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Osmose

 Osmose was put together in the years 1994 

5

One of the main issues that Char Davies explores with Osmose is the typical Western 

coordinates, and we think that the world is comprised of solid objects separated by the void of 
6 This mentality is explained best in Char Davies’ Virtual Space:

 As Roger Jones wrote in Physics as Metaphor (1982):

metaphor of space is our modern mechanism for avoiding the experience of 

 Osmose shows her desire to use virtual reality 

7

truly immersive experience is not without reason: reference to surrounding
suggests that there is something, someone, being surrounded, that there is a 
perceiving subject

endless isotropic expanse (as in Euclidian space) and as the geometrical domain 

place in place suggests having a body

5 Davies, Char. “Landscape, Earth, Body, Being, Space and Time in the Immersive Virtual Environments Osmose and Ephémère.”
Women, Art, and Technology. Judy Malloy, ed. Cambridge, MA: MIT Press, 2003. [2003] Online. Available:

l in section “Publications by Char Davies.” July 02, 2007. Paragraph 10.
6 Davies, Char. “Virtual Space.” Space: In Science, Art and Society. François Penz, Gregory Radick and Robert Howell, eds. Cam-

bridge, England: Cambridge University Press, 2004. [2004]Online. Available: l in section
“Publications by Char Davies. August 06, 2007. Paragraph 5-6.

7 Ibid, Paragraph 6 and 9.
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Char Davies

Osmose, a virtual reality based piece, and 

1

later seen in Osmose and Ephémère

2

3

4

1 Biographical information in paragraph from:“Char Davies-Artists Biography.” Immersence. [2007] Online. Available:
l July 02, 2007.

2 Ibid, Paragraph 2.
3 “About Immersence.” Immersence. [2007] Online. Available: l July 02, 2007. Paragraph 1.
4 “Char Davies-Artists Biography.” Immersence. [2007] Online. Available: l July 02, 2007. Paragraph 6-8.

XYZ - 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.1

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.2 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.

2 Crary, Jonathan. Techniques of the Observer: On Vision
and Modernity in the Nineteenth Century. Massachusetts:
MIT Press, 1992. p.97-136. 3



12  The environment was inspired by a scuba diver’s experience in the water where 
13 Only one 

Osmose’s virtual environment, the goal is to connect people to their 

14

Osmose

unexpected within the familiar in the environment of Osmose 15 The main catalysts Davies uses to break 

16 Visually, the 

landscape of Osmose relates to the natural environment with trees, rocks, and rivers but there are no 

17

Osmose one’s sense of hearing becomes heightened, and the transcendence of sound between boundaries 

When visual acuity is decreased, one also becomes more aware of sound: and 

to the present, one becomes acutely aware of one’s own embodied presence 

para 15)

12 Davies, Char. “Landscape, Earth, Body, Being, Space and Time in the Immersive Virtual Environments Osmose and Ephémère.”
Women, Art, and Technology. Judy Malloy, ed. Cambridge, MA: MIT Press, 2003. [2003] Online. Available:

l in section “Publications by Char Davies.” July 02, 2007. Paragraph 3.
13 Davies, Char. “Changing Space: Virtual Reality as an Arena of Embodied Being” (1997).

Randall Packer and Ken Jordan, eds. New York, N.Y.: W.W. Norton & Company, 2002. [2002] Online. Available:
l in section “Publications by Char Davies.” July 02, 2007. Paragraph 13.

14 Davies, Char. “Virtual Space.” Space: In Science, Art and Society. François Penz, Gregory Radick and Robert Howell, eds. Cambridge,
England: Cambridge University Press, 2004. [2004] Online. Available: l
in section “Publications by Char Davies.” August 06, 2007. Paragraph 32.

15 Davies, Char. “Changing Space: Virtual Reality as an Arena of Embodied Being” (1997).
Randall Packer and Ken Jordan, eds. New York, N.Y.: W.W. Norton & Company, 2002. [2002] Online. Available:

l in section “Publications by Char Davies.” July 02, 2007. Paragraph 11-12.
16 Davies, Char. “Virtual Space.” Space: In Science, Art and Society. François Penz, Gregory Radick and Robert Howell, eds. Cambridge,

England: Cambridge University Press, 2004. [2004] Online. Available: l
in section “Publications by Char Davies.” August 06, 2007. Paragraph 26-27.

17 Davies, Char. “Virtual Space.” Space: In Science, Art and Society. François Penz, Gregory Radick and Robert Howell, eds. Cambridge,
England: Cambridge University Press, 2004. [2004] Online. Available: l in section
“Publications by Char Davies.” August 06, 2007. Paragraph 28.

8 Davies sees a fault in virtual spaces; that the whole complexity and 

of Osmose and 

Osmose, Davies 

9

Osmose and Ephémère are 

To enter the virtual environment of Osmose

11

Osmose, most based 
Clearing, t, Tree, Leaf, Cloud, 

Pond, Subterranean Earth

l
para 2)

8 Davies, Char. “Landscape, Earth, Body, Being, Space and Time in the Immersive Virtual Environments Osmose and Ephémère.”
Women, Art, and Technology. Judy Malloy, ed. Cambridge, MA: MIT Press, 2003. [2003] Online. Available:

l 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).

Randall Packer and Ken Jordan, eds. New York, N.Y.: W.W. Norton & Company, 2002. [2002] Online. Available:
l in section “Publications by Char Davies.” July 02, 2007. Paragraph 16-19.

10 “Osmose.” Immersence.[2007]Online. Available: l July 02, 2007. Paragraph 2 & 6.
11 Davies, Char. “Virtual Space.” Space: In Science, Art and Society. François Penz, Gregory Radick and Robert Howell, eds. Cambridge,

England: Cambridge University Press, 2004.[2004] Online. Available: l 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
interesting continuation to Goethe’s work
came from Arthur Schopenhauer.
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.3

Pierre Huyghe’s works explore how the media
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
through someone else” comes to mind; there
are many experiences and notions of reality
that only come second hand. Huyghe reminds
us that we are free to see things through our
own representation.

…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
and images that shape our realities. Through such
retranslations, Huyghe offers a way for his char-
acters and his viewers to take back control of their
own images, their own stories.
(Cross, Para 1)

Char Davies shows the same interest; her
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.71-75.4 5



Osmose
18

The responses from some of the thousands of people who have experienced the virtual environment of Osmose 19 While experiencing the virtual 

21 Osmose

l Osmose

To help explain what is happening in Osmose

18 Davies, Char. “Landscape, Earth, Body, Being, Space and Time in the Immersive Virtual Environments Osmose and Ephémère.” Women, Art, and Technology. Judy Malloy, ed. Cambridge, MA: MIT Press, 2003. [2003] Online.
Available: l in section “Publications by Char Davies.” July 02, 2007. Paragraph 11.

19 “Osmose.” Immersence. [2007] Online. Available: l July 02, 2007. Paragraph 5.
20 Davies, Char. “Landscape, Earth, Body, Being, Space and Time in the Immersive Virtual Environments Osmose and Ephémère.” Women, Art, and Technology. Judy Malloy, ed. Cambridge, MA: MIT Press, 2003. [2003] Online.

Available: l in section “Publications by Char Davies.” July 02, 2007. Paragraph 18.
21 Davies, Char. “Virtual Space.” Space: In Science, Art and Society. François Penz, Gregory Radick and Robert Howell, eds. Cambridge, England: Cambridge University Press, 2004. Online. Available:

l in section “Publications by Char Davies.” August 06, 2007. Paragraph 61.
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 Rebecca Krinke looks at Osmose

22

Osmose tries to make 

Osmose typically start by trying to take 

Char Davies’ hope is to break the user from their 

23

22 Ideas of contemplative spaces and Osmose in this paragraph from: Krinke, Rebecca. Contemporary Landscapes of 
n. Oxon, UK: Routledge, Taylor & Francis Group, 2005. [2005] Online. Available:

l in section “Publications by other authors.” September 14, 2007.
23 Ibid.

view that separates all objects
by an empty void we call space,
to an all encompassing body
better defined as place rather
than space.4 (Charlotte Davies,
Thwaites ed., 2003, para. 17)
As well, Hamilton & Southern’s
work looks at real experiences as
they apply to us with attention to
the social and personal experi-
ences and connections we have
to a space. In their work record-
ing peoples’ walks in an urban
setting, the walks are surprisingly
organic in nature. Perhaps we do
not expect this result because of
the rules and conventions that
we have adopted from society;
maybe we expect to see some-
thing similar to a road map. In
this way, Hamilton & Southern
show how we are free to make an
experience our own.

KNOWLEDGE of the
world around us. What is there to
learn about perception and space?
How did we learn how to experi-
ence a space? Many people learn
the rules that are followed by all,
and never question them. Richard
P. Feynman, a Nobel Prize win-
ning physicist discusses this in
the book The Pleasure of Finding
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
able to do those things that we
think today are the things to do.”
(Feynman, p.115)

Pierre Huyghe, Char Davies and
Hamilton & Southern are all
interested in questioning what
we feel is known about what is
real and how our world works.
Huyghe questions how experi-
ences are represented to us, he
explores the diference between

4 Davies, Char. “Rethinking VR: Key Concepts
and Concerns.” Hybrid Reality: Art,
Technology and the Human Factor. Thwaites,
Hal, ed. [2003] Online. Available:
http://www.immersence.com/index.html
in section “Publications by Char Davies.”
January, 2007. 7



H
am

ilt
on

&
So

ut
he

rn
.D

ist
an

ce
M

ad
e

G
oo

d:
Fl

ow
Li

ne
s(

20
04

)-
D

et
ai

l
[im

ag
e

fr
om

:H
am

ilt
on

&
So

ut
he

rn
.h

ttp
://

w
w

w
.h

am
ilt

on
an

ds
ou

th
er

n.
ne

t/p
3.

ph
p#

ga
lle

ry
(2

00
7)

]

Jen Southern

24

One project of interest by Jen Southern is 

25

26

27

, landlines, para 1) 

, 34 people local to the areas of Lancaster and Morecambe were given the 

28

29

l, para 6)

24 Biographical information in paragraph from: Southern, Jen. “C.V.” Portable T.V. [2007] Online. Available: l September 08,
2007.

25 Southern, Jen. “Roam.” Imagined Landscapes. [2006] Online. Available: 8 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: September 08, 2007. Paragraph 1.
28 Hamilton & Southern. “Distance Made Good: Flow Lines.” theportable.tv.[2004] Online. Available:

September 08, 2007. Paragraph 1-2.
29 Hamilton & Southern. “8 Walks.” theportable.tv.[2004] Online. Available: September 08, 2007.
30 Hamilton & Southern. “Distance Made Good: Flow Lines.” theportable.tv.[2004] Online. Available:

September 08, 2007. Paragraph 4-8.Je
n

So
ut

he
rn

.R
oa

m
-o

ut
fit

cr
ea

te
d

fr
om

fa
vo

rit
e

vi
rtu

al
pl

ac
e

an
d

G
PS

pa
th

of
fa

vo
rit

e
w

al
k

(im
ag

e
fr

om
:J

en
So

ut
he

rn
.h

ttp
://

w
w

w
.th

ep
or

ta
bl

e.
tv

/ro
am

/ro
am

im
ag

es
.h

tm
l)

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.

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)

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:

…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’s a … in Italian a …,’ he says ‘in Chinese,
it’s a …, 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)

9



31

Satellite 

Bureau
32

33 34

35 l , para 2) 

36

31 Hamilton & Southern. “Distance Made Good: Flow Lines.” theportable.tv.[2004] Online. Available: September 08, 2007. Paragraph 3.
32 Hamilton & Southern. Satellite Bureau. [2005] Online. Available: t September 10, 2007. Paragraph 1-2.
33 Hamilton & Southern. Satellite Bureau. [2005] Online. Available: t September 10, 2007. Paragraph 9.
34 Hamilton & Southern.“Map Index.” Satellite Bureau. [2005] Online. Available: l September 10, 2007.
35 Hamilton & Southern. “Running Stitch.” theportable.tv.[2006] Online. Available: September 08, 2007. Paragraph 2.
36 Hales, Derek. Satellites.[2007] Online. Available: http://www.hamiltonandsouthern.net/t3.php March 26, 2008.
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Hamilton & Southern. Running Stitch (2006) -thread used.
[image from: Hamilton & Southern, http://hamiltonandsouthern.net/p8.php#gallery (2007)]

looks at Hamilton 

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 

that you’re walking home late at night and something about the scene spooks 

ominous walk, an appropriate soundtrack, then was it the scene that spooked 

This approach of exploring the journeys of individuals steps away from all of 

of their experience and are able to focus on the peoples’ movements as they 

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

11
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Walk

no longer pass amoung them, the inhabitants leave: the houses are dismantled; only the strings and 

37 This technology allows us to see the beauty of pure movement through space, and gives 

37 Hamilton & Southern. “Distance Made Good: Installations Using GPS to Chart Local Topographies.” theportable.tv.[2004] Online.
Available: September 08, 2007. Paragraph 8-12.

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:
SLAUGHTERHOUSE-FIVE - In 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.5

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.

13



38

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 

39

41 His pieces provide a 
42

43

para 4)

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.

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

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]
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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)

14 15
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49 Information about Streamside Day Follies in this paragraph is from: Huyghe, Pierre. Pierre Huyghe. Milano: Sirka, 2004. p 147.
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Another project of Pierre Huyghe’s is  

event held around a low income housing area, where people could watch the characters make a play of urban 
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47

44 Biographical information from: Sollins, Susan. “Biograpgy.” Art: 21. [2001-2007] Online. Available: http://www.pbs.org/art21/artists/huyghe/in-
dex.html Para. 1 (October, 2007)
45 Bourriaud, Nicolas. “The Reversibility of the Real.” TATE ETC. [2006] online. Available: http://www.tate.org.uk/tateetc/issue7/pierrehuyghe.htm
(October,2007) Para 3 & 4.

46 Huyghe, Pierre. Pierre Huyghe. Milano: Skira, 2004. p. 116.
47 Information in this paragraph about Streamside Day is from: Dia Art Foundation. “Dia Art Foundation Invites Public to Streamside Day Celebra-
tion, 10/2/2003.” Dia Art Foundation.[1995-2008] online. Available:
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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?

16 17



Pierre Huyghe. Flying City -Land Constellation.
(image from: Huyghe, Pierre. Pierre Huyghe. Milano: Skira, 2004. p.2)
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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.6

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.7

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.8

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.9

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)

Hamilton & Southern’s Distance Made Good also shows how we
experience the world with a pre-conceived idea of experience yet
to come. Our beliefs, imagination, and past experiences all come
into play in any new experience. In a way, no experience is new, as
it has been experienced before within our imagination. That is, our
previous experience has trained us to view the world a certain way
before the experience has even occurred.

8 Information in this paragraph on the camera obscura and other optical devises mentioned is
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.
Heidelberg, Germany: Kehrer, 2002. p.30.
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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 -We are 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.10 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?” I 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.
         Germany: Kehrer Verlag: 2003.   p.16 and p.172.
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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.11 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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: The idea that empty space is void and 

lifeless made me think about empty space and how we could perceive it as something with 

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.12 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.13 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.14

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 c.1600.” The Auditory Reader. Micheal Bull and Les
Black, eds. New York: Berg, 2003. p.128.

14 Smith, Bruce R. “Tuning into London c.1600.” The Auditory Reader. Micheal Bull and Les
Black, eds. New York: Berg, 2003. p.129-133.26 27
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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.15 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.16 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
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works in sound art was Public Supply (1966) where he combined radio and the telephone system to create an open 

 (1977)

Auracle

53

54

55

56

57

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.
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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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instruments, it is called graphic programming because instead of programming with lines of text, 

in the sound puddle, it uses the sensor values to see how hard the puddle was stepped in and 

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 
65

The sounds that are released by the sound puddle were chosen because they are sounds 

many sounds that lie within the soundscape of transmission; they are busy signals, beeps, and 

50 Piezocable application notes: Measurement Specialties. Piezo Film Sensors Technical Manual. (2006) Online.
Available: 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.
Available: 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.

the temperature of our body, especially in the local areas they interact 

in our memory, there must be a way to release the sounds embedded 

that we have been unable to hear, the sounds may be from energy 

absorbed by  surfaces and have seeped into the cracks of the landscape 

puddle would get a splash, the sounds would burst or splash out when 
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Sound Puddle
video

Pd program for Sound Puddle
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 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, 

36



66

The Metal Trades Union in Winnipeg declared a strike the next day, May 2

67

Other unions in the city were facing the same problems with their employers; all groups were asking for a living wage to 

May 6 May 13 they revealed that the 

members supported the strike 8667 to 645 and a general strike was called to begin on May 15 68

May 15
69

May 15 71 While the 

majority of the 

strike

72

66 Bercuson, David Jay. Confrontation at Winnipeg: Labour, Industrial Relations, and the General Strike. Montreal: McGill-Queen’s University Press, 1990. 109-110.
67 Ibid, p.110-111.
68 Ibid, p.111-114.
69 Ibid, p.115-116.
70 Ibid, p.116.
71 Berkowski, Gerry and Reilly, Nolan. 1919,The Winnipeg General Strike: A Driving and Walking 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.

Hall and the

desire to keep up with the latest developments and to meet 

moved outside, to Victoria Park, to minister to its suddenly 

73  Victoria Park gatherings became important instruments in the strike because they brought the 

workers together in one place to meet and socialize helped to build the feelings of unity and strength that gave them the power to 

On May 16

74

75

The Winnipeg labour movement, like that of western Canad

On May 17

76

which was used to publish the views of those siding with the 

 returned it was clearly against the strike, accusing strike leaders of being radical 
77

May 25 all three levels of government called out 

78

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. 1919,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. Confrontation 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. 1919,
                 The Winnipeg General Strike: A Driving and Walking Tour. Manitoba Culture, Heritage and Recreation, 1986. p. 8.

Gathering at Victoria Park, 1919.
(image from: Lewis Foote Collection. Provincial
Archives of Manitoba. Winnipeg, Manitoba)

Gathering at Victoria Park, 1919.
(image from: Lewis Foote Collection. Provincial
Archives of Manitoba. Winnipeg, Manitoba)
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On May 26, the 

June 3
79

On June 6

 81

82

June 12 many of the workers from the 

June 14, the employers agreed 

June 17

 83

79 Berkowski, Gerry and Reilly, Nolan. 1919,The Winnipeg General Strike: A Driving and Walking Tour. Manitoba Culture, Heritage and Recreation, 1986. p. 9.
80 Ibid, p. 40.
81 Berkowski, Gerry and Reilly, Nolan. 1919,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. Confrontation at Winnipeg: Labour, Industrial Relations, and the General Strike.

Montreal: McGill-Queen’s University Press, 1990. 157-166.

On June 18

On June 20
put back in their barns within 48 hours84

85

June 21

86

The next day June 22

87

June 23, he was arrested for holding this 
 88

On June 25

June 26 89

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. 1919,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. 1919,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. 1919,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.

Trying to tip a streetcar - June 21, 1919.
(image from: Lewis Foote Collection. Provincial
Archives of Manitoba. Winnipeg, Manitoba)
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Ambient Sound Levels
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Portage Ave. And Main St.

Strike Walk

the area leaving to be parked in their barns would have provided a silencing in the public space that would 

device will be capable of picking up the sounds that are embedded in the materials around it, and it will 

has made it possible to capture sounds embedded in the materials at this spot, and hear them 

conducted on these sounds, a long period of silence was encountered that would correspond 

is that of the last ding of one of the trolley gongs as the trolley was leaving to be parked at the 
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Former Victoria Park
around the old park site, and there are plans for a new condo to be built in 

Aerial view of former Victoria Park

5352



wanted to reveal the energy and history embedded in the landscape, so tall grass seemed 

the site is a vacant building that was built for the old steam plant; this will be used as a new 

With the history of this site, you can imagine the sounds of people that the park would 

91

When a strong wind blows, each pole will be able to bend in the wind along with the 

in the base of the pole where it will play the sound into the grass where it will interact with 

be a murmuring crowd, and some of the lyrics of the labour hymn Save the People

the sound and memory of the space will be at it’s most when the grasses have grown to 

be installed in spring, to coincide with the beginning of the strike, and removed in fall with 

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:
http://www.sparkfun.com/commerce/present.php?p=RooTilt Feburary, 2008. para 7. 5554



Plan view of proposed Victoria Park 
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City Hall
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City Hall 

During the strike, the protesters and the city 

One can imagine that the site has many memories from 

the events that happened there, and of the people who 

and a new one built in its place, but the energy and 

in the strike; they will be embedded in front of City Hall, 

children to represent everyone who gathered to support 

reveal the history of the site and to encourage people 

to feel immersed in a crowd that remains as a memory 

be similar to driving over a cobblestone road, but the 

calls this number they will hear a recording that tells more 

about any local groups that are planning a protest in 

61



Pantages Theatre

Pantageous Playhouse Theatre

The Pantageous Playhouse Theater in Winnipeg was established in 1913 and was built as a theatre for Vaudville 

detector pairs are placed directly across from each other so that when anything breaks the beam of light from the 

92

When someone adds a new poster or touches the posters for any reason, the beam of light is broken and a short 

92 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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Detail of sensor system on east wall of Pantages Theatre
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Alley Fire Escape
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metalworkers of the strike era who made these metal pieces 

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 

made to detect any rapid changes in infrared light; they focus 

93

you walk away, the hammering begins again, and gets louder 

will get people to start to see the space with their ears as 

about the energy of the workers that is embedded in this 

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. 6968
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Bastille Train Bridge
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Bastille Train Bridge

Inspired by Wolfgang Liab, I 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 

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 

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. 

Forks Market that crosses the Assiniboine River. This bridge at the Forks is now used as a walking 

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 

bridge, to the scale of the work for the entire bridge.

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 
people pass by on the walkway. The sound itself will be at a volume that could make it get lost within 

sounds he uses are meant to act as a catalyst to getting people in a different frame of mind.

94 Neuhaus, Max. “Notes on Place and Moment” Max Neuhaus (1993). Online. Available:
http://www.max-neuhaus.info/soundworks/vectors/place/notes/ June, 2008.74 75



110 James Ave.

by the person who laid it, the bricks are at a human scale where each 

energy goes into every brick; a brick wall for example can exude a spirit 

amount of work involved in building this brick wall, a group of bricks will 

a way that assumes all bricks are numbered, and you are only seeing the 

recordings when people place their hand on a certain area of the etched 

monitors the capacitance of the wire, when someone touches or comes 

close enough to the wire, the capacitance changes and the circuit can 

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

95

brick, which will sense when somebody touches the brick wall in the 

a wall mounted enclosure that contains the sound controller and a 

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. 7776
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Tipped Coca-Cola Truck
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On May 31st

96 This happened at the Eaton’s Warehouse (where 

the Centennial Concert Hall now stands) across from City Hall on 

sidewalk to sense people walking around the area where this 

is a coaxial cable: it has an inner wire surrounded by a piezoelectric 

cable is deformed in any way a small voltage is produced between 

the inner and outer wires; this phenomenon is used to detect any 

signal created by somebody walking on the sidewalk can be used to 
97

is greatly reduced as you walk down Market Ave, so the sounds of 

they 

they are releasing the sounds of this event that are embedded in 

embeded in the ground and each sensor will have an accompanying 

speaker; this will allow many people to trigger sounds and hear them  

by the sensor will determine what sounds are played, the number of 

96 Bumsted, J.M. Winnipeg General Strike of 1919: An Illustrated History. Watson Dwyer
Publishing Ltd, 1994. p.44.

97 Piezocable application notes: Measurement Specialties. Piezo Film Sensors Technical 
         Manual. (2006) Online. Available:

http://www.meas-spec.com/myMeas/download/pdf/english/piezo/techman.pdf Feb. 2008. 8584
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WWI Memorial
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could get the person close enough for them to hear the sounds played by a speaker mounted close 

98

When somebody touches the monument in a way that blocks the beam of light, a sound 

The recordings will play the sounds of the war veterans, words from the banners that they held 

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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everyday experience, or see or touch something that triggers one of the sounds in their head and they will try to 

94 95
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