is taking place today in the Occidental Arts. The art has not always resulted ex-
clusively of visual processes, it has also been conceptual throughout its history, reveling the typical
phases of development in which it will come to pass in time. The idealization of natural elements re-
sulted in the creation of gardens, as appropriate places for the admiration of nature and it has also
resurfaced the Garden of Eden’s myth.

Centuries after, the painting presents great panoramas, totalizing visions, geographies of places and the
human attitude against the ground space, the construction of a miniature world in scales perceptible
with the body in the ground, as in the landscape paintings of Pieter Brueghel (1525 -1569).

In Europe of the sixteenth and seventeenth centuries, both artists and cartographers used the same vo-
cabulary to describe the geographical representations. Jean Marc Besse [6] states that ‘painters and ge-
ographers share the same cognitive attitude and visual acuity,” they depart from the empirical experi-
ence of understanding the world’s signs, driven by the same interests: the rock colors, the move-

ment of river water and the wind. The cartographer and the painter share not only the perception of
the earth's surface, but mainly its subject — the landscape. It is important to emphasize the relevance of
Leonard da Vinci, who, during his several journeys, studied the geological formations of the areas he vis-
ited. This work is expressed in the local maps and feature richness of detail considered in greater de-
gree to cartographers. The artist painted the rivers, settlements and valleys in such a realistic way that
we have the impression of looking at a landscape from an airplane.’

In the late 50's — another representative historic moment — artists are once more interested in the land-
scape with the purpose of relating it to artistic productions. Land Art offers a way of relating art to the
countryside in the context of Earth Art, and the ‘protagonist of the aesthetic experience is the environ-
ment, space in which individuals interact, while the other, in the broadest sense, in which the self is con-
fronted.’ [3] It also means a rupture with the traditional position of the viewer, who in land art no longer
gazes upon the work of art, but inhabits it, expanding the notion of a conceived, per-

ceived space. Instead of mapping roads and landscapes, the art intends to record processes of translat-
ing contemplation into human action next to the landscapes that it constantly modifies.

In this century the work with technologies, the 3D world of computers has the ability to take the
viewer back to the scene. They allow the creation as action, the works are interventions of embedded
data in the urban and cultural spheres, creating geographies of emergency and transience, updated

in time of the communication context. Louise Poissant, [8] regarding the interactivity in the Arts, states
‘that it is a response to the feeling that the audience has to be aware of: they want to move the repre-
sentation registration to that of the action.” In fact, interaction prevents the user to maintain the dis-
tance, the intellectual distance, the criticism, compared to the trompe-I’oeil of the view paintings, in
which three-dimensional perspective functioned as a visual recovery of a tactile experience.

Interactivity art has also demystified the role of the artist as a creative author, giving him/her the func-
tion of a context designer, the one who prepares the ground to the reception. The work presents itself
as a field of co-creation in which users interact with the device and create a renewed aesthetic experi-
ence.
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The work 14 Bis is an intervention in Augmented Reality (AR) done collaboratively, in honor of the 50th
anniversary of Brasilia (Brazil). It had as a poetic reference the song Tropicdlia, by Caetano Veloso, which
deals with the construction of the new capital of Brazil, inaugurated in 1960 and idealized by the archi-
tects Oscar Niemeyer e Lucio Costa. Recreating Santos Dumont’s (1873 - 1932) invention as a synthetic
image, the project was idealized with the intention of honoring the Brazilian cultural thought.

So that the work exists in Mixed and Augmented Reality, it was necessary to measure the point of ap-
pearance, by using a GPS (Global Positioning System) and inserting the geodesic coordinates in

the Layar software, a free browser for augmented reality, compatible to the android operating system
used in cellphones and tablets.

The Mixed Reality (MR) is the hybridization that connects us to the physical and digital worlds, the ‘real’
and the ‘virtual.” Domingues [4] states that ‘with today’s locative, ubiquitous and mobile technologies,
men realize their fictional desires of living in parallel worlds, in paracosmos that mix physical materiality
and data immateriality, placing them in what we call cybrid realities to cybrid existence.

In loco, this cybridization is reflected in the level of the sensory perception of a combination of informa-
tion from the physical environment, from the user and the data generated by a computer system and
from the mobile and locative interface. Thus, we have the anthropomorphic proposal of Peter Anders,
[1] based on the human body, in the experience, between space and information. Domingues [4] states
that the subject cybridizes himself/herself in the subject-object-environment flow.

Human sensory changes in the speed of the development of technological devices. In nineteenth cen-
tury industrial capitalism, the machines actually assume the leadership of the economy. Transform-

ing cities, taking farmers from their lands and turning them into workers, change customs and the rela-
tionship with the world. Charles Chaplin criticized this poetically in the film Modern Times, whose pro-
tagonist works continuously on a treadmill, making himself an integral part of the machine, his con-
sciousness remains attached to the mechanical movements. With the advent of high-tech machines,
computers, robotics and telematics, in post-industrial capitalism, machines get an amazing power and
influence over subjectivity. This happens because these new technologies, besides their ubiquitous na-
ture, possess a high degree of sophistication that promotes, with the wishes production system, charac-
teristic of this model of capitalism, a high degree of interaction and relationships. That is, ma-

chines are not only literally negotiating human relationships through a variety of portable devices such
as telephones, television, computers, and the Internet, but also promoting the emergence of a direct hu-
man-machine relationship in the re-engineering of senses and of life.

We model our sensuousness in accordance with the mechanic production of subjectivity that behaves
like mechanic gears on the interactive interfaces. Roy Ascott [2] states that the interaction presupposes
a reciprocal effect, so that one thing affects the other, adds or transforms, and if we are dealing with a
work of art, a ‘transformation of consciousness’ that emerges from the experience, in which

the opened meaning models new relations to reality, new ways of feeling in a context interactions

with artistic systems. In mixed reality worlds the interaction between art objects and protagonists al-
lows a multisensory that carries the redefinition of the human.
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In cyberculture, artistic creation with new interactive media shows a rejection of old art categories, in its
place, new fields that pervade the human-computer interaction (HIC), imposing ‘shareable affections’
within a set of sensory experiences that coordinate signals and that trigger the body's perception

and proprioception. Diana Domingues in the article- Ciberaddo e a magia das cibercoisas pervasivas-

, speaks of a ‘biology of interactivity’ in which the technological apparatus adapted to the biological al-
ters profoundly the sensory synthesis, because they allow symbiotic processes that expand to virtual
worlds the body's and environment’s natural signals in regenerative changes. The authoralludes to the
book Symbiotic Man: Perspectives for the Third Millennium, by Joél de Rosnay, that describes the evolu-
tion of the interfaces between humans and machines and speaks of numerous functions that are

being studied from biological signals, access roads funding and decoding of information.

Interacting on the landscape where the plane 14 Bis is located, the body falls into places, searches terri-
tories, compares landscapes and explores relationships. In this sense, the landscape is contaminated by
this being-in-the-world, ontological condition of coexistence. And so, Geography, as the science of con-
crete things, allows itself to be invaded by external processes, categories that transcend disciplinary
boundaries and the landscape defines itself in categories of natural and artificial objects that make up
space and time for the present and past relations of human work, confirming the assumptions of Mil-
ton Santos [9] that ‘nothing is fixed nor motionless in the landscape’. Therefore, the human experi-
ence of occupying the existential space creates natural and artificial streams, vital directions and of in-
teractions with communication networks, demonstrating the existence of the symbiotic relationship be-
tween human - landscape - communication network, and in ‘the frequency of shifts reveals in the
human, a body with a materially sensitive certitude.’

Merleau - Ponty’s [7] Phenomenology of Perception, aiming to reach the things themselves, de-

scribes the phenomena as they are experienced by consciousness, understands that subject and ob-

ject are interrelated in the process of dialectical knowledge. He assumes that world knowledge, even in
scientific terms, is given from the subject's own experience in the world also as is a body in the

world. The body is the subject of perception, seen as the source of the senses, as significance of the rela-
tionship of the subject in the world, and the subject seen in its totality, in its structure of relations to
thingsaround it. The author draws attention to what is perceived by man, the phenomenon, occurs in a
field which he belongs. The emphasis is to demonstrate that the relationship in the

world is physique and always significant.

From this perspective, consciousness is not separated from lived experience, it acquires a meaning
and is defined as perception, so that there is no separation and opposition between the ratio-

nal and sensitive data in the act of apprehension of things, and our experiences are the source of all
knowledge acquired in the world and the world comes into existence only when we assign it a mean-
ing. Thus, consciousness is continually tuning itself to the world.

Derrick de Kerkhove [5] speaks of how media edits the environment and therefore the user, our senso-
rium is being edited by the daily media, by electronic devices: cellphones, computers, tablets affect our
strategies of information processing. The author also speaks of a ‘biotechnology,’ this experience can be
observed with the use of sensors and devices attached to the body as a means of projecting emotions,
media that act as interfaces between language, body and world. In the book culture the consciousness
subjectivity performs a psychosensorial synthesis within the body. With the screen, there is a reversal of
the consciousness to the outside, it is projected on the screen, we enter in the information.
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Interaction in the mixed landscape of the 14 Bis reveals the state of presence-absence as a result

of computer vision of cellphone cameras and of post-extrusion biological human vision, the act of look-
ing is shared between the eye of the satellite in the sky and the human eye projected on the screen of
the phone, neuropsychophysiology expanding human perception that characterizes the biocybrid condi-
tion. Our cognitive and motion models are expanded in the landscape, geo-referenced by a Geographic
Information System (GIS) and by computer codes information. And the body attached to the mobile de-
vice translates the reengineering of sensuousness.

The living space in this context is presented as historical and mixed reality in which man is a modifying
agent. And time updates the immateriality of the work process which, when completed, returns to the
void in its timelessness. Because the ‘real’ time, in 14 Bijs is just the point in time in which it updates

the system that is composed by the user’s input. In this sense, the concept of time is linked to interactiv-
ity, the presence of the object hic et nunc before the perceiving subject.

In the art’s field, the landscape intervention in mixed and augmented reality represents acultural trans-
gression that moves from the excessive, the unknown, the hidden, to clarity, to order, the revealed in
the becoming of the cybrid landscape, the one that results from the sum of natural elements with

the cyber data, which the ordered set of categories creates a new meaning to the everyday experience
in the space in the reengineering of life.
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HYPERPRESENT AVATARS

Elif Ayiter, Selim Balcisoy & Murat Germen

This paper will discuss two student projects, which were developed during a hybrid course between
art/design and computer sciences at Sabanci University; both of which involve the creation of two
avatars whose visual attributes are determined by data feeds from ‘Real Life’ sources by following up
from Biocca's concept of the Cyborg’s Dilemma, we will describe the creative and technological
processes which went into the materialization of these two avatars.

Fig 1. The Facebook Avatar, virtual photograph by Elif Ayiter.

Fig 2. The Miro Avatar, virtual photograph by Elif Ayiter
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If the body is the primary communication hardware, then what is its relationship to a medium which is
made up of steel, plastic, and silicon given that instead of pulsing blood, pulses of electrons and light an-
imate the computational hardware?

Marshall McLuhan long ago pointed out that communication interfaces attach themselves to the body.
In the words of McLuhan, “Media are extensions of the senses,” in that the view of the world associated
with print is being replaced by a world view associated with electronic media that stresses feelings and
emotions. [1] This is a different vision than Licklider's [2] for whom “mancomputer symbiosis” is a sub-
class of “man-machine systems” in which the human brain is coupled to its machine counterpart. This
coupling of one brain to another made sense in the early days of computing when the communication
between human and machine was still one of conversation where instead of a mind communication
through a body to another body, we have only two disembodied conversations, a sterile coupling of ab-
stract symbol generators. At the close of 20th century however, the development of advanced computer
interfaces is characterized by progressive embodiment. Progressive embodiment is the steadily advanc-
ing immersion and coupling of the body to an advanced communication interface.

Intelligence augmentation applies itself to the theory that communication technologies can be cognitive
prostheses amplifying or assisting cognitive processes or by developing cognitive skills. This leads to the
guestion, of what it means to be virtually embodied, particularly if this state also contributes to intelli-
gence augmentation. In other words, what arc the psychological effects of goals of embodiment in vir-
tual environments? What are the psychological effects of embodiment in virtual environments? Most
commonly these are expressed as various forms of ‘presence,” which is described as the perceptual sen-
sation of being in a place other than where you physically are, or a sense of transportation to a ‘place’
created by media. [3] It is the illusion of ‘being there’ in a virtual space.

Compounding the dual concepts of (virtual) environment and (virtual) agent are Giuseppe Mantovani
and Giuseppe Riva’s findings which point at the social nature of ‘presence,’ challenging the notion that
experiencing a simulated environment is merely a matter of perceiving its objective features: Presence
(real or simulated) means that individuals perceive themselves, objects, as well as others not only as sit-
uated in an external space but as immersed in a socio-cultural web connected through interactions be-
tween objects and people. [4]

This social aspect of ‘presence’ is further picked up by Frank Biocca, who seems to question the issue
both from an externalized as well as an internalized viewpoint, bringing to the fore the notion of self-
presence:

“When the user’s body enters the virtual world and inhabits an avatar, a number of changes in self-pres-
ence are possible. Self-presence is defined as the effect of virtual environment on the perception of
one’s body (i.e., body schema or body image), physiological states, emotional states, perceived traits,
and identity. To use a phrase, self-presence refers the effect of the sensory environment on mental
models of the self, especially when that model of the self is foregrounded or made salient. As with other
forms of presence, designers share the assumption that increases in self-presence are correlated with
higher levels of cognitive performance, and, possibly, emotional development. In the words of Socrates,
the goal to ‘know thyself’ is a worthy journey. It may be the only journey.” [5]
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And it is at this juncture that Biocca formulates a vision, a hypothesis, a wish:

“... it may be possible to develop a medium in which one feels greater “access to the intelligence, inten-
tions, and sensory impressions of another” than is possible in the most intimate face-to-face communi-
cation. One aspect of what might be called hyperpresence” (Biocca, 1997) may be possible in the social
presence domain as well. Of course, it is hard for us now to imagine a medium that can create greater
intimacy than face-to-face communication. But this misses the point of social presence and the very arti-
fice of the body itself. In face-to-face communication the body is used to communicate one’s sensory
experiences, observation, and inner states to another. The body is the medium for this transfer. Com-
munication codes such as spoken language and non-verbal codes such as facial expression, posture,
touch, and motion are used. But, for example, inner states might be communicated more vividly through
the use of sensors that can amplify subtle physiological or nonverbal cues. These can augment the inten-
tional and unintentional cues used in interpersonal communication to assess the emotional states and
intentions of others.” [5]

While Biocca’s deliberations seem to focus on sensor based technologies, there may well be other
means of conveying data, which is likely to bring about the communication of inner states, emotional
responses and non-verbal clues, including an immediate manifestation of interests and inclinations.

Two avatars which may fulfill such demands, through non-sensor based technologies, were created by
two separate groups of students, during different semesters, as course projects for a hybrid art/design
and computation course entitled CS450, co-instructed between two artists and one computer scientists
at Sabanci University. [6]

Both projects deliberately go against the grain of the prevalent mindsets of metaverse residents which,
more often than not, involve a wish for concealment of real life attributes: A study conducted by Bros-
nan, [7] using 126 participants recruited from Second Life, shows that while the physical persona may be
predictive to a certain extent in virtual embodiment, nonetheless in many cases significant differences
between physical and virtual appearances and identities is to be expected.

This typical behaviorism is being challenged by bringing data from the physical realm into the meta-
verse: Rather than create avatars which are vessels of concealment, revelations regarding the physical
state of the wearer are being sought. Thus, what is aimed for are wearable virtual technologies which
allow their users to be represented in a manner in which both their real life and virtual life traits can be
visualized simultaneously, by using data imported from the physical to the virtual realm.

The project originates from the desire to integrate an emotional presence into the World Wide Web. In
real life, emotions are not communicated consciously; hence the idea of using Electroencephalography
(EEG) to collect a person’s emotions. However, since EEG data cannot have reliable or interpretable

meaning concerning any emotional state, one may only speak of collecting the ‘idea’ of one’s emotions.
EEG is used to accumulate an individual’s brain signals; signals that occur each moment, unconsciously,
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in response to the interaction with the immediate environment. Since it was seen to be desirable to in-
terpret these signals as the idea of one’s emotional presence in virtual reality, the three dimensional
metaverse of Second Life became a natural platform to apply such a metaphor of reality.

Figure 1: The Miro Avatar, Isil Demir, Can Sen, Yigit Yiiksel, Second Life, 2008.

The collection of EEG data is done by an open source program, BrainBay, which outputs the biosignal as
EDF files. These files are converted to ASCII text files with another open source program, Polyman. The
content of these files are integers between -4000 and 4000. The ASCII files are uploaded to a website
from which custom made scripts in Linden Scripting Language (LSL) read the files that contain the EEG
data.

The avatar changes according to incoming brain wave. When the avatar is activated the script begins
reading data from the server and a change in the shape of the avatar according to the incoming integer
values is brought about. Thus the user's brain waves form a virtual manifestation that represents his/her
virtual appearance which can also be considered as a metaphor for the representation of one's mind;
since, figuratively, what is thus visualized are the person's ‘thoughts.’

As far as the creative process is concerned, the visualization of one’s emotional presence has been in-
spired by the idea of the four dimensional painting which Mird proposed in his later years. Thus, the
avatar, composed of the various visual elements featured in Mird’s paintings, continuously changes its
shape and is redrawn, transcending the two and three dimensionality of painting and sculpture. As ex-
pected, this representation stands in contradiction to the prevalent tendencies of metaverse and
MMORPG players who, will either create accurate physical reflections of themselves by making an
avatar corresponding to their actual appearance or conversely by giving the avatar physical traits to
which they aspire to in real life, but which are entirely out of their reach in the physical realm.

As a general rule three dimensional virtual spaces tend to be simulations of real spaces and as such they
can solely be interacted with and experienced through mental processes which are the visual, auditory,
and cognitive stimulations in the brain. So, instead of creating an avatar based on actual physical traits,
the output of the project offers to create an alternative visual entity, usable as an avatar, derived from
the fact that users cannot have a real physical presence in virtual spaces and the fact that their mental
input is the only factor that creates the illusion of presence in a virtual space. Other users can ‘see’
them, not because they are physically there; but because there is an avatar that is shaped via their
thoughts and desires with which one may interact in a manner similar to face-on-face physical interac-
tion. Thus it may be concluded that, in terms of representation, virtual appearance may well rely on the
output of unconscious thoughts, which are what is also mirrored in the surrealist approach of Mird’s
paintings.

The second project involves an avatar who carries several body attachments which change color satura-
tion values based upon a data feed which is generated from the arts and entertainment section of a
facebook user’s profile. Although the project was initially intended for real life usage, inspired by an
RFID based real life event which tied facebook data to physical bodies, launched in Israel in 2010. How-
ever, despite this physical precedent it was decided to first discover the possibilities of identity matching
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through accessories and outfits in a virtual world. Thus, a metaverse resident who also owns a facebook
account can utilize these attachments to project his/her interests to the outside (virtual) world.

Figure 2: The Personaskin Avatar, Ayse Naz Pelen, Dogukan Malbora, Mustafa Cagri Gliven, Second Life,
2011.

According to Swann's self verification theory, during most social interactions there is a general desire for
outside evaluations which verify self-views; in other words, a wish to get others to see us in the way in
which we see ourselves. Given that Facebook users create their profiles themselves, very much along
the lines in which they want to represent themselves, self verification theory has become an important
part of this project. The aim is to achieve an understanding as to how persons may choose to introduce
themselves in social networks, real and/or virtual, in order to attain states of self verification through
identity matching: The avatar is expected to bring them to the notice of persons of similar facebook sta-
tus, in terms of the frequency of interests presented in the arts and entertainments section thereof.

In terms of technology the data is being taken out of Facebook via php and a Facebook api. Subse-
guently the data is sent to a server and from there imported into Second Life, where LSL is being used to
embed the data into the objects which represent the various categories either by heightened/lessened
saturation values or alternatively through different levels of transparencies.

Questions such as age, sex and geographic location appear to become increasingly less relevant in a
metaverse environment, where people seem to interact mainly through their ideologies and their cre-
ativity which are taken to be standalone attributes which exist independently of the ‘real life’ persona
behind the keyboard. Under such circumstances an avatar of androgynous appearance, whose adorn-
ments are created out of his or her areas of interest seems to be particularly apt design strategy. Since
some kind of legend is needed to decipher visualization of the incoming data the skin of the dramatic full
avatar also serves as a legend. In cases where residents who wish to go for a more conservative appear-
ance, a t-shirt and various colorized male and female skins are also included in the package.

In the brave new world of three dimensional, online virtual worlds yet another aspect of our grappling
with embodiment is coming to the fore. This is in accord with the notion of cyborg as an interface which
couples the physical body with technology [8], within which three dimensionally embodied avatars can
also be characterized as a form of cyborg coupling. For Biocca this coupling underscores what he calls
the cyborg’s dilemma, which for him is nothing less than a Faustian tradeoff: “Choose technological em-
bodiment to amplify the body, but beware that your body schema and identity may adapt to this cyborg
form.” [5]

Thus, a germane question would appear to be whether such attire would be powerful enough to pro-
voke change and transformation not only on the virtual agent but extend its influence into the physical
realm, bringing forth new modes of presence as well as self-presence not only in three dimensionally
embodied online virtual worlds but also in the one which we inhabit with our flesh and blood selves.

Can avatar attire which reveals, rather than conceals a metaverse resident’s persona aid in the process
of self-presence and (virtual) self verification? Can personal change be brought about through technolo-
gies which not only reveal our pixelated flesh, but also reveal the biological and cultural fields which we
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weave around us? Can social interactions be transformed and enhanced through virtual wearables
which reveal our inner beings to those around us? Can novel states of creativity and play, of unique ob-
servations breeding new forms of authorship and understanding, come about through virtual candor?

While both avatars address these issues, when it comes to the Facebook avatar a further consideration
is the integration of a heavily used ‘real life’ virtual social media platform (Facebook) into the metaverse
as a socialization tool is a prolific area for further study.

This text has attempted to discuss some of the technological and artistic means through which such
guestions may be posited, through two projects employing such devices for the creation of two data dri-
ven avatar costumes.

We wish to express our heartfelt thanks to our students Isil Demir, Can Sen, Yigit Yiksel (Miro Avatar)
and Ayse Naz Pelen, Dogukan Malbora, Mustafa Cagri Glven (personaskin avatar) for the brilliant work
which they accomplished and which provided the material for this text.
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“LPDT2”: LA PLISSURE DU TEXTE 2

Elif Ayiter, Max Moswitzer & Selavy Oh

This paper will discuss the artistic processes involved in the creation of the three dimensional, virtual art
installation La Plissure du Texte 2, which is the sequel to Roy Ascott’s ground breaking telematically net-
worked art work La Plissure du Texte, created in 1983 and shown in Paris at the Musée de I’Art Moderne
de la Ville de Paris during that same year. While the underlying concepts of the original art work, as well
as its capability of regenerating itself as an entirely novel manifestation based upon the concepts of dis-

tributed authorship, textual mobility, emergent semiosis, multiple identity, and participatory poesis will

be underlined, the main focus of the text will be upon the creative strategies as well as the technological

means through which the architecture was brought about in the contemporary creative environment of
the metaverse.

- “
= Fig 1.

LPDT2, Avatars playing in text ecology, Second Life, 2010. Architecture showing three dimensional

textual deconstruction. Virtual photograph by Elif Ayiter.
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Figure 2: LPDT2, The Letter Cube, Second Life, 2010.
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Text Transformed

The title of the project, La Plissure du Texte: A Planetary Fairy Tale, alludes to Roland Barthes’s book Le
Plaisir du Texte, a famous discourse on authorship, semantic layering, and the creative role of the reader
as the writer of the text. As was also the case in its first incarnation ‘distributed authorship,” a term
coined by Ascott [1] has been the primary subject of investigation of La Plissure du Texte 2 (LPDT2).

LPDT2 consists of a geography/architecture constructed entirely out of dynamic input text, which is built
in a three dimensional, online, participatory virtual world, i.e., a metaverse. While an earlier version of
the work was created in the proprietary metaverse of Second Life, the current location is an indepen-
dent artist’s grid called the New Genres Grid which is a part of the newly emerging independent online
hypergrid system.

Whereas in 1983 the text was pleated by a number of human storytellers positioned around the globe;
in the three dimensionally embodied metaverse the storytellers show novel and unexpected attributes:
An emergent textual architecture/geography, as well as a population of autonomous ‘robot’ avatars
which dwell inside this bizarre, literary landscape are pleating the text by acting as communication
nodes between the narrators of this new version of the tale: The primary persistent distributed author-
ship is now accomplished by many writers throughout the ages:

A text generator telling a non-linear, multi-faceted, often times poetic, story harvested from the on-
line Project Gutenberg is now distributing its output amongst an architecture and its inhabitants, gener-
ating dialogues and iterations taking their trajectories from masterworks of classical literature. The
pleating resembles musical sampling, the connection between the sentences fades, text becomes noise,
from which the audience generates meaning.

While the virtual structure on the simulator provides the primary layer of pleating by visually mixing the
different sources of text, yet another layer of textual input has been provided through which Real Life
visitors can contact LPDT2 by sending SMS messages as well establishing contact via Twitter. All pleated
text - the generated, the contributed, and the stored - is simultaneously visible as a massive, ever evolv-
ing literary conglomeration. Consequently, the participatory pleating involves not only a meeting of indi-
viduals from the same timeframe but extends into a meeting between the past and the present, the
bringing together of voices of many ages, then and now.

Although LPDT2 has been planned as a virtual installation which will nonetheless be predominantly vis-
ited in a physical gallery space, the interaction with LPDT2 is by no means limited to the physical realm
alone: Since the project unfolds in a freely accessible, participatory online virtual world visitors through-
out the globe can visit the installation with their avatars at any time of their choosing. Thus, an added
layer of participation is provided through the three dimensionally embodied interactions of geographi-
cally dispersed individuals amongst each other, with the ‘resident’ robotic avatars, as well as the avatars
of the artists themselves.

Various means of gathering the input text, which would get the entire system operational, were dis-
cussed during the early phases of the project; however even from the onset a wish to create a system
whereby the text would be generated rather than be contributed by discrete individuals was seen as an
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exciting option. That this was a distinct possibly was evident from the existence of various online text
generators and particularly the Dada Engine. [2]

Although text can be harvested from many different sources such as search engines and even text deter-
mined upon by the artists themselves, Project Gutenberg [3] proved to be an inspired choice, since not
only does the vast repository provide a huge resource, but also the text thus harvested reinterprets Roy
Ascott’s key phrase of ‘distributed authorship’ by adding to it a dimension of temporality, if not indeed a
transcendence of the here and now: The repository holds over 30,000 texts which have been authored
by countless individuals throughout history. However, beyond this aspect of temporality, the startlingly
poetic nature of the harvested text has proven itself to be an additional blessing which came out of uti-
lizing Project Gutenberg as a means for achieving ‘participatory poesis.’

The Dada engine has been reprogrammed to select a sentence (S1) as the starting point and to search
for another sentence (S2) in text (T) which is randomly chosen from Project Gutenberg. This search pro-
cedure is done by first searching the text for the longest word of S1. Once the related word is found the
next sentence in the text becomes S2, the assumption being that S2 has a logical relation to S1 through
the shared longest word. These consecutive sentences are then sent to an HTML server from where they
are mapped onto the architecture. However, the same text generator also sends aggregated text via
email directly into the metaverse where it is used as the conversational material for the robotic avatars
who are the indigenous residents of the architecture.

Although the text generator does provide the bulk of the text, additional input is provided through an Al
system contributed by i-DAT from Plymouth University through which visitors to the physical gallery
space can send SMS messages which are then displayed as an additional text layer by means of a screen
based heads-up-display. Finally, visitors to the virtual installation can send Twitter messages by clicking
on a message board which displays a short sentence obtained from the text generator.

In both versions of the build, the architecture stretches itself over an entire metaverse simulator and
reaches thousands of virtual meters into the sky, materializing on several platforms which show differ-
ences both in terms of visual appearance as well as content. Beyond this, the second incarnation of the
project does not copy or mimic what was created in the first version, but strikes out into different visual
investigations, searching for novel means of utilizing the generated text in a significantly more restrictive
environment: While at a cursory glance the open metaverse operates in a similar fashion to the enclosed
world of Second Life, nonetheless there are considerable differences when it comes to scripted objects
and especially those involving virtual physics. This inevitably necessitated omissions of architectural
components upon which the success of the Second Life structure had much relied. However, as is all too
often the case, necessity gave rise to invention and the second version of LPDT2 shows marked differ-
ences as well as improvements. As an example, the ground level of the second build puts us into a space
of letter columns which form sentences from the harvested text. These columns surround a space filled
with one hundred tables. Tablets of a single sentence each have then been placed upon these tables and
through them the entire table hall bears testimony to the anonymously distributed authorship of the
authors coming to us via Project Gutenberg, whilst at the same time reflecting upon the symbolic attrib-
utes of the ‘tabletop,” a recurring conceptual element of Ascott’s throughout his artistic career.
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What remains consistent throughout both the first as well as the second formation ofLPDT2 is an adher-
ence to the basic key phrases formulated by Ascott: Textual mobility, distributed authorship, emergent
semiosis, multiple identity, and participatory poesis.

This brings about the installation in which the generated text is mapped onto architectural components
such as floors, walls, as well as spaces which are more difficult to make sense of, such as a strangely con-
figured cube upon which an ever changing text flow is mapped, or an ever changing labyrinth of sen-
tences and letters of the alphabet. While the text can be read as full stand-alone sentences on the indi-
vidual planes onto which it has been mapped, oftentimes the layering of the planes as well as the juxta-
position of typographic elements results in typographic deconstruction.

In the early 1990’s the potential unleashed by desktop publishing and graphics software, allied with the
methodological potential offered by deconstructionist philosophy, produced a style of graphic design
and typography known sometimes as deconstructionist graphic design, and sometimes as ‘The New Ty-
pography.” Although the later influx of deconstructionist philosophy cannot be denied, nonetheless de-
constructivist typography has its origins in the early 20th Century. Thus, Marinetti writes in 1913:

“My revolution is aimed at the so-called typographical harmony of the page, which is contrary to the flux
and reflux, the leaps and bursts of style that run through the page... With this typographical revolution
and this multicolored variety in the letters | mean to redouble the expressive force of words.” [4]

Modernist typography had engaged in such structural games, even before Marinetti. The printed word
was liberated from printing's traditional constraints by Stéphane Mallarmé with Un Coup de dés in 1987,
pioneering an expressive form of visual presentation for poetic language. One might have expected
Marinetti to enthuse over Un Coup de dés, however he had other views:

“Moreover, | combat Mallarmé’s static ideal with this typographical revolution that allows me to im-
press on the words (already free, dynamic, and torpedo-like) every velocity of the stars, the clouds,
aeroplanes, trains, waves, explosives, globules of sea foam, molecules, and atoms.” [4]

One of Marinetti's basic Futuristic tenets, the relegation of human experience to a continuum of sensa-
tions, underlay the techniques he proposed to use in achieving a Futurist literary expression. Marinetti

described these procedures by declaring that “nouns will be scattered at random, infinitives with their

greater elasticity will replace the pedantic indicative.” [5]

Marinetti's attack on typographic convention, taking Mallarmé’s work several stages further, had consid-
erable prescience. His directness, vigor and visual augmentation of the power of words, the entire Futur-
ist ethos of treating words as ammunition, helped formulate the solutions which the new needs of the
20th century demanded. [6]

Although separated in time though a period of 80 years, Ellen Lupton seems to pick up on certain as-
pects of Marinetti’s outcry when she sees deconstruction in graphic design as a process — an act of ques-
tioning typographic practice. In Derrida’s original theory deconstruction asks several questions which are
crucial to typographic design as well: How does representation inhabit reality? How does the external
appearance of a thing get inside its internal essence? How does the surface get under the skin?
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A crucial opposition in Derrida’s theory of deconstruction, and one which is also highly pertinent in
terms of typographic design, is speech versus writing. The Western philosophical tradition has deni-
grated writing as an inferior, dead copy of the living, spoken word. When we speak, we draw on our
inner consciousness, but when we write, our words are inert and abstract. The written word loses its
connection to our inner selves. Language is set adrift.

Parallel questions for graphic design which preoccupy Lupton are how visual form may get inside the
‘content’ of writing and through what means has typography refused to be a passive, transparent vessel
for written texts, instead developing as a system with its own structures and devices throughout the
ages? A typographic work can be called ‘deconstruction” when it exposes and transforms the established
rules of writing, interrupting the sacred ‘inside’ of content with the profane ‘outside’ of form. [7]

Added should also be that, more often than not, deconstructionist typography exhibits a fascination
with contemporary technology, in both its utopian and dystopian possibilities, as well as its glamour,
adopting tropes and strategies of appropriation, juxtaposition, détournement, montage, collage, repeti-
tion, facilitated by or reflecting upon the extraordinary capabilities of digital technologies. It is thus of no
surprise that the outcome often resonates upon a world of diffused and distributed communication me-
diated through networks of powerful information technologies. Even when the artifact itself is pre-
sented as a static printed page the reference to a cyberspace driven by hypertext is very often implicit,
underscoring that “communication for the deconstructivist is no longer linear, but involves instead the
provision of many entry and exit points for the increasingly over-stimulated reader.” [8] Thus the page is
no longer to be just ‘read’ but also to be ‘perceived,’ beyond the pure textual content, into all of its asso-
ciative conjunctions: We are also meant to ‘feel’ rather than just to ‘read’ a page.

In LPDT2 typographic deconstruction is mostly achieved through space; that is the Z axis of virtual three
dimensionality. As one wanders through the conglomeration the text planes containing their individually
coherent sentences will inevitably fall upon one another, creating overlapping layers and presenting the
visitor with configurations which will juxtapose as well as superimpose different sizes and angles com-
prised of many different sentences, enabling readings which may present many entry and exit points.
Since the input text not only manifests upon two dimensional planes but also materializes as three di-
mensional objects, another juxtaposition which deconstructs the typography is the perception of two
dimensional and three dimensional text simultaneously, often one blending into the other, falling upon
each other, creating waterfalls and cascades of words, which are indeed meant to be ‘felt,” as well as be
‘read.’ The conversations held by the robotic avatars, as well as the SMS text sent from the physical
realm add further layers to this deconstructive process. Furthermore, the entire typographic system is in
an ever changing state of flux depending upon the motion and view point of the avatar who traverses it.

This visual deconstruction would appear to enhance the transmission of Ascott’s fundamental key
phrases: Textual mobility, distributed authorship, emergent semiosis, multiple identity, and participa-
tory poesis are augmented not only through the contributions of the countless historic authors whose
words reside inside Project Gutenberg, but additionally through the layers of deconstruction which
brings these words and sentences together in ever changing novel visual expositions.
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La Plissure du Texte 2 is expected to be an evolving work which will continue its residency in the meta-
verse. As online, three dimensional technologies continue to develop many new interventions to the ex-
istent structure, as well as entirely new structures which may or may not emerge from the already exis-
tent one can be contemplated: An increasing availability of kinesthetic-somatic interfaces which can be
expected to vastly augment avatar agency into states of online hyperpresence, [9] as well as research
such as the AMBX system [10] and magnetic levitation haptic interfaces (Berkelmann et al, 1999), are
only two of many projects aimed at an enhanced integration of physical and virtual sensory experiences
which may vastly enhance, if not indeed fully alter, the adventure of yet to materialize future genera-
tions of LPDT2.

References and Notes:

10.

11.

Roy Ascott, Telematic Embrace: Visionary Theories of Art, Technology, and Consciousness (Berke-
ley, CA: University of California Press, 2003), 191 - 208.

Andrew Bulhak, A. C., On the Simulation of Postmodernism and MentalDebility using Recursive
Transition Networks, Dept Computer Science Technical Reports (Melbourne Australia, Monash
University, 2000).

Michael Hart, “The History and Philosophy of Project Gutenberg,” 1992, http.//www.qutenberq.
org/wiki/Gutenberq:The History and Philosophy of Project Gutenberq by Michael Hart (ac-
cessed June 1, 2011).

Federico Tomasso Marinetti, “Destruction of Syntax—Imagination without strings—Words-in-
Freedom,” 1913, http://www.unknown.nu/futurism/destruction.html! (accessed June 1, 2011).
David Cundy, “Marinetti and Italian Futurist Typography, Art Journal, 41, no. 4 (1981): 349-352.
Alan Bartram, Futurist Typography and the Liberated Text (New Haven, CT: Yale University Press,
2006), 9.

Ellen Lupton, “A Post-Mortem on Deconstruction?” AIGA Journal of Graphic Design 12, no. 2
(1994): 45 - 47.

James Michael Cahalan, “The guilty forgiving the innocent': Stanislaus, Shaun, and Shem in
Finnegans Wake,” Notes on Modern Irish Literature 6 (1994): 5-11.

Frank Biocca, “The Cyborg's Dilemma: Progressive embodiment in virtual environments,” Human
Factors in Information Technology 13 (1999): 113-144.

M. Wiatl, C. Timmerer, H. Hellwagner, “Increasing the user experience of multimedia presenta-
tions with sensory effects,” Quality of Multimedia Experience (QoMEX), Second International
Workshop, IEEE (2010): 124 - 129.

P. J. Berkelman, R. L. Hollis and D. Baraff, “Interaction with a real time dynamic environment
simulation using a magnetic levitation haptic interface device,” Proceedings of Robotics and Au-
tomation IEEE International Conference,vol. 4 (1999): 3261 — 3266.




159

A COZY PLACE FOR INVISIBLE FRIENDS

Birgit Bachler

Social networking sites appear to be cozy environments where we can chat with friends and share our
daily experiences. But through our continual participation in these spaces we run into new definitions of
power and privacy. This talk looks at how our personal data is turned into capital, how we engage in par-
ticipatory surveillance, and how we have become increasingly dependent upon these market-oriented
platforms.

Social networking sites lead us to believe that our social spaces can be expanded using online services.
We presume that communication becomes faster, easier and more efficient. Having a profile on a site
like Facebook opens up the endless possibilities of online communication, promises constant connection
and offers free sharing with the people in our lives. Facebook claims to be a space for real people, giving
them the power to share and make the world a more open and connected place. But how are we han-
dling this power?

Before connecting to Facebook, one must fill in a registration form and set up an account. Only regis-
tered users can access Facebook, allowing them to find friends, send messages, upload photo albumes,
write stories and comment on other people’s activities.

What social networks are really interested in is their users’ personal data, which is of great value to any-
one eager to find potential customers (rather than an old high school friend) on Facebook. Personal data
is valuable to marketing specialists, since it allows them to identify, understand their target groups, and
aim their advertisements directly at potential customers, thus maximising profit.

The data required for setting up a Facebook account includes one’s full name, e-mail address, birthday
and sex. Providing this data to Facebook turns the anonymous web user into a person with a name, an
age and a gender. This data then makes it easier to locate and identify the real-life person behind the
profile. Also, the personal data is adapted to fit the requirements of databases. By filling in a registration
form, the user agrees to the structure and requirements of text fields and drop-down menus, so that the
network can generate a compatible set of data. Jaron Lanier calls this “personal reductionism,” some-
thing which has always been present in information systems:

“You have to declare your status in reductive ways when you file a tax return. Your real life is repre-
sented by a silly, phony set of database entries in order for you to make use of a service in an approxi-
mate way. Most people are aware of the difference between reality and database entries when they file
taxes.” [1]

Social networking turns digital reductionism into a casual element of mediating contacts between new
friends. The Facebook ‘like’ button is a good example of how human affection can be translated into a
binary value. Simply clicking a button supersedes the need to think about writing a personal message.
The phrase ‘1 person likes this’ then refers to this one person at least taking note of the content and
wishing to make this acknowledgment public to other users. Nothing more, nothing less.
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Words like ‘friend’ and ‘like” are overused terms in the realm of Facebook. They can be deployed to ex-
press our appreciation not only of actual people, but also activities, companies, brands and products.
Such terms create the feeling of a seemingly personal environment. Everything we ‘like’ on Facebook
becomes part of our profile. We are described through categories such as music, books, games and
sports as well as political views and religious beliefs. These descriptions are a perfect base for a cate-
gorising our personal preferences into a target group, which is of interest to marketing specialists. While
Facebook suggests that creating a profile of ourselves is a way to express who we are to our friends and
family, what we are actually doing is filling in a form that makes it easier for algorithms to analyse us.

We even assist in optimising these categorisations of each other’s content through participatory surveil-
lance. Because we are visible to people who actually know us, we live under constant mutual scrutiny.
The ability to comment and react to each other publicly creates a more clearly defined profile. Our
friends will share and tag photos of us, which normally we would not proudly present to the public. This
form of participatory surveillance subjects us to the feedback of our circle of friends. We control and
govern each other by constantly keeping an eye on our thoughts and actions and the accuracy of our
data. In other words, we are faced with (and participate in) something Danah Boyd has described as “in-
visible audiences.” [2] Incidentally, there is no possibility for ‘taking back’ content once it has been
posted online. What we are actually dealing with here is a new form of publicity in an environment that
wrongly suggests that we are surrounded by nothing but friends and likeable things. And we must con-
stantly reassess our demands for privacy, as both the rules of the platform and the content are con-
stantly changing.

“Even though people obviously communicate online with a specific audience in mind,e.g., their friends,
the public nature of online social networking makes the information available to a much larger audience,
potentially everyone with access to the Internet.” [3]

The privacy settings on Facebook allow us to control what we are comfortable with showing and shar-
ing. But we can only choose between a set of options relating to the visibility of content. There is no op-
tion for deleting content from the Facebook databases. So being visible is key to having a profile on
Facebook. When privacy and visibility are so closely tied together, openness can be mistaken for over-
exposure, while reticence may raise suspicion. And perhaps the content that we are not comfortable
with publically sharing, says more about who we are and who we want to be, than the content through
which we allow ourselves to be defined. We can easily become overwhelmed by the complexity of our
social circles, and the multitude of our own identities within those circles, not to mention the possibility
of these identities interfering with each other. In the swamp of hundreds of online friends, it’s hard to
draw a sharp line between public and private content. And as our online networks grow, we run the risk
that our engagement with each other becomes less personal and more standardised.

“After our initial introduction to the place and its orgy of transient friendships, most of us only want to
bother with people at one degree of separation from ourselves.” [4]

Managing a multitude of online profiles and contact lists becomes a time-consuming business, whose
main benefit is to help maximise the profit of advertisers. So why are we participating in this business of
sharing and being shared in order to optimise the profit of others? Mark Andrejevic quotes Toby Lester,
who refers to the way consumers are compelled to go online as the “tyranny of convenience.” [5] Just as
the convenience of shopping online spares us the trouble of going to a store, socialising online spares us
the trouble of going out and actually meeting our friends. We should not make the mistake of confusing
friendship with a product, which can be easily maintained through a few mouse clicks. And we should be
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aware that all the time spent on a social networking site, is ultimately feeding databases with personal,
perhaps even intimate data, which is invaluable for Facebook’s marketing strategy.

This marketing factor, and the exploitation of user openness, is the basis of Facebook’s success. The
promise to only bother users with advertisements, which they might actually be interested in, seems to
be a winning marketing strategy. Obviously, we accept to generously provide free labour for marketing
research, so that we may enjoy the convenience of the social network. Our online presence becomes a
product, interesting for marketers and Facebook.

As long as we believe clicking a button can really improve our social status, the trade in our user data
will remain big business. While we spend time with our invisible friends online, we risk neglecting our
offline relationships. Not only are we responsible for the content we share about ourselves, but also for
that which we share about others. In the end we must decide for ourselves, what the role of a commer-
cial website should be when it comes to managing our friendships; and also, how much the limitations
of a blue-and-white user interface change the way we see ourselves and our friends.
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A MAZE ABOUT MAIZE: A MESOAMERICAN DIVINITY AND ITS
TRANSGENIC AVATARS.

Pat Badani

“Al Grano” project explores GM maize contamination and the risk to biodivesity and cultural diversity in
Mexico. Decade-long debates have been re-kindled after the recent lifting of a moratorium forbidding
multinationals to conduct GM maize experiments there. The convoluted stakes derive from history,
ethnology, sociology, biopolitics, intellectual property, agronomy, ecology, science and technology of
maize.
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Maize specimens, 2011, Pat Badani, photographic document, © Pat Badani.

Introduction: “Al Grano” Project

“Al Grano” addresses the massive industrialization of corn in North America andtransgenic
contamination of native maize varieties discovered in 2001 in Mexico, the genetic home of that crop.

This is the first instance of contamination in a crop’s center of diversity and it has ignited a huge world
controversy about maize’s genetic code (whether ‘pure’ or genetically manipulated) in the alimentary,
political, economic, ethical and symbolic structures entangled in the debates. The “Al Grano” project
gives visual and aural access to these structures via an installation that includes a 4-channel-synched-
video-playback piece showcasing documentary footage with GM maize debate participants. The video
footage is currently being filmed across national borders in the North American Free Trade corridor.

By investigating cross-sections in time and place, the project reveals the multiple viewpoints and
discordant voices about issues that affect the environment as much as peoples’ lives — from basic
subsistence for small Mexican farm holders, to food safety and physical health for the population-at-
large. These issues pose serious questions about the nature of borders and about notions of identity,
immunity and contamination.
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Mexico is the center of origin and biological diversity of maize. Domesticated varieties can be traced
back to the year 6000 B.C. in the valley of Tehuacan in Puebla, Mexico, where native peoples called it
‘Zea mays.’ These ‘criollo” maize varieties have been maintained in ‘milpas,’ an advantageous
polycultivation system that prevents the risk of crop loss in the event of natural adversity. To this day
the ‘milpa’ provides an essential subsistence strategy for small farm holders because produce is used as
food, as crop and as small commodity. Today, maize monocultivation is practiced in large farms in
Northern Mexico.

The association between maize and Mexican identity is so central that a commonly used slogan claims:
“Sin maiz no hay pais!” (Without maize there is no country!) Maize is the cornerstone of ancient Aztec
and Mayan cosmologies, and main protagonist in many myths that include the origin of woman and
man. [1] Today, maize is considered Mexicans’ ‘Vitamin T’ in a staple diet of Tortillas, Tacos, Tostadas,
Totopos, Tlacoyosand Tamales consumed throughout all economic groups. Yet, paradoxically, Mexico is
also a large importer of corn from the United States.

Maize was also a staple food for Native Indians in the United States and Canada who equally practiced
polycultivation, although these native varieties have mostly disappeared today. European settlers
adopted maize cultivation and practiced polycultivation in family farms as early as 1620. Much later, in
search of greater profits promised by new technologies and genetic advances introduced in the mid
20th century,farmers were gradually absorbed by agribusiness with its increased specialization,
standardization, and corporatization. Policultivation gave way to monocultivation andthis process has
impacted the countryside and the family farm as a social body. Today, the United States is the world’s
largest producer and exporter of yellow corn (mostly transgenic) grown in the Corn Belt encompassing
the states of lllinois, Indiana, Ohio, lowa, Missouri, Kansas, Nebraska, South Dakota, Minnesota and
Wisconsin. In Canada, corn is grown mostly in Ontario, Quebec and in Manitoba, yet Canada is a big
importer of corn from the United States.

In 1994, with the intention of opening up and facilitating trade, the presidents of Mexico, the United
States and Canada, signed the North American Free Trade Agreement that has created intense anti-free
trade debates ever since. One argument is that business owners and elites in all three countries have
benefited financially, to the detriment of small farmers. Mexicans claim that the most affected are
‘campesinos’ due to cheap imports supplied by agribusiness from heavily subsidized corn growers in the
United States against which they cannot compete. Other important arguments include concerns over
gene flow and contamination of native varieties by imported GM corn from the United States that would
place the biodiversity of maize in Mexico at risk.

In Mexico the importance of maize is quite different from the importance that the crop has for the other
two NAFTA partners, specifically regarding the debates on food sovereignty, land use, biodiversity and
biotechnology of maize.

What follows is a discussion about maize primarily focusing on Mexico, because the debates there
center on politics that go hand-in-hand with the introduction of new technologies informing the way in
which maize is defended today as diverse crop, as food, as commodity, and as cultural symbol.
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Maize cultivation and domestication systems and technologies in Mexico have been dynamic, evolving
and changing, even to this day, through a type of expansion and innovation that, since the Spanish
conquest, has engaged a process of transferring technologies from the global north to the global south
with the promise of economic growth. [2] This process is marked by five periods of intense political,
social and technological change with the most current one being the Biotechnological Revolution under
the neo-liberal regime.

In pre-Hispanic times, the valley of Mexico had a complex system of floating gardens called ‘chinampas’
maintained by means of an efficient technique of recycling of nutrients, connected by a network of
channels of drainage, irrigation and navigation that provided for the livelihood of about one million
people. There is evidence that these floating gardens produced many plants and herbs including four to
five tons of maize per hectare. Today, the United States averages the same amount per hectare with
current technologies. [3]

With the Spanish conquest of Mexico, a long process began where the traditional use of land for ‘milpa’
cultivation gave way to other methods of cultivation. New agricultural technologies were introduced
and the native polycultivation using simple instruments and small-scale farming was gradually replaced
by methods and technologies used in Europe, including monocultivation over large expanses of land.

The convoluted stakes related to GM corn are huge but unevenly distributed. The debates are different
in Mexico than what they are in the United States and Canada, because maize has added nutritional,
historical and cultural importance there. However, some issues are of concern to the three nations, such
as:

Conflicting interests that inhibit collaboration in an interdependent economy; food regulation under food
safety laws that jeopardize the survival of small farmers; the remaking of the countryside and the
disappearance of the family farm; the increased domination by agribusiness of agricultural land to plant
limited crop varieties that gradually destroy biodiversity and erode the environment; the increasing
expansion of GM cornfields not to feed people, but to supply a lucrative industry of animal-feed, corn
fructose syrup, and bioproducts such as corn ethanol and corn plastics (PLA). [4]

In Mexico, in addition to the above issues, debates also encompass the risk of gene flow and GM
contamination of ‘criollo’ corn varieties. Other arguments include:

Food sovereignty; labor and human rights debates concerning the livelihood of indigenous

populations; debates about the importance of traditional maize cultivation for the world at large;
debates about the need of government support for sustainable production technologies that include the
preservation of traditional methods of agriculture; and debates about the need to protect Mexican
genetic maize patrimony. [5]

Embroiled in numerous controversies, corn has become biotech's godsend and curse because of the
current inability to identify and anticipate all the hazards involved. What is certain is that agricultural
biotechnologies are here to stay. Some experts claim that the biggest risk is not from science and
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biotechnology but rather from the control of this knowledge by agribusiness that create monopolies
with copyrights and patenting of seeds for profit regardless of the human and environmental
consequences (e.g. by Monsanto, Pioneer, Syngenta, DuPont, etc.) In self-defense, industry
representatives argue that indigenous Mexican farmers have manipulated corn for centuries to fulfill
individual demands, and that today biotech super-giants manipulate corn genetics to do likewise, but
with different tools. Yet, this is reductive because although both techniques are aimed at crop
improvement, there are many differences between domesticated and genetically engineered crops.

Maize is a self-pollinating plant with male and female parts, and reproduction happens when the plant’s
male gametes release pollen and fertilize female gametes located in the cobs. Crossbreeding selected
plants by transferring pollen of the desired types by hand from plant to plant has been practiced for
millennia. Indigenous peoples in Mexico have developed an extraordinary level of expertise throughout
generations, obtaining and conserving diverse populations of ‘criollo’ maize, interchanging seeds with
other ‘campesinos’ as part of ancestral social practices denoting ritual kinship and civil-religious systems
that are in place to this day, albeit dwindling; practices that have been an intrinsic part of indigenous
Mexican identity. [6]

Agricultural biotechnology uses genetic engineering, tissue culture and other techniques, and transgenic
plants are the product of such tools. [7] These maize avatars are not the result of natural crossbreeding
or recombination. Transgenic maize is genetically modified in laboratories to develop agronomically
desirable traits whereby specific genes are introduced into the maize genome resulting in modifications
such as resistance to herbicides and insect pests; mutations that have proven to be problematical at
many levels. Moreover, because of the increasing control of agriculture and related biotech research by
corporations who not only fund research efforts (Monsanto, Syngenta, etc.) but who also own these GM
avatars through copyright laws and patents, farmers cannot save their GM seeds for replanting —
contrary to traditional farm practice — forcing them to buy new seed from GM companies each year and
to pay these firms a technology fee. This phenomenon places farmers in a pervasive money-spinning
loop of government subsidies and corporate control.

Genetically modified maize was grown for the first time in the United States and Canada in 1997. Today,
the United States is the world’s biggest supplier of transgenic corn. Mexico no longer produces enough
corn for local human consumption due to disappearing ‘milpas’ resulting from obstructive government
policies. Yet, paradoxically, it is the large transnational GMO corporations in the United States who value
the Mexican ‘campesino’ technologies most. Unfortunately, transnational corporations appropriate
native maize varieties extracting what they find useful to create transgenic avatars for profit,
establishing an elaborate system of patenting that ultimately harm ‘campesinos.’ This has generated
great controversy surrounding regulatory frameworks governing the approval, production, use, and
trade of crops.

For Mexico, the initial promise that agro-biotechnology would feed the increasing population and
prevent starvation has actually resulted in greater social exclusion, greater inequality and a divide
between two types of agriculture: the agro-industrial one based in new technological packages with
official support; and the small holder, traditional maize production, increasingly cornered in zones of
indigenous cultural resistance with little access to government subsidies. NAFTA practically condemned
maize to disappear from Mexican commercial production. It is claimed that trade policies have
contributed to the devastation of the countryside and of peasant production; to the increasing
substitution of polycultivation by monocultivation and the associated risk of biodiversity loss; to water
depletion, and to an impoverished soil that now offers diminished yields. All of these factors deeply
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affect the livelihood of ‘campesinos’. [8] Indigenous populations argue that the current neoliberal
regime considers them backwards and inefficient, and that their policies are forcing them to migrate
from the countryside in order to seek employment in local industries or in ‘maquiladoras’ (such as jean
factories) and across the border in the United States. This situation further condemns the ‘milpas’ by
deskilling a new generation of younger farmers who do not inherit knowledge and expertise about
classical plant-breeding developed and transferred from generation to generation for centuries by their
elders.

This state of affairs increases Mexican dependency on GM corn imported from the United States, and
further aggravates the risk of gene-flow contamination of ‘criollo’ maize. GM seed infiltration through
imports and cross-pollination contamination bydominant GM genes are seen as a real danger to
biodiversity by some experts, and contested by others. Yet, this type of disagreement points to the real
need for caution and regulatory measures.

In the United States and Canada the need to feed people at lower costs was the economic and social
logic behind the increased industrialization, specialization and marketing of agriculture that began in the
mid 20th century. Now, the claim that corporate agriculture and its technologies are the solution for the
world’s starving poor is dubious because millions of hectares of land are being used, not to grow staple
foods for human consumption, but to grow GM corn for the bioproducts, processed-food, and animal-
feed markets. A devastating combination of factors — climate change, depleting natural resources, a
global scramble for land and water, the rush to turn food into bioproducts and excessive corporate
concentration in the food sector —is creating an era of permanent food crisis that will require radical
reform of the international food system.

In earlier decades the ecological question and the complex connections between agricultural
technologies, rural and urban life, maize production and the environment, worried very few people.
Many now agree that corporate farming causes the decline of family farms and rural communities,
threatens the environment and the natural resource base, and compromises the future of society. For
some there is now a high/low tech divide. Others see a more hopeful ‘post-industrial’ future, a new
paradigm of agriculture informed by ancient agro-ecological technologies combined with supportive
state policies. Despite the maze of impediments that make policy amendments difficult due to
agribusiness’ influence in government, numerous lobbying groups are making headway in effecting
change. For example: NGOs and advocacy groups such as WWF, ETC, ActionAid and Oxfam, lobby for fair
shares for the poor in a world of resource scarcity and environmental limits. [9]

In Mexico there are several civil groups and national organizations such as the Coalition in Defense of
Maize, and an increased group of academics wishing to maintain traditional native agriculture. Some
have been documenting knowledge of seeds and practices that constitute a true patrimony for the
country and for the world, and there is now a live seed bank in place (CIMMYT). These actions validate
native practices and recognize their scientific expertise.

At present, there is a growing tendency to develop new types of dialogue where tradition and
innovation can meet and share a place, thereby extending alternatives and potential for change.
Growing consumer worries about how we feed ourselves fuels a paradigm change in agriculture and
marketing, and many are developing different models of food production and distribution where valued
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goods and services are created by ecologically sound and socially responsible means, customized for
specific markets. [10] Some farmers are already venturing into a new era of sustainable agriculture
defined as a way of raising food that is economically viable, healthy for consumers, does not harm the
environment, supports biodiversity and animal welfare, is socially just, and enhances rural
communities. These initiatives proliferating in the 1990’s (diversified farming, organic farming,
biodynamic farming, urban farming, community supported agriculture, local food chains, etc.) look to
combine traditional and contemporary technologies and systems not with the intention of returning to
an idealized past, but with the intention of building a different future.

Informed by the issues discussed above, “Al Grano” delves into new structures for life in the 21st
century, seeking to re-define ‘growth’ for a sustainable future by evaluating knowledge about arcane
and contemporary agro-technologies. Throughout the process of collection and interpretation of
exploratory documentation, | maintain an inter-subjective role with a broad spectrum of individuals who
share their expertise and wisdom: farmers, grocery store owners, agronomists, policy makers,
researchers, personalities and the public at-large. The intention is to set in motion receptivity by
intertwining research methodologies used in ethnography into my new media artist’s tool-kit. These
strategies allow me to craft a variety of narrative grounds about issues that are central to my body of
work: border-crossings, migration, and foreign status.
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READING LA PLISSURE DU TEXTE "BACKWARDS"

Jan Baetens

In the history of new media art and digital writing, Roy Ascott's La Plissure du Texte(1983), has proven a
watershed moment. In this paper | will give a historical contextualization of the first work, in order to
better understand the challenges of its today's reappropriations.

In the history of new media art and digital writing, Roy Ascott's La Plissure du Texte(Electra, Musée d’Art
Moderne, Paris, 1983), a work using telematics to create in real-time a world-wide, collective narrative
(more specifically, a collaborative, multi-player fairy tale), has proven a watershed moment (Plissure,
n.d.). Basic concepts and issues of authorship, text, invention, and linearity, among others, have been
dramatically redefined as well as implemented in a concrete practice (as much a process in itself as a
model for further development) of distributed authorship, text as "work" (instead of "product"), users'
participation, and multimedia connectivity, that it is no longer possible to study the art and technology
field without taking into account this major achievement.

Putting the stakes of Ascott's involvement with collaborative world-making even higher, the recent up-
grade and reconceptualization of this seminal work in the metaverse of Second Life, LPDT2, proves that
the creative potential of La Plissure du Text is still intact, to say the least (LPDT2, 2010). Yet by creating a
distance between the "old" and the "new", i.e. by making the (once) "new" now (supposedly)

"old", LPDT2 gives also the opportunity to come back on an aspect that may have been overlooked in
the euphoric reception of the truly utopian first version of the work, namely the question of its "read-
ing." So strong has been the emphasis on the shift towards the new paradigm of participation and con-
nectivity, that the very question of the work's reading did no longer seem relevant. Reading instead of
"doing", "performing" and "cocreating" La Plissure du texte seemed an example of McLuhan's "rear-view
mirror" approach of the future: (1967: 74-75). The neglect of reading, however, is not fully motivated
here. First because reading is much more than just decoding the words of a text, it has also to do with
the various stances and attitudes one takes towards a work (in this sense, reading has to do with global
cognitive and cultural issues of "perception"). Second because Ascott's key innovation has not been
made from scratch. La Plissure du texte is indebted to all kind of textual ancestors (texts, models, au-
thors). The revolution it brings about is not a tabula rasa, yet one new (big) leap in the history of art as
connectivity, and it is plausible to argue that the relationship with this cultural and literary context —and
hence the reading of it—is part of the work itself, so that participation can only be complete if one also
takes into account the work's background.

To a certain extent, LPDT2 functions as a device that reframes La Plissure du texte and forces us to un-
derstand it in new ways. In that sense, the rethinking of an old work in and through a new one is not
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very different from what had been done in the retrospective of Ascott's work (Plymouth Arts Cen-

tre, 2009.) In this retrospective, the curators had made some surprising but very clever choices, for in-
stance by blocking any attempt to make their exhibit "interactive". By confronting the reader instead
with the intellectual questions that had triggered Ascott’s own artistic ideas, they stimulated the visitors
to redo the creative thinking that preceded the realization of the works themselves (see Baetens 2009).
To a certain extent, LPDT2 works the same way: it helps us reread La Plissure du Texte, disclosing aspects
that may have been gone unnoticed, for being totally self-evident, at the time. Among these aspects,
that of the very reading of the work is a crucial one, and it is on this reading issue that | will focus my
contribution here.

As already argued, the question "How to read (a work such as La Plissure du Texte)?" may be for some a
false or even deceptive question. Isn't Ascott's work, they suggest, something that must be "performed"
(actively, by what he likes to call a "participator") rather than "read" (more passively, by an ordinary
"reader")? True, it would be absurd to ignore the priority given to participation, but that does not mean
that the project is not accompanied by a whole set of more or less hidden instructions that do influence
our interpretation, our approach and finally also our use of the work, since participation is not some-
thing that starts from scratch. Even in the case of works allowing and even encouraging very open forms
of participation, as in La Plissure du Texte, the reader-participator does not experience the work in a
"virginal" way, but is channelled through all kind of pragmatic markers that help make sense of what is
about to be read. Many elements of this textual and cultural network that program, although never in a
deterministic way, her contact with the work, can be found in the work's "others": paratext (the textual
and iconic elements that surround the material appearance of a work), metatext (the critical writings
and analyses devoted to a work), hypotext (the works that are adapted of transformed in a given work,
which becomes then an inferred version or hypertext of the hypotext), intertext (the textual network
that sprawls around a text), and architext (the relationships between a text and the discursive genre or
genres it activates) (for an overview, see Genette 1992). A theory and practice of global connectivity as
illustrated by the work of Roy Ascott, can of course not ignore the weight of such a network, which im-
plies inevitably a certain number of reading instructions. This is all the more the case since electronic
literature, is, contrary to print forms of writing strongly characterized by the blurring of boundaries be-
tween the text and its others. In the digital sphere, to avoid or to skip the textual "others" is, practically
speaking, almost impossible (or at least much more difficult than in the case traditional print culture,
which craves for clear-cut distinctions between the text and its others).

The reader of La Plissure du texte has to pass through two major locks (next of course to the dominating
discourse on participation, which can be read as the official and authorized user's manual of the work).
The first lock is named Roland Barthes, the second one is the cadavre exquis technique of French Surre-
alism.
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Barthes's thinking on writing and textual practices is conveyed through a double filter. On the one hand,
there is the very title of the work, which is a variation on his famous book Le Plaisir du texte (1972). On
the other hand, and perhaps more surprisingly, the "meaning" of this book is processed via well-chosen
guotations, such as the one that opens today LPDT2: "The brio of the text (without which, after all, there
is no text), is its will to bliss, just where it exceeds demand, transcends prattle, and whereby it attempts
to overflow, to break through...." This quotation, which opens the door to La Plissure du texte for the
contemporary reader eager to know more about the work, involves a strong interpretation or reinter-
pretation of Barthes' thinking, for instance by putting between brackets the distinction between plea-
sure (of the "readable" text andjouissance (of the "scriptible" text) while bringing to the fore the seman-
tic fields of "joy" and "innovation". Of course there is absolutely nothing wrong with such an interpreta-
tion, for after all this is the way we interact with texts and to refuse interpretation would only signify a
lack of connectivity, but the use of Barthes as a self-chosen gateway to the discovery of the work is also
open to interpretation and debate, certainly in the case of a temporally evolving readership (hence my
emphasis on the Barthes quotation that opens the new version of Ascott's work, LPDT2).

But there is also a second cultural reference, that of the Surrealist "exquisite corpse" a method by which
a collection of words or images is collectively assembled. Each collaborator adds to a composition in se-
qguence, either by following a rule or by being allowed to see the end of what the previous person con-
tributed. This technique, variously mentioned by Roy Ascott himself, describes quite faithfully the mak-
ing of La Plissure du texte, produced collectively by participants in 8 different locations all over the
world. The participants, who had been assigned the role of traditional fairy tale character: princess,
witch, fairy godmother, prince etc.., did not have to follow a given script or storyline and could therefore
only expand on what had been written previously by the other participants. Here as well, the reference
to Surrealism, with its numerous attempts to exceed traditional visions of authorship, text, and art, does
not come as a surprise. But once again, the (contemporary) reader does not have to take this reference
at face value, he or she can on the contrary, question the value of this position which puts a strong claim
on what the text actually means (and asking questions on meaning means... starting to read).

In my brief presentation of the role and weight of Roland Barthes as well as of the "exquisite corpse", it
has already become clear that issues of chronology and temporality are absolutely crucial. Since we are
discussing here the question of rear-view mirror ways of reading and perhaps more specifically the ques-
tion to what extent La Plissure du texte escapes such ways of reading—, the temporal distance between
the readers that we are (and we are all today's readers, whatever our tastes or habits may be) and the
reading instructions as given by the double mention of Barthes and Surrealism, is all but a detail. As a
matter of fact, that distance is a key element in our contemporary reading of both Barthes and Surreal-
ism, since we do no longer read them today as they might have been read in the cultural environment
that made the emergence of La Plissure du texte possible.

To make a long story short, what has changed is the fact that, for contemporary readers, neither Barthes
nor Surrealism (at least not the Surrealism as epitomized in the exquisite corpse and automatic writing
in general), are considered good examples of the type of participation and connectivity that Ascott and
his friends were looking for. In today's reading of Barthes, who used to define his position as that of the
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rearguard of the avant-garde, the feature that is being underlined is the author's antimodernism(Com-
pagnon 2005), the melancholic inability to let go certain aspects of the past while embracing more or
less enthusiastically the challenges of the future. If we think of Barthes today, we think of Proust, of
Stendhal, and above all of Chateaubriand, much more than of the revolutionary visions of textual prac-
tice that he has been defending as well. Or to put things even more sharply: if we want to "save" the
revolutionary aspects of Ascott's "plissure", we would prefer today a mention of Deleuze's "pli" (fold)
rather than one of Barthes's "plaisir". Too strong an emphasis on "pleasure" might jeopardize the under-
standing of Ascott's major breakthrough.

The case of Surrealism is even clearer (or worse, if one prefers). Since quite some time (and the work by
authors such as Maurice Blanchot and Roger Caillois has played an important role in this reinterpreta-
tion), automatic writing, of which the exquisite corpse remains a good example, has been accused of
doing the contrary of what it claimed to do, namely helping the author to get rid of old-fashioned ideas
of literature and authorship, on the one hand, and to discover absolutely new forms of (collaborative)
text production, on the other hand. What is being stressed today, is more the counterproductive aspect
of these automatisms, which do not foster imagination or invention but which on the contrary condemn
the author to mechanically repeat what he or she already knows. And it cannot be denied that most
specimens of automatic writing are highly formulaic and weakened by semantic stereotypes and syntac-
tic poverty.

One might object that the (partially) inadequate relationship between the reading thatLa Plissure du
texte is expecting (namely a "participation" that goes beyond traditional frontiers between reading and
writing, author and reader, etc.) and the concrete reading instructions that surround the work (but
which program its reading in very constrained ways), is a false problem, since its relies upon an anachro-
nistic approach of these models and metaphors. It is not fair, one would say then, to question the impor-
tance given to Barthes "pleasure" and to Surrealist games, given the fact that in the early 80s these two
models functioned in a completely different way (at that time, both textual pleasure and exquisite
corpses were convenient, useful, appropriate models and metaphors). Yet for two reasons, this objec-
tion does not hold. First of all, the reading of a Roy Ascott work must take into consideration the fact
that things change over time, and that it would be absurd to stick to readings of the past which achieve
a kind of supratemporal status. Such a stance is simply contradictory with everything Ascott is thinking
and what his work stands for. Second, and even more importantly, Roy Ascott as well as Roy Ascott
scholars are highly aware of the ambivalent status of the metaphorical tools one uses while elaborating
new forms of thinking. On the one hand, it is impossible to do without, for these metaphors are not
merely "ornamental"” of human thought, instead they make human thought and innovation possible. On
the other hand, each metaphor or model has also its limitations, and one has always to remain suspect
of them and take care of not taking them too literally. In that sense, our current reflections on the dou-
ble model of textual pleasure and automatic writing is very similar to Edward A. Shanken's meticulous
rereading of the twofold model of the noosphere (the model of expanded consciousness, borrowed
from Teilhard de Chardin) and the global brain (Peter Russel's elaboration of that same idea). These
models have been key to Ascott's own thinking on interactivity and connectivity, yet as Shanken rightly
argues, it is important to maintain a critical distance towards these (necessary) speculations (Shanken
2003: 4-5).
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Looking for new reading models is therefore necessary, but should not be seen as an aim in itself. There-
fore, it is important to know which kind of features one wants to highlight. In the case of La Plissure du
texte, it might be interesting to further reflect on two basic characteristics of contemporary writing that
have undoubtedly been enhanced and accelerated by Roy Ascott's work: spatialization and digitization.
The modern literary text is a spatialized text, not in the sense that its material presentation accentuates
visual parameters (typography, lay-out, illustrations, etc.), but in the sense that its very writing and read-
ing are producing new experiences of space. One may think here of Stéphane Mallarmé's groundbreak-
ing poem Un coup de dés ("A Throw of the Dice", 1897), whose visual pattern, which it is not possible to
start analyzing here (Cohn 1949), offers an experience of a process in which nothing is taking place, ex-
cept place itself. Spatialization, which in the case of Mallarmé has also to do with the abolition of old
forms of authorship and the introduction of chance operations, is more and more linked today with
computerization. Literature is becoming more and more digital born (Hayles 2008), yet many conse-
qguences of the shift from page to screen have still to be discovered.

It seems plausible, however, that works such as La Plissure du texte (and even more LPDT2) should be
paramount in our reflection on all these aspects, provided we can use or elaborate new tools that help
makes sense of their novelty. An interesting candidate in this regard may be Anne-Marie Christin's no-
tion of "screen-thinking", as defended in numerous publications on the history of writing as a profoundly
visual system, and whose usefulness for spatialized and computerized writing is very promising.

Christin's notion of screen is much broader than the technical sense of computer screen. It involves both
a material and a cognitive aspect. Materially speaking, it implies that the meaning of a text is not (only)
determined by the meaning of its linearly and hierarchically organized units, but (also) by the
metonymic relationships that are being established within a certain frame or screen. Cognitively speak-
ing, it implies that the production of meaning has not only to do with the recognition of already mean-
ingful units but also with the contemplative and meditative creation of new meanings within the ener-
gized field of the screen. And just as in the case of Mallarmé, this new vision of the text involves also a
new vision of authorship and text. It is the viewer who makes the text, and this text is an open network
of relationships within a given frame.

Christin's screen-thinking is obviously compatible with Ascot's work. First, it strongly emphasizes the link
between art and technology. The screen is indeed a device, not one that is mechanically imposed, but
one that is creatively activated according to permanently shifting contexts. Second, screen-thinking ap-
pears also as a form of participation, for interpretation is much more than the identification of already
given elements. Third, the agents involved in this whole process are clearly supra-individual. Even in the
case of a solitary meditation of the textual object or the writing process, there is a strong awareness of
the mutual implication of subject and object: | am shaped by what is being shaped by me, in an eternal
movement of mutual enrichment and questioning. For all these reasons, and given the highly productive
and stimulating character of Christin's work in the field of literary and visual scholarship, it may be highly
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relevant to try to implement screen-thinking in our reading of La Plissure du texte. Of course, screen-
thinking may prove in the (near?) future as problematic as the reliance upon Barthesian pleasure and
Surrealist automatic writing, but in the meantime it can only enrich the already existing network around
Ascott's work, which it helps connect with the key issues of LPT2: textual mobility, distributed author-
ship, emergent semiosis, multiple identity, and participatory poesis.
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DEEP/PLACE: SITE-BASED IMMERSIVE HISTORY

Bridget Baird, Ozgiir Izmirli & Andrea Wollensak

DEEP/PLACE is a flexible system for site-based, immersive, interactive installations that allows partici-
pants to explore historical and cultural information in a hybrid physical/virtual space. This multidiscipli-
nary collaborative artwork merges materials from discrete domains; navigation is through an intuitive

gestural interface. The experience provides an interplay between the real and the virtual, allowing the
past to infuse the present.
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Fig 1. Overview of the DEEP/PLACE system.
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Fig 2. DEEP/PLACE system installation in Harkness Chapel.

We have joined together as an interdisciplinary team of collaborators to explore, through technology,
experiences of place and history that are engaging and interactive. As part of this endeavor, we began
with a set of core guiding principles that would govern our investigations. The first principle is the expe-
rience of a hybrid physical and virtual space in which to situate site-specific enriching information such
as socio-cultural and historical artifacts and audiovisual elements. In other words, we began with the
premise that we would curate a wealth of site-specific information about a selected place, and that the
end user would engage with the material not solely through a computer, but rather, by way of a digitally
enhanced and augmented experience in the place itself. The second principle is that we would develop a
customizable system that can be configured and deployed to different sites with the ability to define se-
mantic categories to organize the curated media content. The third principle is that the user interface
will be as simple and intuitive as possible in order to promote the users' engagement and provide a rela-
tively transparent mode of interaction. The fourth and final principle is that the information architecture
of the system will be non-linear and contextual so that the user of the system can navigate through the
site-specific information by means of gestures within the space.

DEEP/PLACE features an expanded interactive audiovisual space consisting of diverse media elements.
This multidisciplinary collaborative artwork merges materials from discrete domains—such as architec-
ture, cultural geography and geology—in an immersive site-specific experience. Participants explore the
multifaceted information by navigating a rich media landscape through an intuitive gestural interface.
The media landscape is represented by a system of interconnected nodes of site-based information that
include spatial and geological information, archival blueprints and images, 3D models, video and
recorded audio material. A live camera feed of the site into the virtual space connects the built architec-
tural space to the digital multi-modal history. The overall experience provides an important interplay
between the real site and the virtual experience, allowing the past to infuse the present.

The DEEP/PLACE system is a flexible and customizable environment that will allow others to design their
own site-based interactive explorations, populated with relevant media. The underlying structure pro-
vides coherence and ease of use while allowing the designer great freedom to individualize the experi-
ence for the particular site. The user communicates with the computer application through a gestural
interface that consists of a wireless multi-sensor glove and position trackers. It implements a 3D virtual
environment in which the rendition of the media elements within this space are projected onto a large
screen and played through loudspeakers.

The process for a typical deployment of the system includes an archival research phase followed by digi-
tization, recording and modeling of artifacts. In the next phase the designer organizes these media ele-
ments into thematic and chronological clusters called nodes. The final stage of the design involves the
organization of media elements within the nodes, which are 3D subspaces in the virtual environment.
Once the design phase is completed the system is placed at the chosen site in a location that best under-
scores the dual experience, that is, the interplay between the presence of being at the real site and the
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virtual experience. The visuals are rendered in real time and projected onto a screen that is located di-
rectly in front of the participant; the size of the screen and the location of the participant are chosen to
balance the immersive aspect of the rendered content with the presence of the immediate surroundings
of the site.

In Figure 1 we provide a schematic overview of the system. The media database contains assets col-
lected during the research phase. The organizational network represents the overall design of the con-
tent and includes information about all media elements. The rendering engine implements the virtual
environment by combining information from the organizational network, digital assets, the gestural in-
terface and the on-site camera to produce the visual and auditory output.

The main organizational construct in the system is the node. Conceptually, each node represents a
theme and a chronological moment in the history of the site. Each node may include multiple media ob-
jects: possible media formats include images, audio (either spatialized or ambient), recorded video and
3D models. Within the virtual space, each node occupies a defined volume. Each piece of nodal media,
as appropriate, can be positioned and sized within this volume, as specified by the designer via a text
file, creating a visually dynamic layered information space. The design can specify a variety of properties
for each media object in the virtual space such as: theme, chronological period, type (image, audio, etc.),
location and size.

Within the organizational network, nodes are linked conceptually in two manners: chronologically and
thematically. The designer determines the thematic subjects and the temporal divisions based on how
s/he wishes to organize and aggregate the elements in the media database. If one thinks of the themes
and chronological divisions as a two-dimensional planar grid, the nodes are objects in this grid which, in
turn, contain multiple media objects. In other words, each node represents both a theme and a moment
in time. The system is designed so that all nodes do not have to be populated on this grid. The designer
also has the ability to designate multiple nodes that depict a theme and the same chronological division.
In this case, when the user arrives at a node, one of the possible nodes will be randomly chosen by the
system.

In addition to designating the nodes, the designer can also choose background images and colors that
correspond to themes. There is also the ability to import filtered and manipulated video from the live
camera feed. The system is structured so that, once the designer has prepared the media and conceptu-
alized the organization of nodes, it is straightforward to implement.

As a system focused on realizing site-specific installations, the DEEP/PLACE system is portable and can
be set up in any site location. The main components include the interactive system (with a gestural
recognition glove and position trackers for the user's hand), video projection, stereophonic audio and an
on-site video camera. The user learns to make a number of navigational and exploratory gestures with
the glove and attached trackers, moving through historical time and across the chosen themes for the
site. The user explores the rich media landscape by navigating within and between nodes. Exploration
within the node involves moving the viewpoint to a position and proximity of a media object. Object-
specific audio is spatially triggered during this exploration. In contrast to node-specific ambient audio,
object-specific audio may be heard based on the user’s proximity to the objects that have attached
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audio elements. During the exploration a live camera feed that has been filtered contributes additional
media.

The experience opens with a node that contains media (video, image, audio) elements within a volume
of space. The user can navigate through this volume (through gestures) and examine the media more
closely. When the user has finished with the current node, a change of gesture (using finger pointing)
will cause the user to navigate to a different node: a gesture in the horizontal direction will cause the
user to move backward or forward in time (the movement will be either left or right) and the same ges-
ture moving away or toward the user will cause the theme to change. As the user navigates to a new
node the old node will fade and move away as the new node, populated by its media, comes into view.

The gestural interface consists of a wireless glove and 3D position sensors. Gestural movements allow
the user to explore the media within a node. Gestural movements also allow the user to travel to the
nearest adjacent nodes, either chronologically (the theme will stay the same but the user will move for-
ward or backward in time) or thematically (the user will stay in the same time period but change
themes). Other gestural movements also help orient the user by returning to an initial view of the cur-
rent node or moving back to the system’s starting node. A timeline at the bottom of the screen helps
orient the user chronologically; background images and color orient the user thematically.

For its initial deployment and configuration, we authored the DEEP/PLACE system to focus on Harkness
Chapel (Connecticut College, New London, USA) with three main themes: architecture, culture and land.
Harkness Chapel is a landmark building on the Connecticut College campus that was designed and built
in 1938 as a reflective gathering place. As a public site, it has a rich history of performances and events.
Much of the materials we have found on the architecture of the building are in the form of letters, archi-
tectural pencil drawings, and some black and white photographs. Current material within the architec-
ture theme include video and audio and a virtual tour of the interior public and crawl spaces and the bell
and its tower. Archival materials for the architectural theme include schematic drawings and pho-
tographs of the construction of the chapel. We have included in the culture theme a large collection of
letters, telegrams, and notes from meetings during the time of construction between the architect,
Roger Gamble and the donor, Mary Harkness, in 1938. There are also many time-based audio and video
clips of performances. The geology (land) materials include GIS (Geographical Information System) data
of land use, historical maps and information about the geological rock formations. We have produced
layers of 2D images and 3D models that show the site within a larger land mass. This context includes
both the surrounding area and also a visualization of what is under the surface of the earth in this loca-
tion.

We have elected to position the screen in front of the altar in the chapel. This choice allows the main
architectural elements of the chapel (windows, ceiling, organ, beams, arches, organ grille) to be visible
to the participant in addition to the panorama of the screen (see Figure 2). The background visuals of
the virtual space are informed by the images obtained from the on-site camera. The wireless camera is
positioned inside the chapel so that the changing light conditions are captured and used as part of the
digital background in order to accentuate the quality of light coming through the windows throughout
the day. This connection portrays the interplay between the actual site and the virtual one. We have
also used color codes to signify our themes (architecture, culture, land) to provide thematic orientation
to the participant.
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Conclusion

DEEP/PLACE is a flexible site-based interactive installation that can be configured to allow participants to
explore site-specific historical and cultural information in a hybrid physical/virtual space, creating new
opportunities to enhance apprehensions and relations of place. We have created the first iteration of
this system by designing an explorable topography of site-specific historical/archival, geological, archi-
tectural and audiovisual elements based on Harkness Chapel in New London, CT, USA. This collaborative
project involves three core faculty (in Studio Art and Computer Science) at Connecticut College as well
as students within the Ammerman Center for Arts & Technology. Expertise in history, architecture, geol-
ogy and geographical information systems was provided by affiliated faculty at Connecticut College.
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TACTILE VIDEO LOVE LETTERS: FINDING NEW MODALITIES FOR NON-
VERBAL COMMUNICATION

CAMILLE BAKER

This paper will discuss new research repurposing the mobile phone from a textual and voice device to a
more multi-modal, synaesthetic, tactile, expressive, and gestural device. ‘Tactile Video Love Letters’
seeks new modes for individuals to express themselves intimately, visually and non-verbally—akin to

remote ‘touch’, immediately and intuitively understood in a pre-conscious sense—direct and tactile
route to interpersonal communication.

Image 2. © 2007 C. Baker — still image by participants part of MINDtouch PhD research workshops
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Image 3. © 2007 C. Baker — still image of participants in a MINDtouch mobile video workshop

ABSTRACT

This paper will discuss new research that repurposes the mobile phone moving it from a textual and
voice device to a more multi-modal, synaesthetic, tactile, expressive, and gestural device. The project
‘Tactile Video Love Letters’ seeks to find new ways for individuals to express themselves, in an intimate,
visual and non-verbal way—akin to sending remote ‘touch’ messages, immediately and intuitively un-
derstood in a pre-conscious sense—direct and tactile route to interpersonal communication.

CONCEPTUAL APPROACH

Currently, we live in a world where we are increasingly more distant from our friends and families. Mo-
bile video cameras can be repurposed to visually convey emotions and sensations, rather than merely a
device for documentation of events, or as an entertainment gadget. As such, this new project ‘Tactile
Video Love Letters’, aims to continue to bridge this emotional and physical divide between users.

Based on previous neurological research on human development [[i]], it is evident that humans need in-
person, physical contact (as do all mammals) and interaction to establish and maintain intimate bonds,
as well as to continue to develop strong neural pathways in the brain. According to psychiatrist neurosci-
entists Lewis et al (2001), this physical contact is essential for survival (and the only authentic, tangible,
focused interaction). Therefore, communicating via written word, voice etc. is only part of this interac-
tion.
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Portable devices and increasingly ubiquitous forms of mobile media and communication devices have
transformed the modalities in which we can communicate our affective and emotional “states,” how-
ever they are still predominantly via text and language. Mobile images are often experienced as per-
sonal, intimate, and private expression. Once sent, the immediacy of these media images feels like a re-
ceiving a virtual kiss blown to you or of invisible pieces of them [[ii]] through the network. Therefore, if
one thinks of a text message as a thought transfer, then an image or video is sensory or sight transfer,
sending visual experiences, feelings, as well as one’s unique expression and perspective.Thus, people
might wish to send their internal perceptions, instead of relying solely on words to communicate when
using the mobile phone.

Tactile Video Love Letters’ involves developing a novel method to repurpose the mobile videophone,
using wearable technologies and smart textiles. This fresh approach hopes to replicate physical experi-
ence as much as possible. The system will use both the mobile connection using a wearable interface
for tactile interaction. This will create a reciprocal exchange with a way to reply to a mobile message
sender in a non-verbal, embodied, multi-sensory, two-way dialogue. Thus, this media project studies to
relay ‘felt’ experience or touch sensation ways through a sensitive interface that is a skin-like membrane
or bio-material responds with a reply directly to the recipient's mobile phone application.

To address the problem of extended absences, global travel, and distance relationships, methods will be
developed to enable the translatation of emotional content contained in the visual construction and
patterns of mobile video messages into ‘touch’ messages. Visual interpretation software technology will
be designed to transform and transmit the video messages recorded by mobile videophones into physi-
cal feedback and sensations. These emotional video messages will then be sent through to the tactile
textile/membrane’s interface to pass the message to the person directly through the surface of their
skin, by contracting, emitting heat, pulses or vibration and other such actuation outputs. Also under in-
vestigation are methods to relay the ‘felt experience’ or touch sensation back through to sensors, via the
garment, to send a reply or notification response directly from the garment to the initial sender’s mobile
phone. This is intended to better enable a person to have more realistic 'contact’ or interaction with a
friend or family member at a distance.

CuteCircuit designed the first mobile connected sensory wearable garment with their HugShirt© in
2006. Others have since followed from their lead, with variations of mobile-to-garment projects. Tactile
Video Love Letters builds on the innovation of CuteCircuit’s ground-breaking, interactive garment, the
HugShirt© [[i]]. It aims for a two-way exchange and experience, with sensitive textiles, and mobile
video, taking this interchange to a more complex level, with mobile connection to skin interaction. To
achieve these aims involves a systematic approach in three key areas: video messaging lexicon develop-
ment, sensor/textile interface design and mobile media application programming and development.

Tactile Video Love Letters asks users to draw upon the visual material in their environment and any im-
agery they think relevant or essential to their expression. The ‘tactile textile to video’ exploration will
develop a customised video symbolic vocabulary or lexicon to express and construct visual ‘sentences’
or ‘utterances’, to then be translated into distance touch or embrace. The intention is to create a struc-
tured semiotic system for expression, especially for people with physical, verbal or linguistic challenges,
to use for personal interaction and to have an embodied, tactile and visual means of messaging [[ii]].

Through a participatory design processes project will develop a method to use videophones and mobile
imagery together as an alternative to the current textual or voice uses. It will utilise visual patterns and
common approaches to the use of visual material in one’s environment, including users’” movement and



183

gestures with the device. As the sensory experience/conceptual/interaction designer and facilitator, my
role is to explorethe physiological tactile experiences of emotion on the body and brain of the message
receiver, as well as to develop (with the aid of the users) the video language used by the video message
senders [[iii]].

The first step for this ‘tactile video’ research, is the development of a symbolic video message lexicon to
express with. This involves:

1) exploiting the possibilities and limitations of the mobile device and its video technology;
2) studying users’ comfort with the device;

3) understanding the limitations of available environmental visual material as an aid in communicating
such messages;

4) testing/studying users’ ability to utilise the visual environmental material to represent their emotions,
internal perceptions, sensations, or experiences;

5) studying visual content, meaning, patterns and representations to create a mapping of symbolic vo-
cabulary to translate into touch sensations;

6) create structured activities for test users to be guided through, in order to find ways to express or
record patterns and other visual elements as meaningful messages.

From this process, a vocabulary or syntax of representations of internal experience should emerge.

User interaction workshops for this process will be conducted starting before the end of 2011. This will
begin with a designed set of structured improvisation activities to explore various types of expression as
the impetus for developing a symbolic code for non-linguistic video expression. These workshops will be
based on previous PhD research (Baker, 2010), where it was observed that the key aspects of mobile
video-making process include these four features:

1. aninnate performativity, movement, gestural qualities, afforded by the device size and its features;

2. portability factors (i.e. ability to watch or shoot anywhere), which allow one to notice the mundane
more acutely, and causing people capture all that catches their eyes;

3. the phenomena that users start to view the world through the camera ‘vision’ of the mobile screen,
rather than their eyes alone, adding novelty, and a re-engagement with the scenery;

4. aninnate intimacy of expressivity, fostered by ready access to the device, and the predilection of
users to record close-ups — framing only that which is to be seen, allowing for abstraction.

In previous user recording workshops, users were observed capturing their experiences and exploring
the immediate space of their bodies, as the main intrigue and focus of the mobile medium. This has be-
come a common approach to mobile video capture, as other artists and researchers have found [[iv]]. It
was found that the device inherently encourages movement, often resulting in a smearing effect making
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abstracted patterns through gesture. This instinctive approach to mobile video recording is facilitated or
afforded by the device size itself (possibly not intended by the manufacturers). Thus, it appears that
users’ immediate impulse is to wave the device around, as if it was part of their hand, blurring the im-
ages intentionally to experiment with the visual results. To exemplify the gestural and intimate aspects
of mobile recording practice, artist Dean Terry states that the phone encourages one:

[...] to project [the] very private space immediately surrounding the body into meta-space. Many of the
videos show objects little more than a few centimetres beyond the tiny lens, often some body part, like
hands or forearms that obscure an unknown, overexposed background space. Other pieces are gestural
performances, recording the movements required when following a line, or when trying to create shapes
by moving the camera in certain ways (2005, my emphasis).

One can only conclude that the videophone inspires a playful, gestural, or performative exploration re-
sulting in a new video aesthetic unfolding merely of the qualities of the device.

A new modality for non-verbal communication

The primary dimension of this new project is in determining what non-verbal, visual communication can
result when users are asked to express a certain types of inner experiences or perceptions using video-
phones. The aim is to harness users’ own ingenious nuances of representing their inner sensations and
emotions through the imagery. Thus, the focus of my work has shifted from facilitating non-verbal, in-
ternal, visual and synesthetic expression.

Non-verbal communication generally involves using eye-contact, gestures, body language, touch, tone
of voice, and other physical indicators, to express certain information to others without words [[v]]. It
can also be used to highlight a conversational or linguistic exchange, or to make a point more clear.
Sometimes it is a mode of communicating the unspeakable or a way to interact prior to formal verbal
exchanges or introductions being made. It is a means of initiating contact, or expressing something inti-
mately without the need to verbalise the sentiment. We all use non-verbal modes of expression and
learn them at a very young age, possibly before we are able to speak.

In his research on mobile phone use, Murtagh noticed that non-verbal behaviour:

[...] focus[es] on bodily gesture and eye contact emerged from the data when it was noticed that activi-
ties with and responses to mobile phone use were almost invariably non-vocal in nature [...] Yet, so much
of mobile phone use in public is organised through non-verbal action and interaction. It is suggested that
these non-verbal aspects of phone use display the 'unwritten rules' of usage behavior in public. (2001:
82)

In my previous research, participants were asked to use videophone imagery to speak for them, to draw
upon visual material within their immediate environment, as well as from their own sensations, percep-
tions, thoughts, and emotions, to share with others without words. Through gestures and movement it
was evident they could represent their internal experiences via the external world visually and could
have meaningful non-verbal expression. This modality falls outside of the usual physical or body lan-
guage and is more akin to the cinematic language [[vi]] of video art, abstract cinema, audio/visual per-
formance. This method of non-verbal expression does not require in-person presence, but could be
transmitted in a visually with a mobile connection. This digital mode of remote non-verbal expression
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transmits different layer of emotional presence, beyond tone of voice or turn of phrase that is currently
used. The embodied interaction through technology replaces the in-person physicality.

Also to be investigated here, is how a receiver of video messages might experience and interpret these
messages, especially if the messages are abstract, emotional and visceral. A direct, literal approach to
constructing the visual expression may be the key to meaningful exchange (or may not be). Thus, one
option is to construct a semantic language or symbolic representation for video messaging. While it can
be argued that, like a dream or an artwork — the receiver/viewer/dreamer should also be free to inter-
pret the message any way they like, in some cases the representative imagery is clear enough in content
that the message is evident and obvious [[vii]]). Yet, the way the communicator constructs the message
can also help in its interpretation and how it is decoded, especially if they use recognisable signifiers and
symbolism (see Image 2 below). As such, this research will develop activities to develop a visual lexicon,
building on past research that can provide tools and a structure to guide users to create a video lan-
guage of their own. The intention is to develop a coding system for direct personal, embodied, sensual,
and meaningful visual messaging using synaesthetic possibilities of mobile expression. The goal is to en-
able the average, non-artistic user to communicate in playful, creative, intimate, and novel ways [[viii]].

CONCLUSIONS

This project hopes to help people to maintain close personal bonds when it is difficult to be phyically
present or infrequent. Yet, most people likely do not seek a digital replacement for in-person contact
with the spouses/partners, friends, family, or business associates. Ultimately, fleshy, corporeal, in-per-
son interaction will always be the most sought-after and ‘real’ experience. We have evolved to a condi-
tion in which this the optimal form of clear human understanding, trust, survival, and connection be-
tween people. Global travel for business, pleasure, and trade necessitates that we develop better solu-
tions to bridge the gaps between face-to-face interaction and immediacy to maintain relationship. The
only reasonable justification for substituting fully embodied experiences of in-person interaction are to
save money, resources, lives, and other life threatening activities that otherwise cause problems in our
current socio-economic, political, and environmental state of the world. Instead of using 3D surround
projection TV to bring us closer to a sense of real, live, in-person experience with others, this pro-

ject seeks a more sensual, tactile, present, and cross-sensory approach.

Artists and scientists will continue to develop alternatives to in-person contact, ones that feel real and
authentic, both emotionally and physically. This media art research will expand on previous work by
continuing to seek new interpretations of everyday technology, to improve the quality of life through
non-verbally express and transfer messages through var