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XY Z - The Western view of space implements
an order to everything. Our space vocabulary
uses words like: here, there, this, that, plan, el-
evation, up, down, left, right. Char Davis tries to
make us see how we tend to think space in terms
of XYZ coordinates, and we think that the world
is comprised of solid objects separated by the
void of space.

In our culture, our ideas of physics have shaped our
view of space as a kind of empty box. Such a space
can be described geometrically as three dimensions or
measured with its eight corners. But this is only one
of many possible modes of description. For geometric
space has no focus, as a person experiences it due

to his particular location. For this reason, geometric
space is less suited for orientation than subjective
space is. This subjective space is a space that is seen
and heard by a subjective individual. (De La Motte-

Haber, p.35)

The western view of the world strives for clear
divisions with categorizations that work to elimi-
nate any uncertainty or fuzzy areas of classifica-
tion. Our view of the world is always evolving,
we were once not so concerned with logic and
order in a space. One of the main themes of Jona-
than Crary’s Techniques of the Observer deals
with the combination of factors (philosophical,
scientific, and socioeconomic) that influenced the
development of the observer in the 19th century.
Crary discusses how these factors worked togeth-

er to make the leap from an objective to a subjec- |

tive observer. Crary explains how this discovery
was used to discover new truths through a search
to see objects in their “pure form”, or to enable
control of the masses by mechanizing and stan-
dardizing vision. Crary’s main argument states a
major change in the observer throughout the 19th
century; his evidence shows a move from a holis-
tic view of an objective observer, to an empirical
view of a subjective observer.!

Perhaps it is time for a new shift in our percep-
tion of space and time. With new technologies
available, we have the capability of exploring our
connections and perceptions of space in ways not
possible before. Throughout the 19th century the
observer had to adapt to new technologies such
as photography, film, and various optical devices
that presented abstractions of normal vision and
asked the observer to accept them as a kind of
reality.” We are still constantly being challenged
by emerging technologies to change our reality.
If we have been able to adapt to as much as we
have so far, what new realities lie ahead?

1 Crary, Jonathan. Techniques of the Observer: On Vision
and Modernity in the Nineteenth Century. Massachusetts:
MIT Press, 1992. p.97-136.

Crary, Jonathan. Techniques of the Observer: On Vision
and Modernity in the Nineteenth Century. Massachusetts:
MIT Press, 1992. p.97-136.

Char Davies

Canadian new media artist Char Davies is best known for her work Osmose, a virtual reality based piece, and
her work with digital imaging software. Char Davies has exhibited internationally in galleries such as the Museé d’art
Contemporain de Montreal, the National Gallery of Canada, San Francisco’s Museum of Modern Art, the Barbican Art
Centre in London, and the Australian Center for the Moving Image.Originally Davies was mainly a painter and film maker;
as a result of her own impaired vision, she gained an interest in exploring beyond the 2-dimensionality of painting which

lead her to working with 3-D computer imaging.!

Her research into embodied perception and non-Cartesian spatialities dates back to 1980, when she
began exploring the effects of her own extreme myopic vision: a dramatically altered world in which
hard edges, separate objects, and indeed all distinctions between things disappear, dissolved in light.
(This work laid the foundation for her unique visual aesthetic of multilayered semi-transparency, as
later seen in Osmose and Ephémere.) (Popper, 2007, para 8)

In 1987 Char Davies co-founded Softimage, a 3D software development company later bought out by Microsoft
in the early 90’s.? Afterwards she founded Immersence Inc. in which she continues to create new works of art through
exploration of new technologies and software.? Recently, Davies has acquired a doctorate of New Media Philosophy from
the University of Plymouth in the UK. As well, she has received an honorary doctorate of Fine Arts from the University of
Victoria in British Columbia. Currently, she resides both in San Francisco and rural Quebec where she is working on a large

scale land-based project.*

wrmmm//jdny swoy agew|
LI0)1od QAISID

[(800T-S661) W0o'90U3

"asotIs) “@oeds [enyIA 3y Jo 3B

suLmp uaye) [[us [eNs1g- ($66

Biographical information in paragraph from:“Char Davies-Artists Biography.” Immersence. [2007] Online. Available:
http://www.immersence.com/index.html July 02, 2007.

Ibid, Paragraph 2.

“About Immersence.” Immersence. [2007] Online. Available: http://www.immersence.com/index.html July 02, 2007. Paragraph 1.

“Char Davies-Artists Biography.” Immersence. [2007] Online. Available: http://www.immersence.com/index.html July 02, 2007. Paragraph 6-8.

Osmose (1995) is an interactive multimedia installation which uses virtual reality technology
to immerse people into Davies’ imagined landscape. Osmose was put together in the years 1994

to 1995 in Montreal with the aid of a team at Softimage Inc. who brought Davies’ concepts to life

@
through graphics, animation, sound, and programming.® S
=
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One of the main issues that Char Davies explores with Osmose is the typical Western é
perception of space. Cartesian/Newtonian philosophies have influenced us so much that we have ~
D\g
lost a sense of connection with the world around us. We tend to think of space in terms of XYZ a
coordinates, and we think that the world is comprised of solid objects separated by the void of S
space.® This mentality is explained best in Char Davies’ Virtual Space: S
Q
As Roger Jones wrote in Physics as Metaphor (1982): §
S
q q Q »n
The modern notion of space is a compound metaphor that embodies all our @
P-4
concepts and experiences of separation, distinction, articulation, isolation, %
delimitation, division, differentiation ard identity. The laws of<perspective, ' o
and of geometry for us ate a codified-summary of our normal experience of /= rrd
alienation, unique identity,“and un-relatedness. It has all been _abstracted, E
externalized, and synthesized into the celd, empty void we call spaee. This =
metaphor of space is our modern mechanism for ayoiding the-experieénce-of e .
. m N a oy . '_’,
oneness, of the chaos, of the ultimate state of unity to which-the mystic seers - - =
and philosophers of-all ages have referred. (Davies, 2004, para 5} - *, i SW’
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Davies believes that.virttal reall%y (VR)xas itis known reinforeesthe westerh notions:of space-\ =
with its complete disembodiment intesa mental.world reinforcing the separation of objectsiVirtual E
o 3 3 : y b ; 3 \ a2
realities exercise complete eontrol over all interactions, and.typically>do ot include undesirabie . 5
phenomenon such as aging, iIIneis, and dirt. Davies’ Osmose shows her-desife to Use virtual reality =
/ i Q
to further connect us to the world rather than emphasize our feeling of disconnection:like many ' - %,
4 -~ <
VR experiences do.” In Davies’ work she emphasizes.an immersion into-space which-is a step-away g
fromeour.typical views of the infinite Euclidian space; she turns the notion of space-into place as it is 8}
; : Q
experienced. 5
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My unrelenting” emphasis on: the spatially all-encompassiag- guality ofa ’ e
truly immersive experiénce is not without reason: reference to surrounding o =4
suggests that there is something, someone, being surrounded, that there is a _ By, = v =
perceiving subject at its centre. The implication of this emphasis on mypartis 2
a deliberately:shifted focus from the notion of space as an empty vgid or-an %
endlessisotropic expanse (asin Euclidian space) and as the geometrical domain §
of xyz coordinates (as in the technology of 3-D computer graphics) to space as 4
it is subjectively experienced — i.e. as it is inhabited — thus transforming the | 8
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abstraction of space integplace. And being in pldce suggests having a body. “O
(Charlotte Davies, Thwaites ed., 2003, para. 17) Z §
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5 Davies, Char. “Landscape, Earth, Body, Being, Space and Time in the Immersive Virtual'Environments.Osmose and Ephén}ér-e.”' Ry %
Women, Art, and Technology. Judy Malloy, ed. Cambridge, MA: MIT Press; 200312003 ] Onlinie: Available: " =
http://www.immersence.com/index.html" in'section “Publications by CharDévies>=July 02, 2007.-Paragtaph 10. B o
6 Davies, Char. “Virtual Space.” Space: In Science, Art and Society. Frangois Penz, Gregory Radick and'Robert:Howell, eds. Cam- # =
bridge, England: Cambridge University Press, 2004. [2004]Online. Available: http://www.iramersence.com/index.html in section \S)
“Publications by Char Davies. August 06, 2007. Paragraph 5-6. s : 8
7 Ibid, Paragraph 6 and 9. i1 % 2



Char Davis. Osmose (1995) -Osmose immersant wearing tracking vest. [image from: http://www.immersence.com (1995-2008)]

H

is a reflection of how Davies remembers and thinks of this landscape; it is an interplay of real and virtual,
real and imaginative. As Davies sees her landscape being harmed by the affects of humanity on nature,
she wonders if virtual landscapes could replace nature as quickly as the real nature is lost. She sees a
danger in virtual spaces, as they could be the only thing left in a society that lost its connection with the
real world. On a positive note, she wonders if virtual spaces could somehow bring our attention back to
nature and recreate this connection.® Davies sees a fault in virtual spaces; that the whole complexity and
infinite possibilities of nature could never be recreated by the human mind:

.| sit at the roots of a solitary maple tree among its crumpled ochre leaves, in
the gathering violet light and tranquillity of dusk broken only by the sound of the
international flight path of trans-atlantic jets—watching for the deer to venture
from the safe shadows of the woods into the soft evening meadows of the orchard.
| wait for the deer and all the other creatures who pass through here, strands of
multichanneled life, life as a river with infinite rivulets pouring through time. These
are the living presences who are so absent in the human-made virtual environments
of Osmose and Ephémeére. (Char Davies quoted by Malloy ed.,2003,para 22)

How are we going to respond to the affects of technology with virtual experiences replacing reality,
with expansionist ideology, and with a shrinking world resulting in a loss of diversity? In Osmose, Davies
shows concern over these issues, and makes attempts to get participants out of this Western mode of
thinking. For Davies, the goal is to use VR technology to change peoples’ perception and their connection

h\real world, rather than take away the human experience.®

he impulse behind this project has been to communicate an intensified experience
¥ of being embodied in the space-time of the living world. Osmose and Ephémére are
y attempts to distill and amplify the sensations and emotions of being conscious,
embodied, and mortal—that is, how it feels to be alive here now among all this,
immersed in the vast, multichanneled flow of life through space and time. In these
works, | seek to remind people of their biological, spiritual, and psychological
connections to the natural (rather than human-made) environment and of the
regenerative source and mythological ground of those connections. (Char Daves
guoted. Davies, Malloy ed., 2003, para 2)

with audiofand a vest that monitors their breathing and balance. The program provides a 360 degree
ament where the participant can view and navigate in all directions.'® The participant

eir breathing and balance; breathing controls up and down motion, and balance
controls hofizontal motion.!* When the program begins, the participant is guided out of Cartesian space

into a virtual ld unbound by our habitual views of space.

The first virtual space encountered is a three-dimensional Cartesian Grid which
_functions as an orientation space. With the immersant’s first breaths, the grid gives
way to a clearing in a forest. There are a dozen world-spaces in Osmose, most based
on metaphorical aspects of nature. These include Clearing, Forest, Tree, Leaf, Cloud,
Pond, Subterranean Earth, and Abyss. There is also a substratum, Code, which
contains much of the actual software used to create the work, and a superstratum,
Text, a space consisting of quotes from the artist and excerpts of relevant texts on
technology, the body and nature. Code and Text function as conceptual parentheses

around the worlds within. ( , “Osmose”,
para 2)
8 Davies, Char. “Landscape, Earth, Body, Being, Space and Time in the Immersive Virtual Environments Osmose and Ephémeére.”

Women, Art, and Technology. Judy Malloy, ed. Cambridge, MA: MIT Press, 2003. [2003] Online. Available:
http://www.immersence.com/index.html in section “Publications by Char Davies.” July 02, 2007. Paragraph 19-20.

9 Davies, Char. “Changing Space: Virtual Reality as an Arena of Embodied Being” (1997). Multimedia: From Wagner to Virtual Reality.
Randall Packer and Ken Jordan, eds. New York, N.Y.: W.W. Norton & Company, 2002. [2002] Online. Available:
http://www.immersence.com/index.html in section “Publications by Char Davies.” July 02, 2007. Paragraph 16-19.

10 I “Osmose.” Immersence.[2007]Online. Available: http://www.immersence.com/index.html July 02, 2007. Paragraph 2 & 6.

11 Davies, Char. “Virtual Space.” Space: In Science, Art and Society. Frangois Penz, Gregory Radick and Robert Howell, eds. Cambridge,
England: Cambridge University Press, 2004.[2004] Online. Available: http://www.immersence.com/index.html in section “Publications
by Char Davies.” August 06, 2007. Paragraph 24.
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WHOSE REALITY?

Immanuel Kant in Critique of Pure Reason
(1787), talks of how we do not see ‘pure ob-
jects’ but how everything is seen through the
lens of our eye and mind: “ ‘our representa-
tion of things, as they are given, does not con-
form to these things as they are in themselves,
but that these objects as appearances, conform
to our mode of representation.”” (Crary quot-
ing Kant, 69-70)

Johann Wolfgang von Goethe in the 19th
century was one of the first theorists to
explore subjective vision. Contrary to the
classical model of vision, Goethe’s work
showed that one can not study vision by only
examining a machine that replicates the
function of the eye, he showed that every
person looks at things and interprets them
based on their own experiences. An
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s to th“aaatura{ environ men’t With trePes  ro and rive but there are n% - Schopenhauer believed in an entirely

subjective vision and he proposed that the
subject informs itself about the object by
sensation and interpretation; for example,
colour is a function of the brain only and is
not inherent to the object.’
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2low. (DaV|es 2004, para 37

and society create our experience of reality;
we are following rules and conventions that
were made up by other people. For example,
we all measure time with a clock, but we are
free to follow any measurement of time we
like. One of the key themes Huyghe works
with is the idea of real experience and repre-
sentation. The expression “to live vicariously
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..the artist intervenes in familiar narrative
structures to investigate the construction of col-
lective and individual identities in relationship to
various forms of cultural production. Huyghe is
interested in both reading and making possible
multiple, subjective reinterpretations of incidents
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http://www. immers /indextllilin sectloﬁblwﬁon?g Char Davies.” July:02 074 aragraph 136 acters and his viewers to take back control of their
Davies, C jace.” Space: ience, Art@nd'S Tangois P*egory Robert Howell, eds. Cambri@i,\ . s .
England: Ca dge University Press, 2004. [2004] OM'Avalldbie http:// lmmersence com/mdex html - Oown 1mages, their own stories.
in section “Publications by Char Davies.” Augtst 06, 2607 ap "R (CI'OSS, Para 1)
D s, Char. “Changing Space: Virtual Reality as an Arena of Embodle i (1997) ultimedia: From Wagner to Virtual Reality.

Ran aall Packer and Ken Jordan, eds. New York, N.Y.: W.W. , 20 ] Online. Available: . .
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Davies, Char. “Virtual Space.” Space: In Science, Art and Society. Franc;ms Penz Gregory Radick and Robe well, eds. Cambridge,
England: Cambridge University Press, 2004. [2004] Online. Available: htlp://\!vw.immersence.com/index.html in section
“Publications by Char Davies.” August 06, 2007. Paragraph 28. 3
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R ubrideS works explore the shift from an objective

3 Crary, Jonathan. Techniques of the Observer: On Vision and
Modernity in the Nineteenth Century. Massachusetts: MIT
Press, 1992. p.71-75.

[(8002-S661) Woo"0uASIOWIWY MAvm,/:dNY w0y dFew] -aSOUIS() “9odS [ENLIIA ) JO d0UBULIOJId SAISISWILI JULINP USYE) [[1S [BNSI- (S661) 9SOWSO YLE UBIURLIAIQNS “SIAR( JEY)



While the participant experiences the virtual environment of Osmose, gallery visitors are able to see what the participant sees by a real time video projection. At the 4 Ip her book Contemporary Kandscapes of Contemplatior;,Rebecce Kw? looksatOshgose = o view that separates all objects
same time, a shadow of the participant is also projected separately®® so gallery visitors can witness “...the relationship between the immersant body and the work, in the terms of a contempl-atlve space. She explores how the idea of a contemp‘r'ﬁ\_/_e,space - by an empty void we call space,
drawing attention to the body’s role as ground and medium for the experience.” (Davies, Malloy ed.,2003, para 11) may have changed with the influence of techndlogy Krinke*discusses contemplatlve spaces in 2 & to an all encompassing body
- =
— - R T T ] ET—— oG s PR AN gen,eral t-radltlonally-a contemplatlve space is known to bé found in natulr‘e It seems natural e 8 better defined as place rather
e responses from some of the thousands of people who have experienced the virtual environment of Osmose have been recorded. ile experiencing the virtua . _ - 4 . :
) P . p' P ) P ) . e ] . P & - at contemplative spaces are found'in nature Jbecau e it @s been prow’en that interaction W|th - 9 than space. (Charlotte Davies,
environment, participants have been known to act as if they are in an altered state of consciousness much like meditation. Because of this, the participants appear to be open to . jo g < Thwaites ed., 2003, para. 17)
. . ] . . o Lo T nature is bene/cdaT tof/o health.:Even a back yard ha$ bed) known to have the same effect ’ ™l ol “n . ; ,
new modes of perception.?® Other responses have revealed that participants gain a higher sense of self-awareness. The participants have a sense of being in the body as well as o . i < o As well, Hamilton & Southern’s
) ) . o . . . . . as the natugal wildernebs. Krinke askswhat a t;ontempla v@isite cq uId be in modern frmes? " 3 Kk looks at real .
being freed from it.%* “... the after-effect of immersion in Osmose can be quite profound. Immersants often feel as if they have rediscovered an aspect of themselves, of being alive . | - o [ WOIK 100KS at real €Xperences as
) ] ) ) ) . ] Does beauty trave to’be in‘a co emplatlve spacé?"CouId dsite with ehwronmental damage, be ' ~ they apply to us with attention to
in the world, which they had forgotten, an experience which many find surprising, and some very emotional.” (http://www.immersence.com/index.html, “Osmose “, para 5) x Pt e o ! .
4 a contemplative site? Is thls?vv]; 2 should be contemp ng? i mie;;?s if it is impossible tor_ e B the social and personal experi-
To help explain what is happening in Osmose, Davies quotes French philosopher Gaston Bachelard: ~have a contempla‘uve spﬁce with technolog-y? And i lt is § : Ve a contepiplative space & o ences and connections we have
19,] it " " "
By changing space, | = m{rnodem t|meSW|thou‘b technology. Technology has h ; hat ifwe see y ’ :-:- § '_[0: SpaCle- I’n th;il WOlk 16(]3301(1‘
by leaving the space of one’s usual sensibilities, - ~something i nature, { oWhat We'have segf inthe-media. > / & ng peophes Wﬁ( ) tn an ur. an 1
one enters into communication with a space g o= o \ W £ - E Settmg’ t © Walks are Surprismgly
that is psychically innovating. ... S ikl von take us out of g / r’ J{,—f‘” N organic in nature. Perhaps we do
For we do not change place, we change our nature. thinkine Byt T af‘fected.‘by-o ake j-= = not expect this result because of
(Gaston Bachelard, The Poetics of Space) (Davies, 2004,para61) , - &2 ] éﬁ o the rules and conventions that
us have a dlrect experlence Peo;ﬂe who exbgﬂsnce Osm oselty start by tr ng to take = Ué we have adopted from society;

3 control, Iookrn‘g‘—to experlencemcb 6Fthe en?ro : ey can. After sométlme 7 > i; maybe we expect to see some-
the participant bengJto relax a_rﬁ“xperlence the sp ge,\Gontrol is b‘ath @Iur#ary and - = thing similar to a road map. In
|nvoIunta'rvﬂthrough,breathlﬁg.nawgatl o4is to break the uSer erm their & ; g'”b, this way, Hamilton & Southern

i = = (¢] . .
Cartesian Ms of tl{nkmg, and-usin ing. /s her tdo this. Cartlsi A 2 show _hOW we are free to make an
g P : g2 e- experience our own.
= 15 about domination 6fa sp-a’ce and aII obJects W|th| 4-t" Ep B much focu /% L =,
_ L 4 =
_ = and spatfalizing things that it becomes di It to view our;se*l s}en e%ual in e,
system. Char takes one of the things thatm?é‘-«ha.y me most confrol over, obir vemen,t *and 5 KNOWLEDGE of the
- o world around us. What is there to
makes us question how we move ardund by maki mnt rtlallyj{\ J’ﬂ? ¥ g - | bout t' q S
=. earn about perception and space’
can only control your brea.‘thing degree) rnall!s roirah?fﬁr other = . p p P P
l i 4 U How did we learn how to experi-
perception; instead of the mind runnlng on automatlc | toP yaftengl?,mhe present.” gh ence a space? Many people learn
(Krinke, 2005, para8) It seems that technology, ha?ﬁed‘é‘:lt g It for%ﬁn spaces of % the rules that are followed by all,
contemplation. Krinke believes that Char Davies §eems have f&(qd o‘h"é so1u{on she uses == and never question them. Richard
technology |tseIf to reconnect us to nature.? Y, T 3%y P. Feynman, a Nobel Prize win-
..'i I‘ 3 ; £ ning physicist discusses this in
AN 5 the book The Pleasure of Finding

A O

Things Out. “It is our responsibil-
ity not to give the answer today
as to what it is all about, to drive
everybody down in that direction
and to say: ‘This is a solution to it
all.” Because we will be chained
then to the limits of our present
imagination. We will only be
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= able to do those things that we
) . ;
a3 think today are the things to do.”
= (Feynman, p.115)
" =)
o PRy o -
v ! p \ ’ == Pierre Huyghe, Char Davies and
' = Hamilton & Southern are all
§ interested in questioning what
5 we feel is known about what is
" real and how our world works.
g Huyghe questions how experi-
= Q
SN cnces are represented to us, he
o .
=] explores the diference between
=
18 Davies, Char. “Landscape, Earth, Body, Being, Space and Time in the Immersive Virtual Environments Osmose and Ephémere.” Women, Art, and Technology. Judy Malloy, ed. Cambridge, MA: MIT Press, 2003. [2003] Online. r o s . e
E ) : § : e ! ; 2 & Rethinking VR: Key Concepts
Available: http://www.immersence.com/index.html in section “Publications by Char Davies.” July 02, 2007. Paragraph 11. . gl = | 2 and Concerns.” Hybrid R;ﬂitV' Art
19 “Osmose.” Immersence. [2007] Online. Available: http://www.immersence.com/index.html July 02, 2007. Paragraph 5. - —s il ’ m . - ‘a‘g‘h“% Technology and ﬂzle Hulmh Fiietor ~Thwaites
20 Davies, Char. “Landscape, Earth, Body, Being, Space and Time in the Immersive Virtual Environments Osmose and Ephémeére.” Women, Art, and Technology. Judy Malloy, ed. Cambridge, MA: MIT Press, 2003. [2003] Online. 22"1'5&;5 of contemplative spaces and O}frfl’pse in this paragraph from Krinke, Rebecca. Contemporary Landscapes of b _g o Hal. ed [,f 2)/03] Online A‘yﬁilz;ble' ’ ’
Available: http://www.immersence.com/index.html in section “Publications by Char Davies.” July 02, 2007. Paragraph 18. Contemplation. Oxon, UK: Routledgg; Taylor & Francis Group, 2005. [2005] Online. Available: g htt " //\., ':y immersence co‘m«/inde.‘c html
21 Davies, Char. “Virtual Space.” Space: In Science, Art and Society. Frangois Penz, Gregory Radick and Robert Howell, eds. Cambridge, England: Cambridge University Press, 2004. Online. Available: http://www. |mmer-ce com/index.html in section “Publications by ?}h? authors.” September 14, 2007 i o E’ éc tion “t’ublica}ionsb C’har Dnvies »
http://www.immersence.com/index.html in section “Publications by Char Davies.” August 06, 2007. Paragraph 61. 23 Ibid. - Y ! X v -
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knowing an experience, and actually
experiencing it. Char Davies’s works
show that there are different ways to
perceive the world, she questions our
convention that we are bound to the
XYZ grid and the laws of science as we
move throughout a space. Hamilton &
Southern show that a space can have
many different experiences, and there is
a beauty that can be found in all of the
connections between them. We are free
to explore the boundaries of space and
perception, to discover the beauty of our
connections to a space that often goes
unnoticed.

Jen Southern

Jen Southern is a new media artist whose work has mainly been exhibited in England and Canada. She currently lives
in Huddersfield, UK and works at the University of Huddersfield as a lecturer of multimedia and virtual reality design in the
Department of Art. She completed her undergraduate studies in the UK, and she received a Master’s Degree of Fine Arts
at Concordia University in Montreal.?* Her artistic practice is involves exploring new technologies and mapping techniques,
using them to capture the sense of place of select locations.

Jen Southern’s individual practice is process based and participatory, exploring art practice as a social
process. Technologies such as mobile phones and videogames are ubiquitous, and have added a layer of
virtual space to our internal atlas of remembered places. In collaboration with other artists, technologists
or members of the public she works with these hybrid places as lived environments.(website theportable.
tv / home para.3)

Like Feynman, Wolfgang Laib also has
a background in the sciences, specifical-
ly in medicine. He chose not to practice
because of the limitations imposed in
the practice of western medicine. “It was
shocking for me to see doctors know-
ing everything about the material body,
knowing and being able to do things
which mankind could never do before,
but then knowing nothing about what
goes beyond that, and, in many cases,
being more primitive than ever.” (Far-
row, 1994, p. 28)

One project of interest by Jen Southern is Roam. In Roam she worked with participants in the project to go to their
favorite place in a video game. When there, she would get images of the space so she could create a piece of clothing to

their specification with the images imprinted on them. She would then ask the participant to wear the clothes while they
take her along on their favorite walk through a place in the real world. The walk would be recorded by a GPS tracking device,

WWW.N4nl i

and the path would later be sewn on the piece of clothing. The end result is a record of both journeys in physical and virtual
space; images of the clothes are then displayed on a website made to look like an online clothing store.?

In the past few years, Southern has been involved in a series of works in a collaboration with artist Jen Hamilton under
the name Hamilton & Southern. Hamilton is a new media artist who has a Master’s Degree in Fine Arts from the University

of Concodia in Montreal.?® This collaborative work involved tracking people walking through their cities or towns, and

"
X

mapping this movement. In order to do this, they formed a collaboration with Onteca Ltd. in 2002 to create new software

that takes advantage of technology available in GPS enabled cell phones.?” This software was named Landlines: “Landlines

It is important to remember that there is
a difference between knowing a label,
and experiencing the thing. Searching
for experiences that drive us to question
our perception will bring a better under-
standing of how we interact with space.
Feynman explains this while recalling
what his father taught him as a young
boy:

is an online multi-user collaborative drawing tool for GPS enabled mobile phones, in which users draw by moving in real

space.” (http://www.landlines.org/, landlines, para 1)

In Distance made good: Flow Lines, 34 people local to the areas of Lancaster and Morecambe were given the
opportunity to take part in creating a new maps that showed their movements in the local community. They were given a
cell phone with GPS capability and were asked to take the artists (either Jen Hamilton or Jen Southern) on a walk that lead
to a “landmark” of their choice; the landmark and the route taken was to show their connection to their city in some way.?®
The participants in this project were people of all ages; the landmarks visited included favorite trees, first apartments, the

ocean, a favorite house, a bridge, a canal, etc.”” ...all the kids were playing in the field and

one kid said to me, ‘see that bird, what

kind of bird is that?’ And I said, ‘I haven’t
the slightest idea what kind of bird it is.’

He says, ‘It’s a brown throated thrush,” or
something, ‘Your father doesn’t tell you
anything.” But it was the opposite: my
father had taught me. Looking at a bird he
says, ‘Do you know what that bird is? It’s

a brown throated thrush; but in Portuguese,
it’sa ... in Italian a ...,” he says ‘in Chinese,
it’sa ..., in Japanese a...,” etcetera. ‘Now,’
he says, ‘you know in all the languages you
want to know what the name of that bird is,
and when you’ve finished with all that,” he
says, ‘you’ll know absolutely nothing what-
ever about the bird. You only know about
humans in different places and what they
call the bird. Now,” he says, ‘lets look at the
bird.” (Feynman, p.4)

All GPS data collected from the project was translated by Hamilton & Southern’s Landlines software into lines
representing the exact paths of the walks. Hamilton & Southern used this to create a gallery exhibit which showed two maps
created by the walks (one from Landcaster, and one from Morecambe). The two maps were made of wooden panels, and
placed facing each other creating a path or walking space in between them. The sides facing each other highlighted the
“landmarks” of each walk using wooden pegs, the other sides of the panels showed the paths recorded using thread, each
path was marked with a different color of thread. All sides of the display did not show anything conventional for a typical
map, only the collected data to give a sense of place recorded in the walks.?® “In this way each side of the two maps is both a
abstraction and evocative of the lived landscape.” (http://www.theportable.tv/folly/gallerytext.html, para 6)

24 Biographical information in paragraph from: Southern, Jen. “C.V.” Portable T.V. [2007] Online. Available: http://www.theportable.tv/cv.html September 08,
2007.

25 Southern, Jen. “Roam.” Imagined Landscapes. [2006] Online. Available: http://www.imaginedlandscapes.co.uk/?q=node/48 December 11, 2006. Paragraph 5-6.

26 Biographical information in paragraph from: Hamilton, Jen.“Bio Jen Hamilton,” Jen Hamilton. Online. Available: http://www.24elements.net/24assets/ bio.html
September 08, 2007.

27 Hamilton & Southern. About Landlines. [2006] Online. Available: http://www.landines.org/about.html September 08, 2007. Paragraph 1.

28 Hamilton & Southern. “Distance Made Good: Flow Lines.” theportable.tv.[2004] Online. Available: http://www.theportable.tv/folly/gallerytext.html
September 08, 2007. Paragraph 1-2.

29 Hamilton & Southern. “8 Walks.” theportable.tv.[2004] Online. Available: http://www.theportable.tv/folly/gallerytext.html September 08, 2007.

30 Hamilton & Southern. “Distance Made Good: Flow Lines.” theportable.tv.[2004] Online. Available: http://www.theportable.tv/folly/gallerytext.html
September 08, 2007. Paragraph 4-8.
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Hamilton & Southern’s maps break with the traditions of mapping a place, they are not concerned with material objects (roads, buildings,
bridges...) but rather the physical journeys of moving and living in the space including the social and personal experiences and connections to the
space.®!

Southern And Hamilton have conducted similar mapping projects in different areas of the United Kingdom. One of these projects is Satellite
Bureau (2005) which was based in Cardigan. This project was similar to the last project with the exception that the walkers were not accompanied
by the artists and the walkers were allowed to walk were ever they wanted (this includes everyday activities).3? As well the participants were filmed
telling the artists about their walks.* The walks were complied into one map with different coloured lines representing each walk.**

In 2006 Hamilton & Southern created another similar project but this time in Brighton, the project is called Running Stitch. In this case the walk
lines were seen live, projected in the gallery as the participants walked through the city and the lines of these walks were stitched on to canvas fabric
creating®® “an evolving tapestry that reveals a sense of place and interconnection.” (http://www.theportable.tv/runningstitch/index.html , para 2)

Hamilton & Southern’s work explores how we make a place out of a location; how we take memory and experiences and use them to define a place
from our own point of view. “GPS is an objective device, determining co-ordinates to denote a location. Co-ordinates present locations as if they are
uninhabited - their configuration eludes an individual’s perception and recollection associated with locations. Such is the distinction between location
and place which is usefully illustrated by the terms ‘house’” and ‘home’. A house is mapped using co-ordinate points or postal addresses and yet home,
though alluding to house, is a perception and recollection.” (Posey, para 4) Hamilton & Southern show a pure form of peoples’ movements in their
pieces, each individual’s experiences of a place is revealed.3®
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“..itis often the differences in our perceptions as individuals that are greater
than the geography.” (Hamilton & Southern, Unfeasible Symmetry, para 8) We
tend to concentrate on our own experiences and points of view. Hamilton

& Southern’s works remind us that everyone has their unique experiences

and perspective of the same place. Hamilton & Southern do not want their
representations to be looked at like a map or travel route, they want the threads
to reflect the social spaces of a site; it is interesting to see how these spaces/
experiences can be different, and how they cross. Hamilton & Southern’s work
also explores our persistance to anticipate the future as we move through a
space. “/Distance made good'... The phrase suggests that the route first exists
imaginatively, as a potential that is projected from an imagined future point of
having already covered it, and that’s what one does when one walks...” (Cohen,
para 7). Kris Cohen, in his article Beside Ourselves, Sometimes looks at Hamilton
& Southern’s works, and questions if an experience of a walk is drawn or traced.
Cohen’s arguments lean towards a traced experience as he argues that we have
imagined images of ourselves and versions of walks that make the experience
re-visited. Our perception of space is always affected by our past experience,
the present, and our knowledge that we use to anticipate the future. “Imagine
that you’re walking home late at night and something about the scene spooks
you; if at some point during or after, you remember a film with a dark street, an
ominous walk, an appropriate soundtrack, then was it the scene that spooked
you or the memory of the film? Was your walk that night drawn or traced?”
(Cohen, para 7).

This approach of exploring the journeys of individuals steps away from all of
the sensory and emotional experience of each person. We get a bird’s eye view
of their experience and are able to focus on the peoples’ movements as they
navigate the paths that connect them to their place. “Yet these walks ... were by
no means walks for walks’ sake. They represent peoples’ habits. They mark the

outes On their d § to and from the factory. They correspond
o the| Yy taken with beloved pets. They trace a

0 i volWiing favorite places collected over forty years of

li i e

fabric of these ... cities...” (Gerin, pvar§7)
o — o

I

Hamilton & Southern. Running Stitch (2006) -thread use
“ [image from: Hamilton & Southern, http://hamiltonandsouthern.net/p php#gallery (2007)]

outes constitute threads that sustain the cultural ..o

THE LIVED LANDSCAPE

Because of how western thinking has devel-
oped our world view, there is a feeling of
detachment from the ‘real world’. Hamilton &
Southern, Huyghe, Davies, and Laib explore
the ‘lived landscape’, that is, real experiences
that provide a sense of connection with the
landscape. The use of the term ‘lived land-
scape’ reflects the nature of the work of these
artists, they are exploring experiences that we
all can relate to, but are not quite able to put
into words.

...there are many things that cannot, or don’t re-
quire verbal communication in order to communi-
cate the idea. “...how meanings are transmitted and
experienced through sensual modes of communica-
tion and of how perceptual relations are also social
relations, making culture a lived, multisensory
experience.(Howes, p.40)

Wolfgang Laib and Hamilton & Southern
explore the lived landscape by removing small
elemental pieces of an experience (isolated
movement and isolated natural materials) and
revealing them in a way that shows the beauty
and importance of these fundamental aspects
of experience. Even though Davies’ work takes
place in a virtual world, her work relates to the
lived landscape by providing people with real
experiences that are removed from the conven-
tions we use to understand and interact with
our surroundings.

With the desire to reveal the lived landscape,
these artists provide a sense of wonder and
reflection of the bigger picture of the world;
they show elements of experience that we can
all connect with and respond by saying “I am
part of this”.

TO BREAK AWAY FROM
OUR PERCEPTUAL AUTO-

PILOT - There are so many demands on
our senses in everyday life that we have be-
come accustomed to choosing (consciously or
not) which things to focus on, while tuning out
from others. While growing up and learning
about the physical world we become less inter-
ested in experiencing things with “new eyes”
and a sense of wonder is lost. We learn what

is possible and impossible; we become able to
categorize the things we hear, feel, smell, and
see in such a way that we no longer need to
look at things with an open mind and a sense
of wonder. “Our eye finds it more comfortable
to respond to a given stimulus by reproduc-

| ing once more an image that it has produced




2, the inhabitants stretch strings from

ite according to whether they mark a
rings become so numerous that you can
es are dismantled; only the strings and

aterialistic concerns has made us loose touch with our
ng GPS technology to remind us of our connections

d are considered a substitute for the real thing. For
ou are to another place far away. It takes a piece

you are, in the same way. Similar to Char Davies,
rience. The GPS system Hamilton & Southern use

s and points of view; it only records locations, this
gh the space. By superimposing all the lines of the
Iture of the city that is not revealed in traditional

e beauty of pure movement through space, and gives

ranic movement.

aphies.” theportable.tv.[2004] Online.

many times before, instead of registering what is different and
new in an impression.” (Crary quoting Friedrich Nietzsche,
p.97) Artists Southern & Hamilton, and Char Davies examine
virtual worlds to challenge our automatic perceptions of the
landscape.

By changing space,

by leaving the space of one’s usual sensibilities,
one enters into communication with a space

that is psychically innovating. ...

For we do not change place, we change our nature.
(Gaston Bachelard, The Poetics of Space)

(Char Davies qotes Gaston Bachelard, 2004,para61)

ALTERNATE PERCEPTIONS:
SLAUGHTERHOQOUSE-FIVE -1n the movie

Slaughterhouse-Five (1972) the main character, Billy Pilgrim,
seemed to be in his own world, not as

concerned about issues of the moment in the same way as the
others around him. In one scene he is being marched though
the streets as a prisoner of war, but this is not his main con-
cern, he is only interested in watching the children’s reaction
to his funny jacket. Billy Pilgrim does not seem concerned
about the gravity of his situation. Billy sees the world differ-
ently. Because he is unstuck in time he never knows when he
will leap through time, and what period of his life he will find
himself in. But wherever he ended up in the film, he likely
knew what was going to happen, having lived through his
experiences many times before. He appears to have a
child-like innocence, but he knows what is going to

happen and makes sure he enjoys the good in every
situation.’

Billy Pilgrim: “I don’t need a doctor, Stanley. On
Trelfamador you learn that the world is just a

collection of moments all strung together in beautiful random
order.” (Vonnegot, 1972)

Billy Pilgrim became unstuck from time, and time is such a
fixed thing. What if other fixed experiences could be unstuck?
What if sound became unstuck? I find it hard to watch a movie
when the sound is slightly out of sync with the picture. I have
to look away and just listen to the dialogue. If I do not turn
away, I start to read what I can from the characters’ lips, and
at the same time hear it echoed back when the sound comes in.
There are experiences we see as possible and impossible,

and when we have an experience that challenges our ideas of
what is possible our perceptions are challenged. We are so
trained in how to perceive the world we see the story of Billy
Pilgrim as fiction and we are comfortable in thinking that it is
something that could never happen. When we have an experi-
ence like watching a movie with the sound out of sync, it lies
closer to the border between real and impossible and our mind
strains to fix the problem.

5 Reference to Billy Pilgrim’s experiences from: Vonnegot, Kurt Jr., writter.
Slaughterhouse-Five. Dir. George Roy Hill. Perfs. Michael Sacks, Ron Leibman,
Eugene Roche, Sharon Gans 1972. DVD. Universal Studios Home Video, 2004.



CONNECTION - A common theme

among artists Hamilton & Southern, Huyghe,
Davies and Laib is re-discovering our lost con-
nections to space, the ‘real world’, and our ex-
periences. Hamilton & Southern’s Flow Lines
explores the social and personal experiences and
connections to a space with a new representation
of peoples’ journeys to their personal landmarks
in an urban setting. In Char Davies’ Osmose

her virtual environment was inspired by a scuba
diver’s experience in the water, where one feels
the space around them and has an alternative sense
of connection to the space. Wolfgang Laib’s work
with pollen came from his desire to show us that
we have connections to the world around us that
are often overlooked.

I have been amazed to meet people whose only con-
nection to pollen is hay fever! They have nothing else
to say. They have no connection to the simplest things.
They are so far away from seeing these important
things. The more the situation is like that, the more I
feel it is important to do this work, to try to change this
situation. (Farrow quoting Laib, p.27)

Laib’s large pieces that are made entirely of pollen
work to show a connection, a realization of the
energy that flows through the material, and the
beauty of the material that seems unreal. Pierre
Huyghe’s work comes from a reflection on the
impact of society on our experience; he explores
the ways in which we let the collective views and
formalities of society take control over our experi-
ences and our view of what is real.

Propelling his scenarios forward, he endeavours to
move us past a manneristic, at times suffocating land-
scape, past the myriad formats of false communication,
in order to identify, reveal and recognize the genuine
connections always hidden therein. (David Robins on
Pierre Huyghe, Le Chateau de Turing, p 177)

Forming connections to a landscape is an obvious
goal in Landscape Architecture, but what can we
learn from the works of Huyghe, Davies, Laib,
Southern and Hamilton? Perhaps it is time for a
shift in our perceptions.

... If you believe only in the individual, in what you
are, then life is a tragedy that ends in death. But if you
feel part of a whole, that what you are doing is not
just you, the individual, but something bigger, then all
these problems are not there anymore. Everything is
totally different. There is no beginning and no ending.

(Farrow quoting Laib,p 31)
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Wolfgang Laib. -Sifting pollen. [image from: Firestone, John. Iridescent Art News (April 25, 2007).
http://blog.pennlive.com/iridescentartnews/rhymes/]

Wolf Gang Laib u

not include Fine Arts, he has a background in Medicine. Laib works with natural organic materials that he collects himself from the surroundigg area gf a small village in

create these materials ourselves. In his words:

The pollen, the milk, the beeswax, they have a beauty that is incredible, that is beyond the imagination, something which you cannot believe is reality
- and it is the most real. The beauty is there and you have to be ready for it. | could not make it myself, | could create it myself, but | c igipate in
it. Trying to create it yourself is only a tragedy, participating in it is a big chance. (Farrow quoting Liab, 1994, p.29)

8
LA e ST

Laib chose not to practice medicine because of his disappointment over the practice of western medicine. He was mainly concerned over the thought that governs
western medicine, where the body is objectified and logic is applied to nature. “It was shocking for me to see doctors knowing everything about the material body,
knowing and being able to do things which mankind could never do before, but then knowing nothing about what goes beyond that, and, in many cases, being more
primitive than ever.” (Farrow quoting Laib, 1994, p. 28) Laib claims that he is unsatisfied with western thinking since the Renaissance and he believes that we are due for
a change: “It is now 500 years after the Renaissance and | believe it is time for a change, for a complete change in our thinking, in what we do, think and feel, in what we
find important and not important.” (Farrow quoting Laib, 1994, p.28) He is influenced by eastern cultures and western culture as it was before the Renaissance, and he

attempts to focus on the present and future in his work.3 Laib takes a holistic view of the world and disagrees with Western individualistic thinking:

... If you believe only in the individual, in what you are, then life is a tragedy that ends in death. But if you feel part of a whole, that what you are
doing is not just you, the individual, but something bigger, then all these problems are not there anymore. Everything is totally different. There is no
beginning and no ending. (Farrow quoting Laib, 1994, p. 31)

Laib is a process-based artist; that is, his art is not simply the final product, but the process that is used to develop the final product. For example, many of his works
involve gathering pollen and sifting it to form a rectangular shape on a gallery floor. He collects the pollen from local plants by shaking the pollen off of the plants into a
jar. He views his work as a meditative process where he can get lost in his actions; he says he feels a closeness and a connection to the natural environment and he feels
like he is at the same level as nature. He wants to share his experience and will sometimes invite others to sift the pollen with him.*® He finds beauty in natural objects

and remarks how he has no control over the color and appearance of the materials he uses; they are unique with a natural beauty that he could never create himself. He

ift his pollen into rectangular shapes. Laib wants people to focus
ng shape to use in order to achieve this.** His pieces provide a
with nature.*? Laib wants to create a connection, a realization of

e nothing else to say. They have no connection to the
jon is like that, the more | feel it is important to do this

and before one of his pollen pieces is to reconnest and
ence... So, the meadow with flowers where | collect the
ithout distractions, nothing else.” (Auckland Art Gallery,

Wolfgang Laib. -Installing pollen from pine, 1999.
[image from: The University of Western Australia. Lawrence Wilson Art Gallery.
Wolfgang Laib: Passageway-Overgoing. (2005). http://1wgallery.uwa.edu.au/?p=63410]

38 All Biographical information in paragraph. Farrow, Clare (interviewer). “Wolf Gang Laib: Beyond The Imagination.” Art + Design, vol. 9,
iss. May/June. 1994. p.25.

39 Ibid, p.28.

40 Ibid, p.25.

41 Ibid, p.29.

42 Lawrence Wilson Art Gallery, University of Western Australia. Wolfgang Liab: Passageway-Overgoing. [2005] Online. Avaliable:

http://lwgallery. uwa.edu.au/?p=63410 April 26, 2008.

43 Farrow, Clare (interviewer). “Wolf Gang Laib: Beyond The Imagination.” Art + Design, vol. 9, iss. May/June. 1994. p.27.
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MATERIAL... ENERGY,
MEMORY, CONNECTION

- Ceramic artist Paulus Berensohn writes
about his belief in how contact with a primary
element such as clay can help us gain a deeper
understanding of our connection with the en-
vironment. In Whatever We Touch Is Touch-
ing Us Berensohn mentions “... a geologist
at San Jose University, Leila Coyne, whose
work has demonstrated how, if you strike

a one-pound ball of clay with a hammer, it
will glow ultraviolet light for a month! Light
is energy. Whenever and however we touch
clay-stroking, pinching, coiling or throwing-
we are releasing energy.” (Berensohn, p 12) If
this phenomenon were true then could the clay
be releasing other things that we can not eas-
ily sense? Could this not be applied to other
materials too?

As a ceramic artist, Berensohn has a very
close relationship with clay; in his teachings
he stresses the experience of working with
the material and encourages his students to
be receptive to it. He recalls that the first
texts he studied from considered clay to be an
inert, lifeless material, but through the years
new theories and discoveries have supported
the idea that clay has life within it. “We are
formed from clay — are souls in clay form.
From stardust we come and to stardust we
shall return.” (Berensohn, p 12) Berensohn
wonders how this knowledge can help us form
connections to a way of being that has been
lost, a true nature. Wolfgang Laib’s work
comes out of the same questioning, where

his material is pollen, he tries to allow people
to form connections to it, and experience the
energy that flows through it.

The common root here is the argument against
the assumption that we have no real connec-
tions to the physical world around us. Space is
not an empty void, pollen is not a lifeless dust,
clay is a living material, and energy flows
through everything. What about memory
then? Could memory be stored in a material?
We see that living things have a memory,

but why do we limit memory to things that

are living? What if materials simply release

or express their memories in a different way
than us? Could we release these memories and
experience them ourselves?

Pierre Huyghe ound something

am, and | filmed
otal construct—
h the deer going
movement, once
eated. But that’s
blebrate because

Pierre Huyghe is a multimedia artist from Paris, France. Huyghe was born in 1962, and between the years
1981 to 1985 he studied at Ecole Supérieure d’Arts Graphiques and the Ecole Nationale Supérieure des Arts
Décoratifs. His work has been exhibited around the world in places such as Europe, Canada, the United States,
Brazil, and Japan. Much of his work has focused on the mass media and the fuzzy area bordering fiction and
reality.** “Huyghe has gained international prominence for works that explore reality and fiction, memory
and history. Incorporating film, sculpture, sound, and architecture in his diverse works, the artist intervenes
in familiar narrative structures to investigate the construction of collective and individual identities.” (Dia Art , having the children dress up
Foundation, para 4) Huyghe’s work considers the pressure from the media to continuously change our daily

habits/rituals and he focuses on these habitual actions and interactions with a “desire to introduce pleasure, . .
for a community center; this

L |
xhibition was held in an open “empty” gallery. A
|

play, and childhood fantasy into the experience of art.” (Huyghe, 2004, 399) Huyghe points out that realit

bn the walls within the gallery

and our society's representations of reality are diffe e representations we see_aresfrejiieid (= @el=lelo] [

slowly move into the centre space and come together in a form that represents a new community eamside Knolls. The walls also

and we are free to develop our own reality and representatiOREs N 7UEIESE: el i1l 11a1 (=l |l (o Rol=) (<l o] =1 g4

. _ . : ) J - form a backdrop for Huyghe’s film and remain in position for as long as the film is running. The film starts as a wildlife documentary and shows animals
da.nly e).(pe.rlerTc'e gid .to eplelill hov.v ﬁct{on S M e <2 /ity, rather than disempowering and e-enacting the roles of the bambi story. Just as bambi comes out of the forest and sees this new housing development, the film shows a family making
alienating individuals in the realm of virtuality.”(Huyghe, 2004, 397) their way to their new home in Streamside Kiills. This is the story behind Huyghe’s new celebration, the rest of the film shows footage from the first

gelebration. When thelillig

annual Streamside Da

For example, in his project The Third Memory (1999), Huyghe takes a look at iial-SStEr*0 AT done, the walls move bac eir originalg §

Wojtowicz took parti 972 hostage taking, his story was used for the film Dog Day Afternoon. In this proj

in which he gets John Wojtowigz to a !nes from the movie. This work Io <
at the relationshiptbetween fiction and reality, and asks fliho re the story of John Wojtowicz.*

Through projects like Ldlfel

d’or, and StrezlgRelzDay Follies, Huyghe exp our real e creatiogasrocess. He looks at real events

Huyghe makes 3

and explores the possibiliafSKeff reality. Huyx{slBWBrks to regain our conn the wuff ielhat could be real, but lie on the

border between fiction anelEEIIAPro

scenarios forward, h astar nne es suffocating landscape, past

the myriad formats of false co der to identify, reve dden therein.” (David Robins in

Another projecti@®@Pierre Huyghe’s is La Toison d’or (The Golde” ! This project focused on a medie
order in France d'P Toison

|
Pierre Huyghe — Le Chateau de

hos:::rcoat of arms depicted figures with the heads of animals. The ¢ at

of arms was ad

R O T o fANCe=AN-a MUSSEERL-PAECS
adopted this na r

il

In Huyghe’s pro
event held arou

history and han

B . . .
Streamside Day Celebration (2003) is another project similar to La Toison d’or. Thi e in the United States,
Huyghe focused on a new community that was being built in Streamside Knolls, a townao f New York.
Huyghe used his interest in the creation of customs and traditions to deyelop a ng his town

that had only just began to exist. He created a new celebration for 1 oW, Id occur

every year to celebrate the journey the people made to find a new hg : id of the
Dia Art Foundation in New York, Huyghe sent out a press relea nity to
ate the
The £est|V|t|es began wit 5e planting 3 para h i_Idren

q;nd a bfﬂe(i_u_e dinner with desserts t

‘.r"" i e

the celebration. The.f;i;ﬁaﬂ'ual celebration would allow Huyg

installation: Strﬁ'ns

could wear ani

"(4007) A2 oprsweang -dySAnYH aud1g

44 Biographical infor
dex.html Para. 1 (Oct
45 Bourriaud, Nicola:
(October,2007) Para 3

46 Huyghe, Pierre. P
47 Information in this
tion, 10/2/2003.” Dia

48 Huyghe, Pierre. Pierre Huyghe. Milano: Sirka, 2004. p 147.

(11 d "$00T ‘eus :Oue[IN ySAn a1191g "d11d1J ‘Oy3AnH :woij oFewr)

49 Information about Streamside Day Follies in this paragraph is from: Huyghe, Pierre. Pierre Huyghe. Milano: Sirka, 2004. p 147.

17



SENSE - Over time the western world has developed
its views of how we perceive the environment around us,
and much of this has been influenced by the technologies
that have been developed. After WWII sight and sound
had become controllable and recordable with new tech-
nologies like the camera and phonograph; this technology
affected the way the western world saw themselves and
other cultures. “As these technologies necessarily excluded
all other sensory phenomena, they also presented cultures
as purely visual or auditory manifestations. Thus what
seemed to be real was a world devoid of scents, savors,
temperatures, and textures.” (Howes,p.7) An examination
of how western anthropologists have studied other cultures
can provide insights of how the western world perceives
the world. When technologies allowed the disembodiment
of sight and sound in a mechanical form, the output of
anthropologists’ investigations could now be controlled by
the observer; still allowing a biased viewpoint. With a bi-
ased viewpoint and without a study of all the senses, many
anthropologists missed out on the evidence that some cul-
tures put priority on certain senses more than others.

Due to the western emphasis on sight and sound, a part of
the whole sensory experience was left missing in many
culture studies. Anthropologists who look at a culture’s
complete sensory perception have made remarkable dis-
coveries about how we perceive the world. An interesting
development came from anthropologist Edward T. Hall.
Hall proposed that ‘people from different cultures not
only speak different languages but, what is possibly more
important, inhabit different sensory worlds’ He was led

to this insight by his studies of proxemics, or how people
experience and model the spatial world. These studies
revealed that there is not one space, but many: thermal
space, acoustic space, olfactory space, and so on, and that
the overall mix, as well as how each of these spaces is
experienced in its own right by the individual, depends on
cultural norms.®

Pierre Huyghe. Flying City -Land Constellation.
(image from: Huyghe, Pierre. Pierre Huyghe. Milano: Ski

Huyghe is interested in how people within a cultu

Huyghe accepts the comedic condition inherent to
the creation of ambitious, responsible comedies.’
us that our version of reality is our own, that any
reminds us that we have control over our reality.

the world as it appears to us in a time where Newt

Incorporatingfilm, video, sound, animatio
familiar narrative structures to investigate
various forms of cultural production. Huyg
reinterpretations of incidents and images
way for his characters and his viewersto t

TRAINING OF THE SENSES - Alex-
ander Gottlieb Baumgarten (1717-1762) has been titled
the founder of the philosophical discipline of esthetics.
In his work he tried to develop an understanding of our
perceptions in terms of esthetics, that is, in terms of how
we understand or perceive the world with our senses.
Baumgarten rejected the logical and rational theories of
our perceptions; he saw a value in examining the experi-
ences that are difficult or impossible to quantify and exam-
ine scientifically, for example, the concept of beauty and
feeling of being happy.’

6 Information on western anthropologists from: Howes, David. Sensual Relations:
Engaging the Senses in Culture & Social Theory. Ann Arbor: University of
Michigan Press, 2003. p.6-17

7 De La Motte-Harber, Helga. “Aspects-Hypotheses-Unfinished Thoughts.”
Resonances. Schulz, Bernd ed. Heidelberg, Germany: Kehrer, 2002. p.29-30.
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As scientists and theorists in the western world studied the senses
they developed new technologies and new devices over time to fur-
ther their explorations. One well known such device is the camera
obscura. When light passes through a very small hole into a dark
enclosed room, an inverted image of what is seen outside is project-
ed on the opposite wall of the room. This phenomenon was
captured by the development of the camera obscura, and the device
was used to explain the workings of the human eye. With a focus
on the sense of sight, many other new devices were developed.
Thaumatropes for example, are spinning discs with an image on
either side that were developed to explore the

phenomenon of afterimages in the eye. When the disc is spun, like
in the flipping of a coin, both images appear together.

Panoramas, dioramas, and kaleidoscopes are also early examples of
new developments used to explore the workings of the eye.
Throughout the development of these new technologies the optical
experience was becoming more and more abstracted, and so, the
observer learned to adapt to these abstractions.®

The Bauhaus (1919 to 1933) was a school for crafts and fine arts

in Germany that became well known for its influence on modernist
art and architecture. One of the school’s lecturers, Lazlo Moholy-
Nagy taught that perception of the world was something that could
be learned with proper training. He viewed that our reality is based
upon the basic or primary feelings or senses that we experience. “
Moholy —Nagy concluded that, through art, the sense organs had to
gain practice in properly perceiving the world and that this training
would best be pursued through the elementary sensations of light,
sound, surface, volume, time, and space.” (De La Motte-Harber,
p.31) Moholy Nagy developed a machine called the Light - Space -
Modulator (1922-1930) to be used in sense training. It was a device
that attempted to capture the affect of light on space and mate-

rial, as well as explore the relationship between light and motion.
Moholy-Nagy also had special disks and drums made which were
meant to be turned and touched while being blindfolded. These
tools were developed to explore the relationship between the sense
of touch and the sense of sight, as well as the link between touch
and our feeling of space.’

John Cage has shown us too that our perception of the world is
something that can be trained. Through his work with sound, he has -
challenged the views of what sounds we identify as noise and what

sounds are music. “He tried to show that, under certain perceptual

conditions, an everyday experience is possible through other av-

enues than by means of a work of art complete in itself.” (De La

Motte-Harber, p.32) EXERCISES IN PERCEPTION -asa part of the analysis for this practicum, | 2

decided to explore what experiences | could have with inspiration from the work of the artists

\ " .
Hamilton & Southern’s Distance Made Good also shows how we in my analysis. | decided to go to the Assiniboine forest in Winnipeg to experience this space
experience the world with a pre-conceived idea of experience yet and see how it could be perceived in a different way.
to come. Our beliefs, imagination, and past experiences all come
?nilo plgly 1 any I’%GW ezp;r;ence. 'Itrlll'a Way,‘ no e.)(pi‘rlenc;hlstr?ew, as GROCERY LIST: This grocery list was something | found while exploring a pathway in ’ z e
1t has been experienced before within our imagination. That 1s, our o . . . . Th t I t
. . . . . the Assiniboine forest. | imagined that this note was something that came from the landscape,
previous experience has trained us to view the world a certain way _ InIbot 'mag! ‘ ! ' W 'ng ' - P |S Is n O a g roce ry Is "
before the experience has even occurred. as if the landscape had memories embedded in it and the note was a window looking into the ] o ]
energy and experience absorbed into the space. While the list seems to have ordinary grocery ( Found in the Assiniboine Fo rest)
8 Information in this paragraph on the camera obscura and other optical devises mentioned is items on it: these items all had connections to the experience of the forest.

from: Crary, Jonathan. Techniques of the Observer: On Vision and Modernity in the
Nineteenth Century. Massachusetts: MIT Press, 1992. p. 27-30 and p.105-106.
9 Information in this paragraph about Mohoy-Nagy and his work is from: De La Motte-Harber,
Helga. “Aspects-Hypotheses-Unfinished Thoughts.” Resonances. Schulz, Bernd ed.
20 Heidelberg, Germany: Kehrer, 2002. p.30.



In Hamilton & Southern’s work, a walk is a drawing that is haunted

by a tracing. What is relentless here is our insistence on producing and
experiencing the present tense as a drawing and not a trace — as if for
the first time. To find our place in this present, however, is to exist
within a reverberant space where a faint but busy “re-“ haunts almost
every experience... and might or might not overwhelm that experience.
(Cohen, para 9)

If how we sense and perceive the world can be trained, what
impact would this have on us? Or for that matter, how has this

affected us already? With developing technologies in the past cen-

tury we can see that our world has become much smaller, it runs
at a faster pace, and it now includes

virtual spaces with the development of virtual reality and the in-
ternet. Technology has demanded that people

perceive the world in a different way, and we have adapted. Our
separation from the physical world has in part been blamed on
technology, but with technology as a tool to train our senses to a
new kind of perception, could it potentially reconnect us?

SOUND -weare a very visual society that often overlooks
sounds. Sound is very much a part of the sensed experience, but
perhaps there is less focus on sounds because we are so used to
tuning them out. This is something we may do more often with
sound than with vision, after all, the ear cannot be shut like the
eye, nor can the ear “look” in another direction. When comparing
sound experience to visual experience though, sound has different
qualities that allow us to sense our environment in a much differ-
ent way. Sound affects more than one’s ears, it has the ability to
immerse you in a sensory experience as well. Sound is a power-
ful medium; unlike visual perception, sound resonates through us
breaking visual and physical borders. Bernd Schulz is the director
of Stadtgalerie Saarbrucken, an art gallery in Germany that has a
strong focus on Sound Art. He contributed to an edited the publi-
cation Resonances which focuses on a series of sound art exhibi-
tions that were held in his gallery under the same name.'® Here

he talks about the sound-space experience. “The sound-space
confronts us not only with the objective qualities of the physical
objects and spaces, but also with the resonance of our own bodies
and the perception of our own selves.”(Schulz, p.16) I remem-
ber standing on the sidewalk as a child of maybe 5 years old as a
marching band went by and being amazed at how the sound of the
drums resonated through my body; I could feel it reverberating
inside of me. “Do you feel that?” [ remember asking my grand-
parents.

When visual acuity is decreased, one also becomes more
aware of sound: and sound, as an all-encompassing flux
which penetrates the boundary of'the skin, further erodes the
distinctions between inside and outside. As the Australian
sound theoretician Frances Dyson said at a conference
in 1994, “metaphysically, sound has an ontology that
challenges the solid world. Sound, like soft vision, also
returns us to what I have come to call the ‘presence of
the present’. In this perceptual state, rather than being
mentally focused on the future and thus inattentive, even
absent, to the present, one becomes acutely aware of one’s
own embodied presence inhabiting space, in relation to a
myriad of other presences as well. (Davies, 2004, para 15)

10  Schulz, Bernd, ed. “Introduction” and “Authors.” Resonances: Aspects of Sound Art.
22 Germany: Kehrer Verlag: 2003. p.16 and p.172.
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- trees, crunch of fall leaves under my feet, crisp fall air

- golden colours of prairie grasses in fall, spongy moss, sweet smell of
dry prairie grasses in fall, my.heart beats like the rhythm of sliced bread
- knot in a tree, reaching a clearing in the forest is like the centre of a bagle,
brushing ofprairie grasses agianst my clothes, like dusting off the crumbs
- decomposing log on forest floor, pink cloud at dusk

- crumbling dry earth in my hand, colour of the fall prairie grasses,
the yellow aspen leaves in fall
{agi,mse. hips—~+ed-pecker’.wood pecker, the tingling of the skin

/'8

- - light green, gdark green, golden yellow; the colour of aspen leaves,
crisp fall air

an il

UW
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- smell of fall leaves, mud puddle, warm my hands,
walking in the forest rejuvinates your energy

on my arms from the cold breeze

garbage cans in the woods, pink and white sky at
sunset, markings on the aspen bark, sound of
woodpecker pecking an aspen

- seeds (grasses, acorns, rose hips,...), bird's nest, shape of a depression in the
ground, tree canopy closing in over me; feel as if I'm in an egg, the cracking of
twigs under my feet

An Experience.

(Found in the Assiniboine Forest)



The western world has a tendency to think of the
space around us in terms of subject and object. Models
of vision like the camera obscura have led to the view
that we are separate from the world around us, viewing
the world from a dark room with a hole in the wall. If we
are interested in forming connections to the world around
us, a shift in perception is needed.!" Exploring how we
can perceive the world with a focus on sound experience
may provide this shift in perception. Schulz explains the

perceptual differences between sight and sound.

The dominance of the sense of sight in our
culture has repressed the experience of hearing.
Whereas a picture or object requires us to gain
distance in a clear spatial orientation based
on left and right, bottom and top, the space
of sound is characterized by simultaneity and
transformation. The eye seems to be specialized
in delivering material for structurally identified
thought, the ear information for dynamic,
associative thought. The eye creates distance;
the ear puts us at the centre of a dynamic and
energy-filled realm. In our visual culture, space
seems like an empty box. The work of sound
artists. ..directs our awareness towards the fact
that the sense of hearing is what gives visual
space its actual plastic quality. (Schulz, p.15)

Sound then, puts people in the center, within the
space around them rather than looking from a distance.
Sound fills a space with energy, giving life to the void of
empty space. If we changed our focus to the sounds of
the environment around us, perhaps our perception of the
world could change with a greater sense of connection.
As an inspiration for a different focus on the sounds of
the world around us, “Tuning into London c. 1600” by
Bruce R. Smith proposes the idea that perhaps sounds do
not just disappear into nothing when they are made.

In Tuning into London c. 1600, Smith discusses
techniques for finding sounds from the past, and trying
to understand and re-create those soundscapes. Smith
believes that we live in a world of sound; throughout
time it seems that we in the west have developed a
prejudice to sound as speech over other forms of sound.
This is evident as early Plato’s era: “It is by light, not by
echo, that Plato’s thinker finds his way out of the cave.”
(Smith,p.127) This prejudice is not in every society;
for example the Kalui people of Papua New Guinea:
“These dwellers in dense rainforests use sound as much
as visual cues to locate themselves in space and time...
the Kalui people’s music and speech patterns (emerged)
out of the ambient sounds of their forest home.”
(Smith,p.127) Smith decided to examine ambient sounds
in London circa 1600 to see if the sounds had affected
the development of Londoners’ music, speech and spatial
perception.

11 Crary, Jonathan. Techniques of the Observer: On Vision and Modernity in the
Nineteenth Century. Massachusetts: MIT Press, 1992. p.27
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Sounds Embedded in the Forest: the idea that empty space is void and
lifeless made me think about empty space and how we could perceive it as something with
life; a fluid space that surrounds you as you move through it. Technology has introduced
signals of transmission and communication that fill the air, and move in all directions within
a space; this is especially true with the developments of the cell phone and internet.
Looking at the forest, | imagined that these sound transmissions moving through the air in

all directions and some were getting caught in the landscape.
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While exploring sense and perception in the past, some
scientists and artists explored the phenomenon of afterimages in
vision; for example, when you look at the sun and turn away there is
an image of the sun that lingers in your vision.'? This phenomenon
can be explored with sounds as well; what can we learn from
exploring aftersounds and memory in the landscape? In his work
Smith asks how the sounds of the past could be studied seeing that
many can no longer be heard. This leads to his interest in the idea
that all sounds ever made still exist somewhere, and that these
sounds can be retrieved." In his essay Smith mentions the sources
he used to find the sounds of the 1600’s: musical instruments,
church bells, the acoustics of buildings still existing from that era,
writings by visitors to London at the time, plays, poems, sermons,
and fiction of the time. In his exploration, Smith looks at the idea
that there is a universal syntax to sound (proposed by Barry Traux);
he questions this idea and in his research found that there are al least
3 distinct syntaxes: a syntax for the country focused on ambient
sound (because of their reliance on nature), a syntax for the court
focused on speech, and a syntax for the city that is somewhere
in between ambient sound and speech. Smith also found that
geography and social class affect syntax of sound. He points out
how speech became associated with the educated class, and ambient
sound became associated with the uneducated lower classes.'

An interesting note that Smith also makes is that this dislike for
sounds outside of the scope of language has dated back to Plato’s
time “Sound without logos is, to Plato’s mind, noise.” (Smith,p.135)

The essay Aural Postcards: Sound, Memory and the City, by
Fran Tonkiss inspired me to consider the link between sound and
memory. She examines this link within the context of the cities in
western society. Tonkiss mentions how modern social theorists
saw the city as primarily a visual experience, and discusses the
importance of sound for our memory of places in her essay Aural
Postcards: Sound, Memory and the City. Tonkiss argues: “where the
visual is action and spectacle, sound is atmosphere” (Tonkiss,p.304)
Tonkiss discusses the views of social theorists like Roland Barthes
who sees the city as a poem where the words are read as you walk
the streets, picking up on the local character of the streets. Walter
Benjamin has stated that places in the past were remembered due
to the sounds created by the things that marked the passage of time,
like church bells. He says that “The peculiar sounds of transit are
the signature tunes of modern cities.” (Tonkiss,p.306) Sounds from
busses, subways, trains, harbors, etc. give a defining character
to a city. Tonkiss agrees with Benjamin, and explains how these
distinguishing sounds are linked to memory and place: “Sounds
can deceive and displace, too-or at least can open out spaces to
imaginative translations. A friend in London tells me that when he
cycles through Soho in the early morning and hears the sound of
church bells, it makes him think he is in Italy.” (Tonkiss,306) The
sounds of a city come together like a distinct song that represents
that city. Each city is unique, so hearing the same sounds can bring
up memories of being there.

12 Crary, Jonathan. Techniques of the Observer: On Vision and Modernity in the
Nineteenth Century. Massachusetts: MIT Press, 1992. p102-107
13 Smith, Bruce R. “Tuning into London ¢.1600.” The Auditory Reader. Micheal Bull and Les
Black, eds. New York: Berg, 2003. p.128.
14 Smith, Bruce R. “Tuning into London ¢.1600.” The Auditory Reader. Micheal Bull and Les

Black, eds. New York: Berg, 2003. p.129-133. 27



Stri ng Walk: another experiment in the perception of this space was the
‘string walk’ in which | moved around a small area of the forest leaving a string
behind as | went. The process of this exercise became important, as it revealed
how we can see ourselves as being connected to a space, and immersed by it. In
the end the “empty voids” of the space were given a materiality with the string;
| had to move over, under, and through the voids that had a physical presence
and could be interacted with. (Stills from String Walk video on previous page.)

Tonkiss believes that the western cultures place a strong
emphasis on vision’s link to memory; it seems that in doing this
we overlook the unique relationship of sound to memory. Walter
Benjamin wondered if we should be using the term “echo” instead
of “deja-vu”. (Tonkiss,p.307)

Another inspiration came from Open Ears by Murray
Schafer. One of the things that Schafer talks about in this essay is
how the western world’s sound perception differs from those in
the east. When comparing sound perception by those in the west
to those in the east, westerners tend to pay attention to focused
sounds seen in a structured environment, and Asian people pay
more attention to peripheral sounds. We in the west tend to have
an immunity to the sounds of nature because of our attention to
focused sounds.'> With this in mind, perhaps an exercise in sound
perception could help to change our attention on focused sounds
and train our senses to accept a “new” kind of connection to the
landscape.

As mentioned before, sound has the ability to break through
physical barriers that light cannot. It comes from deep within
the body, and it can be received by any part of the body. The
book edited by Schulz; Resonances discusses thermovision,
which shows the affect of sound on the body. “The interesting
thing is that with thermovision photography you can determine
precisely where the sound enters the body. Over a certain period
of time, there is an increase in temperature in this area, just as
the temperature of the entire body rises due to the flow of sound
in it. It’s very fascinating to see the degree to which acoustics,
or sound waves, in the terminology of physics, can induce
changes in our body.” (Schulz quoting Bernhard Leitner, p.83)
With a knowledge that sound is something that can be seen and
absorbed, perhaps this can be used to view the space around us
in a different way. Can we be trained to see sounds? What effect
would this have on our experience of the world? One can imagine
that being able to experience sound in this way would provide
the feeling of being immersed within a space. In Char Davies’
virtual worlds the environment was inspired by a scuba diver’s
experience in the water where one feels the space around them
and has an alternative sense of connection to the space.'® Perhaps
with a known connection between sound and the sense of touch
and potentially the sense of sight, a multi-sensory experience is
worth exploring: “Surprisingly, the ear acoustically directs the
glance. Where does the sound come from? Acoustic and optical
eventfulness and sensations of warmth are closely interwoven.
But don’t all the instruction manuals say that the eye is our
dominant organ of orientation? Don’t they try to teach us that
intersensory perceptions have little importance?” (Helga De La

Motte-Haber, p.33)

15 Information on eastern and western focus on sound from: Schafer, Murray. “Open Ears.”
The Auditory Reader. Micheal Bull and Les Black, eds. New York: Berg, 2003. p.36-39.
16  Davies, Char. “Changing Space: Virtual Reality as an Arena of Embodied Being” (1997).
Multimedia: From Wagner to Virtual Reality. Randall Packer and Ken Jordan, eds.
New York, N.Y.: W.W. Norton & Company, 2002. [2002] Online. Available:
http://www.immersence.com/index.html in section “Publications by Char Davies.”
July 02, 2007. Paragraph 13.

29



30

Max Neuhaus

Max Neuhaus (b. 1939) is a sound artist from Beaumont, Texas. As a young teenager, he lived just outside of New York
City where he was influenced by the jazz music scene and decided to learn to be a drummer. Eventually, he attended
the Manhattan School of Music where he was inspired by the school’s composers who were developing new works

in contemporary music.> Initially, he was involved in the art community as a solo percussion artist, but at age 28 he
decided not to perform anymore. Neuhaus’ interests led him to creating works of sound art. Early in his career as a
sound artist, Neuhaus believed that our perception of where we are depends on the sounds as well as what we see.
Over the years Neuhaus has become a multifaceted artist who designs and builds his own equipment for his sound
installations, who has published works and drawings, and who is known to consider the social, psychological, and
spatial aspects of sound experience.>! To describe the direction of Neuhaus’ art over the last 40 years, Neuhaus divides

his work into eight categories: performance, networks, walks, passage, sensation, invention, place, and moment.

Performance — Max Neuhaus became involved in the art community as a percussionist. Until the age of 28 Neuhaus

was a performer, exploring with contemporary music and sound art installations / performances.>?

Networks - Neuhaus has made several permanent sound installations throughout his career; one of Neuhaus’ earlier
works in sound art was Public Supply (1966) where he combined radio and the telephone system to create an open
sound space that was 20 miles in diameter. In this open soundscape, people were able to listen and take part in the
experience through a connection by phone. Neuhaus later developed this further in a project called Radio Net (1977)
where he was able to connect 190 radio stations across the country for this network. A current project of Neuhaus’ is
Auracle (2004 - present), which creates an interactive sound space on a global scale over the internet. Auracle itself
is a software instrument that is linked to the internet to allow people from around the globe to create sounds / music

together.>®

Walks — Inspired by the idea of bringing ordinary street sounds into a concert hall, Neuhaus held a series of walks
where he would take a group of people on a tour to listen to the sounds of the city. Before beginning the walks, he

would instruct the people to remain quiet and simply listen to the sounds of the city as they took their tour.>

Passage - Neuhaus’ first sound installation where he placed a series of sound transmitters along a stretch of Lincoln
Parkway in Buffalo, NY. The installation was a half of a mile long, and was set up so that people driving south down
Lincoln Parkway from the main entrance of the Albright-Knox Art Gallery could hear this series of sounds with their

radio.>

Sensation-Refers to Neuhaus’ Water Whistle Series where he explored new sense experiences of sound under water.
For this series, Neuhaus created installations in several pools in the United States and Canada where people (with their

ears in the water) could listen to the sounds created by his custom hydraulic sound generator.>®

Invention — During the 1980’s Neuhaus focused on sirens used for emergency vehicles. His work helped to improve the
sirens by considering how people could determine where they were coming from, the affect they had on the people,

and the emergency crew’s ability to hear an alarm from another vehicle while theirs is on.>’

Place and Moment — Neuhaus describes sound as something directly linked with time, he explains this by remarking how
we are only able to put meaning into the sounds around us at the moment the sounds are created. Neuhaus explores

our perception of sound by producing works that remove sound from time and instead give it a place, and use sound

50 Liner notes for the CD Max Neuhaus, The New York School (nine realizations of Cage, Feldman, Brown),
Alga Marghen (plana-N 22NMN.053), released in 2004. Online. Available:
http://www.max-neuhaus.info/soundworks/vectors/performance/background/ June 2008.

51 Neuhaus, Max “Sound Works” Max Neuhaus (2004) Online. Available: http://www.max-neuhaus.info/soundworks/ June, 2008. Para 1-7.

52 Neuhaus, Max. “Performance” Max Neuhaus (2004) Online. Available: http://www.max-neuhaus.info/soundworks/vectors/performance/
June, 2008. Para. 1.

53  Neuhaus, Max. “Networks” Max Neuhaus.(2004) Online. Available: http://www.max-neuhaus.info/soundworks/vectors/networks/
June, 2008. Para. 1-7.

54 Neuhaus, Max. “Listen” Max Neuhaus (1988 - 2004) Online. Available: http://www.max-neuhaus.info/soundworks/vectors/walks/LISTEN/
June, 2008. Para. 1-13.

55 Neuhaus, Max. “Modus Operandi” Previously published in Artforum (New York), January 1980. Online. Available:
http://www.mas-neuhaus.info/soundworks/vectors/passage/modusoperandi/ June, 2008. Para. 1-5.

56 Neuhaus, Max. “Sensation: Water Whistle series” Max Neuhaus (2004) Online. Available:

http://www.max-neuhaus.info/soundworks/vectors/sensation/ June, 2008. Para. 3-5.
57  Neuhaus, Max. “Invention” Max Neuhaus.(2004) Online. Available: http://www.max-neuhaus.info/soundworks/vectors/invention/ June, 2008. Para. 1.

to generate a sense of place or a moment in time. In his installations, Neuhaus also creates a sound space through a
somewhat subtle technique where his sounds lie close to the boundary between ambient sounds and prevalent sounds
that demand attention. When his sounds are discovered, many people experience a shift of perception.

In these imaginary places that | build, often the moment the listener first walks into the space, it is not

clear that a sound is there. But as you begin to focus, a shift of scale happens. At first you hear what could

almost be a room sound, which then suddenly becomes huge. As you enter into it, you move into another
perception of space because of the change of scale. (Neuhaus, 1993, para. 6)

Neuhaus relates sound experiences to visual experience through our concept of scale. When focusing on a painting
for example, the scale of our vision changes to examine the fine details of the work. Neuhaus explores our aural sense
of scale by making the sounds in his installations almost real, as if the sounds belonged in the space. When people
discover the sound after entering the space, their sense of scale for sound changes drastically in a shift of focus and
perception. By introducing an area of different aural scale within a space, Neuhaus creates a sense of place with

sound.>®

Times Square is an example of one of Neuhaus’ installations that provides this shift in perception and an aural sense

of place. Neuhaus’ Times Square sound installation is located in a triangle shaped “island” where Broadway and

7t Ave. join together in New York City. The island is mainly a steel grate that covers a cavity below which holds city
infrastructure, it is part of a common walkway and is passed over by thousands of people a day. The installation was
originally set up in the 1970’s, but was turned off when Neuhaus left the country to live in Europe. In 2002, Neuhaus
revived the Times Square installation.>® What inspired Neuhaus to create a sound installation in Times square was the
scale of sensory experience identified with a public urban space. Neuhaus describes Times Square as “the epitome of a
public place both in fact and in image” (Neuhaus interview, 1982)

The sound in Neuhaus’ design is deceivingly subtle, it is a continuous sound that is played inside of the cavity and as
been described as the after ring of a large bell. “The piece isn’t meant to startle, it’s meant for people who are ready
to discover. In fact, | never do a work where everybody stops and notices it in a public place. | want at least 50% of
the people to walk through it without noticing it.” (Neuhaus interview, 2002) Neuhaus arrived at the sound through

a lengthy process of experimenting with many sound possibilities within the cavity under the steel grate, and the
chaotic sounds of the city in Times Square. The sound he uses is intuitive from his experience with the space and also
a result of his experimentations. Neuhaus explains that he does this for his permanent installations; without being
able to simply take a photograph of the acoustic properties of a space, he learns about the space by putting sounds in
it.®° For the Times Square piece Neuhaus was able to introduce sounds within it the cavity below that are a result of
the cavity’s acoustic properties; the sound he introduced resonates within the cavity and the result is that the sound
appears to have a material quality, passing through the grate equally as if it were a column of sound.® Amongst the
hectic atmosphere of this city, more likely to cause a sensory overload, Neuhaus’ Times Square piece shows how
sound can define a space and create a sense of place. He shows how sound experience can form connections to a

space in even the most unlikely situations.

Another phenomenon that Neuhaus explores in his place and monment works are the afterimages of sound. While
discussing one of his projects at the Kunsthalle Basel, a contemporary art institute in Germany, he explains: “It was

a strange piece to build because | was building a sound for its afterimage. The sound | was building is not the thing |
was building; | was building the thing that happens when the sound disappears.” (Neuhaus, 1993, para. 32) Neuhaus
explains the afterimage of sounds in his place pieces as well, he notes how some of the sounds in these pieces can
be heard later in everyday experiences. He explains that because he tries to create sounds that lie in the realm of
those sounds that are possible or realistic within their place, outside sounds can later trigger a memory of the place
piece, and bring his piece outside its original context. These are a different kind of afterimage, more closely linked to

memory.5?

58 Neuhaus, Max. “Notes on Place and Moment” Max Neuhaus (1993). Online. Available:
http://www.max-neuhaus.info/soundworks/vectors/place/notes/ June, 2008. Para. 1-36.

59 Max Neuhaus — Times Square. 2008. June 2008. <http://www.max-neuhaus.info/audio-video/>

60  Max Neuhaus — Times Square. 2002. June 2008. <http://www.max-neuhaus.info/audio-video/>

61  Max Neuhaus interviewed in Times Square and his studio demonstrating an early digital sound synthesis system, 1982. June 2008.
<http://www.max-neuhaus.info/audio-video/>

62 Neuhaus, Max. “Notes on Place and Moment” Max Neuhaus (1993). Online. Available:

http://www.max-neuhaus.info/soundworks/vectors/place/notes/ June, 2008. Para. 32-34.
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PERCEPTION OF SOUND

every sound ever made does still exist? Where would
n sounds truly embed into, or be absorbed by materials?

erience this when we feel a sound resonating through our

< physical change is true for us, we could potentially see it

in other materials. Just as we are able to reveal the sounds embedded
ory, there must be a way to release the sounds embedded

. What would it be like to experience a release of these
sounds? What kinds of sounds could we reveal? There may be sounds
that we have been unable to hear, the sounds may be from energy
waves present in data transmissions by cell phones, communication, and
' other radio waves.

1 in the landscape. The idea was that sounds that have been

y surfaces and have seeped into the cracks of the landscape
pr to form a puddle. What would a sound puddle sound like;
buld we interact with it? Could a child go out and play in the
dles? Would a sound puddle react like a puddle of water
“disturbed? | took pictures of my daughter playing in a puddle
and examined the different ways the water splashed as she

e puddle. These images were used to help me imagine how
the sounds in a sound puddle would react. From light steps and ripples
to big jumps and bursts of water the sounds | imagined would react in
the same way. The sounds released would depend on the amount of
pressure the person puts on the ground. As a child jumping through a
puddle would get a splash, the sounds would burst or splash out when
someone jumps in. When someone steps in or walks through the puddle
lightly, the sound will only react slightly.

| was able to make a sound puddle installation that perfo
a microcontroller, and a laptop. The pressure sensor is a long
responds to changes in pressure by generating a very small vg
is embedded in concrete and is still able to pick up small pres
concrete. The wire is very sensitive and is used for many appl
security systems that can detect the small vibrations of a pers
pick-up’s. ® For this exercise | was able to simply lay the piezo
would be embedded into a concrete surface. | used a microc
interpret the signals from the piezo-cable. The Make Controlle
by many artists working with electronics installations; it comes |
sensors and motors. The Make Controller reads in voltage sig
them. The amplified voltage from the piezo-cable is then con
signal strength shown on a scale from 0 to 256. The controlle
computer over a network connection where a program can re

used to play the sounds that are revealed is called Pd (Pure D

Pure Data is a graphic programming software that is well
instruments, it is called graphic programming because insteac
you program with graphic objects that can perform certain ta
objects in the workspace and connect them together with lin
reads in the pressure sensed by the piezo-cable and waits for ind fall in pressure, whi
represents somebody stepping in the sound puddle. When it sees that somebody has stepped
in the sound puddle, it uses the sensor values to see how hard the puddle was stepped in and
determines what sounds to play. Light steps in the puddle will make a small amount of sound play,
hard stepping in the puddle will make several sounds play at once with some sounds lingering on,
and a jump into the sound puddle will make even more sounds play at once and linger on for even
longer.%

The sounds that are released by the sound puddle were chosen because they are sounds
that we can’t hear or see as they are transmitted through the landscape. The sounds come from
the soundscape of transmission that we are immersed in. With the changes in technology, the
soundscape of transmission has grown dramatically. We are interacting with this soundscape of
transmission all of the time, we just can’t hear or see the interaction. What if this sound puddle
could be used as a tool to train the senses like Moholy-Nagy’s Light-Space-Modulator. There are
many sounds that lie within the soundscape of transmission; they are busy signals, beeps, and
computer generated tones for communication. As people explore the sound puddle, they will be
able to experience our interaction with these sounds of transmission that we are immersed in every
day without realizing it. Just as clay has been found to release ultraviolet light when put under
pressure, | imagined the surfaces of the landscape releasing embedded sounds as we interact with
them. | was able to explore the sound puddle with my daughter; a video of our interaction with the
sound puddle has been included in the disk included with this document. | was also able to have
some people try out the sound puddle; their reactions were positive and the kids who tried it liked
jumping in it. In the end | decided not to get any in-depth responses to the sound puddle because
| think that any shift in perception should be from a personal reflection on the experience. Like
with Neuhaus’ work, the change in perception should be a personal discovery, that is, if the person
discovers it at all.

50  Piezocable application notes: Measurement Specialties. Piezo Film Sensors Technical Manual. (2006) Online.
Auvailable: http:/www.meas-spec.com/myMeas/download/pdf/english/piezo/techman.pdf Feb. 2008.
51  All information relating to the Make Controller is from: Making Things. Make Controller Kit. (1998-2008) Online.
Auvailable: http://www.makingthings.com/products/KIT-MAKE-CTRL Feb. 2008.
52 All information relating to Pure Data is from: IOhannes m zmoelnig. Pure Data. (2008) Online. Available: http:/puredata.org/
Feb. 2008. Pure Data program was originally developed by Miller Puckette and Company at IRCAM, a centre for musical
research in Paris, France. 33
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What if every sound ever made still exists?

what if materials can absorb sound like memories?

What if these memories could be released?

Clay releases ultraviolet light when it is hit, on a cool evening brick walls release heat they absorbed during the day;

just like this energy is absorbed and released, could this be true for sound and memory?

With the concept of afterimages, could there be after-sounds that are embedded in

the landscape? With our attention typically on sounds at the forefront with a logical
representation and purpose, can we be trained to change our focus to the peripheral sounds
around us? What impact will this have on our sense of connection to a space?

Are we truly separate from the space and objects around us, or do we have a connection with everything?

If everything is made from the same basic elements, why do we believe we are so different from
the rest of the world?

Is there a connection that we have lost?

Can our senses be trained to perceive the connections we have?

What could we learn from what materials have withessed?
What would a place like downtown Winnipeg have to say?

What has been absorbed there?

Installations



What would downtown
Winnipeg say?

Gathering at Victoria Park, 1919.
(image from: Lewis Foote Collection. Provincial
Archives of Manitoba. Winnipeg, Manitoba)
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History Time Line — Winnipeg General Strike

After many events, including corruption in the building of the Manitoba Legislature in 1914, the relations between the
government and employers with the labour class of Winnipeg had suffered greatly. And with the rising cost of living and unfair

treatment by employers the setting for the events of the spring of 1919 in Winnipeg was set.

In the spring of 1919, the Winnipeg Building Trades Council (who represented the Building Trades Union) took on the
responsibility of dealing with the Builders Exchange (representing the employers) regarding working agreements. The Building
Trades Council soon demanded a 20 cent per hour pay raise for all employees. “The Building Trades Council knew their
demands were high, but believed them justified under the circumstances. They claimed that the cost of living had increased at
least 75 per cent since 1913, while their wages had only gone up 18 per cent in the same period.” (Bercuson, 110) The Builders
Exchange would only offer 10 cents, claiming that the increase of 20 cents would put them at risk of bankruptcy; the Building
Trades Union officially declared a strike on May 1, 19195

The Metal Trades Union in Winnipeg declared a strike the next day, May 2 marking their third strike in three years. Just
prior to the strike, the Union had sent out schedules to all contract shops all asking for higher wages, equal pay for positions in
each shop, union recognition, and an eight hour day. While some small shops agreed to the demands, the three major shops in

Winnipeg refused to recognize the Union and provided no response.®’

Other unions in the city were facing the same problems with their employers; all groups were asking for a living wage to
reflect the increased cost of living. At this time, union leaders became aware that union membership in the city had reached
a point where a general strike among union members would effectively shut the city down. Union leaders gathered at the
Labour Temple on James St. on IMay 6, and decided to call a vote for a general strike. On May 13 they revealed that the
members supported the strike 8667 to 645 and a general strike was called to begin on IMay 15 at 11:00 am in 1919.%

May 15, 11:00 am Strike begins

People walk off, walk down to Portage & Main. Streetcars madetheir way to their barns.®°

The police and typographers were the only unions that remainedat waork duringithe beginning of the strike. Operators,
telegraphers, and pogtal service workers went on strike cutting off c@mmunication services. Commercial establishments
such as restaurants and r?ovie theaters closed.”®Garbage collection, elevators, and all production ceased: “Inside thé'many

7 Tagtories, machine shops, slaughigghouses, street car barnsy garages, all was silence. No one ran the lathes or.the bormg m|IIs

fio one tended sewing machinesjOEDe Bws*(Bercuson, 117) 't L A iy
= 1 g : y L

g0 idst of the strike, ”Mosth the veterans welgformer workers and
g e coﬁons which had brought or\"th‘trlké"'rhey were %o lend their support...”

workers.™ While thei: .

ans supported the 'Strlke there were others that did nﬁnd both sides formed their own iroup The
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66 Bercuseh; Dawi}r/l-&mﬂ -ontation at Winnipeg: Lalmzu Industrial Relations, and the Gemﬂz/ St z/\t’*flontreal: McGill-Queen’s University Press, 1990. 109-110.
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68 Ibid, p k=114
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71 Berkowski, Gerry and Reilly, Nolan. 1919, The Winnipeg General Strike: A Driving and Walkmg Tour. Manitoba Culture, Heritage and Recreation, 1986. p. 9.

72 Bercuson, David Jay. Confrontation at Winnipeg: Labour, Industrial Relations, and the General Strike. Montreal: McGill-Queen’s University Press, 1990. p.142-
148.

Victoria Park became the place to be for striking labourers at the beginning and throughout the strike. It was a place where
they could keep informed of developments in the strike by going to meetings held almost daily. Because of their large numbers, the

park became an ideal location for bringing the strikers toge (=g Ala?eI4F: Pa'l_ik's location was also key, it was downtown close to City

Hall and the Labour Temple. It was a central spot to gather, EljlskcR={elols! Ic3c ion to start or end marches and demonstrations. “This s
desire to keep up with the latest developments and to meefchleRell EWidy ks, @il proved a boon to lvens’ Labor Church which
moved outside, to Victoria Park, to minister to its sNolkpj@ilqw = Qm..s.u_nda a,fternoons thnoughout.the strlke Ivens 'I" e
led services, mixing labour-orientated hymns and sermons i he';':.fron\ !rke le de.rls-ﬂr Supporters Crowds sbmehmq!-‘
numbered up to ten thousand and the proceeds of coIIectuE F{ﬂ'sid to ,furth?r.,gt‘he -s.mk_,efs o ";'e,w.'(.B'e'r;fJS&f":h41) Rey:
William Ivens, a member of the Central Strike Committee, 'S"{‘ nt‘lia a’&a Wno‘nréctlcgd as merhpjd&i
in Winnipeg until he was dismissed from the Church becaus '1'11 hE&'TS ue "“!'J.'th r a‘l;-tharlty-rHe'ﬂ\en ﬂaunded the. I!abc);p‘ *r-h?:h -
Church that was non-denominational, where followers we _agkéq'.to su-pport an mdebéndelrft and clee(ﬂess Churdh based o,n
the Fatherhood of God and the Brotherhood of Man. Its ai sr@II be tI’Te estabh§h.m.ent qf justice, ahd"'rlghteouf Ss gmdﬁg 01}
of all nations.” (Bumsted, p.100) The Church was run out o theﬂqm?gp Theatre.whrch 'was..loc‘at,edm -Loﬂ?'St' \'ﬂ'hltliﬂsb ; . , T ¥ g8
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On May 16 the day after the General Strike began ma*\& flye a‘;%!iﬁf\l\nnnipe!‘decided; to faEa group to ﬁlght the f-?
strike, this group became known as The Committee of 1000 ?he iy Jn this gr@ wer® Trom e weanhy.south sides@uburb of'r

Crescentwood and many served as councilors in City Hall.” L hout the stnket‘he Committeetof 1000 bla”hed'r'i'nnorlty groups e
with leftist ties for causing the strike and with this the Com |tt§e ne{ Qlly ded to the sense of panlc in the city, they hln(kred ‘.' =
the settlement of the strike by encouraging the managers of 8 City. s"th-ree malﬂ metafshe é’t enter |nto negotlatlons \»ﬁh e Iﬂ"

the unions.” The speculation that the strike was part of a =7 \ﬁoluﬁo tu.ally‘* or'rE usioh ”'I"hqhwere probably ‘1‘ l.'," 3
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thousands of Russians, Poles, and Ukrainians participating i * e but Ey pIa#ed al st"-no roIe in its fa ers!frp or direction. ' *
The Winnipeg labour movement, like that of western Canad geh !/ asE"unded aln',] st e «Lg.tlvely by Brit@ms or Caiﬁdlans T

(Bercuson,125) The strike was an effort to gain justice, equz lr to be aloud the rrgh‘t to cbll?ctfve bargammg and a living wage, n |

a leftist revolution.

Gathering at Victoria Park, 1919.
On May 17 the Strike Committee and City Council meet and talk about bringing back essential services to the citizens. The (image from: Lewis Foote Collection. Provincial
Archives of Manitoba. Winnipeg, Manitoba)

Strike Committee agreed to issue cards to essential service workers to allow items such as milk, bread and ice to be delivered while
ensuring the workers would not be viewed as anti-strike.” Some critics today, like author David Bercuson believed this was a major

mistake on the part of the Strike Committee and if they had held back on essential services that the strike would have ended quickly.

In the next few days the typographers joined the strike and forced the closure of the city’s newspapers; at the same time they
agreed to produce the Strike Committee’s paper: Western Labour News which was used to publish the views of those siding with the
labourers. When one of the City’s papers, Free Press returned it was clearly against the strike, accusing strike leaders of being radical

leftists with ties to the Soviets.””

Throughout this period, the federal government was pressured to resolve the issues at hand to end the strike. Prime Minister
Borden wanted to work towards ending the strike, but the main issues of the strike: collective bargaining, wages, and working
conditions fell under provincial legislation. Premier Norris saw that if he were to make collective bargaining mandatory he was at
risk of losing support; his stance was that the issue was in the hands of the federal government. With opportunities to negotiate
with the strikers, he claimed that he would not negotiate until the strike was called off. The strikers’ argument was the opposite to
Norris’ where they would not end the strike until their issues were resolved. By May 25 all three levels of government called out
to sympathetic strikers and threatened to have them fired unless they came back to work. Many of the sympathetic strikers were
given deadlines to come back to work (postal employees, telephone operators). After a mass meeting at Victoria Park, it was agreed

that the sympathetic strikers would refuse any ultimatums and not return to work.”®

73 Information on Ivens and the Labour Church in this paragraph from: Bumsted, J.M. Winnipeg General Strike of 1919: An Illustrated History.
Watson Dwyer Publishing Ltd, 1994. p.98 and 100.
74 Berkowski, Gerry and Reilly, Nolan. 1919, The Winnipeg General Strike: A Driving and Walking Tour. Manitoba Culture, Heritage and Recreation, 1986. p. 9 and 26-27.
75 Bercuson, David Jay. Confrontation at Winnipeg: Labour, Industrial Relations, and the General Strike. Montreal: McGill-Queen’s University Press, 1990. 124.
76 Berkowski, Gerry and Reilly, Nolan. /919, The Winnipeg General Strike: A Driving and Walking Tour. Manitoba Culture, Heritage and Recreation, 1986. p. 9.
77 Bercuson, David Jay. Confrontation at Winnipeg: Labour, Industrial Relations, and the General Strike. Montreal: McGill-Queen’s University Press, 1990. 118-119.
78 Information in this paragraph about the strike is from: Bercuson, David Jay. Confirontation at Winnipeg: Labour, Industrial Relations, and the General Strike.

Montreal: McGill-Queen’s University Press, 1990. 130-140. The information about Victoria Park in this paragraph is from: Berkowski, Gerry and Reilly, Nolan. /979,

The Winnipeg General Strike: A Driving and Walking Tour. Manitoba Culture, Heritage and Recreation, 1986. p. 8.
39
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On May 26, the Western Labour News urged those on strike to remain calm and avoid confrontation: “No matter how great the provocation, do not quarrel. Do not
say an angry word. Walk away from the fellow who tries to draw you. Take everything to the Central Strike Committee. If you are hungry go to them. We will share our last
crust together. If one starves we will all starve. We will fight on, and on, and on. We will never surrender.” (Bercuson,119)

News of the strike in Winnipeg had its influence on organized labour in Toronto and cities in western Canada (Calgary, Edmonton, and Vancouver), and by June 3

many sympathetic strikes were called in support of what was going on in Winnipeg.”

On June 6 Mayor Gray, when addressing the strikers in Victoria Park, proclaimed that there could not be any more public marches for fear of potential rioting on the
streets. This put an end to the march for the time being most likely because of the Strike Committee’s original desire to hold a peaceful strike.®

As the Strike went on, the civic government began to question the loyalty of Winnipeg’s police. After all, the police had originally voted to join the strike, but were
urged to stay on duty by the Strike Committee and the government. On June 9 Mayor Grey demanded that those on the police force claim their loyalty to the government
or lose their job. After the majority of officers refused to sign the ultimatum (proclaiming that they will never affiliate themselves with any union) Mayor Grey released the
officers of their duties.®! In order to maintain a loyal police force Mayor Grey began to create a new force of about 1800 Special Officers mounted and on foot, comprised
mostly of loyalist veterans. The tension in the city had increased; now the strikers who were most likely to riot knew the officers there to keep the peace were officially not
on their side. The Special Officers weren’t trained in policing and their incompetence showed as they proved to be unorganized and quick to use aggressive tactics which
only caused more problems.??

Representatives of the six local railway brotherhoods met with Gray and Norris and offered to act as mediators to settle the strike. Both the strikers and the employers
agreed, and the groups later released a report claiming that the trades unions should have a right to collective bargaining. The employers’ response to this was that they
would not negotiate with the unions until the strike was called off. At the same time, fear was mounting that this strike would have a big impact on the country if the Strike
Committee was successful in convincing the members of the running trades (railway services) to join the strike. By Thursday, June 12 many of the workers from the
Canadian National Railway (CNR) left their positions in sympathetic strike. The federal Minister of Labour, Senator Gideon Robertson was in Winnipeg attempting to solve
the issues of the strike; seeing that a strike of railway services would be a national issue he concentrated on solving their disputes. By June 14, the employers agreed
to collective bargaining with the traditional craft unions, but not the larger collective unions like the Metal Trades Union. This compromise was presented to the strikers
by Robertson on take it or leave it condition; the strikers chose to leave it, and at that point Robertson saw that the One Big Union was behind the strikers’ decisions. On
June 17 he made orders to arrest the most radical leaders of the strike. Plans to arrest the strike leaders had begun as early as the end of May; as soon as Robertson gave
the word, the leaders were arrested at their homes and sent to Stony Mountain Federal Penitentiary north of the city. Eventually six of the most well known leaders were
released on bail under thle_conditigrlthqlt.m(e_\/_c:)uld no longer participat(iin the strike. . i -
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Trying to tip a streetcar - June 21, 1919.
(image from: Lewis Foote Collection. Provincial
Archives of Manitoba. Winnipeg, Manitoba)

Berkowski, Gerry @i ola A he Winnj, fving and Walking Tour.

Ibid, p. 40. d ]

Berkowski, Gerry and Reilly, Nolan. /919, The Winnipeg General Strike: A Driving and Walking Tour. Manitoba Culture, Heritage and Recreation, 1986. p. 8. and

Bercuson, David Jay. Confrontation at Winnipeg: Labour, Industrial Relations, and the General Strike. Montreal: McGill-Queen’s University Press, 1990. 167-169.

82 Bercuson, David Jay. Confrontation at Winnipeg: Labour, Industrial Relations, and the General Strike. Montreal: McGill-Queen’s University Press, 1990. 150-155.

83 Information on the strike in this paragraph is from: Bercuson, David Jay. Confirontation at Winnipeg: Labour, Industrial Relations, and the General Strike.
Montreal: McGill-Queen’s University Press, 1990. 157-166.

¢, HoE¥oc and R 1986. p. 9.

On June 18 the streetcars began operating, which caused an uproar from some of the pro-strike veterans who were
eager to respond with a show of violence. These pro-strike veterans were held at bay while the remaining strike leaders
attempted to salvage some kind of victory by getting the strikers to agree to the employers’ proposal for collective bargaining.
onJune 20, the pro-strike veterans went against earlier advice and gathered at City Hall, demanding that the street cars be
put back in their barns within 48 hours®* and stating that they intended to march the next day to protest the arrests of strike
leaders.®> Mayor Gray once again released a proclamation for no public demonstrations, but the veterans decided to march

anyway.

At 2:30 on June 21 the march was scheduled to start. The crowd (including men, women, and children) outside City Hall
on Main St. had grown to a size unmanageable to the special police force and the Royal Mounted Police were called in. The
crowd grew angry and attacked a streetcar as it was driving past City Hall; the driver was an anti-strike volunteer. The crowd
broke the glass of the streetcar, and set it on fire. The Mounties soon arrived on horseback, and rode up and down Main St. in
attempt to break up the crowd; these attempts were met with a backlash of the pro-strike veterans who began throwing bricks
and stones at the officers, some of whom were loyal veterans. By the third attempt to break up the crowd, the officers charged
through the crowd with cut off wagon neck-yokes and revolvers. Shots were fired and one man was killed (another man died
later of his injuries). As the crowd dispersed, approximately 200 people tried to leave the scene by moving through an alley-
way later referred to as ‘Hell’s Alley.” This alley was once located between Market and James Ave. just off Main St.; today the
Centennial Concert Hall stands in its place. These strike supporters were met by the ‘Special Officers’ who trapped the crowd
in the alley and attacked them from both sides with their guns and cut off wagon neck -yokes. The strike supporters were
unarmed and could only fight back physically or with stones and bottles they found on the ground. Twenty-seven people were
wounded in ‘Hells Alley’ that day. In the end, the conflict lasted only about one hour, but left thirty-four people in total injured
and one dead. After successfully dispersing the crowd the officers remained on the street throughout the rest of the afternoon,
and through most of the night. Because of the events that took place this day became known as Bloody Saturday, the most
violent day of the strike.%

The next day June 22, a mass meeting was held at Victoria Park where the strikers gathered to pray for the man who was
fatally shot and for all who were wounded. The feeling that the strike was over was in the air and the striking workers slowly in
the days to come began returning to work to a less than significant wage increase. &

J.S. Woodsworth was a former Methodist Missionary who came to Winnipeg during the Strike and performed sermons
to the Ivens’ Labour Church in Victoria Park. When Ivens was arrested with the other prominent Strike Committee Members,
Woodsworth took over Ivens’ position as the editor of the Western Labour News. By June 23, he was arrested for holding this
position as well. 8

On June 25, the six members of the Strike Committee out on bail, met with Premier T.C. Norris amidst rumors of another
protest march in the city. Norris agreed to have a committee put together to examine local labour conditions and the causes of
the strike. The Strike Committee then decided to declare the official end to the strike. The strike officially ended at 11:00 am on
June 26.*

The General Strike played a great role in uniting the labour class of Winnipeg. At the end of the strike, the Strike Committee
called on the people to continue the labour cause by voting for labour in elections of all levels of government. Their call
was answered when they saw more representation at the civic level, and provincial level. “... in the 1920 Provincial Election,
labour elected eleven members to the Legislature, four of them strike leaders, three of whom were still in the penitentiary.”
(Berkowski & Reilly, 45) As well, in 1921 the labour class in Winnipeg elected J.S. Woodsworth as the MP to represent

Winnipeg’s North Centre in the Ottawa. He retained this position in the House of Commons until his death in 1942.%°

Many people believe that the Winnipeg General Strike had an affect on labour groups across Canada, and thus marked
what eventually lead to the Canadian Labour Movement of the 1940’s.

84 Bercuson, David Jay. Confrontation at Winnipeg: Labour, Industrial Relations, and the General Strike. Montreal: McGill-Queen’s University Press, 1990. 170.
85 Berkowski, Gerry and Reilly, Nolan. /919, The Winnipeg General Strike: A Driving and Walking Tour. Manitoba Culture, Heritage and Recreation, 1986. p. 46.
86 Information on ‘Bloody Saturday’ in this paragraph is from: Berkowski, Gerry and Reilly, Nolan. /919, The Winnipeg General Strike: A Driving and Walking Tour.

Manitoba Culture, Heritage and Recreation, 1986. p. 46. and Bumsted, J.M. The Winnipeg General Strike of 1919: An illustrated History. Watson Dwyer Publishing
Limited, 1994. p. 50-51, 57. and National Film Board of Canada. On Strike: The Winnipeg General Strike, 1919. Montreal: National Film Board of Canada
Production, 1991. 19min, 46 sec.

87 National Film Board of Canada. On Strike: The Winnipeg General Strike, 1919. Montreal: National Film Board of Canada Production, 1991. 19min, 46 sec.

88 Bumsted, J.M. The Winnipeg General Strike of 1919: An illustrated History. Watson Dwyer Publishing Limited, 1994. p. 128.

89 Berkowski, Gerry and Reilly, Nolan. /919, The Winnipeg General Strike: A Driving and Walking Tour. Manitoba Culture, Heritage and Recreation, 1986. p. 9, 45.
90 Bumsted, J.M. The Winnipeg General Strike of 1919: An illustrated History. Watson Dwyer Publishing Limited, 1994. p. 128.

41



~._ .+ @ FORMERLY MARKET SQUARE BUILDINGS PRESENT
e T IN 1919
LOCATION OF THE
OLD CITY HALL BUILDING
(CURRENT CITY HALL LOCATION) BUILDINGS WITH
CONSTRUCTION
@ LOCATION OF ‘HELL'S ALLEY’ ACTIVITY
(1910 TO 1919)
@) LocaTION OF THE OLD
LABOUR TEMPLE CORD WOOD AND
COAL YARD (1919)

© FORMERLY VICTORIA PARK

@ CORNER OF PORTAGE AVE.
AND MAIN ST.

‘ LOCATION OF THE OLD
PROVINCIAL LEGISLATURE
BUILDING

~ PARADE AND MARCH ROUTES
USED DURING THE STRIKE

Important Sites During
The Winnipeg General Strike

Winnipeg 1919 - A View Of
Buildings and Construction



© PORTAGE AVE AND MAIN ST HIGH LEVEL OF AMBIENT

SOUND (TRAFFIC)

(S
_rf"a A
ey

()

o
=
=
m
-
=
c
=3
=
=
-~

LOW LEVEL OF AMBIENT
SOUND WITH PERIODS
OF HIGH LEVELS

-'lr'llr
i
/!

! —
! ,.-"f Y
- )
SN L '
A, L o T T f
f=" 5 - w ¥
i ¢ i == Iy ” . Y Fi
[ s } ~ =/ F
Al f e (e, i
y ' . -l U
{ . =l 7/
- ol U e 7y
Ty 5/ iy i

® cTyHALL

{ Ty
/i

o
- ¥ f (i f e
-'. i K :
g !
) g L8 A S
' /

7 r

o A .lI
A i f
II -\| -, 1

o N =l

|lI o

i LSRN e =
o~ et f
7 [ ey
/ J

@) PANTAGES THEATRE

I.-

HIGH-MEDIUM LEVEL
OF AMBIENT
SOUND (TRAFFIC)

= f

© ALLEY FIRE ESCAPE

@ TRAIN BRIDGE

MEDIUM-LOW LEVLES

© 110 JAMES AVE. OF AMBIENT SOUND

o TIPPED COCA- COLA TRUCK LOW LEVELS OF

® wwi MONUMENT AMBIENT SOUND

LT i :I".- -
P ::-.\ N ) = Lo N
i ¥ '-..II _:‘. U | : _,._!I;I' LY A I";
9 el

== @ Nz \! '1"-.; \ \EN e

=\ \ A \ g ) Wy
@\ Dl Sl
IS L A= a4 s | P

A N Rl e |
) 4 J. I'-__. “\ \‘l.ll'l.};:qll"\ I"-I I""."_ n_#:.}.
e N ".v.'.a‘
LY

- 4] 4 4 =
e ATV Lt
\ PR R, ¥ \

Strike Walk Intervention Sites Ambient Sound Levels




Strike Walk

The Strike walk will begin May 15 every year to coincide with the beginning of the Winnipeg General
Strike, all electrical equipment for the installations will be removed in late fall, but any other elements of
the installations will remain in place all year. A pamphlet explaining the walk and the installations can be
picked up at the Human Rights Museum (once this building has finished being constructed).

These installations were inspired by the history of the strike, the artists’ concepts of perception, and the

analysis of the sites themselves (including existing ambient sound levels at peak times during the day).

Portage Ave. and Main St.

When the general strike initially started on May 15, 1919 at 11:00 am, the intersection of Portage &
Main was a place where people naturally gathered after leaving their work. It must have been strange for
these people to gather and witness the day to day activity of the city come to a halt. Seeing the trolleys in
the area leaving to be parked in their barns would have provided a silencing in the public space that would
make the reality of the strike hit the people. While people are free to visit all of the installations of the
strike walk in any order, this installation is marked as the first site to visit. This site will set the tone for all
of the installations, explaining the common idea that all materials can absorb and release the sounds they
have witnessed. A device inspired by the idea of a gramophone will be located on the southeast corner of
Portage and Main at the Bank of Montreal (which was standing during the period of the general strike). The
device will be capable of picking up the sounds that are embedded in the materials around it, and it will
allow people to hear those sounds again, for the first time. A plaque will be installed close by that will read:
Portage Ave. And Main St.
“This materiaphone has been placed here with funding by the Province of Manitoba, the City of
Winnipeg, and through a project undertaken at the University of Manitoba. The materiaphone
has made it possible to capture sounds embedded in the materials at this spot, and hear them
as if they were new. This device has been tuned to pick up what is believed to be the sounds of
dinging trolley gongs that have been absorbed by the materials in this area. From the research
conducted on these sounds, a long period of silence was encountered that would correspond
with the time of the Winnipeg general strike of 1919. It is believed that the sound revealed here
is that of the last ding of one of the trolley gongs as the trolley was leaving to be parked at the
beginning of the Winnipeg general strike on May 15, 1919.”

The materiaphone will be installed at the Bank of Montreal, mounted on the column at the northeast
corner of the building. People will be able to read the plaque and hear the faint sound of the trolley bell
by putting their ear close to the materiaphone. A speaker and associated electronics will be located in an
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enclosure mounted at the base of the column. It will appear as if the materiaphone is a true functioning

/

i

device capable of retrieving sound memories of the past. The electrical enclosure wil have an audio
player with a speaker and a rechargeable battery. A cable will come out of the top of the enclosure and
lead up to a long flat ribbon-like material which is fixed to the column. The band will travel up the column

i1

. HIGH LEVEL OF AMBIENT following the profile (going in and over caved details). The material will look as if it is picking up the sounds
SOUND (TRAFFIC) embedded in the material of the column; it will be translucent with flat strands of wiring embedded inside.

It will be red in colour to reflect the energy picked up from within the material. One of the inspirations for

o this installation comes from the work of Pierre Huyghe. Many of his works question our reality by providing
@

us with scenarios, or stories that could be true, or are re-creations of true events. Huyghe shows us that our
world view is our own, and we are free to see the world in new and different ways. Hopefully, some of the
people who interact with this installation will believe in the materiaphone on some level, and try to imagine

all of the sounds that are embedded within our landscape.
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Former Victoria Park

Victoria Park, named after Queen Victoria and established in 1900,

was the gathering place for the laborers in the General Strike where they
would hold meetings, make announcements, gather, and hold labour church
sermons. This park was either the starting or ending point to many of the
marches and demonstrations during the strike. After the strike the park was
renamed Liberty Park, but soon after it was demolished and the space was
used for a steam plant. Currently condos are being developed in the area
around the old park site, and there are plans for a new condo to be built in
the area that was once Victoria Park. This installation will be considered an

alternative to what is planned for the site.

oy

o

Aerial view of former Victoria Park

¥ - within the borders of James and Pacific Ave./

Amy St. and Waterfront Dr. (which was rail lines
at the time of the Winnipeg General Strike)
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For this installation | decided to look at the footprint of Victoria Park and have tall
prairie grass planted within the footprint of the park as it was before it was demolished. |
wanted to reveal the energy and history embedded in the landscape, so tall grass seemed
appropriate. The grass is used as a symbol of the deep rooted connections people have
with a landscape; prairie grasses in particular have deep roots which go down far to tap into
the embedded energy and memory in the landscape. The one thing | decided to keep on
the site is a vacant building that was built for the old steam plant; this will be used as a new
community building for the recent influx of people moving into the areas new condos.

With the history of this site, you can imagine the sounds of people that the park would
have experienced. To reflect this, poles equipped with tilt sensors will be placed in the
grass.

Tilt Sensor — This sensor is able to detect when it has been taken out of equilibrium.
When the wind, person, animal etcetera makes the metal poles in this installation move
the tilt sensor inside the pole will be thrown out of equilibrium, and will send a voltage
to a chip that converts the voltage to a digital number signal. This signal is then sent to
the controller that uses the signal to tell the audio output to play. The sensor used in this
installation will be WiTilt v3, a wireless tilt sensor powered by a rechargeable battery.?!

When a strong wind blows, each pole will be able to bend in the wind along with the
grass. Any pole that moves in the wind will play a sound recording from a speaker placed
in the base of the pole where it will play the sound into the grass where it will interact with
the sounds of the moving grass. The sounds for this installation will be low, like whispers in
the wind; they will be sounds that were heard during the strike at the park. The sounds will
be a murmuring crowd, and some of the lyrics of the labour hymn Save the People: “When
wilt thou save the people, Lord; O God of mercy, when?; the people, Lord, the people; Not
ite will be able to walk through the field
and mak feeling of being immersed within

crowns

be instaIIIed in spring, to coincide with the b

only the bs remaining.

The poles placed in the field will be made

removed in fall with

weather, their color —

prairie grasses, ‘

which are mainly little bluestem. The height of the p depth of the little

bluestem’s roots, showing the de memories embedded in the space.
e e il
- -

will become a dull brown/red and green. These c

91 Information on Tilt Sensor from: SparkFun: Electronics. “WiTilt v3.0” SparkFun: Electronics. [2005] Online. Available:
http://www.sparkfun.com/commerce/product_info.php?products id=8563 Feburary, 2008. and
SparkFun: Electronics. “Couch Controlled Roomba.” SparkFun: Electronics. [2006] Online. Available:
54 http://www .sparkfun.com/commerce/present.php?p=RooTilt Feburary, 2008. para 7. 55




Plan view of proposed Victoria Park
Installation
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Detail of Copper Poles in Field of Prairie Grass

copper lwbe

wircless tll sensor (WiTil) and
re-chargeable battery
mounted in copper tubing
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City Hall

During the strike, the protesters and the city
government met in front of the old City Hall many times.
One can imagine that the site has many memories from
the events that happened there, and of the people who
were there. The old City Hall has since been demolished
and a new one built in its place, but the energy and
spirit embedded in this landscape still exists and can be
revealed. The installation will be footprints representing
a crowd of protesters from the General Strike. The
footprints will be from those whose relatives took part
in the strike; they will be embedded in front of City Hall,
in the cement of the sidewalk and overflowing onto
Main St. The footprints will be of men, women, and
children to represent everyone who gathered to support
the strikers. The imprints in the cement are meant to
reveal the history of the site and to encourage people
to feel immersed in a crowd that remains as a memory
in the landscape. The imprints will also create a sound
experience for the vehicles driving by on Main St., as the
wheels roll over the embedded footprints. The effect will
be similar to driving over a cobblestone road, but the
footprints will make a more irregular pattern of sound
as people drive by. A sign at the site will tell visitors that

they can call a phone number for details. When someone

calls this number they will hear a recording that tells more

that occurred at the
ption of learning
a protest in
the ‘strikers’ of
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Pantageous Playhouse Theatre

The Pantageous Playhouse Theater in Winnipeg was established in 1913 and was built as a theatre for Vaudville
performances. After WWII the Pantageous Playhouse was used for amateur theater, and provided the roots for the
Manitoba Theater Center. Today it is a national historic site, and it continues to be used for community productions
and events, concerts from well known artists and professional theatre productions. This venue is known for holding
performances from well known acts as well as holding community-based events. Likely many of the people who built
this venue later took part in the General Strike. On the east side of the building there is a wall used by the community to
put up posters for shows, concerts, seminars, events, etc. The layers of posters have accumulated on this wall for such
a long time that the posters seem to form a new material, a stratified material of compressed events over time. This
reminded me of Hamilton & Southern’s work Running stitch, where many peoples’ experiences were placed together
on one canvas, showing individual experiences as well as the connections we have, marking a social fabric in the city.
During the General Strike, each worker grew to be conscious of their connections to all working class people; collectively
they formed a new layer in the social fabric of Winnipeg. Community events like the gatherings at Victoria Park were
important to unite the laborers as a community during the strike. | wanted to create something that would show our
connections within a layered social landscape. For this installation an infrared light will be attached to the wall on the
right side of the poster board and an infrared light sensor would attached to the wall on the left.

Infrared sensor- Infrared light is an energy wave that lies just outside of the range of vision of humans. This sensor
uses infrared light and works in pairs: an infrared detector and an infrared emitter, which detect and emit a specific
wavelength of infrared light. The emitters give out a beam of infrared light that the detectors sense. The emitter and
detector pairs are placed directly across from each other so that when anything breaks the beam of light from the
emitter, the infrared detector will no longer sense infrared light. The infrared detector will signal the controller to play

the audio output whenever the detector doesn’t sense the infrared light from the emitter; this will happen whenever
someone blocks the beam of infrared light.>
When someone adds a new poster or touches the posters for any reason, the beam of light is broken and a short

Pantages Theatre

voice recording will be played. The recordings will be taken from the messages on the posters layered on the theater

wall. In order to get the information. | need for the recordings, | will go to the site and peel back portions of the posters
and copy down whatever words or numbers are revealed. The text will be kept in the order that it was excavated in. This
wall of the Pantageous Theater is far enough from the traffic sounds of Main St. for people to be able to hear the sounds
of the installation.

O
o
o

@ MEDIUM-LOW LEVLES

OF AMBIENT SOUND ormation on Inf r d Tight sensors from: HowStuffWorks. “How Do Motion Sensing Lights And Burglar Alarms Work?” HowStuffWorks. [1998-2008] Online.
Available: http://www.howstuffworks.com/questions238.htm Feburary, 2008. para 3-5

and

SparkFun: Electronics. “Infrared Emitters and Detectors.” Sparkfun: Electronics. [2005] Online. Available:

http://www.sparkfun.com/commerce/product_info.php?products_id=241 Feburary, 2008. para 1.
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: ;M Alley Fire Escape -Elgin Ave between Lily and Bertha
f!ff/{z * -
/

St.(this avenue appears to be a back alley)

Elgin Ave. downtown, between Lily and Bertha St. is a
continuation of what was ‘Hell’s Alley,” where the Centennial

A\ Concert Hall now stands. This back alley type street still has
. L/

|
lllll "l: E” ;;! 4 been covered with gravel... some parts of the rail were still
l I I | ' ' L l ” exposed. The metalworkers were one of the main labour

many strike-era materials from that time: brick, iron work,
wood timbers, and rail road track running through that had

unions on strike in 1919. | chose to look at the metalwork
_____ oo of the fire escapes, and thought that the metal itself could
~eiir have energy and memories embedded in it. It was the
L4 metalworkers of the strike era who made these metal pieces
and their spirit and actions that are embedded into the
material could be released in the form of sound. The alleyway
will have motion sensors mounted on the side of the alley
on the walls of the buildings, they will be set up so that as
you walk through, the sound of a hammer working on metal

begins to play.

Motion Sensors- The motion sensors used here are
infrared detecting sensors. These sensors are used for
detecting motion because every living thing and conductive
inert object emits infrared light (energy). Motion sensors are
made to detect any rapid changes in infrared light; they focus
on the range of wavelengths commonly given off by humans,
which allows them to not be affected by inert non moving
objects that also radiate infrared energy.>* “You do not want

the sensor detecting slower changes, like the sidewalk cooling
of at night.” (HowStuffWorks, para 5)

Speakers will be placed by each motion sensor. As you
walk closer to a fire escape that appears to be making the
sound, the volume of the hammering rhythm gets quieter
b vomac. i and eventually stops when you are under the fire escape. As

' : : ol e you walk away, the hammering begins again, and gets louder
e e : : the further you walk away. This installation is meant to give
77////!; Fi T people a different experience, the changing levels of sound
l / J f/ will get people to start to see the space with their ears as
: they walk around to interact with the fire escape sounds. This ;
instillation will allow people to explore this space and think P
about the energy of the workers that is embedded in this FES0NANces

space.

93 Information on Infrared light sensors from: HowStuffWorks. “How Do Motion
Sensing Lights And Burglar Alarms Work?” HowStuffWorks. [1998-2008]
Online. Available: http://www.howstuffworks.com/questions238.htm
Feburary, 2008. para 3-5. 69
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Bastille Train Bridge

Inspired by Wolfgang Liab, | chose to focus on a single element and explore its beauty. Wolfgang
works with pollen in large amounts, which is out of reach to most people because of the extraordinary
amount of work needed to collect the pollen, and the fact that we don’t see pollen in this scale
every day. | wanted to look at something that related to the strikers, and chose rivets to reflect the
metalworkers of the era. Like Wolfgang's pollen, much of this rivet work is physically out of reach for
most people. The rivets show a human element or input because of the fact that they have each been
put in one by one and formed in place manually. Because the rivets are formed, the workers have
made a direct influence on the material; the energy from the workers is encompassed in the formation
of each rivet. This installation will be at the railroad overpass / bridge on Waterfront Drive nearby
the Goldeyes’ Baseball Park. This is a single-leaf bascule bridge which is a bridge that has a span
that pivots on a hinge, assisted by a motor and a counterweight mounted above the bridge’s deck.
The bridge is still used today, but does not pivot. The counterweight and motor have been removed.
Determining when the bridge was built was difficult, however | found a similar bascule bridge at the
Forks Market that crosses the Assiniboine River. This bridge at the Forks is now used as a walking
bridge; a plaque at the bridge explains that it was built for the Canadian Northern Railway, and was
finished in 1914. By comparing both bridges, it seems likely that both bridges were built around the
same time. Also because both bridges are very close to the Union Station, which was built in 1911, it
is likely that the bridge in this installation was built around that time. This bridge has many rivets in it,
and numbers will be placed on several of the rivets on the bridge to show this. These numbers will be
placed on all sides (north, south, and underside) of the bridge in the area where a sidewalk passes
underneath. On the south side of the bridge a section of the metal structure will be highlighted with a
shade of paint similar to the bridge. A sign, “1113” will be visible on the highlighted structure to show
how many rivets are in that one section. By using the sidewalk to go under the bridge, people will be
able to look at the numbered rivets closely, touch them, and see the sheer number of rivets. By being
able to see the structure so closely, people will see the slight variations of each rivet that expose a
human quality. People could then relate the amount of work involved to build this one piece of the
bridge, to the scale of the work for the entire bridge.

Another influence for this site came from Max Neuhaus, a sound will be placed within this space
to get people to focus on the resonance of the movement and energy that was put into building this

structure. The bridge would have been resonating like a bell as each rivet was hit and formed in place.

The sound will be what was heard after each rivet was hit, it will be a continuous resonating of the
bridge heard in the piece. The sound will be played by a speaker installed under the bridge where
will be at a volume that could make it get lost wi

94 Neuhaus, Max. “Notes on Place and Moment” Max Neuhaus (1993). Online. Available:
74 http://www.max-neuhaus.info/soundworks/vectors/place/notes/ June, 2008.
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110 James Ave.

The brick has a unique quality compared to other building materials.
Bricks are made to fit in your hand in order to make them easier to
handle. Because bricks are made of earth, we have a close connection to
the material. This material is all around us, it is what we walk on, what
sustains us, the earth has many spiritual ties, it represents the cycle of
life. Most buildings from the era of the General Strike are made using
bricks, or have brick facades. In a way, the bricks are a representation
of the people who laid them. Each brick has been handled and placed
by the person who laid it, the bricks are at a human scale where each
piece has been held by the worker. Knowing how much movement and
energy goes into every brick; a brick wall for example can exude a spirit
and energy representative of the workers and the people of the time.
This installation will be on the east side of the building on the corner
of James St. and Bertha Ave. In order to allow people to appreciate the
amount of work involved in building this brick wall, a group of bricks will
be numbered. The numbering will be etched into this group of bricks in
a way that assumes all bricks are numbered, and you are only seeing the
numbers on some of the bricks. A touch sensor will be used to trigger
recordings when people place their hand on a certain area of the etched
bricks.

Touch Sensor- This sensor responds to touch based on the fact that
every person has a capacitance. This sensor works with two parts: a
‘touch sensor’ integrated circuit (IC) microchip [ Qprox IC (QT113G)],
and a wire connected to one of the pins on the microchip. The IC
monitors the capacitance of the wire, when someone touches or comes
close enough to the wire, the capacitance changes and the circuit can
sense this. The touch sensor microchip has a pin that sends out a signal
whenever it senses that someone is touching the wire. This signal can

be used by a controller to play an audio output whenever a touch is

sensed. The wire for the installation will be non insulated, and it will be

o ,IE! ed in es of the wall. %

uting of the

95  Information on Touch Sensors is from: instructables. “DIY Touch Sensor.” instructables.
[2008] Online. Available: http://www.instructables.com/id/DIY-Touch-Sensor/
Feburary, 2008. para 1, 4-5.

77



D ADE ;ﬁ
(P 2 DL e
Pick op beickT &)

SCRAPE

— *Slide J

TAP TAP AR A
[ Pick o et bels

U

b’ :I-.?,P "rAP ."*'1'..‘; 3 .
L] t _!;' "y
“-‘5‘!.6 : .- o+ . :

Ilr -




TS | S—— — e | Wepmm— e R WS N SN
| E— | S S A | | S S
L__JL | T | — .'____1’. | . I
—C JC U ) I
i i I S [w— —Tm—
N - i
) | I B ___;L_”:]I_- C A0
| R | RS S S | G A—)
A O | — | — —
[ 1 I i L |
A | | S | A I
I | N N | | R S —
I | D | R | | I | |
S s i S s s s e |
L | L 2182 ] | [ 2179 |
B | S | A | E— Soi ot
I | | & I | T | S L
| R | I | A | | 1C *T"'—_lrl?m
S ._JFE B 164z [ 1 1630 _
T I T Tt
B el | i i
L . JCe=s] 27 :L"’"’f
[—-}_[___ 1093 ||
_]_[_ ,_j__L L 957 o35
L_ 0\ (ses Jr__l[_ll‘j N
D N I | L. _Jl-sts

[, 3 ” 551 — ) 543' () 5406

0 S G M | AT BETENN S SETINN | ETOW
T C L (== Jien it Mq

weather prn il plastic enclosure
l.l.l nge controller an d
p wwer source  -located on root’

3 inch woeather-proot” speakoer
mounted in a plastic enclosare

2
z
z
a2
e |
7
T
H
Z
7

DF
EH B

N

touch sensing: wire
cinbedded in zrout

manbers etehed e
brick fhce

1 Taa ] [ W T reo Jr e U s J(

| )

Detail of east wall of 110 James Ave. showing sensor installation sells Mm—

80

81



Tipped Coca-Cola Truck

MEDIUM-LOW LEVLES
OF AMBIENT SOUND
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Tipped Coke-a-Cola Truck - Centennial Concerthall /
Market Ave.

On May 31 during the Winnipeg General Strike, a group of
around 12,000 strikers took part in a march for protest. The march
was organized by the pro-labour veterans; the focus of the march
was to rally to make collective bargaining compulsory. The group
marched from Market Square close to City Hall to the Provincial
Legislative Building and met with the Premier, and then marched to
City Hall and met Mayor Grey, both meetings proved unsuccessful.
On their way back to Victoria Park the crowd flipped a Coke-a-Cola
wagon over.” This happened at the Eaton’s Warehouse (where
the Centennial Concert Hall now stands) across from City Hall on
Market Ave. between Main and Lily St.; it was the only incident
in an otherwise peaceful protest. | imagined that the place where
this happened has the sound memory still embedded in the area,
and thought of ways to release these sounds. For this installation,

a pressure sensing piezo-cable could be embedded in the concrete
sidewalk to sense people walking around the area where this
occurred.

Piezo-cable — Piezoelectric materials are those which can
produce a small voltage when deformed in any way. The piezo-cable
is a coaxial cable: it has an inner wire surrounded by a piezoelectric
polymer, which is surrounded by an outer wire mesh. When the
cable is deformed in any way a small voltage is produced between
the inner and outer wires; this phenomenon is used to detect any
forces (including vibrations) that are put on the wire. The voltage
signal created by somebody walking on the sidewalk can be used to
tell a controller to play the sounds for this installation.®’

The installation will be located on the sidewalk running down
Market Ave. between Main and Lily St. The traffic noise of Main St.
is greatly reduced as you walk down Market Ave, so the sounds of
the installation will be audible. As people walk through the location

theﬁ‘j ill trigger sounds of glass bottles crashing and spilling, as if

1,7 are releasing the sounds of this event that are embedded in
l‘-.l'. dPeE d Nne A-;.l“_A DE MOore l-.l.'l‘ ENSO
embeded in the ground and each sensor will have an acco-mpa'nymgh
speaker; this will allow rhany people to'trigger sounds and hear them
separately. Like the ‘sound puddle,” the:amount of force bicked“up
by the sensor will determine what sounds are played, the number of
" sounds played and.how.loud they are played. ’
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WW1 Memorial at the Provincial Legislature Grounds

Many of the strikers in 1919 were war veterans, and their marches caused a stir during the
strike. It is interesting that there are many war monuments at the Manitoba Legislature now, when
in the past WWI veterans were struggling to be recognized by the government. In the legislative
grounds, an existing WWI monument will be fitted with a sensor to play recorded sounds. The
ambient sound level for this site is fairly high with the volume of traffic passing this monument on
two main traffic routes. Considering this, it did not seem appropriate to have a sound installation
that would try to compete with the traffic sounds of the site. The instillation had to be made more
intimate, in order for any sound to be heard over the traffic the person would have to be close to
the source of the sound. By using a sensor that is triggered by a person touching the monument, |
could get the person close enough for them to hear the sounds played by a speaker mounted close
to the sensor. The installation will use infrared light sensors: where a beam of infrared light will be
emitted over the surface of one side of the monument and received by a sensor on the other side.

Infrared sensor- Infrared light is an energy wave that lies just outside of the range of vision
of humans. This sensor uses infrared light and works in pairs: an infrared detector and an infrared
emitter, which detect and emit a specific wavelength of infrared light. The emitters give out a beam
of infrared light that the detectors sense. The emitter and detector pairs are placed directly across
from each other so that when anything breaks the beam of light from the emitter, the infrared
detector will no longer sense infrared light. The infrared detector will signal the controller to play
the audio output whenever the detector doesn’t sense the infrared light from the emitter; this will
happen whenever someone blocks the beam of infrared light.®

When somebody touches the monument in a way that blocks the beam of light, a sound
recording will be triggered. The light sensing switches will be at a height that is easily accessible.
The recordings will play the sounds of the war veterans, words from the banners that they held
in their protests throughout theistrike. The installation will have two sensors mounted on the

ill be on the left side reflecting

ill be on the right side to reflect

98 Information on Infrared light sensors from: HowStuffWorks. “How Do Motion Sensing Lights And Burglar Alarms Work?”
HowStuffWorks. [1998-2008] Online. Available: http://www.howstuffworks.com/questions238.htm Feburary, 2008. para 3-5
and
SparkFun: Electronics. “Infrared Emitters and Detectors.” Sparkfun: Electronics. [2005] Online. Available:
http://www.sparkfun.com/commerce/product_info.php?products id=241 Feburary, 2008. para 1.
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Within each of these installations, the idea of the afterimages of sound comes into play. After people explore these
installations, perhaps they will walk away with these sounds in their head. Maybe they will hear these sounds in an
everyday experience, or see or touch something that triggers one of the sounds in their head and they will try to

imagine the energy and memory of a different space, and the connections they have to that space.

As a child your mind must struggle hard to make sense of the world... it seems that as we grow up, and through our lifetime we are constantly
reducing our experience to the lowest common denominator. And why not? It is hard to look at everything as if it were for the first time, our rules
and logic give our minds a rest and tame the imagination. Yet the unknown, the virtual and the imaginary are always present; and really, our logic
depends on the them in order to function.

We have lost a connection with the world around us; we have become accustomed to looking inward to navigate through our everyday experiences.

We tend to only respond to those things that scream out for our attention, and have become reliant on these things to call attention to themselves,
rather than have us seeking a connection with them.

By examining the works and ideas of the artists | looked at along the way, | was inspired to explore many ideas.
The ideas that really stood out for me dealt with changing the way we sense the space around us.

Exploring the possibilities of our perception.

Abandoning the conventions that say “this is how it is”.

Taking a look at our personal perceptions of reality and beauty, and embracing a sense of wonder of the world around us.

Changing our sense of scale... removing it entirely to discover new elements and interactions with the landscape.

Removing boundaries and distinctions to view the connections
we have with the world around us.

Exploring the unknown, the virtual, the imaginary, and the things we are not capable of perceiving with our own senses.

Forming connections with the world around us is what brings a sense of beauty and wonder, and changes the scale of our world completely.
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