—

A—r—
Middlesex Hﬂ?xlﬂ?[.sq?m o

MX 0038526 3

TR J |

oy
‘The Burionghs

Ipndén';i:. i
WA 4B N1HHYE
020 8411.5852326

hutp:/fir.mdx a0 UK ———
huo/

~—

—— e

MIDDLESEX
UNIVERSITY

I

f

L ‘SHORT. LOAN COLLECTION

s e ———

L3 -

i — —_— g

LF/28


http://lr.mdx.ac_.uk







Dedicated... to my life s companion



C O N T E N T S

List of Diagrams

List of tables

List of photos

Acknowledgements

Glossary

N0 T 1 v v AR POPOT OO 1
SECTION ONE

I Gt ga 1010 (i 10 ) | EERUUTUOURRUO OO PP 4

2. MethOdOLOZY ....coviiririeiiriinin s 11
SECTION TWO

1111 ga s 1 Tsrals ) | EURRRRR U PSSP PP 25

2. Historical Review of Visual Arts ............oocooiviiiiiiniiiinveeeenens 25

3. Historical Developments of Visual Arts ... 30

4, The Performance’s Non-Linear Narration............cocooeeeevnneeen. 4?2

5. Virtual Performances and Devices ..........cccoommiiiineneiiciinnnnnn, 43

6. Virtual Performances — Art or Technology? .............cooevnniiien 44

7. Virtual ENVIFOMMENE ........veeeireeeieiieieeieeeeeiieeeessirareasesnsnnneessens 46

8. CONCIUSIONS ...c.ovvvviieiiiie it it ireriareeietsiesesssasseseeneasesesnsininsineeeeeeien 61
SECTION THREE

[IRTE 150 8 (001 7o) | RURUUURROUR OO OPUUOPTPPP 65

2. ACSHIEHCS vveeeeeeeeeeierreetee e teeeeeeente s teeneeesarassbenaressrresstesmneenseeaes D8

3.Interrupted Flow of Information............cocceeeiiiininn 89

G AUMENEE ATt ..oooevvieeeeeet et eeeeiie e e e rraeecerrnnntesrrnaaas st b bbb snes 93

S CONCIISIONS -.....vveeeeieeieieiececeeeeeereeeseeratersessssins s s ssrssaseasnntaessnnss .95
SECTION FOUR

L INErOQUCHON «.ooveveeeeeiecceietiesce et ee e e e e e sesmes e aennsaaae s sstsesestes 99

T (7o) DO TR SOOI P PP 100

3. AUGICTICE ..oovieeeeeeteeieecct ettt s et et et ea st e e nn e s 140

4. CONCHISIONS ...vvveeveriemeeeeestie et ceiitresssie e st cesre e s cemneeesrbsasins 149
SECTION FIVE

Conclusions and Recommendations ............cccevevveecnvcnnnneccinnrnenns 154
BIBLIOGRAPHY ..o ceeeae et cmeesecseneeniasssanens 162

APPENDICES



D I A G R A M S

1.Structure of the Research Methodology Plan. ..........coccovvcniiivnnnnee 14
2 Research Wheel ... 14
3.Virtual Environment Performance. .........c.......coeeeeeeieieeccecene e 46
4.8ection Three. ..o e 64
5.Aesthetical Dimension of Virtual Performance .............ccocccnnenee 150

6.Virtual Performance’s Interface Design Guidelines. ...................... 151



T A B L E S

CASESTUDY NO. ONE ...ttt ettt e, 19
CASE STUDY NO. TWO ..ottt ittt et 19
CASESTUDY NO. THI€€ ... et e 20
Greek Costumes AUTHOR’S EXPERIENCE ............ccoooiii 114
KALI The Goddess of Millenium AUTHOR’S EXPERIENCE ................ 88
KALI The Goddess of the Millenium PARTICIPANT'S ...............cocove.. 125
KALI The Goddess of the Millenium PARTICIPANT’S ....................... 149
KALI The Goddess of the Millenium AUTHOR'S ................ 124, 133, 145
KALI The Goddess of the Millenium INTERVIEW ........................ 136
KALI The Goddess of the Millenium PARTICIPANT’S ................... 76, 123
KALI The Goddess of the Millenium AUTHOR'S ... 77
Mitologies AUTHOR’S EXPERIENCE ... 108
Mitologies AUTHOR’S EXPERIENCE ..o, 115
Mitologies AUTHOR’S EXPERIENCE ................coccocooviiiiccceer 126
Mitologies INTERNET NOTES ... es e esresrrns 73
Mitologies INTERVIEW RESULTS ............................. ....................... 118
Mitologies AUTHOR’S EXPERIENCE .................. 87, 91, 107, 125, 130
Mitologies PARTICIPANT’S EXPERIENCE ..o 146
Objects of ritual created by Will Baver and ... 148
Robots + Avatars dealing with V Tllusions ................c..c..ooooveiieeine, 138
Robots + Avatars dealing with V Hlusions ........................................... 135
Robots + Avatars dealing with V. Tusions ...............ocooooiececcn 136
Robots + Avatars Dealing with Virtual Illusions ......................c..... 139, 143
Robots + Avatars dealing with Virtual Illusions ..............cccoooooeeei i, 137
Robots +Avatars Dealing with Virtual Ilusions ..........c...cc.ocevvereennnnn, 131
Robots + Avatars dealing with Virtual Musions ...... 71, 84, 101, 104, 112
Robots + Avatars dealing with Virtual Mlusions ...........ccoooueann. ... 122, 129
Robots + Avatars dreaming with the V. Hlusions ............................. 119



P H O T O G R A P H S

Amazon City (V.P. Robots + AVatars) ..........c.occovveeiiieicinnni e, 104
Ancient Greek Theatre (Greek Tour. Guide 1999) ... 28
Ancient Militus {Hellenic Institute) ...........cocoomiiiiii i 48
Ariadne, Beatrice, Mary Room (V.P. Mitologies) ................cocooevveeeninn. 130
B

Bill Viola’s installation (Internet sources, Viola site 2000) ..................... 55
Byzantine Costumes (Hellenic Institute) ..., 114
C

CAVE system (Internet sources, University of Ilinois)..........c.c.ccocoene. 46
Corpocinema 1967 (Media History, ZKM} ... 53
D

Davinci’s Skecth (V.P. Mitologies) ........ocooeivivivnieeieni e 73
Dordogne, Northern France (Internet sources, Caveman’s Art) ................ 25
E

Egyptian Symbolic Art (Internet Sources Egyptian Art M.) ..., 117
Egyptian Art (Internet Sources Egyptian Art ML) ... 26
Einstein on the beach (Internet SourcesPhilip Glass) .............................. 42
Engelbert multi-media desktop (Media History, ZKM} ...........ccocoeeeenen 35
EVE 1993 (Media History, ZKM) .........c.ccocoevimniniecei e 53
Exposition (Internet Sources NY. MM.) ... 33
G

Gateway D (V.P. Kali, The Goddess of the Millennium) ....................... 123
Gauguin, Paris (Walther 1, 1989) ... 69
Gauguin, Tahiti Walther I, 1989) ... 69
Ghostcatching (Internet Sources, Gostcatching)) ..., 72
Gibson (Internet Sources, Gibson) ... 70
H

Household performance (Goldeberg, R.,1996) .................cc e 40
I .

Interaction System (Internet sources, University of Illinois)................. 136
K

Kali’s Gateaways (V.P. Kali, The Goddess of the Millennium).................. 76
Kids’ Participation in a V.Performance (Hellenic Institute) ................... 114
L

Liquid Views (Media History, ZKM) ..............cocoii e 103



M

Marc Canter (Internet sources, Media History, 2001) ... 56
“Mr Living Room” (Imagina, 2000) ................coco i 44
O

“Ordinary” Hypertext (Druckrey, 1996) ..........ccoooovommrormromrrvrerreenen o 36
P .

Plant Growing (Media History, ZKM) ... 72
Root of Knowledge City (V.P. Robots + Avatars) ... 71
S

Scott Fisher’s virtual environment (Int. Sources, Fisher’s site, 2000) ...... 31
Sensorama (Media History, ZKM) ..o, 39
Silkouettes (Internet sources, Media History, 2001) ... 38
Star Wars (Internet sources, Star Wars, 2001)...............cooveiiiiinnnn, 77
T .

Temple of Zeus (Hellenic Institute) ............. teete ettt et e e 116
The Avatar (V.P. Robots + Avatars) .................cccccoioniniinccisinie, 129
The Boch City (V.P. Robots + Avatars) ... 112
The entrance (V.P. Mitologies) ..o 108
The Four Door Room (V.P. Mitologies) ............cccooeiemioe e 124
The garden (V.P. MIOIOZIES) ..ot 109
The Interactive Trees (Media History, ZKM) ... 115
The Kali's Sculpture (V.P. Kali, The Goddess of the Millennium) .......... 124
The Robot (V.P. Robots + AVAATS) ..........c.c.ococtrmiiiiviiince s i 111
The Royal Palace of Neapolis (Toannou,1974) ... 27
The Seven Churches (V.P. Mitologies) ...........c..ccooevvemvviiiine i 73
The Skin City (V.P. Robots + Avatars) ...............ccccooceicciin L 119
The Snail, Matisse (Tate Modern, 2000) ..........cccoooeriiiiiniciiiiiinnciineen, 93
The Virtual Museum (Media History, ZKM) ... 144
Theatre of Totality (Internet Sousrces NY. MM.) ..., 32
Traces (Cyberarts, 1998) ... 57
u

Ultimate Display (Internet sources, Media History, 2001)......c...cco......... 38
v .

VR is a hi-tech delusion (V.P. Kali, The Goddess of the Millennium)....... 30
Y
Ying Yang City (V.P. Robots + Avatars) ... 122




Acknowledgements

During the period of a three — year lonely journey in the world of virtual performances, I
met important people in this field that helped me to see and evaluate more clearly the step-

by-step knowledge 1 gained.
I would like them to know that I am sincerely grateful, thank you.

A special thanks to my supervisors Prof. Derek Portwood and Prof. John Vince for their

support and guidance.

Also my thanks to Maria Sklerou for the unending discussions on the subject and to Dr.
Stavros Drossos, Helaina Armstrong, Panos Miaoulis and Yiannis Sampatis for their continuous

support.

Finally, I would like to add a big thank-you to the members of my family that had the

saintly patience to put up with me and support me throughout this period



~Glossary of Book’s Terms

AR
Artificial Reality Has a precise meaning in the work of Myron Krueger. Krueger’s
computer-controlled responsive environment means an unencumbered involvment in a

computerized environment.

Bps
(Bits-Per-Second) ~- A measurement of how fast data are moved from one place to another.

A 28.8 modem can move 28,800 bits per second.

Browser

A Client program (software) that is used to look at varions kinds of Internet resources.

Byte -
A set of Bits that represent a single character. Usually there are 8 Bits in a Byte,

sometimes more, depending on how the measurement is being made.

CAVE
.Cave Automatic Virtual Environment. Is an area in which one experiences a virtual reality

performance

CUBE
Computer-driven Upper Body Environment. Is a small CAVE-like device for real-time

interaction

Cyberpunk

Cyberpunk was originally a cultural sub-genre of science fiction taking place i a not-so-
distant, dystopian, over-industrialized society. The term grew out of the work of William
Gibson and Bruce Sterling and has evolved into a cultural label encompassing many
different kinds of human, machine, and punk attitudes. It includes clothing and lifestyle

choices as well.



Cyberspace
Term originated by author William Gibson in his novel Neuwromancer. The word Cyberspace
is currently used to describe the whole range of information resources available through

computer networks.

Feelings

Emotional conditions

Fractal
Is a mathematical concept, but it does not appear in an approximate form in certain natural

forms.

He/She, His/Her
Duc to the frequency of this occuring and the word limit, the author uses he and she with

reference to both genders.

Internet
Any time you connect 2 or more networks together, you have an internet - as in inter-

national or inter-state.

IT

Information Technology.

Megabyte
A million bytes. Actually, technically, 1024 kilobytes.

Mirror

Generally speaking, a copy of somethung.

MOO
(Mud, Object Oriented) -- One of several kinds of multi-user role-playing environments, so
far only text-based.



Mosaic

The first WWW browser that was available for the Macintosh, Windows, and UNIX all with
the same interface. Mosaic really started the popularity of the Web. The source-code to
Mosaic has been licensed by several companies and there are several other pieces of

software as good or better th'an Mosaic, most notably, Netscape.

Motion capture

A technology that tracks sensors attached to a moving body

MUD

(Multi-User Dungeon or Dimension) -- A (usually text-based) multi-user simulation
environment. Some are purely for fun and flirting, others are used for serious sofiware
development, or education purposes and all that lies in between. A significant feature of
most MUDs is that users can create things that stay after they leave and which other users
can interact with in their absence, thus allowing a world to be built gradually and

collectively.

MUSE
(Multi-User Simulated Environment) -- One kind of MUD - usually with little or no

violence.

Realism
In a related sense, realism is the approach that treats cyberspace as an actual

(phenomenological) world with its own particular kind of entities.

Real time
Simultaneity in the occurence and registering of an event, sometimes called synchronous

processing.

Telepresence
The projection of the self into a virtual reality world, for example allows surgeans to

combine robotics tools with cameras inserted in the patient’s body.



TFD

Transmit pressure Feedback Devices.

Travelling

A horizontal Camera movement on a track.

Virtual

A philosophical term meaning not actually, But just as if.

Virtual Environment
A scene or experience with which a participant can interact by using computer-controlled

imput-output devices

Virtual performance
An experience with which the participant can interact and create the performance’s plot.

Actually the participant is spectator and actor at the same time.

VE’s

Virtual Environment’s performance.

VEs

Virtual Environment performances.



ABSTRACT

The virtual performance is a form of art that simultaneonsly develops with information
technology, as IT provides the flexibility to develop sophisticated design systems for the
artist. Moreover, the intrinsic relationship between art and technology is apparent from the

concluding research results.
This research aimed to investigate the aesthetical value of VEs performances.

The purpose of the study was to confront the location of aesthetics in VEs. The qualitative

method was employed dne to the attempt to control the investigated objective.

Literature review was employed ‘due ‘to the necessity to understand -the VEs aesthetic
phenomena in their entirely for developing a complete picture of the research field. Case
studies and observation were mainly nsed becanse of the type of research conducted. The
resulting findings were taken into consideration or rejected ‘throngh interviews with creators

of virtual performances.

The research took place in three stages. The first step was to determine the research aims
and objectives. The second, was to design the research plan which was divided along three
basic axes. The first refers to the historical review and development of visual arts in order

to determine the characteristics of the investigated art form.

The second axis was the comprehension of the aesthetics that are produced via the
determined characteristics. More specifically, these are interactivity, the interrupted flow of

information and the audience participation.

The third stage was the attempt to identify the clements that characterise a virtual
performance. How the artist can handle the interactive element and- create conditions of

immersion for his andience.

The manifesto of virtual performances was created throngh the course of research and the

analysis of the findings that belong to the third stage, which also inclndes the data analysis.



Another element that also emmerged was of the audience’s interaction with the performance’s
development. This element, is in itself a product of aesthetics that has a great influence on
the progression of the thought processes of the audiences that interact with a virtual
performance. The creator requires a spectator that is an active participant in order to
.develop the performance’s plot. This does not indicate that the creator can manipulate the
audience as a tool because each spectator has his own thoughts and critical .evaluations. The
spectator simply handles and combines according to his choices the elements that the artist

offers so that he can project and co-create the performance’s plot.

The more the spectator experiences virtual performances through his interaction, "the more
. he will gain knowledge and freedom which will result in virtual performances to offer .a

larger selection and more powerful experiences.

Besides, this art form is still in its embryonic stage and its maturity promises even greater

. developments.
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SECTION ONE

-1. INTRODUCTION

.. It -was very strange, 1 -was asleep and I.dreamt that I could do anything. .I could create
whatever 1 wished... or was I in a virtual environment? Can this dream materialize today
in .the virtual environment?. What are the factors that allow-us to live experiences that are

trrelevant to the.laws of nature? Can these conditions be a form of . art?

- The art form investigated is an art form that uses the virtual environment as a medium. Virtual
environment Systems have attracted extensive attention in recent years when virtual reality

.systems first emerged as a technical tool, and are now being .used by the art community.

The computer is a vital part of our lives to day. For the modem creator it. plays the -part

of a multi-tool as it. has. the ability to produce and.process sound and .image. .

The computer, as a tool, is responsible for transmitting information. Information is transmitted
in an optic-acoustical manner and therefore artist’s roles are becoming more demanding.
The artist is not limited to the static approach of his work. He needs to approach time and
space in response to movement. He is also obliged to be knowledgeable on various
technological innovations as the artists’ knowledge constantly evolves and dramatic changes

daily occur in the area of technology.

Thus mankind experiences the transition from nature to the electronic environment. Human
groups such as artists, programmers, hackers and video-game users have already started to
experiment and investigate this new creative field that is available to them. Artists find

themselves at the brink of an era of creation and expression which is the digital age.

This investigation aims to identify the aesthetic dimension of an art form that employs

Virtual Environments.

Means of communication, expression and behaviour are changing. Modifications are also
noted in thought structures as well as the confrontation of political and social influences of

the citizen that experiences cyberspace.



Biologists, psychologists, scientists and social factors determine the basis of the aesthetic
results produced by the artist. These are the most important components that influence the

aesthetics of art today.

Virtual Environments are media of creativity that must be well known to the artist in order
for them to be handled with ease. Likewise the traditional artist is firstly aquainted with the
basic characteristics of his materials (paper, canvas, stone, etc.) and then proceeds to the
creation of his work. Creators must be liberated at first, feeling at ease and friendly towards
the digital medium. He must be familiar with the “virtual stage” that replaces the theatrical
stage or the cinema screen thus creating his own space in the CAVE. A new dimension
emerges that allows the spectator to become a participant (metaphorically in the beginning)

and to be immersed. This has been various artists’ ultimate aim since the emergence of art.

A work of art is evaluated hy the aesthetic result presented. Therefore through the careful
observation of performances created in virtual environments, elements are depicted that

formulate the main theory of this study: It is an art form that presents notahle aesthetic results.

The limited nse of this art form, due to its embryonic stage, does not allow a concrete
conclusion to be drawn that would be indisputable regarding how this emerging art form
could inflnence aesthetics in general. Therefore it has to be limited to the formulation of

answers for relevant guestions.

What has changed is the basic finding of the study presented in section 2. The spectator’s
point of view has changed. Till today the spectator had the performance in front of him -
this has changed. Now the spectator finds himself on the stage and participates in the

action. The viewpoint is on the stage and surrounds the spectator.

The actor’s presence is eliminated as the spectator, with the element of interactivity, takes

on himself the actor’s role.

This study attempts to present artist’s thonght processes and activities together with
interactive media and systems. It also attempts to present the most basic elements of images

that determine what the spectator sees and how the artist transmits his message.



Moreover the study faces the visual creation in the virtual environment as the utmost

important cultural experience and survival of aesthetics in the 21* century.

Does the language of art created in the virtual environment have common grounds with
forms of art specified by the term ‘visnal’? Most elements are common. In other words, the
creation of the space, the use of colour and movement are elements that are still approached
in the same way. The confrontation of most situations is the same. Since then, little has

changed with regards to simeology despite the use of more modemn means.

1.1 Section Two

The second section presents the background of the new art form. It highlights the continuity

of the VEs performance with traditional art expressions that stern from the distant past.

A flashback is conducted in the history of art attempting to determine the origins of the
virtual performance. The above facts assist in the documentation of the claim that it is a

form of art that does not differ from the aesthetic values of traditional art forms.

Each artistic period has its own morphological characteristics that produce its aesthetical
values. These characteristics open the way for future expressious of art. A type of
continuation can be noted between the aesthetics of traditional art forms and the art that
emerges in the VEs. By studying a new art form, as for example virtual presentations,
similarities with previous art froms are easily found. Either as a result of direct instruction,
or simply as an influencce, this is the phenomenon of ‘selective relotionships’ as referred

to by Mourelos (1985, pp.147).

Answers are also provided to the questiom: ‘What is the position of computer art in

conjunction to traditional art’ Vince, (1992, pp.152).

It is a balanced relatiouship and artist’s responses remain unchanged. The only changeable

elements are the tools used such as, interactivity and non-linear narration,

The new form of art that develops in the virtual environment evolves from the marionette,

animation, cinema and videoart.



Bela Balazs (1978, pp.70) states that the cinema is the first and only art form that emerged

from capitalism, a fact that forces it to accept a variety of influences.

An opinion formed during this research, is that in order for an artist to create a work in the
virtual environment, it is necessary to refer to the philosophy of theatre and 3D animation

that surrounds its approach.

3D modeling, and computer animation is the transition of the cinema and cartoons from the 2D
to the 3D environment. With the assistance and development of technology, this art form enters

into the virtual environment. Traditional film evolves into video or digital recording material,

It has been investigated that the marionette theatre is philosophically closer to the art that

develops in the virtual environment today.

This occurs due to the fact that the virtual environment replaces actors with models created
by digital technology, an up to date development of the marionette. Marionettes were

always controlled by people whereas actors can be auntonomous.

In this section, Henri Gouthier’s statement is recalled and Gordon Craig’s prediction is
verified. It is shown that the development of the marionette theatre in 3D animation is the

fore-bearer of the new art form that emerges in the virtual environment.

The main characteristics of this new art form are identified (interactivity, personal equation etc.)
together with the ways in which they are used by artists experimenting in VEs in order to create
art. At this point, elements emerge that indicate how advanced the new art form really is.

There is nothing more difficult than determining the common characteristics that distinguish
an era’s style and express the aesthetical and morphological map from a sociological point of
view. Therefore, the similar elements that exist in virtual presentations, compose an art form

which 1s in its initial stages and whose full potential has not yet been presented.

1.2 Section Three

The third section provides a description of the international aesthetical situation that has been



experienced and influenced in the past and present. 1t also investigates the way in which

digital technology affects global aesthetical values.

From the emergence of art forms, the senses used in presentations were hearing and sight.
At times, unsuccessful efforts were made to involve the other senses. Until today, sight was
the sense that played the primary role in the perception of a work of art —‘visual
communication’, Progressively sound and music was also added. Today with the assistance

of technology, touch (sensory gloves) is also used and most recently scent.

This new art form is still in its embryonic stages and accurate conclusions cannot be drawn
regarding its aesthetics. However an attempt will be made to broach the snbject from the

visnal point of view.

As this new art expression is a continuation of the theatre and cinema it ‘includes and merges
other forms of art’. Wollen, (1969, pp.10). All art forms involved do not use the same means
of expression. Even though all participating forms of art do not use the same means of
conmmunication, they do have a common ground: the medium through which they are produced
is technology and more specifically digital technology that has begun to form digital aesthetics.

At this point, the role played by the general sociol-political sphere through which a work of
art is created and developed in the virtual environment must be noted. As Adolfo Vazquez
(1973, p.112) states, ‘in some ways, every society reflects the art it deserves. Firstly
because the society itself encourages or endures it and secandly because artists, as

members of that society, create according o their unique relationship with that community...’

Another important finding emerges in the area of politics in relationship with media. The social role
of media is changing. In the past a reciprocal mlaﬁoﬂship with the public did not exist. Their
entrance mto the virtual environment has wged the spectator to participate in the performance
resulting in the awakening of the masses that have begun to think and become more active
members of society. The social reality in which the artist lives, economical data and the statuary
framework determine and develop his choice of expression. Not only artists themselves but also the
means of expression used in the creation of art, formulate the philosophical approach towards
aesthetics that is produced in the digital area of the virtual environment.



People today usually spend most of their time in a room. Contemporary man has distanced
himself from nature. This is one of the most important changes of our time and that will
be a general phenomenon in the near future. Whether this is a positive or negative fact is
not examined here. The only issue verified, is mankind’s withdrawal from nﬂe and that

this factor affects the development of this century’s aesthetics.

1.3 Section Four

The fourth section examines the manner in whichk VEs performances must be implemented.
It does not compose a guide for the artist. This has already been attempted in books and
published studies or papers even though the anthor does not believe in the formulation of

rules. Rules are made to be broken, as the primary factor is the artists’ personality.

With the emergence of digital technology the importance of the tools used must also be
added. In traditional art expressions this was considered to be a secondary factor. The
distinct and primary role of the medium’s use is apparent in the aesthetic results. How
powerful is the medium? What are its drawbacks? How can these drawbacks influence the

aesthetic results of artistic attempts?

This is the big problem faced by creators dealing with the 3D environment: the machine’s
limitations. As every kind of material (water-paint, oil paint, collage, etc.) used by the artist
to express himself has its limits, likewise the computer also has its limitations. These limits
however have proven useful to the aesthetic result, as they hinder creators ability to present
only a pbotographic portrayal of their ideas. This fact is proven in this section to be hardly

accurate, as there are other means that can produce the same results.

Information is presented with regards to the area in which the virtnal performance is
experienced (CAVE).

The virtual environment is a medium that might possibly replace the traditioral classroom
in the near future. It has already emerged in the medical field and will daily find more

applications in science and entertainment.

The aim of this study is to determine the way in which artists think and act whilst creating
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their works. These works are addressed to the users of virtual environments.
The virtual environment provides the user with the ability to take part in an advanced
electronic game and to create his own fantasy-world in order that through this experience

he will be educated, entertained or simply work.

The ambition of this study is to deal with the image and wot with the technology behind
it (hardware, software).

Through this investigation, art was sought through its applications in the virtual environment.
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2. METHODOLOGY

INTRODUCTION

16 years of animation production and 10 years of teaching lead my current work that
focuses on an examination of the argument that Virtual Reality can be the medium for
developing an art form with high aesthetical results. This is a development of ideas first
formulated in my browsing period discussing with my supervisors and the intriguing
question of John Vince posed in his book, Computer Graphics “Concerns for the location
af computer art in the established hierarchy of traditional art” Vince J., (1992, pp.152).

POSITION STATEMENT

The use of virtual environments is expanding. In the last 10 years, such diverse fields such
as architecture, geological and army surveys, telecommunications, medicine and financial
exchanges have all begun developing the modelling power of Virtual Reality for commercial
or scientific use and art expression. At the same time, the hardware support of Virtual

Environments is improving, falling in price and becoming more widely accessible.

However, Virtual Reality design is still not sufficiently developed in order to provide
coherent interactive environments between humans of high aesthetical results. But what is
the Virtual Envir;mment’s rofe in this aesthetic influence? The drive is to develop coherent
practices for the development of such environments. Applications and markets are foreseen

in entertainment, training, education and therapy.

‘Drama and its development through Virtual Environments is the basic ingredient in the
attainment af a virtual performance of high aesthetic criteria’ as docnmented in her
research Laurel B., (1993). A question that must be faced is what are those elements that

compose a virtual performance?

Translated from the Greek word, drama means “action” -a theatrical performance (theatron)
is “the seeing place”. The theatre is the area in which the performance takes place. In the
virtual environment, this area is the ‘CAVE’, A searching question therefore would be to
detect the manner in which a performance takes effect in the CAVE in comparison to the

traditional way in which a performance takes place in the theatre or the digital environment
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that appears on the computer screen. In other words, in whicb ways do creators achieve

immersion in the Virtual Environment?

As a result, immersion and action must be investigated separately. The aim is to comprehend
the ways in which the user interacts in comparison to the spectator of a traditional
performance. 1t must be noted that traditional performances mainly bave a linear interaction

as in a book or film.

A VE performance might appear to be the natural successor of the cinema, as cinema
appeared to be the successor of the theatre. Performances are also pertinent to digital art
performances in virtual environments. Many questions bave been raised by specialists in this
field as to wbether this art form is really art or simply a copy of ideas and models
borrowed from other conventional art forms. Questions have been even raised regarding

how accurate a representation should be when created in the Virtual Environment.

Interactive technologies are based on branching selections of pre-recorded material and
animation on film and video editing principles —the “interactive movie”. However, virtual
reality offers a medium that does not require or respond to the linear constraints of the
cinema. Is this the only difference between the traditional form of this performance and its

successor?

The theatre itself and the aesthetic criterion offer a wealth of theory of over 2500 years.
Examples in the experience of constructing performances must be studied as an experience

for a VR drama construction, the experience of traditional art.

Qualitative Study.
The qualitative research method was employed in an attempt to control the study field

(immersive VEs performances). The three traditional forms of this type of research are:

1. The problems and concerns of the researcher.
2. The nature of the knowledge.

3. The relationship between the researcber and the subject matter. The present research
emphasizes the socially constructed nature of VE art, the close relationship between the
researcher (animator, art director) and the study object (animated performances) and the
context that influences the research.
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More emphasis is placed on description and discovery via observation (that is an art form)
and less emphasis on hypothesis testing and verification. The present research intends to

investigate human hi-tech artistic phenomena, such as art created in VEs.

The first approach of the researcher (literature review) was to understand VE’s pbenomena
in their entire for developing a complete picture of the research field. The second step was
the inductive approach that began with specific observation (immersive art forms in VEs)
in order to develop general patterns emerging from case studies. By the naturalistic
approach, the researcher attempted to understand, in a more comprehensive manner, the

performance art phenomena.

The selective method of research was Ethnographic. The naturalistic-ethnographic
approach includes naturalistic and field research and observation of the artists’ art
expression in VE’s. The researcber attempted to capture and understand specific aspects
of the artists’ group actions involved in VEs by observing their artistic results
(artworks). The focus was on ohtaining full and detailed descriptions from artists (via

interviews) and their creations.

As a researcher —ethnographer, the author was imitially introduced to VEs through literature
research and observation, prolonging the moment of infroduction to the area of artistic
creation which was of more interest to the author from the research point of view.
Simuitaneously, the author tried to keep as much distance as possihle from the subject-
matter, aiming at objective conclusions that resulted from the findings analysis and to not

consider anything as given facts.

Qualitative data is usually reduced to themes or categories and subjectively evaluated. The
data that emerged from ethnographic research started to be reduced in meaningful ways
into the thesis.

The constant comparative analysing method systemaﬁca]’ly codes data into as many themes
and meaningful categories as possihle. As the categories emerged and were refined, the
researcher hegan to consider how they related to one another and what were the theoreticat

imphcations. The theoretical facts of these meaning categories gradually formed a model.
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DEPENDANT / INDEPENDENT

of cinema and animation art
to the new art from which
appears in VEs)

AIM VARIABLE
Confrontation of the location Aesthetics Social/political/
of aesthetics into the VEs. formufation  technological
circumstances
HYPOTHESES
e Vs edum proiest o o0
Literature

review/observation/interviews

PROBLEM

1 nvestigate, discover and
define the aesthetic evolution
that depends on digital
technology / Characteristics

SAMPLE

+ Artists who are involved with
digital art expression.

+ VEs performances.

Conclustons and
Recommendations

of VEs performances.

Collection, Evaluation and Data Analysis

Research wheel is the selected research process.

A Conceptual Framework
// (theory, literature)
Dsata Analysis  Proposition Rescarch quest./hypotheses

\ Empirieal ohservation

Data callection

Inductive Deductive ¥

The researcher started from empirical observation, and selected the possible topics: Virtual

Environment as an Art form medium (the question of Aesthetics).

The proposition had been formulated during the elaboration process of inductive logic
(hunches, beliefs and thoughts). It argued that an advanced art form could internationally
influence the future aesthetical situation. Basic assumptions that formulated the proposition

depended on the target and goals of the research and needed to be further analyzed.



15

The developed proposition is expressed as a statement of an established relationship, it’s the
conceptual framework: The appearance of art expression in VE is an Art form. How
advanced is this art form? What are the characteristics of the new art form that appears?
Literature and theoretical field research had been involved, based oo an analysis of
historical data on art evolution. These grounded the theory that the new art form is a

successor of the traditional performing arts.

Research Hypotheses: The VE’s medium produces a new art form. (Is the evolution of

cinema and animation art related to the new art that appears in VEs?).

Research Questions:

1. How advanced is the art form? What is its background and history?

1.1 Circumstances under which media standards were developed/adopted? The chronicle?
1.2 Role played by art internationally.

1.3 Context at the time. Social, economical/technological and political.

1.4 Context now. Social, economical and political.

1.5 1s it similar to other art forms?

1.6 The innovation’s key components.

1.7 Demands for the successful implementation of this art form.

1.8 The interactivity role of a VEs performance.

2. How artists explored media through the ages

2.1 Process of development.

2.2 Motivation and incentives.

2.3 The question of picture fidelity.
2.4 How artists use media.

3. How artists explore VEs, what are they and bow do they work?

3.1 What are VEs?
32 How do they work?
3.3 Process of development

3.4 Motivation and incentives

4. How artists are using VEs

4.1 Motivation and incentives
4.2 Were decisions pragmatic, to do it better?
43 Were decisions strategic, to gain advantages?
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4.5 Were decisions inherent, what is the next step?
4.6 What expectations were raised?

. Characteristics and the aesthetic orientation of the new art form

5.1 Initial perception of how standards were to be used in VEs performance
5.2 Initial perception of the complexity levels of standards used
5.3 Imitial perception of the demand on artists’ skills and capabilities

. Characteristics, orientation of users.

6.1 Initial perception of how standards were to be used in VE’s performance
6.2 Initial perception of the complexity levels of standards used

6.3 Initial perception of the demand on user skills and capabilities

6.4 What expectations were raised?

* Research approach. Ethnography is used because it is a direct observation of the
small group of artists involved in digital arts and more specifically in Virtual Immersive

Environments.

This method was selected in order to identify the conception and formulation of the new
art forms’ characteristics. Moreover, it assisted the author in discovering any possible

problems that might arise such as the aesthetical nature of the art performances.

This research method approached the subject from the “heart af the maiter”. As an
ethnologist I can fulfil various roles in my research, such as that of observer and data

analyst.

» Sample. The sample was divided into two parts. The first part included the participant’s
opinions and thoughts on virtual performances. The sample consisted of those involved
with the Virtual Environment and experimental experts on the phenomenon being studied.
Due to the limited number of artists involved in this field, the sample could not be
randomly drawn. The participants were selected according to their performance results in
using the Virtual Immersive Eavironments as a means of expression and thus contributing

to the evolving study (ARS Electronica Prix).

The necessary research sources are international productioe companies, universities and

relevant research institutions. The research was conducted through interviews with artists
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and producers that deal with virtual immersive environments which are at least aesthetically

based on 3D modelling, animation and interaction.

The experience of published and unpublished results, collected by an artist dunng the
creation of a work of art, are of vital importance in order to derive legitimate results.
Internet web sites provided directions and assisted in communicating with creators and
research institutes (Banff, Imagina, F.A.B.RILCATORS, Ars Electronica, etc,) as large

distances made contact otherwise impossible.

The second part included the study and observation of artists’ self-expression performances.
Case studies were used by the author, due to the nature of the study even though they
produced a poor basis of generalization, ‘case-study research is not sampling research’ Stake,
(1995, pp.4). This was done as the anthor required to locate elements that characterize a
performance created in the virtual environment. Certain creation or construction problems /
responses came up several times. Therefore, certain generalizations had been drawn concerning
VEs performances. Increasingly the generalization was refined, not creating a new generalization
but a modified one. The real business of investigating this case study considers that Virtual
Immersive Environments cannot compose a simple generalization, as much as the nature of
this research allows, as the subject matter investigated, is an artistic expression that does not
have regulations or points of reference. The researcher chose a particular case (performance)
and became familiar with it in order to produce concrete conclusions.

» Tools. Three elements were taken into consideration while selecting the research tools
to be used:

a. If they were appropriate tools with regards to the sample and research aim.

b. Information on measurements characteristics.

¢. Information on the administration of scales.

The research design will commence with a bibliographical research on art matters, the
virtual environment and also on the definition of the term ‘Virtual Environments’ and the

fields’ general aesthetic influences.
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The choice to commence from the above point of reference was selected in order to be
informed on current issues related to the virtual environment and also to discover new

facts regarding art and aesthetical phenomena.

Furthermore, lectures were attended and production sites and art exhibitions were visited
that used virtual immersive environments as a medinm of a form of art expression. The

author then proceeded with the design of the questionnaire’s structure.

The first step was to support the use of observation and literatur;: review tools. Literature
review provided the researcher with supporting data and that could compose the research’s
foundation. Moreover, it was used to provide a deeper knowledge of VEs and to decipber
interviews with artists that deal with the subject of this research. (Secondary data

analysis)

* Observation. This is a technique that can often reveal characteristics of groups or
individuals that would bave been impossible to discover by other media (primary data).
‘Such are the production difficulties of a work of art created in the Virtual Environment.
A major difficulty for anyoue that both observes and participates in this process, is that
familiarity with the environment and with the characteristics of colleagues who are being
observed may affect objectivity. The repetition of observations and interviews provided
the required objectivity of results. Together with the frequent revision of the author’s

opinions, the final conclusion was reached.

+ Case study. The study mainly is observational due to the type of research conducted.

The observation data was acquired from case studies.

More specifically, the main observational results came from case studies such as the
performances, Mitologies and Robots + Avatars dealing with Virtual Illusions and KALI,
The Goddess of the Millenium. Performances were presented by the Hellenic Foundation
such as Ancient Militos or Greek Traditional Costumes. These performances were used
in order to suggest and reinforce counclusions presented following the study of these case

studies.
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The performances’ selective criteria were:

A. The above mentioned performances are of great interest as they are characterized by
non linear narration, interactivity and the user’s full participation with the properties of
the actor. In the following sections, the interrelationship between these elements and the

creation of aesthetics will be supported.

B. The performance Robots + Avatars is also selected for another reason, its ability to
be also be experienced via the Internet. This is an interesting element with regards to the
development in presenting performing arts. Ghosteatching (Ars Electronica 1999), a
virtual choreography created by digital artists in collaboration with a dancer/choreographer.
Captured phases become the building blocks for the virtual composition.

¢ The main case study relied on:

CASE STUDY No. One

Mitologies, (1998) Concept by: Hisham Bizri and Maria Roussos

Description of the experience Mitologies is a virtual reality performance created for the CAVE, It is
loosely based on the Cretan myth of the Minotaur, the revelation of St. John, Dante’s “Inferno”,
Durer’s woodcuts after the revelation, and Borges’ Library of Babel. The connections between these
sources are central to the unfolding of the narrative. The title Mitologies is derived from the Greek
word “mitos,” the thread Ariadne gave Theseus to help him find his way out of the Cretan labyrinth.

CASE STUDY No. Twe
Robots and Avatars dealing with Virtual Illusions A Project by Franz Fischnaller -
F.A.B.R.L.CATORS / Milan / 1taly in collaboration with: K-Team, Lansanne/Switzerland
Copyright: Franz Fischnaller 1998

The event will show a sort of “real” world in which one (or two) robot(s) live(s). The robots move
just like they were living inside that “real” world, but their actions are strictly related to a Virtual
Reality ambience. The spectators not only interact with this world by deciding which places the
robot bas to reach, but also can interact with it by the means of a tight source. Flashing it could in
fact produce instinctive reactions such as fear or aggression. At the same time the Virtual worlds
and the virtual actions can interpret these events (the light and reaction) with the reproduction of

special images or effects.
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CASE STUDY No. Three
KALI The Goddess of the Millennium: An ad hoc production for The Berliner Festspiele
GmbH (Germany). Exhibition: “Seven Hills. Images and Signs of the 21st Century”
Martin-Gropius-Bau Berlin, 14 May - 29 October 2000
Copyright: Franz Fischnaller 2000 Milan (Ttaly).

An interactive sculpture of 2metres (eyes level 1.75mts) stands oo the top of a hill, immersed in a
play of shadows. Three steps lecad me to her. A retro projection screen lies at her right foot. Two
retro projection screens of 3meters x 2.25meters each are placed on Kali’s right and left sides,
separated within each other by a glass wall of 225cm. Kali’s event is materialised by Kali’s inx;er
world, (it is the virtual world, the world of canses and decision making). Kali’s external world is
the world of the effects, generated by the participant who is interacting within the virtual worlds.

+ Interviews. these are often seen as techniques of vital importance in small scale

research. Interviews were used due to the major advantage of their adaptability.

1t is a source that produced data for supporting the case study observations.
Questions of reliability and validity are posed differently in these settings because
these interviews served to focus discussion between the researcher and participant,
producing data that was more textual than numerical. The interview format used is
a semi-structure one, because it should be as flexible as possible. Some questions
were prepared in advance, althongh the precise wording of them vary from time to
time according to the participant’s experience and his ievolvement in the VE. The

interviews must be individually based.

A skilful interviewer can follow up ideas, probe responses and investigate motives and
feelings, which the questionnaire can never do. In using this tool problems naturally
appeared, such as some artists were not in the position to discnss the subject. For
example, during an interview with Maria Roussos she was unable to answer as to how
she reacted to the structure of the work Mitologies. She seemed rather embarrassed and

requested the anthor to examine the performance herself.

Similar occurrences surfaced oa aumerous occasions. The author often bad to retwrn and
reopen the discussion in order to draw out the answers and formulate her position on the

matter under investigation.
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The interviewer was only able to interview a relatively small oumber of people.
Analyzing responses presented difficulties, and wording the questions was a demanding

procedure. Even so, the interviews yielded ample material.

Qualitative research and open-ended questions, allowed the subjects examined (in this
case artists involved in the virtual environment) to provide their own descriptions and
interpretations, by using their own notional and conceptual assumptions and not those

specified by a strictly structured questionnaire.

The subject questioned was called upon to express an artistic view in his own way and

to develop an issue from a completely different viewpoint than another subject.

Despite the atiention paid in the compilation of the interviews, problems always arose.
Due to this fact, the researcher had carried out a trial research in order to pinpoint these

problems at the earliest possible stage.

e Data collection. In order to collect data the anthor summarized the information in the
form of memos and reflective notes. Procedures adapted from Moustakas (1994, p.122)
were also followed. A very important issue is data codification, achieved by adapted
Strauss and Corbin’s (1998) procedures, such as, open coding, axial coding and selective
coding. Reliability was achieved by the replication of the study under the same
conditions. This method was used on the art performances that were studied and some
participants were re-interviewed. Internal validity confirms facts on study reliability of a
caunsal inference. Participants debriefing, recorded data and taping interviews are some
methods that had been used for the credibility of the study. Adequacy was achieved when
enough data had been obtained so that the previously collected data had been confirmed
and understood. When the information was sampled and chosen purposefully rather that
randomly, to meet the thegretical needs of the study, the author met the appropriateness
criterion. Most helpful was the record of the study process because the data were in order
and easily analyzed. Furthermore with this analysis, information and ideas were easily
synthesized. Triangulation was also achieved by literature research, with different sources

that included additional participants, other methodologies and different data.
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* Data analysis. Following the data collection, its evaluation and amalysis commenced.
The next step -was to deal with the recording of results. The above procedure was

repeated, in some parts several times, in order to achieve unbiased results.

Interviews and conversations were conducted with artists that had relevant producing and
artistic experience of 3D animation performances. This proves that the analyst comprehends

and analyses evidence more accurately than someone not familiar with this field.

* The objective of this study is to define the needs that arise during the production phase
of a computer-derived performance on high aesthetical values and to provide the eléments
in order to deal with these needs. The observation results do not aim at compiling a type
of manual for artists that are involved with VEs, but to define the design and
development philosophy behind a VE performance. The aforementioned results had been
gathered from the researcher’s own data, collected throughout her career as an artist in
the area of animation since 1984 and from observation. The next step was to deal with

the recording of the results.

The capabilities required by a researcher of such a study, is to be well aquainted in the
areas of animation and the virtual environment and their prodnction with a high

aesthetical value.

Access is not an easy matter as there is no plethora of information in the area of the

virtual environment and therefore information is also derived form the 3D sector.

By this research the author hopes. to discover and master the deficiencies of traditional
artists in order for them to be able to produce art in the virtual environment. Also the new
art form has been proved to be an aesthetically advanced one. Thus, artists will attain
higher qualitative results in performances. Through this research the need might arise for the

two teams to work together in some areas (artists, software designers and users).

This study is valid as the sample is relatively large (the majority of internationally known
artists). The findings are supported by bibliographical rescarch and interviews with people

of the art world and the virtnal environment.
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The results of lengthy observation as an animation producer and instructor bave provided
the author with a motive to contemplate acsthetical and philosophical aspects of the

virtual environment.

The literature research, as a consequence of this observation, verified the author’s
previously formed opinions. New factors were added that were not previously taken into
consideration and that urged new research aims. Findings and their analysis assisted in
the completion of this study. The interviews were of vital help. The exchange of views

with creators presented new elements that in turn completed the puzzle of this research.

This study is addressed to artists that wish to deal with the virtual environment and 2D
& 3D animators. 1t might also be helpful to information technology students and wboever

is interested with the aesthetic side of virtual environments.

The research will result in an informative study for artists being introduced to the Virtual

Environment.
The aesthetical philosophy can be applied through the digital environment. The necessity
for art will invade everyday life as contact with the virtual world will be a constant

occurrence, either in the form of entertainment, education or science.

It is steadily gaining ground and is used in an increasing number of applications.
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2.2.4 Performing Arts
The organized form of drama began in Ancient Greece and its structures are met even

today in modern theatre.

Initial presentations served humanitarian purposes. The sociological messages -conveyed to the

audience during their entertainment also formulated those societies.

Actors, masks, costumes, speech and rhythm were harmonically blended (mimicry) in the
works of Aischilos and Sophocles creating a prototype for future theatrical attempts and

other theatrical forms such as puppet shows and marionettes.

‘There is much to learn from the theatre’ Norman D., (1993). More specifically, a great deal

of information can be derived from a performance’s creation.

Moreover, the term theatre involves the area in which performances are carried out.

Kyriakopoulos (1969).*

*» The common point of reference between traditional theatrical performances and
virtual performances is that they are carried out in a specific area, regardless to

whether it is a conventional or virtual space.

The theatre, as an art form, was established in ancient Greece and was called ‘drama’
meaning activity. This activity is presented in specially built areas that inmitially were open-
air arenas that finally evolved into magnificent buildings, built according to the style of
each era. The characteristic of all these types of theatres is the ‘stage’ on which the

N

performance is presented and the ‘hall’ where the andience is seated.

“The theatre survives on conventions” Gouhier (1991). The same occurs in all art forms and
is also noticed in the virtual environment. The artists are not interested in presenting their
subjects with particular realistic tendencies. They are indifferent to portraying actual
everyday life. They aim to create fantasy worlds through conventions that will convince and

fully immerse the viewer-participant.
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This interaction also appears in the exhibitions of “traditional” modern art forms and
challenges the audience to ‘touch’ the work in order to stimulate their senses such as sight,

smell, etc.

With this process, the spectators are transformed into participants. One of the most recent
happenings that occurred in the area of interactive exhibitions of traditional works was the

Abracadabra’? exhibition at the Tate Gallery, (1999).

* Since the emergence and development of art forms, it has been noted that artists
need to create through more integrated forms of expression, e.g. performances that
invite the spectator to take on a role of his choice whilst experiencing the

performance.

3.3 The Audiences’ Interaction with the Perf-ormance

It is obvious that the audience’s participation in a presentation of an artwork, begun with
visual arts. Gradually, the audience was called upon to take on an active role in the

presentation.

The idea of placing the andience inside an image or performance has been used in the past in
field of space simulations. Omnly in recent years, this technology has been employed for
educational and entertainment purposes, such as the ‘Virtual Voyages'® which is a fasciﬁaﬁng
experience of a twenty-minute journey through a science-theme story, that immerses spectators
mto a comet’s tail as its falls towards earth. The audience can participate in the action, which

" features sophisticated special effects, panoramic video-wall technology and an aesthetic apprdach.

Hence, the issue of multimedia emerges —what sometimes occurs is that the more art forms

and means used in artistic creation, the greater the spectator’s immersion in the work of art.

3.3.1 Multimedia

The historical development of the emerging art of multi-media is based on the exact same
element; the element of the spectator’s participation that has begun to characterize all forms
of artisic expression. Technological developments greatly assist creators and especially

important are the developments in the field of personal computers (PC). The ability
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provided by computer technology for multimedia productions and experiences in the virtual
environment presents a new form of artistic expression that stems from the beginning of the

20® century.

3.3.2 Cyberspace

In 1945, Vannevar Bush!! and Donglas
Engelbert'?, designed the first multi-media desktop
system ‘Memex’. Druckrey, (1994, pp.43). This
system, the prototypical hypermedia machine,

was the successor of the Differential Analyser.

With the opportunity of the discovery of the

e

Engelbert multi-medis desktop

‘Memex’, the Atlantic Monthly invited Bush to
write an article on his invention. The result was to present the remarkable essay ‘As we
may think’. An cssay that presented the important issue as to how information can be

captured, stored and processed.

This article had a profound influence on the development of personal computer and the
Intemet. Fifteen years ago, the artist that experimented with digital systems produced digital
art following continuous research and experimentation. His aim was to fully understand the
complicated equipment and his language of communication, in order to create a work of art

by using computer technology.

Over the years, the ability of cyberspatial also appears such as tele-presence’® experiments,
global networks, virtual reality and neural interfaces. The dimensions of the socio-political
problem also starts to emerge, leading to radical role changes. This will be further discussed

and analyzed in the third section that deals with the new art form’s influence on culture.

What is the area and medium in which art forms find a field of expression? The field of
expression is cyberspace. The term stems from the Greek word cybernao -to govemn. A
derivative of the verb is cybernitis is cyberman, a word that we could actually translate as
the pilot (cybernitis) —someone that navigates the Internet world. At this point, we are
aware of the importance of the viewer-user’s participation in the creation derived from the

virtual environment. It’s ‘a symbolic system supported and maintained by machines’ Morse,
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(1998, pp.178). In other words, it 1s a type of virtual world in which the participant, as a
tangible entity, cannot actually be present but can participate and act as a liberated spectral
body.

Cyberspace ‘contains many kinds of virtual worlds’, Heim, (1998), through which many
art forms are presented, namely the media arts; art expressions that are directly affected by

the media or expressed by it.

* Cyberspace is a medium of information transmission and consequently of art. The
existence of cyberspace, is hased on digital technology and therefore art forms that
are transmitted via cyberspace are digital, “Digital Art”. This art form is the result

of experiments carried out by artists dealing with Contemporary art.

3.3.3 The computer as an art tool

The next decades of the 50’s and 60’s

developed the compnter—based

communication (interface design), via

the screen, mouse and electronic mail P

and all those elements that transform

the computer into a tool of mass 7

production. Nelson'¥, under the

influence of Bush’s article ‘As we may

think’ and with Samuel Tay Colebridge’s “Ordinary” Hypertext
poem ‘Xanadou’ (1963), begun his

research aiming at constructing tools that would cbange the way of reading and writing. In
1963, he introduced the terms ‘hypertext and hymermedia’ and described the possibilities of
these mew tools. 1t was a critical invention for a system of non-sequential writing, which
could altow the header to collect small meaningful portions, according to the user’s desire,
and not based on pre-established fixed structures stipulated by the author. In 1974, he wrote

the manifesto of the multi-media movement.

In the 1970’s, G. Youngblood presented his invention the Expanded Cinema,. It was a
processing of a model for the development of a medium involving graphics, film, video,
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- theatre, music, dance etc. Expanded cinema works and how they influence virtual

performances will be presented more analytically.

* His attempt in this era was not acknowledged as much as it should have been but the
material of his experiments was exhibited in London (1968)"* and proved invaluable to the
relationship between art and computers. This event initialised further experimentation in the
field by himself and others. In the same exhibition, G. Youndblood and J. Reichhardt ‘s.
opinion was presented regarding the development of multimedia that would lead to, the vast

expansion of multimedia -the mass-media of this century.

3.3.4 The Birth_of virtual reality

In 1962, Ivan Sutherland supported the incredible potential of computers, in transforming

the sgbstract nature of mathematical structures into hospitable expressive environments.

Based on this belief, he created the ‘Sketchpad’ programme. With the creation of this
programme, he initialised the communication with computer visualizations and provided the
opportunity to design powerful yet small systems that were equipped with a monitor. He
also pioneered the way for electronic design. Sutherland had also drawn up the fundamentals
of VR in his lectures on ‘The Ultimate Display’, (1965). It was a prophetic statement that
described the way in which the computer would allow the spectator’s entry into the virtual

world.

Sutherland in 1968, also created the head-mounted display. This equipment allowed the user
to have a left and right optical view, according to where the user glanced, to a scene

produced by a computer.

The first images were far from realistic. The stereoscopic forms gave the impression of a
solid 3D object. However, this rather insufficient operation, was the birth of virtual reality.

The first experiments were carried out for military and simulation purposes.

3.3.5_Experimentation
In 1984, NASA presented another program, in the form of a PR exercise. This exercise

included a trip into virtual data environments.
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produced with ‘reality machines’. He proposed that an artistic expression would be
improved with scientific knowledge of the senses of perception. He had simple thoughts
that were fundamental and revolutionary for their times. He believed that if an artist can
control the multi-sensory stimulation of participants, he could immerse them into illusionary
sensations. With the first user experience of actually ‘being there’ be therefore introduced
with his work ‘Sensorama’ (1962) the idea of a drive with a motorbike through the streets
of Brooklyn. This was achieved with the use of film sequences, stereo sound, scents, a

wind machine and special effects.

Even the invention of the ‘data glove’ is closely related to the g genseraiia
machines of the virtual environment developed by artists and =
creative purposes. Its first appearance is owed to the research
of Dan Sardin, Tom Defanti and Gay Sayers, which was

supported by a National Endowment for an arts grant.

The data glove of Tom Zimmerman, which was originally used
to play his ‘air-guitar’, was finally used for NASA’s VR

development following the conversion made by Scott Fisher'.

The NASA system included an updated version of a helmet-
mounted display with stereoscopic images, a very important virtue over the momnosonic
vision of lvan Sutherland’s earlier device. Fisher added headphones for 3D andio, and a
microphone for the effect of speed recognition. This equipment offered the opportunity for
virtual reality to rapidly develop in areas such as laboratory research, games industry and
media theory.

The multi-sensory interaction with cybemetic devices, designs a strong illusion of an
emerging digital space. Wiener argues that the quality of human communication machines
influences man’s inner being. Therefore, hi-tech machines and their ability to respond

satisfactory to the users often have a significant impact on the social “system.

Ascott’s ® research began with the concept that interactive art must be free from the fashion
ideal of the ‘perfect object’. He also agrees with John Cage, that a work of art must

respond to the spectator and not simply be a static and constant creation
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In this manner Ascott transferred this operation into the field of computers and introduced
the ‘Spirit Cybernetics’ as the most effective medium for the successful exchange of ideas

between the work and the andience

3.3.6 Interaction and simulation

Interactivity is a technological break-through and not simply a thought process. Simulation
and interaction are the basic elements that create the concept of multimedia productions that
are applied in areas of education, entertainment and video games. For interaction to
materialize, a new form of narration must be used. William Burrough (1959) dealt with
construction of language via techniques of cut-up and fold-in. This research was the
beginning of the non-linear fragmentary approach to modern parration. He collaborated with
the artist Byron Gysin in-a research that proved fundamental to the development of
contemporary narration. They used principles of the logic behind the collage of visual arts
and formulated the method ‘link fragmehts’ of texts in surprising juxtapositions. This
achievement lead to the rapid development of undiscovered areas and provided the reader
with the urge to modify his thought processes. For this exact reason, Burrough refers to
himself as a ‘map maker, an explorer of physic areas’. According to his opinion, narration
operates as an important multi-threaded network, which reflects mental processes and breaks
through the limits of time and space. He paid attention to previously unexplored links and

connections between extraneous materials, elements and ideas.

A concept, alrcady projected by Marinetti (1916), is that the fururist cinema would free
words from the fixed pages of a book and ‘smash the boundaries of literature’. In a similar

manner, painting could break away from the limits of a 2D framework.

John Cage* with his work’s revolutionary approach, which is
characterized with elements of boldness and vagueness, urged
creators to further extend the audience’s freedom in participating
in the performance. This revolutionary discovery establishes the
artist as an all-powerful synthesizer of artistic expressioo. 1t also

proposes a shift towards an interactive art that encourages the

interaction between audience, participants and artist-performers.
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At about the same time, Allan Kaprow? experimented with thé concept of the audience’s
interaction in the performance. The result of this experiment was referred to with the term
Happening (1964). 1t’s not easy to describe the term because each event is characterized
with unique etements that are generated by the andience’s actions that take part in the given
performance. For example, the ‘Household’ (1964) held in natural environments such as
abandoned factories, buses, etc. bhrought together people, objects and events in surprising

Jjuxtaposition to one another.

Kaprow comprehended art as the vehicle for expanding the audience’s awareness of life. He
believed that unexpected and provocative interactions are the ways for this to be achieved
and he developed techniques that immediately presented the audience’s interaction. These
techniques encourage the audience’s participation in order to create links between events

and ideas hased on non-hnear narrative structures.

The presentation is a series of events that can be alter space and time. The structure of this
narration as solely based on the collaboration between the audience and the artist. This
relationship is the pioneer of a non-linear form of digital media that makes use of

interactive and network technology in order to expand its limits.

The concept of communication in VEs is hased on the communication between the audience
and the computer. Norbert Wiener, in 1948 defined the term cyhernetics, as the science of
transmitting messages between man and machine or vice versa. He used this term as it
presented ways in which mankind interacted with machines via a controlling device, such
as a steering mechanism. The science of transmitting messages, supports the interactivity of

man with machines.

» With this brief description, a result of literary rescarch, it is obvious that all forms of
art develop through a common path, namely that of multi-media performances. These
performances utilise all tools in order to serve the purpose of perfect immersion. The
most important tools are interactivity, and non-linear narration. This is achieved with
technology and the. construction of equipment such as the data-glove or head-mounted

display. The development of multi-media created incentives for future literary visions.
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detached scenes, describe the story as a brief storyboard, aiming at inviting the spectator to

connect the in-between scenes according to his fantasy.

Wilson’s images, Rumi’s verses and Glass’s music do not have a common narrative logic.
Each entity operates autonomously in the exact same fashion to the options available in a

VE’s performance.

The common characteristic is the non-linear flow that governs the presentations in contrast

to traditional opera.

¢ The phenomenon of a drama’s non-linear flow, is the characteristic element that
governs a virtual performaunce. It’s positioa is strong enough to create aesthetics as
its urges the spectator to consider his choices, thus transforming him from a passive

into am active participant.

5. VIRTUAL PERFORMANCES AND DEVICES

‘The phenomenon of VR is an emerging field of applied science’. Heim (1998, pp.4)

The ‘Virtual Environment’ expresses all areas of contemporary society. The element that is
of interest to this study is the technology of virtual reality that generates the virtual

environment,

VEs require data entered by programmers. Computer-generated scenes are created with
which a participant can interact by using computer-controlled input-output devices. The
construction of virtual environments does aot necessarily depend on reality but on the
artist’s fantasy and creativity. The creation of simulated worlds, cootrolled by computers,
create the impression that the participants are not present in the real world but have been
transferred into another one. With data-gloves, the spectator can manipulate his position and

discover the characteristics of virtual models that appear in the environmeot.

Head-mounted display devices, which can be a helmet, goggles, or other apparatus that
" restrict participants vision into two small video monitors, one in front of each eye. Each

monitor displays a slightly different view of the environment, which gives users a sense of
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depth. The participant has the impression of being in a 3D virtual environment, an

impression created through stereoscopic optics.

It is obvious that with the use of appropriate software, the use of gloves and head-mounted
display systems, a participant can create a combination of activities in the environment in

which he 1s active.

Take for example the experiment of an Artificial Reality system for interior simulation ‘Mr.
Living Room™ On a wooden floor (2.8m x 4.3m) with special fumiture, two participants
with see-through HMDs, experience virtual interior

simulation by selecting and placing the furniture or objects.

Today, in order to enhance the sense of reality, some

researchers are experimenting with tactile feedback devices

(TFD’s). TFD’s transmit pressure, force, or vibration, “Mr Liviog Room”
providing users with a simulated sense of touch. For example, a user might want to move
an object, which requires the sense of touch. A TFD would simulate this semsation. At
present, however, these devices are crude and somewhat cumbersome to use but soon more

user—friendly applications could be developed.

» Scientific innovations are the factors behind the development of virtual performances.
More specifically, these are the devices that allow the user to imimerse and interact

with the virtual world.

6. VIRTUAL PERFORMANCES — ART OR TECHNOLOGY?

Does technology formulate art? Or is it art that formulates technology? No exact limits
differentiate art from technology. Artists such as Dan Sardin, Myron Krueger, Aaron
Markus and Patrick Clancy develop computer systems that control interactive environments,
as a kind of ‘land art’. Around about the same time, Boeing scientists experimented with

simple cinematic background projections.

As mentioned before, virtual reality is a concept that materialises with the assistance of

technology. Virtual reality cannot be seen as a creator’s tool. It is not the chisel, the colour
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or the lens that will allow the creation of an art work. It is an idea. Therefore it needs a

form of creative expression whose transmission is assisted through the above tools mentioned.

Therefore, it is a medium existing between the machine and the participant who provides the
information. The computer-generates virtual reality worlds as it receives information on the
user-participant’s motions through sensors in the HMD, on the user’s hand position and
movements via the data-glove. In the computer-generated ‘virtual world’, the user’s view
changes as he moves his head. The nser can also see his ‘virtual hands’ that pick up and

manipulate objects within the virtual world.

It is also the medium through which artists apply their ideas and create performances in the
virtual environment. It provides the opportunity for a variety of experimentation as it is still
in its embryonic stages. This fact intrignes creators to present their inner world, an aristic

expression that was not often possible with traditional means.

The virtual environment offers the possibility for virtual representation, whereas virtnal
reality only presents the result. In other words, it is the tool for the presentation’s
materialisation. The presentation takes place in the virtual environment. Therefore, it is a
tool used by the artist to express himself in the virtual world that operates as a theatrical

stage.

Nonetheless, this powerful tool has its drawbacks such as the awkward and cumbersome
accessories operated by the users whilst experiencing the presentation. Another important
limitation is the temporary incapability of computers to process large amounts of graphic
data in real time. However, with the constant research in this field, improvements and
changes in software are daily noted. This will improve data structuring and organization,

allowing users to quickly rearrange information for easier understanding.

These limitations are not of prior interest in this study as they are firstly temporary and
secondly artists operate throngh the process of inventions in order to present their
expressive aspirations. The role of the possibilities offered is quite small in comparison to
the range of options that the medium offers and which simultaneously influence the

aesthetic development of art and society.
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In the darkness, the colours are livelier and the viewer relaxes more and is immersed into

the theme more easily.

Therefore the fundamental difference from traditional non-animated art forms is concluded,

as traditional art works are presented in galleries or museums which have abundant light.

Art that is developed in the virtual environment ignores the boundaries of the static image
due to the technological development of multi-sensory systems. The senses play the pnmary

role as optics, sound and movement stimulates them.

Due to the needs of virtual presentations, the theatrical stage is transformed into a CAVE.,
It is a system for projection-room immersion. SID (spatial immersive display) is a domed
projection system that has long been used for tactical jet simulators. Some centers”™ use
panoramic projection screens. Multiple video projectors can create a single display with
wide field-of-view. The CAVE and SID have more advantages than HMDs: simultaneous
collaborative group viewing, high resolution and wide field-of-view, no cumbersome beadgear,
low viewer fatigue, user mobility, single and multi-user interactivity, stereoscopic viewing,

collaborative sense of presence, etc.

The CUBE® stands for Computer-driven Upper Body Environment. It is a 360° display
environment composed of four 32” x 28” rear-projected Plexiglas screens. Guests stand
inside the CUBE, which is suspended from the ceiling, and physically turn around to view
the screen surfaces. The screens are approximately 1° from the guest’s face and extend

down to his rmdsection.

The Virtual Room in the Helsinki University of Technology is a state-of-the-art installation,
with high-powered Silicon Graphics computers providing extremely high-quality computer
generated images (CGI)® in real time. These arc simply pictures, unless the artists turn
them into 3D images by using stereo glasses. The intrinsic difference between a picture and
the actual object is that the picture bas no depth, a fact that interests artists and urges them
to further experiment in order to improve equipment used for 3D object effects. On the
other hand the audience also strongly desirés to experience the virtual areas of a CAVE or

other similar systems.
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In the virtual environment, the puppet and its strings could be replaced with a 3D model
whose ‘strings’ are operated not by someone backstage but by the animator. The animator
therefore provides life to the model, replacing at least bodily, the actor on the stage. Voice

however is still borrowed from an actor or announcer.

* Therefore, the way in which activity is viewed reflects the form of abstract theatre

(conceptual art) as the protagoaist is the user who participates in the performance.

7.3 Identification

Artists who build around this area use the spectator as an actor. They predict each role and
handle action as in the traditional abstract theatre, cinema or video art. More specifically,
they create feelings such as joy, peace or sadness according to the needs of the script in

order to attract and hold the viewer’s attention.

¢ In the virtual environment, perception does aot seem to differ from an individual’s
natural experiences. However the feelings derived are often more intense and can be

felt with all senses available

Gouhier (1991), states that ‘if we abolish presence and maintain the actor, this will lead 10 an
art form -diﬁérent o that of the theatre -this is the cinema.’ The cinema together with the
theatre, are certainly the forebearers of the art form that this thesis examines. The cinema has
rightly managed to be acknowledged as the 7% art form by creating it ‘own regulations and
language’ Jakobson R. (1960). This language often makes the spectator’s eyes and conscience

to identify with the hero’s actions in the performance and more so with the cinematic hero.

The live actor, despite his talents, is a realistic element in the drama that often reaches
levels of fantasy. This can often consciously or sub-consciously annoy the spectator. It is
a foreign element that enters and establishes the drama’s development. Another phenomenon
derived from experiencing the performance is that the audience often follows a performance

and identifies with the actor instead of the plot’s hero.

The element of the prototype-man does not exist in Virtual Reality presentations -it is

merely a simulated reproduction.
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* It allows the spectator to enter so realistically and to take on his role in such a

natural manner, which is similar to everyday life.**

Even if he faced a virtual supporting-hero, he will interact with him as an equal. It must
be noted that the spectator has his own role in a virtual performance. He faces the world
through his own eyes and oot through the eyes of the hero, as in the theatre or cinema.
He thus creates his own visual angle and eliminates psychological identification. No other
art form, except maybe music, has succeeded in creating immersion conditions withont the

element of identification.

A 3D model is not activated, unless the user animates it. It is the ability to present the
hero-model. With these characteristics, the wvirtual environment discovers its aesthetical
originality. It has common elements with the puppet theatre, in which, through virtual

models, identification is not such a powerful phenomenon.

In a virtual performance, the spectator-participant takes on the hero’s role. He must
find his own way and experience various conditions through the performance. He is
responsible to provide direction through the choices offered by the scenario of the

performance’s development.

Therefore, his identity remains intact, as in the real world. He hears, sees, operates and
guides his body according to his choice. In other words, he is ‘himself” and feels through

his experiences.

* This is the most important characteristic as it offers the conditions to experience

highly emotional events.

* The aesthetic encounter is heightened with the ability to govern the participant’s

visnal angle. This visual angle is inside the performance, surrounding the participant.

It is not absolutely certain whether the participant is called upon to take on a role. The
chances are that he is urged to impersonate himself. In other words, to react according to
the different conditions created hy the performance’s plot, just like everyday life. Despite

the above, man cannot follow the same course of action in a virtual performance as in real
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life. It is therefore noted, that the increased symbolic abilities of VE’s performances,

introduces a new manner of narration and coding.

The relationship between man and the theatre, cinema and VE’s performances is radically
different. In ‘theatre, the stage determines a theatrical behavior. The actor uses more
gestures, talks louder and more often than what he would do in everyday life. All these

elements compose mimicry.

In cinema, acting is simpler because the actor’s behaviour on the screen is more lifelike and
provides spectators with the impression that they are directly viewing reality. The element
of reality is created from the structural contradiction in the actor’s cinematic performance.
On one hand, it aims at movement via natural motions of daily life and on the other, it

carries theatrical cliches, such as expressions and gestures.

Reference is made to the silent cinema in which actors expressed themselves with gestures
and grimaces that stemmed from heterogeneous semantic systems such as the marionettes

or the comedy Del’ Art.

¢ In virtual performances, the participant does not have to speak or gesture in a
certain way. His kinetic behaviour follows his natural movements. In other words,
it is directed by the role he plays in the performance’s development. Initially, this

is hard for him to carry out, but he quickly adapts to more natural reactions,’

He has the ability to choose his role from a selection of choices and to escape from the

psychological pressure of his everyday problems.

Another conventional role perception stems from the cinema and is related to the nature of
the performance. This nature is regarded according to its artistic composition, its conventions,

symbols and the participant’s interaction with the virtual work.

* The participant can formulate the plot’s development and provide the rhythm

through his response to the proffered symbols.
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The participant’s involvement with the performance is similar to the construction of a film.
For example, sequel filming does not follow the scenario’s narrative sequence neither does
the actor perform scenes in the same order that the director will finally place them. In a
similar manner, the participant in a VE’s performance will ‘edit’ his action according to his

desire at the specific moment of experiencing the performance.

+ The characteristic of the audience’s dual role, as actor-spectator, provides the
property of ‘individualism’ to this art form, which is none other than the art form

of virtual performance.

“A new theatre will never emerge unless the contemporary man will be able to simultaneously
whisper the words with the person on the stage, and to the same effect” Jean Copo
envisions (cited in Brook, 1999). Today, this vision has materialized thanks to current
technology. The participant is not only able to whisper the words belonging to the ‘person
on the stage’ but also able to select the moment to do so. He therefore surpasses Copo’s

vision and creates a new reality, his own.

* The virtual presentation abolishes the actor. The spectator takes on the actor’s role
and the responsibility for the performance’s development. This is an important
characteristic that produces aesthetic results of high quality and supports the

autonomy of this art form,

7.4 Virtual Art

The successful combination of all art forms is achieved together with the input of

technology.

It results in a virtual performance, which ‘combines and integrates all art forms' Wollen
(1969). It succeeded in influencing the new art movement named Fluxus. This movement
begun in the 1960s. The aim of its artists-followers was to overcome the barriers between

arts and to combine music, dance, plastic and applied arts.

7.4.1 How_ Fluxus influenced VE’s art

Dick Higgins describes fluxus as a branch of American post modernism that reflects in
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American society. This influence has repercussions on all art forms such as P. Comer’s

Piano Activities and his own Danger music (1962).

Influenced by Marcel Duchamp®, he proposed that the artists must explore the region that
lies between the ‘general area of art media and life media’. 1t prompts unorthodox art
combinations, such as ‘The safi Drainpipe-Blue (Caol Version)', Claes Oldenburg® (1967)
that mixes sculpture and painting. With the involvement of inter-media, any available object

or experience can play a role in the artwork.

This combination goes a step further by trying to correlate the artists to the audience. Thus
the expanded cinema is born. Artists that express themselves through this movement aim at
stimulating the spectator in being an active and not merely a passive participant. This is

successfully achieved with the interaction between the participant and the virtual environments.

The progression from the birth of the expanded cinema
to the appearance of art projected in the virtual
environment can be seen in the works of Jeffrey Shaw®,

‘Carpacinema’ (1967) and ‘Eve’ (1993). In a manner of

speech, they are the parents of the art form that develops

in the virtual environment. Corpocinema 1967

Corpocmema’s concept is not based on the story presented by the projected images. What
interests the artist is the experimentation with the image’s temporary structure, the environment
and finally the manner in which it is projected (references were made by various Video Art
exhibitions). In the transparent dome, images were projected onto a transparent skin, whose
outer cover operated as an opaque material, with the use of various colour substances. The
dome’s opaqueness could be controlled with semi-
transparent baltoons or hoses. With this experiment, the
artist noted that a new type of spectacle emerged, wbose

structure could be influenced by the audience.

The presentation has a flow and flexibility similar to the

EVE 1993 artistic approaches applied in virtual environments.
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In the subsequent performance of EVE, it is noted that it provides a surrounding and
immersive space wherein the interactive movement of the image window which reveals a
virtual environment. In this way, EVE constitutes a uniquely cew strategy for the visualization
of virtual scenographies. The ZKM intends to offer this apparatus to visiting artists as a

context for the realization of interactive virtual reality-type projects.

¢ If the researcher attempts to compare these two works he will find similarities in
the artistic approach not ealy in its external appearance, which is in a dome-like
form, but also in the inteasity betweea the real envirooment aod the Corpocinema
presented in the film’s virtual environmeat., Similarities are also noted in the
intensity between the action space of the participants and the virtual environment

in which the videos are projected on the EVE dome’s external surface.

* Aadgother finding was that the traditional cinematic camera was replaced by the

video camera.

* Experimentation with the video-camera brings life to a new art form which is even
closer to the subject-matter of this research. Video-art appears in order fo promote
conceptual art, namely the preseatation/activity’s performaace. In this preseatatioa,
the artist exhibits his work only once, in a specific time and place and under unique
conditions. This particular element of art is developed in the virtual environment
aod is used to present the work by the viewers’ interaction and consequent
experieaces which are derived with a single exposure under specific conditions. The
artist creates the eavironmeat and the cooditions, and the viewer is invited to

willingly participate when he chooses to aad to formulate the plots’ developmeant.

7.4.2 The autonomy of art in the Virtual Enviroament and its Role

The product of art is wrongly considered to be a tangible entity as for example an object
(sculture, painting, etc). A work of art can be an idea or feeling derived from the artist’s

inner world.

Initially, digital art was based on batch-processing computers. With technological developments,
creators can aow utilize the ability of interactivity, an clement that characterizes a virtual

performance.
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Allan Kaprow, (2000) enhanced their belief and describes art as a continual work in

progress, with an unfolding narrative that is realized through the audience’s active participation.

‘Traces’, by Simon Perry (1998) for example, is an interactive art
performance. There is an emphasis on the high-tech mediated nature
of communication. A processing of objects, sounds, movements in

Traces, (virtually sounds, movements and visual experiences are

generated in real time based on the participant’s behaviour) produce
a result from which the spectator derives conscious or unconscious knowledge -knowledge

of communication with the other participants withont them seeing each other.

Art can often provide man with a conscience and allows him to create within the social
group that he belongs to. We must not forget that Socialistic Realism considers art to be

responsible for awakening man’s sense of responsibility.

In the performance, ‘KALl, The Goddess of the Millennium’ (2000), the creators wished
to trigger mankind’s interest in nature. The performance was staged on a jungle hill. In
principle, Kali should harmoniously and dynamically integrate themes, snch as history,
mythology, nature, cities, chaos, equilibrium, evolution and art, establishing a sort of active
pathway between the orient and the west, the era of the myth and that of electronics, the

cosmos and the planet, nature and the city.

‘Among the main objectives of the performance, is the outstanding desire to project
questions and answers such as... how will the human specie evolve in the next millennium
and what turn could the human, vegetal and cosmic existence possibly take.’

(F.AB.R.LCATORS 2000).

Engels claims that ‘a new form or materialism must be expected with each major scientific

invention’. (Cited in Fischer, 1981).

This can be approacbed in another way, stating that every major scientific or technological
invention creates new forms of art expressions. It presents new possibilities for creators to

seize, experiment and develop prototypes. The computer’s capabilities opens up new
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communication channels. ‘/t frees us and allows us to experiment with new art forms.’

Vince (1992, pp.152).

¢« An element that characterizes art, is the audience’s awakening, a factor also

presented in virtual performances.

This very new form of expression that appears in the virtual environment is not well
established in order to ensure its theoretical conception. Artists portray cyberspace travels
in new ways. Fractal art, virtual sculpture, sounds and animation will provide aesthetic

quality to cyberspace.

Virtual reality reveals new worlds that were otherwise hidden or inaccessible. The audience
does not view items or circumstances in a different way from traditional art forms. They
are exactly thc same Blit experienced in a completely different manner. The distance,
between the work of art and the viewer, disappears owing to the elimination of the external

distance that so far composed a fundamental obstacle in experiencing a work of art.

The viewer is in the area and interacts with a pace that reminds one of the pace of
everyday life. The fast and constant flow that is experienced in the cinema and TV do not
. appear though this research to have meaningful existence. Action follows a more natural
pace, similar to that faced in everyday life.*? Furthermore, points of identification did not

appear, at least from the research results conducted by interviewing participants.

In the virtual environment, technology allows the spectator to be transferred into the area.
that produces the virtual environment. In “Landscape one™ Luc Courchesne (1997), th_e
space, set in Montreal’s Mont-Royal Parc, is visited by real and virtnal cbaracters. The
virtual characters appear to freely enter and walk ont of the garden. By experiencing the
performance, the virtual spectator thinks that it is just as easy as everyday life. In other

words, to visit the park whenever he wishes to.

The spectator sees and experiences varions sensations whilst being immersed in the
artwork. Objects that form the virtual environment thns sorround him. Such as the,

Mitologies (1998)*, is a virtual performance created for the CAVE. The concept bebind
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Mitologies was to blend elements from the given narrative sources, such as the Cretan
myth of the Minotaur, the Revelation, etc., and explore their interconnections. The
areas are composed of elements that have symbolic meanings for the participant. These
objects send out messages that lead him to develop the performance’s plot whenever he

chooses to.

The participants that enter the CAVE are initially located on the bank of a calm river.
From a distance, one can hear the creaking sbunds of a wooden boat and the subtle sound
of water washing against the river banks. The boat slowly appears. As it approaches the
shore, the participants are swiftly transported onto it and their joumey down the river
begins. In the physical space of the CAVE, two benches are placed in a way that
corresponds to the virtual benches of the boat. Thus the illusion of travelling in the boat
is very strong,*® as the participants can look down at the floor of the CAVE and see the
virtual boat rocking beneath their feet.

‘Technology is intermingled with intimate human life as a part of the molecular structure’.

(Alla Mitrofaniova, 1994) *

The medium for the creation of artistic happenings is information technology. It is the

linking element for the expression of artistic communication,

In contrast to previous media, computers are the only tools available today that allows the
users to meet up in a public area, reminiscent of the ancient Greek Agora, in the Golden

Era of Pericles, 5% century B.C.

* Computer technology, beyond its ability to construct illusibns, can also provide
numerouns ways of interactive communication. This invpnlves reciprocal communication
between the user and the performance. With this type of communication, the user
develops the plot and directs the performance according to his wishes. It is pbvious
that information technolngy is a medium of creation, expression and exchange of
ideas. It is an autonomous art form that can raise social and political issues. It

awakens and urges the audience to think
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7.4.4 The Cross Cultural Phenomenon and its Role in Art

The cross cultural phenomenon is one of the most important issues in the field of
digital art. Artists are interested in discovering means of communication via the internet
that for the last 15 years bas drawn together users from all over the world, (‘virtual
gatherings’ of participants and the electronic transmission of images and sounds enables
interactive communication and collaborative work among the users). The chasm of
different cultural and social contrasts is narrowed and common grounds are founded
between opposing cultures. Mirologies, a virtual reality performance, is an example of
the cross cultural phenomenon. 1t is loosely based on the Cretan myth of the Minotaur,
the revelation of St. John, Dante’s “Inferno”, Durer’s woodcuts after the revelation, and
Borges® Library of Babel. The connections between these sources are central to the

narration’s development.

The combination of these cultural elements, noted in the society of cyberspace, is one of
the most crucial factors that creates aesthetics. Research and experimentation on this cultural

gathering, is the most challenging element for the artists involved in digital arts.

* The cultural phenomenon that develops in cyberspace, due to the medium’s nature,
directly affects creators of virtual performances. Cultural isolation is eliminated and

ari takes on a global quality.

Artists who experiment with VEs, are often artists with a classical education or software

programmers who attempt to formulate their creations in the virtual environment.

Artists have the opportunity to create via a 3D environment. With this capability, they
approach their creation in a more integrated manner. They operate as sculpture designers,

architects even as film directors or operators.

Another example of this trend is Bill Kluver*’, wbo was considered to be the leader of the
artistic and technological movement presented in the Modem Art Museum (1960). He
participated in this event with paint bombs, chemical stinks, noisemakers and fragments of
useless pieces of metal. Artists such as Jean Tinguely also took part in the exhibition with

his famous self-destructing kinetic sculpture ‘Homage to New York’.
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For example, Collen, an architect who has interacted with computers since 1988, has viewed
his involvement with the virtual environment as a vatural consequence of his work. Through
this train of thought, he created the virtual San Francisco, an interactive travel guide. The
creator explained that ‘the aim was not to simply create a model of San Francisco, but 1o

develop a new interface that would guide the user through cyberspace.’ Collen, (2000).

On the other hand, Lucas Film Ganies developed the “World of Habitat”, a virtual game
that was launched by Quantum Link Communications. Through this environment, the users
have the chance to meet other players (avatars) and to play their own virtual type of life.
This was not as successful as the new version offered by Fujitsu, Japan. Florida Theme
Parks, in Disney or Universal studios create for spectators the illusion of reality that is

experienced via the virtual environment.

* With research and experimentation, results were formed that presented an evolving
aesthetical identity. In the virtual world, artists who face such a performance, need
to have a wide spectrum of knowledge. The wide range of required knowledge,
hrings them back to the model of the renaissance man, which has been formulated

| according to their technological demands.

Peter Weibel*® (1999), has also formulated a theoretical opinion with regards to art
expressed via the net. He states that it’s functions and properties operate as factors for the
aesthetic and social transformation of culture. He claims that the global net is the driving
force of the next millenium. Net art forms will compdse a public step into new forms of

expression, They will reflect the hopes of freedom from historic avant-garde.

8. CONCLUSIONS

Virtual reality is a medium like oil painting, photography, etc. used by the artist to create
an artwork. The artistic product is the VEs performance. 1t is an autonomous art form that
has its own expressive language (ooo-linear narration) and provides the user with unique

immersive abilities and experiences.

It is a form of art that simultaneously develops with information technology, as IT provides
the flexibility to develop sophisticated design systems for artists. Moreover, from the historical

results of this research, the intrinsic relationship between art and technology is apparent.
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Artists face the challenge of interface design and are called upon to nse animation, 3D and
other stage effects in order to achieve, on behalf of the spectator, successful immersion

conditions.

In the next section, the aesthetical situation, due to digital technology, will be also
described. Following the definition of aesthetics, the results of the investigation regarding

the developments and influences of aesthetics in this century will be presented.

Virtual performances are limited events that cannot occur without the performance itself.
This characteristic is sofficient to provide cultural events with an aesthetical identity and

influence.

The next section attempts to determine the aesthetical identity of virtual performance art. In
other words, how the characteristics of the art, as described in this section, produce

aesthetics. More specifically these characteristics are:

¢ Interactivity
* Interrupted flow of information

* Ways in which creators use the audience as a tool
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SECTION THREE
Virtual Performance: an Aesthetic product

1. INTRODUCTION

Art is presented as a balance achieved with the contribution of most sciences. The
comrelation of art and science, offers an aesthetical enjoyment that can be experienced by
contemporary audiences. This is a finding and aesthetic act, which emphasises that creative

and conceptual acts are inscparable.

As noted in the previous section, virtual performances are like other art forms -a product
of personal experience. The difference is that in virtual performances, interaction allows the
andience to participate and therefore consciences are stimulated and participants learn to

think and guide their bodies, thus fulfilling their predesignated roles.

A virtual performance includes elements that are necessary for the involvement of both
mind and body. If these elements do not exist, the audience becomes simple spectators of

an artifact exhibitiou.

Therefore, cultural elements derived from studying virtual performances also witness the
harvesting of knowledge that results from the experience of such a performance. This
expetience, is completely different for each interactor. These results emerge from interviews and

statements from people that have expenienced virtual performances, also including the anthor.

The spectrum of this research begins with the transcient art of this area and the aesthetics
of investigating art in conjunction with unsurpassed technological developments. As it can
be seen, this factor tends to rejuvenate the andience’s intellectuality through a technological
dimension, In order for results to emerge, the following question must be raised. What is

aesthetics and what are the influencing factors?

What is most interesting in the cultural happenings of cyberspace, is not the issue of
telematic fantasy but telematic danger. Telematic danger can cause a number of ethical
problems with regards to the image of the real world. According to the nature of the virtual
performance, the invincible power that the interactor seems to take on, by controlling the

electronic environment with buttons, can result in feelings of fear or pleasure.
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The role of the traditional artist is transformed into the role of an electronic artist. The
results of this transition, is an art that stimulates the aesthetic and cultural elements of the
digital environment. A union is created between scientific developments and creators ideas.
The consequences of this union often arouse social and aesthetical issues. Religion and

ethical values are some of those issues that have occupied society for centuries.

Despite all these social happenings which affect the aesthetics of art in each society, we
also need to examine the origins, developments and rules that govern its form. It is
necessary to further investigate beyond its sociological effects which are obvious in the
artist’s work, as stated by Andre Marlo: “Works of art, despite their morphopi:;stic strength
and_m!e in large civilizations, also express through their creation, the eternal question

raised by the world. " (cited in Mourelos, 1985, pp.23).

In many art works, one can observe philosophical questionings that concern the human soul
and that can create aesthetics of various forms. Thus a new type of aesthetic is created -the

aesthetics of the digital environment based on technology and the communication of information.

2 AESTHETICS
2.1 The Science of Beauty

According to Kyriakopoulos, (1969, pp.18) aesthetic agreement is the science of beauty.
“Beauty is the produce of harmony created by pleasure.” As depicted by Professor George
Mourelos, (1995).

According to Plato (1999), aesthetics have no relationship to natural beauty, but are related
to the experience of love or more appropriately ‘Eros’. With this statement, Plato refers to
the metaphysical relationship created between the intercourse and exchange of energy, that
Kant also refers to as a ‘most powerful experience’. Adomno stresses that ‘An authentic

aesthetic experience must become a philosophy, otherwise it is totally inexistent’, (1986).

Aesthetics, as a science, cannot stand alone. 1t follows philosophical reflection. An aesthetic
experience is the knowledge of the world that pulses and transmits this knowledge. The
artist-transmitter begins with a philosophical reflection of the umverse and attempts to

transfer this theory and present it through his work. At the time of creation, he is indifferent
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to the aesthetic result that will emerge. Nonetheless, the aesthetic value of a work of art,
through which universal balance and truth is reflected, is of vital importance to the

spectator-interactor’s pleasure.

* Through available techmology it can explore aesthetics through the stimulation of
the senses of touch, sound and acoustics that can be created by experiencing a work

of art through the virtual environment,

“Aristatle clarifies that the aesthetic truth (what is felt, remains intangible & inactive if it
canng! be affected by the tangible (whatever is created by sense). The energy derived by
the tangible effect and poetic factor is sense (Karaétathi, 1997).

“Therefare, warks aof art lack aesthetic quality when clearly stressing the element of rational
thought to such an exteni, that the type of rationale applied, only slightly differs from

instrumental rationale.” Adorno, (1986, pp.86).

“A TV series or industrial products are nat works af art.” Georgiou, (1989, pp.67). The
author disagrees with T. Georgiou’s opinion. How can we exclude the fact that a work of
empirical reality or cultural practice cannot have aesthetic value and therefore cannot be

considered as a work of art?

An artist can operate through fantasy having the capacity to combine senses and consequently

direct his energy into creating aesthetics.

With various technological innovations, the current role of the artist has been somewhat
confused. Art is not simply a reconstruction of the world in the virtual environment. It is
according to Edmond Couchot (1992), an exercise of fantasy with an original design
application “aiming ta convert the accuracy af art into the inaccuracy af aesthetics and iis

subsequent enfayment.”

* The creator must avoid the imitation of models and conditions but must aim at
their transformation and development, by creating something original that will

stimulate the senses.
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“An object is established as a work of art, anly if the mate.;'iai and spiritual elements exist
in the status quo of its aesthetic image. This however is the result of two opposing
procedures that compose an aesthetic synthesis and establish the actual object. It concerns
a) the procedure through which the aesthetic element of the work of art is transformed into
essence and b) the procedure by which the spiritual element, the “essence” is revealed in

actual forms and shapes.” Giannaras, (1980, pp.80).

The models’ already existing knowledge will never form art. For the artists, models are
powerful tools that can be used to create their own pattern of symbols. Rules must be
broken and replaced by new regulations that evolve through research. A product of cultural
industry or empirical reality or even technology can contain features of the dialectic unity

of actual and spiritual elements.

According to historical development, there are two basic characteristics of cultural practice

and urban society:

a) The establishment of the division between the materialistic and social reality and the
spinitual realm of beauty

b) The consolidation of the fact that the world of beauty is a fake and false illusion.
Giannaras, (19580, pp. 80).

2.3 Exogenous Influence

The exogenous elements that influence art are those that refer to the relationship between
the masses and society. Exogenous elements are often transformed into endogenous
factors when they operate in depth. The above division is beneficial but sometimes
precarious, as seen with the fluid roles. Therefore, it might be useful to also note how
exogenous elements operate. The influence of exogenous elements ‘is horizontal’ (Mourelos,
1985, pp. 42). The main exogenous elements, such society, history, politics and technology
are presented in detail in order to comprehend the aesthetical phenomenon and how it is

influenced.

2.3.1 Geophysic and Historical Influence

There is no doubt that man, as a social and spiritual being, creates his own history. Man
has created his own culture that develops and evolves over the ages, in the same way that

man himself develops and evolves. His history is his own creation and is intricately joined
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A relevant influencing factor is politics. Politics is part of the history that affects artistic
creation and formulates aesthetics. It is hard for the creators to remain unaffected by the
political climate that is dominant at the time of artistic creation. Let us refer to Picasso’s

Guemnica that depicts the Spanish Civil War in the 1930s.

The ancient Greek tragedies were inspired by the dominant political trends. Aristophanes in
his comedies evolved the drama’s plot around the happenings of Athens. Later, in the
medieval ‘age until the late 19" century the ruling classes in either religious or political
societies, took the artists under their protection in order to promote through their creations
their own achievements. In the 17* century, Ludwig 14" protection of the classical French

theatre played an important role.

Today, sponsors,. cultural ministries and other networks, have replaced the kings and lords.
They fund the arists in order for them to create art that conforms to their interests by
needing indirect advertising or to promote political ideas. This is hardly harmless, as
according to which target group the product-message is aimed, social, economical and
political messages are also passed through the creator’s works. This dependence on. their

sponsors directly affects artist’s art and aesthetics.

* However great the dependence, they still remain exogenous in comparison with the

work’s substance and autonomy.

2.3.3 Social Influence

It is generally accepted that the artist created all for art as part of a social entity. A work
of art is a means of communication with the other members of the soéiety he shares. Art
is therefore the language throngh which the artist communicates with society. “Man is a

social being and art is a product of his sociality.” Mourelos, (1985, pp.80).

We note that various phenomena such as the political influences on art have a unique
relationship. The phenomenon exists in which exogenous relationships are developed into
endogenous as they stem from the same work, compose its motive and definition. The issue
of the work’s artistic value also emerges. A work that is politically influenced and its

artistic value is low will not survive time.
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* In this case exogenous factors appear that affect the creator.

If during its creation, the artist’s personal statement appears, in other words, his inner world

oI opinions,
* A shift appears from exogenous elements to endogenous.

The aesthetic result is such that allows the artist to express his opinions in the most

appropriate manner.

Art is a cultural phenomenon that is affected by a varnety of factors. Every form of art is
derived by society and refers to its totality. This relationship of interdependence and

interaction is deeply complicated due to the different role elements of each member of

society.

Furthermore, important and numerous factors are those that formulate the history and
consequently the aesthetics of each social entity. The artist is affected by the ideologies of
his time as the society that surrounds him and his audience is the source of his inspiration

e.g. their beliefs, ideas and dilemmas for the past, present and future events.
* In total, it is society’s perception that affects art.

Therefore, art does not stand antonomously but directly reflects the ideology of the society
it stems from. Realism is the movement that reflects this more accurately —its pictures social
events that the artist experiences. Surrealism is another movement that artists follow during
the creation of virtual performances, often met as ‘an interactive experience that resembles

a surrealistic vision’™*, -
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however continues to search for the truth in the meaning of his existence. This search led
him to eastern religions and cansed him to adopt eastern traditions. For example to train in
martial arts or to meditate according to the Hindu beliefs. In sci-fi creations we notice that
the creators suggest cultural approaches that also stern from eastern traditions. In such

movies there is a merge between modern technology and eastern philosophies.

Lncas and his film ‘Star Wars’ is again referred to, in which the Jendi are the spiritually
advanced nation and the civilization that have developed the philosophy of existence.

* Other similar virtual performances have also been examined in this research. Their

majority refer to eastern religious stories.

‘Through his futile search for the absolute, man attempts to escape from reality. This is
obviously unattainable that therefore creates an unending confusion. Thus we have a serious

crisis in the western civilizations’ Steiner, (2000).
This crisis finds its way out though drugs, psychoanalysis and the pursuit of alternative realities.

* This development of the virtual reality through technological innovations seems to

be the favorite escape-route for the man of the next decade®.

As David Cronenberg depicts in his movies and especially in his movie ‘EXISTENZ', the
virtual environment is a way for the user to experience imaginary events of his desire

through the compnter.

“The supreme power of the contemporary man is really frightening.” Topali, (1999).
As technology progresses, man’s spintuality increases. This however is a result of the

cultivation of one’s soul.

It is also noted that the lack of edncation and especially cultural development has resnited
to the fact the masses form their aesthetics in conjunction with current trends that dominate
each period. Most works of art are similar imitations that do not reflect the creator’s inner

being,.
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Even the poblic does not have the disposition to accept new ideas and questions the
appearance of some new trend. This occurs due to the fact that his lack of knowledge does
not allow him to assess works of art that are presented. Therefore, he remains with what

is projected by the media

* Marketing leads this game in the matter of the aesthetic development in this era.

Marketing rules how the masses live.

2.3.3.1 Cross Cultural Phenomenon

According to the professor on International Relations of Harvard University, Samuel
Haddington (1999) the below large cultural groups exist: the West, Confucian, Japanese,
Islamic, Hindu, Slavo-Orthodox, Latin American and African. All these elements appear in
the concept of the Mitologies performance. In the near future, the above groups will
conflict, possibly resulting either in division or unions between them. In either case,
interesting cultural results will emerge that will prepare the ground for the cultivation of an
intemational culture. Examples are multi-national companies that promote their products in
the same way throunghont the world. The results have already appeared. The way of life and
daily experiences that one meets in Tokyo are similar to those met in New York. As
Benjamin Barb;er states in his book Jihard versus Mac World (1999) “the same images,
sounds, brands, products in all five continents. Coca-Cola, Levis, MTV, music, cinema, TV

all emanate the identical aesthetics of international consumption.”

The entire world has become a community that is bombarded by the mass media that
formulate ones conscience and aesthetic values. Let us not overlook the current trend
that stipulates that everything is poorly -made from home appliances to us ourselves.
This creates prototypes, correctly or not, that affects the aesthetic development of

society itself.

The society is about to experience the feeling that all members of the society play the
leading roles in the same movie. The andience will escape throngh the virtual environment
performances as well as the artists themselves as during the creation of their works they are
driven to psychoanalysis. As the psychoanalyst, Helen Tzavara mentions, “4rt will probably

be a form of self-healing.” (Personal communication on 4 April 1999).
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The objective is inner peace and man is indifferent to whether it is real or not. This is what
provokes cultural creation in this century. With the assistance of digital technology, the artist

is able to express himself though the 3D environment and to reproduce his inner world.

* The message of modern times is that man has freed himself from the medieval
bonds by setting himself free from no one else but himself. This freedom is

presented through individualism and subjectivism.

* Education, knowledge and the ideological identity of contemporary man are the
elements that provide his individuality and the possibility to form himself in

conjunction with global culture.

A “cultral intermingling that will provide its tomorrows habitants the right to belong to

numerous worlds in only one lifetime.” Hurbert Hugo (1992), mentions.

Everything evolves. Economies, production and materials have become simulated. The entire
capitalistic system that has been overturned due to globalization and for some years now
operates separately from actual production. Information is created and transmitted by a
privileged few. Predictions were made that the globalization though the Internet will reduce
poverty and racism. However, society is witnessing the materialization of Michalis Dertouzos’
prediction (2000) that “rthe informatian market will widen the chasm berween the rich and

poor, oh a national and individual level.”

We therefore still have social inequalities in every social system. The only change is that
the primary role is held by information in contrast with the invention of the wheel in the
fourth century, the steam engine at the end of the 18" century and electricity at the end of

the 19* century. The IT revolution thus changes man’s behaviour and existence.

2.3.4 Economical Influence

The economical factor is combined, in an indissoluble fashion, with society’s functions
today and in the future. ‘Artists who practice what is called media art have ta tackle their
work are expensive to produce and difficult to pay for' Paik, (1992). More specifically,
everything evolves around money. Therefore creators attempi to create works that have a

marketable and artistic value. This occurs due to the fact that works created by digital
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technology have a high materialization cost. Only a few creators can operate independently
from the assistance of university or research funding schemes. In these cases, further to the

value of the actual result, the works marketability is not an important issue.

* These are the reasons of opposing current trends and their art deserves its future

development,

Past technology played a great role in the expansion of art with the invention of printing
and photograpby. Today and in the future, the development of electronics will also play an
important role in art’s progression. It provides artists with the tools, such as computers, to
experiment and to present new forms of expression through the same technique. The term
technique is used at this point in order to describe the ways the creator uses his materials,
more specifically the software and hardware. Software as other materials provides the artist

with new means of expression.

The fast and continuous pace of technology opens up new roads to cultural development
that also affect art. This does not only reflect means of expression but also the artist’s
sources of inspiration. William Gibson's “Johnny Mnemonic” (1980) was inspired with

technology’s development and its effects on future society.

2.3.5 Technological Influence

The masses face the phenomenon that art and technology progress along the same path and
jomtly create new forms of expression and a new language of communication called
interactivity. Now the creator mvites the audience to take an active part in s creation and

to decide in the plots development.

Furthermore, the creator can originate from the world of computer science or simply be a
traditional artist that has stumbled across technology. As Ian Lipner states, (2000) “Artists
are becoming nerds and the nerds are becoming artists and the audiences are becoming

excited. What are they excited about? Virtual Reality”.

Our society today is based on fierce competition. This social-economical model that we are

exposed to is established on the laws of supply and demand.
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We are living in an age where “politics serve the economy”, (Galiberti”” cited in La

Republicca, 1999).

Furthermore, economy depends on technology. The Internet is a point of reference for this
digital age that is emerging. Most of contemporary man’s dealings are carried out through

cyberspace, such as e-commerce, e-education or e-art.

The Internet is considered to be one of the biggest architectural innovations as far as the
transmission of information is concemed. This electronic tool of transmission creates the

aesthetics of the medium.

The use of computer networks creates flexibility in the flow of mass movement.

It is a tidal wave that constantly changes, the inter-changeable magnetic phenomenon should
be noted by the artist and art theorists. Research data can be drawn from the movies of
Eisenstein. From these movies, conclusions can be drawn as the development of aesthetics.
Eisenstein was a tireless intellectual and one of the few aestheticians of the 20% century that

supported the need of the aesthetical reorganization of aesthetics.

The interaction and digital means that the creators have to face are used by their creativity
that is directed by technological innovations and science fiction. Materialism, speed and
violence in all their forms of expression are the parameters that convert the Baroque order

into the 21% century.

This form that humans experience is introduced through the world of cyberspace, a world

of fantasy where all forms of art are applicable and can be expressed.

With the innovations in the area of electronics, an industry emerges that has the power to
formulate consciences. This same industry provides the pace of development in the -

economy and society in this industrial age.

* The traditional tools do not allow a reciprocal relationship between the transmitter

and receiver.
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Technically speaking, its coverage is limited to the lowest point of the system. We have the

bureaucrats on the one hand and on the other the public and the dependant masses.

2.4 Eudogenous Influence
As mentioned before, the influence of exogenous factors is honzontal (they act superficiatly)
whereas endogenous factors have a vertical influence. This means that ‘factors have a deep

impact in creating the various levels of aesthetical reality’ Mourelos, (1985, pp. 42).

The most exogenous factor is aesthetics. It always appears integrated with art works and
identifies with the work’s meaning and artistic destiny. Furthermore, it is the element that
can transform a simple action into art. It composes an autonomous and parficular entity,

whose characteristics should be independently examined.

2.4.1 Aesthetical Values and Symhols

Every natural phenomenon remains objectively the same. However, its meaning changes

according to society’s approach, which provides it with element of subjectivity.

An artwork can be viewed in the same manner. For its better comprehension, its symbols must
be examined. With its transition from one culture to another, the symbol’s meaning changes.
" For example, this occurs with colours and the symbol of mouming. In western cultures,

moumning is symbolised with black, whereas in the East, it is symbolised with white.

In the same way, art changes substance and from a magical happening it was transformed into
an aesthetical object. Even the phenomenon of art’s development, from one form to another,
(from frescos to virtual performances) and the influences of certain art forms in a specific

period, is in itself a problem related to the socidlogica.l effect on the creation of art works.

This occurs, as each artist forms his personality on the social values of his society. He

accumulates experiences and knowledge from his social environment.

¢ Therefore, each art form depeuds ou a social environmeot.
¢ Each era or culture has its own aesthetical values.

* Art is a social phenomenon which has its own laws of development.
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2.4.2 Morphological

Form and style are the elements that allow the distinction between art forms, With the term
‘style’, the author refers to style in general, and wot to the personal style of each artist. In
other words style is seen as the characteristics of the art of a certain pcriod.- The art’s

subject-matter also plays a wital role.

* In reality, form and subejct-matter compose a separate entity.

¢ Both form and subject—matter are combined with a society’s predominant aesthetical

climate

Themes remain the same over years, what changes is how the themes are approached and
depicted. Ulysses’ journey (Homet) for example, has the element of vertabrated stories that
metaphorically describe Ulysses’ jounmey of knowledge for over 10 years. It is an adventure
of the spectator’s soul. The same subject occupies comtemporary artists and spectators, a fact

that is verified by the subject-matter met by spectators of virtual performances, e.g.

Robots + Avatars dealing with Virtual Hlusions. AUTHOR’S EXPERIENCE

In this performance, the spectator enters into the adventure of good and evil through the
symbol of Ying and Yang. During his wanderings in the performance, he is able to
experience conditions and receive stimulations that will make him think and search within

himself.

All art, even though they might seem different from previous forms, stem from forebearers
of virtual performances, such as the theatre and cinema. For this reason, it is obvious that
the history of aesthetical forms gives priority to the style and form, as for example to the
plot that developed throughout the performance. Naturally, these are sot the only characteristics
that identify the individuality of a virtual performance. The characteristics of the society in
which the art develops must also be considered. Without a doubt, the style of a specific era

is composed of the structure of all representative works, as for example:

+ The interrupted narrative flow which is noted in virtual performances

This characteristic dominates all other forms (characteristics) to which they are subject to

(colour harmonies), even though an art work might differ in its inspiration and content.
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* It is the interrupted structure that dominates a virtual performaace, despite its lack
of absolute definition

* Each era has its own morphological characteristics and aesthetical structures

With the study of the origins of virtual art, the three stages of an art form’s development
emerged. These stages can be lengthy or brief:

* The first stage is a preliminary phase
* The second is a experimental phase and

* The third is the empirical phase which composes the mature phase of art

In this case, VEs are at the second experimental phase as aesthetical forms are still being

organized in space and structured in time.
* Space and time are the main elemeats that an artist uses to create aesthetics

These two important elements, together with the subjective element of the artist and the

audience, can create a form of aesthetics through the art of virtual performances.

Therefore, the aesthetic form is presented as an endogenous factor that governs aesthetical

structures as they are antonomous, and it expresses the language of Virtual Performance art.
* The characteristic of the form that governs art, determines ifs awtonomy.

Despite the morphological element which composes one of the endogenous factors that
characterize every type of artistic expression, the next section also examines the second
endogenous factor which is aesthetics, a result of social development. More specifically, the
virtual performance relates to a specific process, z_testhetics. Aesthetics stems from social

life, even if it is the artists’ personality that determines —its subsequent developments.

Naturally, it is not only language, form and content of virtual art that is associated with the

ideas and emotions created by society.
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For this reason, form is insnfficient to determine its substance. The aesthetics factor
simultaneously refers to form and content. Despite these two elements being spilt into two

sections, for reasons of research, in practice they are closely intergrated.

Form and content compose an unified entity and the virtual performance draws its
aesthetical value from their intergration. 1t is the harmony of form and content that stems
from their nature, when content creates its suitable form. This probably is the most

fundamental art criterion.

2.4.3 The Social Role of Virtual Performance Art

Beyond the criterion that stems from the substance of art, what is the aim of the aesthetical
process on society and on the members of a sociological group? Is it, perhaps, the creation
of beauty according to the Platonic approach, as a value that is derived from the successive

modifications of art, an ideal of beauty which every artist attempts to depict in his work?

With a brief retrospection, its seems that the aesthetical factor is the pursuit of beanty. In
artwork thoughout the ages, many types of performances can be noted, as for example the
Satyrs of ancient Greece, the demons of the Middle Ages up to the current aesthetics of
sub-culture and gothic, that honour monstrous creatures from children’s cartoons to sci-fi

movies.

These forms stem from society, in other words, society stipulates the aspect of beauty. For
example Speilberg’s E.T., is an ugly creature with a rich inner world. The form of this
creature would otherwise be repulsive or indifferent to the andience. The content however,
of this small extraterrestrial creature made him into a lovable household name and provided

the movie with an aesthetical value that allows it to survive over time.

Therefore, it is established that a definition of beauty cannot be created as it depends on

the social ideals of beauty.
O Charles Lalaux*® (cited in Mourelos 1985) supports that art plays a number of roles in soctety.

¢ The first role is entertainment.
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In other words, with the spectator’s interaction in a virtual performance, an interesting result

_appears between the participant and artists’ mind and fantasy.

* The second role of art, according to Aristotle (1999) is the theory of catharsis.

This means that art plays a liberating role in conjunction with the artist and audience. This
occurs as art which appears in virtual performances, allows the presentation of a spectacle
that refers to the andience. This spectacle is composed of emotional conditions which are
often more intense than those experienced in everyday life. The audience wishes to

experience different encounters in a virtual performance® in order to escape from reality.®

Mitologies AUTHOR’S EXPERIENCE

For example, in everyday life, man does not interact with cultures and habits of ancient
cultures e.g of anceint Crete. However, in the performance he expreiences the sterness of
the mythical figure (Minotaur) and the intense feelings of fear that emerge from him getting
lost in the labyrinth or the facing the monster.

With the function of catharsis, aesthetical results are presented that stem from the

participants’ psychology.

* The third role of art creates a field from which a techonique evolves, having its

own rules and regulatious and historical development

As it bas been noted from section 2, the virtual performance operates and develops in the
digital environment (medium). It has its language and operations, such as interactivity, non
linear narration and the absence of the actors’ presence, in the traditional approach to space.
It has also been derived that the virtual performance was derived from other art forms

which were integrated with technology.

s The fourth role of art is man’s need to create models of perfection.

As an example, classical sculpture is referred to. With various experimentations, the artist

attempts to reach perfection. Perfection however is a relative term as it is a subjective
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condition. Therefore, creators of virtual performances initially attempted to reacb an absolute
and realistic portrayal. It is mans’ inner need to reach the divine creation. Consequently, the
expresston of perfection, the ideal, creates aesthetics as it stimulates, in a variety or ways,

the andience’s emotions.

* The fifth role of art is the reflection of social reality

In other words, art offers spectators their social space. In virtual performances, this area is
cyberspace, that, as previosuly referred to, is the digital environment in which man lives

and creates.

Art often presents reality in obvious forms in order to highlight elements which will touch

the participant and jolt him with regards to vital issues.

KALI The Goddess of Millenium AUTHOR’S EXPERIENCE

The performance prompts the spectator to regards the earth’s future in relationship to
mankind. It stimulates the spectator of this virtual performance, to deal with the preservation

of his environment, the planet Earth.

The virtual performance presents the inner image of the digital society. It is an aesthetical
reality as the virtual performance is an art form that creates new (digital) worlds that have

never existed before.

* An aesthetical reality that enriches society’s daily life.

The artist expeximeﬁts in order to examine and revive the world with the illusionary
stimulations that it offers. It could be compared to impressionalism as it examines and not
imitates its subject-matter (plot and spectators’ participation). ‘What is of prior interest to
the artisi, is to deeply enter the relationship between the performance and participant in
order to grasp this relatioship as an aesthetical fact’ (Franz Fischnaller, Internet

communication in 2 February 2001).
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3. INTERRUPTED FLOW OF INFORMATION

Virtual performances present the comment element of non- linear narration, which with the
spectator’s interaction, creates aesthetic result. These results have been developed by only
a few art forms, which are examined in section 2. This form of aesthetics tends to be
combined with the aesthetics that are presented through the volume and colour created by

the virtual environment.

¢ Therefore, the combination of both elements creates a unified aesthetical result,

Through cyberspace, the audience experiences the reversal of the rules that govern the flow
of a traditional performance.

e This reversal of traditional experiences is based on interaction.

The potential of interaction relies on the interrupted flow of information that the creator can

present, via technology, to the andience of a virtual performance.

On the other hand, the audience can utilize the information according to his choice at any

given moment.

By itself, this characteristic revokes the traditional meaning of aesthetics and introduces new

questionings on the future aesthetics that have already begun to emerge in cyberspace.

¢ The audience’s dynamic involvement in a virtual performance is a necessary element

that seems to characterise the development of tomorrow’s aesthetics.

3.1 Interaction

The specatator’s ability to actively participate and experience the development of a
performance’s plot according to his choices, is an element that appears in this investigated

art form, also providing characteristics that promote aesthetics.

The spectator, from being seen as an inactive participant and passive tool for the creator,

has been transformed into an dynamic member of the virtual performance. The wide range
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of possibilities that are available for the creator to combine his inspirations and the dynamic
contribution of the spectator in order to jointly develop the performance’s plot is a product

of aesthetics,

* This results in the awakening and constant motivation of the masses’ conscience. A

contemplative spectator is a dymanic member of his society.

Moreover, this ability is the element that sustains and strenghtens the post-modemistic

theory.

3.2. Audience

The audience’s involvement in the development of a virtual peformance seems to be a
crime against the ‘natural state of affairs’ that was the simple viewing of an artistic
bappening. This fundamental difference creates a new form of aesthetics that stems from the

rebellion against traditional rules of art and aesthetics. It symbolizes rejection.

Every revolutionary movement attracts the public’s attention whether it expresses power or
weakness. Grafiti fyéur presence on their presence..your pseudonyms on their stage’
Mailer, (1974) expresses a similar situation to the audiences interaction with a virtnal

performance.

In order to investigate whether an art form produces aesthetic results, it must be
examined via the orthodox rules of aesthetics, such as the exogenous and endogenous

influences.

A wirtual performance materializes through the interactor’s creative impulses whilst
experiencing it, ‘we can say that it is an ort form of high siandards’ Nuttal, (1969).
Maintaining its position, a ‘#itwal’ can be distinguished in virtual performances that calls
upon the audience to take on a dynamic and fundamental role in its development. A
culture emerges, powerfully characterized by data transmission via non-linear communication
and using representation as a mean of expression. Therefore, the exchange of messages

is an expression that offers pleasure and this combination creates an aesthetical result.
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Mitologies AUTHOR’S EXPERIENCE

In Mitologies, data are transmitted in which, via non linear communication, the interactor
experiences feelings such as the pleasure of discovery, wandering or fear that he is lost in
the Labyrinth. These sensations in conjunction with visual stimulations offered in the

intricate rooms of the Labyrinth produce a significant aesthetical result.

The aesthetical result however differs from traditional performances as it was derived from the
destruction of the known communication codes involved in such performances. A transformation
is presented in dealing with such performances as the actor’s presence is abolished and
replaced by the audience itself. It is an extension, a modification of the code and the
expression of creative impulse. A comparison of the symbolic state of structured phenomena

with the flow that places the artist in the position to create in hand with his audience.

3.3 Body as Aesthetical Object

Art allows the artist to create a relationship between the virtual and real in which a
relationship is built -a framework with the virtual in conjunction with the means of
aesthetics. The aesthetic condition emerges from the physical body through its applications
and even entertainment. In ‘Traces’ all the sounds and visual experiences are generated in
real time based on the interactor’s behavior which ‘all ottention is facused an the ongaing

baodily behavior of the user’ Penny, (1999, pp.87)

Usually virtual performances operate through metaphors. With this procedure, the interactor
can immerse into the intangible virtual world and can disconnect from his body (dissmbodied).
‘When I first used a CAVE, I was fascinated with the visceral sensation of collision with
virtual abjects. 1 realized that part af the disembodying quality of HDM VR was put
because when you look down, your body is not there’ Penny, (1999, pp.86).

» This factor can be considered to bave historical importance, as it is the only art

form that allows the most metaphysical communication with the audience.

Naturally, it clashes with the opinions that place virtual reality in areas isolated from the
socio-ecomonical environments in which it develops. The virtual dance, ‘Ghostcatching’

(1998) presents movement without the bodily presence. The work is made possible by
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advances in motion capture® that allows the interactor to dance. His dance is translated into
lines that transmit the rhythm and weight of physical movement. These are then interpreted

into mobile points by the computer that result in a choreographic composition.

He realized that through ‘emotional logic’, most people in their daily speech did not present
compound or logical sentences but broken, disjointed phrases that had to be connected in
order to be understood. One of the most fundamental elements that create aesthetics of the
Internet ‘is an extremely elegant, nonhierarchical, rhizomatic global web of relatively
independent yet connecting nodes’ Mor.se, (1998, pp.187). 1t is therefore a natural tendancy
of human functions to observe and compose ideas, knowledge and emotions. Based on this
ability, he photographed reality and then fragmented it in order to produce emotions, people,
music, light, movement and colour. ‘He felt that the development of one emotion did not
simply follow another. Both were interrelated and inseperable elements of a monistic entity’
Wollen, (1969, pp.39). As it has been perceived, the visible world is presented as an
illusion. Performances are images that compose a momentary illusion during a virtual
performance. The interactor is in a position to simultaneously feel and experience the
visible and invisible world. This resnlts in him having a sphencal opinion of his inner and
outer world. During a performance, be experiences both the virtual and real world, as the
power of the real world is so great that it subconsciously cohabits with the world of

illusion.

The censorship issue introduces a new era. The retort between the possible and the actual

will be intense.

If the future leads to isolation on a personal basis instead of activating the masses, the

position of the media will be strengthened, resulting in the public’s total dependence.

The masses will be liberated if they realize the chances that the new tools provide. The
virtual environment will stimulate the thinking processes of the masses because the audience

needs to be actively involved in the interaction with the artistic creation.
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photographer. As mentioned in the second section, the invention of photography prepared the
world for the evolution of visual philology,

At this point the author will object with the composer, Bruno Letore (1998), who believes
that “music can be written on o computer simply by using a mouse. Musicians will search

digital sound libraries and will compose by ‘capy and paste’.

Actually it is difficult to differentiate an original from a copy with the assistance of current
technology and the applications of copy and paste. It is a type of electronic collage that is
not without artistic value. Besides, isn’t collage art? It is, and has also been promoted by
a number of artists. Such as ‘The snail’' by Matisse®* (1953). This work was created by a
composition of painted pieces of paper that were cut and pasted on paper mounted canvas.
This work was also referred to by Saul Bass* who supported the same beliefs as its creator:
that collage was the most direct and simple way to express himself through signs. Isn’t pop
art a type of collage based on the reproduction of processed photography or patterns?
Furthermore, isn’t collage the repeated motives that emerge from the artist’s paintbrush on
the canvas? The artwork ‘Constellation According to the Laws of Chance' Arp®, (1930),
is a wooden collage painted in black and white. The play between various colours and
shapes creates a balanced synthesis of high aesthetical results. The collage fragments might
seem unusual and odd but they remain unchanged. They sort out things from the beginning
in comjunction with their positioning in a specific area. This positioning rarely creates an
explosive result. More often, subculture phenomena emerge via the industrial production of
art (consumer goc_)ds). It is these phenomena that doubt whether art can be created in
cyberspace.

It was a necessity to refer to all of the above because the anthor wants to conclude to the

fact that it is a matter of expressive means and their potential.

* As long as man uses his mind and senses be will create art with whatever means

and tools available.

* Therefore, digital technology provides the multi-tools to experimeat, create and

express.
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The world has begun to impose its culture on the virtual environment. The 'mteracﬁve art
in which the artist invites the audience to use interactive tools provides the user with
guidelines as to his position in respect to the work of art. Naturally, copies will always exist
for those that lack education and creative capabilities, but this is an issue that has existed
since the beginning of our civilization. Original art still exists and will continue (o be

created by the tools available in each period of time.

The virtual environment can be projected as a transmission of reality. This directly leads to
the interactive means and to means of immersion where artistic expression is compulsory.
This is due to the fact that information is converted into electronic formations and then into

electronic art,

Artists cannot ignore the fact that the audience has access to tangible means where
information is processed, stored and transmitted. It is a transaction of terms and information

by the media that aims to direct and control.

* Therefore, the audience’s interaction in the performance, must be considered by the

artist in order to create a combined aesthetic result.

5. CONCLUSIONS

With globalization as a starting point, the general and specific aspects on the evolution of an artist’s
life were examined. Artists that experience cyberspace compose a rather homogenous group but on
the other hand they also maintain their uniqueness. This imiqueness depends on factors such as the
general groups of artistic organizations, (galleries, etc.) and also their education.

* All these components influence art and formulate aesthetics.
Despite the influences that the artist receives, as he derives his inspirations from his inner
being, his work presenis a depth that reflects his knowledge and research. This composes

the basis on which the work of art is created.

* Through this research, new powerful forms of expression emerge that result in the

creation of aesthetics.
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This attracts the audience and invites them to interact with the work at a deeper communication
level, by coordinating themselves with the elements that represent them. There is no doubt that
the creator is strongly bonded with the history of the society in which he lives and creates,

as well as with its influencing factors. This is what Tain calls “a historical moment”. {1985)

* A historical moment of our civilization, at the century’s turming point, is the

technological revolution.

The introduction of digital technology in all aspects of the contemporary man’s life could
not also affect artistic creation. In the virtual environment, the interactor has to collaborate
with the creator and information technology. His contact with technology forms aesthetics
according to Matthew C. Kirschenbaum, (2000).

Mechanical technology remains a more foreseeable development of modemn technology that
" is actually the essence of modern metaphysics. Art operates beyond the limits of aesthetics.

¢ A work of art becomes solely an object or a subjective experience.
Therefore, art is considered to be an expression of human life.

* Human activity is captured and the finished product is culture. The meaning of this
is reformation. To reform oneself, becomes the objective behind culture and this is

what is projected in digital art.

The aesthetic direction of digital art is hard to be analyzed as in it stll in embryonic form.
The aesthetics that have emerged in the developed societies .can however be located.
Through art that is nonetheless industrialized but still exists and progresses, develops the
artist’s creative fantasy. Art is a “natural discipline” as Reed, (1978) believes, ‘that results

from observation of the universe from which it borrows its rules’.

* These rules will be overthrown and replaced by others in order to continue its

existence. It is an infinite research.
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* The expressive means used by the creator are of little importance. What matters is

whether he can use them effectively, in order to produce aesthetics.

An existing difference is that with digital tools there is no element of continuation. This
fact is a vital aspect for survival of works of art that are created with pixels in the digital

environment and not on a canvas or other conventional materals.

* The user in a virtual performance has the chance to follow his own path according

to his perceptive choices.

The interrupted flow is transformed into a continuation by the audiences’ interaction in the
virtual performance. This is achieved with the selection of a choosen route through the

performance, an issue that produces authentic results of vital aesthetical importance.

In section 4, an attempt is made to identify the elements that characterize a virtual
performance. In other words, how the artist can handle the interactive element and create

perfect condtions of immersion for his audience.

Art in the VEs is the installation that a virtual performance offers in which both body and

mind are involved for its materialization. The result is the experience of knowledge.

The design of virtual performances is based, from a design and colour point of view, on
traditional ways of space arrangement. ‘The new factors that have emerged and that will be

developed in the following section are:

* Interactivity
* Interrupted flow of information
*  Ways in which creators materialise their ideas by using the above tools.

* The opinion that the spectator forms by his VEs experience.
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SECTION 4

How can the aesthetical dimension of VEs be implemented

1. INTRODUCTION

In the first section, the historical data presented indicate the origins of this developing art

form and the characteristics that also classify VEs as an advanced art form.

This section attempts to discover the manner in which the characteristics of the art that
emerges in a virtual environment can provide artistic results of high aesthetical value. The
presented results originate from primary data (case study findings, interview results from

VEs participants and by the anthor’s experience on virtual reality performances) and
secondary data (bibliography).

Comments are made on how artists must act in order to create a work of art in a virtual
environment that satisfies the aesthetical naturc of art. Furthermore it investigates the roles
of the artists and the andience in such performances. Also analysed, are the abilities they
should have and io what ways these abilities should be utilized in order to create or

experience such performances.

In this section, the research results are analyzed in association with the interactive immersive
design of art VE performances and the design of traditional performance. FElements are
presented whose use can create the foundations of an inmteractive construction. An interactive
process is a complex matter and its construction demands the interplay of all art forms, as
argued in section two. To date, artists involved in this aréa, face works with a research

perspective retaining however the traditional aesthetic values and creative structures.

A closer example are performing arts such as contemporary theatre, interactive cinema and
moreover 3D animation and videc art installations, that utilize form, colour and also the

synchronization of sound and image in a similar fashion.

These possibilities are enriched by information technology that provides the potential for
further development in areas such as the virtual environment, a matter investigated in this

research.
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2. TOOLS

In this study, elements such as the computer, idea, scenario and virtual scene are considered

as tools used by the creator in order to construct a virtual performance.

2.1. The Role of Computer Technology

Cristian Hubler, (1992) refers ‘that artists are not interested in facing the computer as a

memaory tool’.

2.1.1 Hardware

In the beginning of their existence, computers were extremely slow and printers had poor
results. Images were created by lines. In time, computers and their peripherals improved in

performance and provided new opportunities for creators dealing with the 3D environment,

‘Ta day, however, virtually all computers are able ta create pictures af some sort, and are
therefore potential candidates as a VR platform’, Vince, (1998, pp.72). All machines have
the ability to create images for the virtual environment, if they fulfill the appropriate
requirements. Supercomputers® and real-time displays in CAVES are more frequently used
mn the creation of virtual performances as they offer rendering speeds. However it still

cannot be said, those developments in the area of these systems have been completed.
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Robots + Avatars dealing with Virtual Illusions

Technical specification
* The installation is carried out in the C langnage with Microsoft Visual C+- -Windows NT 4.0.

* The part dealing with the graphic has been developed with the VC Division library. For the
execution of the application it is necessary that the DVS Division runtime component is

installed with the required characteristics.

* Other components necessary for the adequate functioning of the application are: (two)

analogous joysticks and the corresponding drives.

* A joystick permits the entry into interactive contact with Koala and its avatar Ying...whether
in the real world or in the virtual world. The second joystick permits the entering in contact
with the two worlds: the real world of Koala and the virtual world of Ying and Yang.

* Interacting with these two joysticks and these worlds... interactions, collisions and
encounters are generated which permit the entry, exit the discovery of new worlds all in
function with the laws that govern actions and reactions of the three personages of this
installation. During this walk, there is set in the form of an invisible gnd a sort of “world-
map” of sites, which will be called up with a ping to the corresponding positioned website

existing in the database.

» The database of the weblinks: about (snggested) 100 http addresses will be defined and
stored in a database and than localised in the invisible grid of the VR-world. For the very
moment the avatar crosses over this link, he will create a connection to the site and if the
connection happened to be successful a flag or something else will be visualised on the

screem.

A computer is a tool whick in some ways may be compared to canvas, marble, the piano
or speech. Only it isn’t so simply depicted as man has yet to be familiarised with its
contingencies. It depends exclusively on technology. The artist that will experirilcnt with this
tool will have to be aware of its properties and capabilities in order to make full nse of

them and to be able to fully express his ideas.

Carl Sims, (1992)% claims that ‘The goodness or successfulness of an image is much mare

complicated then than simply complexity’.
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Some analysts state that the construction capabilities that are provided to creators depend on
technological developments. A researcher must not forget that technology applied today for

the creation of works of art also depends on previous digital developments.

Technology does mot provide the ultimate assistance to the contemporary artist to
photographically portray nature. For example, till today technology is limited in allowing
the artist to line an area with grass or to create trees. It is prohibitive in creating large files
that need many render hours. This problem can be helped with fractals.®® Today’s and future
technological developments continue in order to allow more capabilities in the creative field

that occupies this research.

The computer today is a fundamental part of our lives. It is a tool that is essential to
everyone. For the contemporary creator, the computer plays the role of a multi-tool as it
provides the capabilities to produce, process sound, image and also recently scents. In
virteal performances, the computer and its peripheral systems is responsible for the

construction, experience and development of the performance itself.
* In actual fact it is an instrument for storing and manipulating data.

Today, artists and spectators develop digital societies, possess computer knowledge and use
that knowledge for most of their daily duties.

* This tool is responsible for the production and transmission of information,

Information is circulated with sound and optics so therefore the role of visual artists is
continuously becoming more demanding in order to present more aesthetical results.
Consequently, for the artist the computer 1s transformed from a simple tool to a medium
of expression. They have the ability to formulate their ideas on the screen or in the digital
environment where the event takes place such as ‘Robots + Avatars dealing with virtual

illusions’, where the performance takes place in complex environments and virtual worlds.

¢ Moreover it appears that the artist and audience, must act as a tool in order to

transfer facts that canpot be transmitted in any other way or with as much success.
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astrolahe-like device, whose appearance is dated to the 2™ century BC™, it is an instrument
of high technology. Some parts of the instrument are mechanical and similar to an ordinary
watch, only it has the ability to interact with the universe and calculate astrological
positions. Simulators can also be considered to be spatial instruments as they can transmit
geometrical, symbolic and dynamic information. Geometrical information, apart from
navigation information (azimuth) can also assist communication hetween the participant and
instrument. The same occurs with symbolic information that refers to the present or future

position or hero’s representation (Star War navigation device).

* It is appareat that symholic and geometrical information are linked, and with the
help of graphics, produce accurate images that communicate perfectly with the
participant.

* Virtual represeatation presents images of specific areas with actual components. To
maintain this impression, an image’s reproduction must take place in real time in

order to have a dynamic representation of the area that the participant experiences.

* Spatial instrumeats referred to in this research all have interactive capabilities.

2.3 Idea

Artists must have strong traditional ideas in order to apply them to the new techniques

Dietrich Jeffre, (1992)"

‘Art is the person who creates it’. Furtwangler, (1998, pp.98)

The creator is the only person that can present an opinion in his work as he has his own

means of expression and thought.

The stimulation from the environment activates the artist’s abilities to express his opinions

though his creation.

Thus a work of art is an opinion, the point is how and in what way this opinion is
expressed. Furthermore, to what degree is this opinion a reflection of the artists’ inner

world, moreover, it is well known that in art there are no rules only feelings.
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Art that develops in the virtual environment is a conceptual performance, in other words it
deals with the issue of concept— idea. ldeas replace a historical or social framework and the
performance’s aim is to present the idea as an activity or perceived experience. ‘Conceptual
art is an extension of the works need to create and reach its objective. Art becomes

concepiual, when no common practice exists. Saltsman, (1983, pp.267)

The nature of the idea, its origins and presentation is reduced to the general problem of
questioning the existence of life. This is a question that refers to creation of anything that
moves in any kind of space. The creation—idea is ﬁe totality of stimulations received by
the senses. It is the result presented with the perception of the surrounding environment. It
is whatever the artist creates, stemming from inner or exterior stimulatious. In other words,

it is a life product.

The idea is transformed into forms that are intergrated with volume, colour and their

movement in space at certain moments.

Therefore, the creators’ concern is to produce a work of quality, whose sole qualitative
criterion is ‘its clarity’. Andromicos, (1952, pp.45). More specifically, the clarity of its

meaning and messages that are presented during the performance.

The idea is transformed into action, shapes, special effects and sounds. It informs with
clarity the participant, that all elements in the action are connected at a specific moment,

by size, colour, movement and time in the area of a virtual performance.

¢ Virtual performances are based on ideas-conditions that might or might pot
materialize. It depends on the spectator’s level of participation, a characteristc

element of conceptual theatre.

¢ The clarity of the idea’s and message’s design, must be considered in every

performance.

* Space and time are factors that the artist must consider during the creation of his
worlk. Firstly he must have the knowledge, know how he will construct the activity
area from the geometrical point of view and also the historical narration that he

might present. Furthermore, he must contemplate and determine activity oot only
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from the linear but also from the interactive point of view. Finally the author- artist

must also determine the work’s visual presentation.

* The question of life and human’s existence, as a general issue, is hehind the idea, and
influences the idea’s background and how it is formulated. This question reflects

queries about everything that moves in space respectively to the work’s creation.

¢ Creation—the idea includes all stimulations that are received by ones senses. The
scenario is the result that is presented from the perception of the surrounding area.

1t is what an artist creates from external of internal stimulation; it is a product of life,

2.3.1 Narration

Mitologies AUTHOR’S EXPERIENCE

The title Mitologies is a word-game: a synthesis of the word mitos, which in Greek is the
thread: the ball of string, that Ariadne gave Theseus to help him find his way out of the
labyrinth, and mythologies. The scenario developed into a concept with characteristics that
create for the spectator immersion conditions that will ‘immerse’ him into the performance.
The concept behind Mitologies was to blend elements from different sources and explore
their interconnections. These connections are therefore central to the unfolding of the
narrative. The artists have carefully structured the participant’s immersion mto the environment.
The performance surrounds the participant who acts according to his desire. The experience
of the transferred participants in a well-developed virtual environment, that fulfills the
requirements mentioned in the previous section, such as interactivity, stimulates their senses
pleasantly or unpleasantly and immerses them i a world of fantasy. They bave adopted the
format of a visit, which is a metaphor in order to establish a boarder between the virtual

and the real world.

Contemporary artists that experiment m a virtual environment must first focus on the idea-
concept, as referred to in the section on Idea, develop a good relationship with the object
of their thoughts that they will present and then materialize this idea through the computer
and other technological mediums. It is in the artist’s nature to conduct research in order
to promote the form of art that he uses. Thus he is called upon to carry out research and
provide solutions especially to his dreams and investigate areas that are not covered by

existing software.
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This can be designated as ‘colour coding’. With the use of colour coding, the artist provides
aesthetic information in other words, colour syntheses a virtual environment for the

participant on the screen.

KALI The Goddess of the Milleniu PARTICIPANT'S EXPERIENCE

In KALI's gateway C the feeling of fear and terror for the future is transmitted to the
participant by experiencing & virtual environment. The petrified sea of marble (the material’s
colour) creates the feeling of depression, a darkening of logic .. Suddenly I find myself in
a vortex of light and images a dreamlike dimension in which the ill fated and the positive
seem to coalesce into a common reality. I turn and move forward to a petrified sea of

marble of opaque colors, covered with deadly weapons, fear, horror ...™

These emotions come into conflict with the feelings derived from the opaque colours thus

creating a surrealistic expenience for the interactor.

On the other hand, colours can operate in order to depict a realistic environment such as
that of the ancient town of Militus. This performance provides environmental information
to the interactor for example, the sky in blue the marble buildings in white and brick roof
in red.

* These examples indicate that the colour helps interactors to understand the

environmental metaphors.

* Moreover, colour provides the artist with the ability to create infinite metaphors
and also the potential for creating ‘artificial realities’ using combinations of colour

and shapes.

It allows the creation of a virtual environment in which the participant might experience
aesthetical pleasure. Besides, colour in the VE is able to influence the participant’s
emotional state. For this reason experiments® are carried out that aim in finding combinations

that will bring the participant closer to the performance.
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2.5 Immersion

I take “immersion” to mean “being surrounded”. Bryson, (2000)

Mitologies AUTHOR’S EXPERIENCE

The screen- based computer generated environments such as the ‘horticultural maze gardens
and ¢ magnificent church' could also provide the structure of an immersive visit. The
screen is an attesting ‘fourth wall’ and the wand is the thresbold medium that leads the
participant in and out of the Mitologies experience. When the wand is closely tied to an
object in the virtual environment, the participant’s actual movements become actions
through the virtual world. The continuous activity of the participant into the virtual
environment means that even if he moves through the space, the environment is still

present, it’s a live action stage.

Section 2 referred to immersion. As in all art forms, likewise in virtual performances,
creators experiment in order to discover more sophisticated ways in which to achieve the
spectator’s perfect immersion into the virtual world. In other words, they stimulate the
audience’s senses and surround them with the performance with, for example, specific
dramatic moments that reinforce his sense of immersion such as sounds, cclours, acton and

points of view.

Immersion refers to the cultural logic and also to the participant’s experience during his
experience with events that takes place in the virtual environment. Peter Lunenfeld

presented this encounter to “an immersion into an experience” of a synthetic world.

Immersion has become a ‘cultural topos’ Erkki Huhtamo supports. This opinion is verified
by what occurred on 'The Tonmight Show’, 30® September 1999 on the NBC channel. Jay
Leno went on a journey though his computer whilst sitting in a room in front of his
computer. With the technical assistance of Richard Simmons, Jay was transformed by

computer equipment into a moving caricature,

There is a difference between immersive experiences that use different sensor intensity or
similarity levels between actual and virtual spaces. Contemporary position for example

does not use special movement effects on human bodies in theme park rides or uatural
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interaction between the user’s body and the virtual reality®. Despite the fact that a head-
mounted display in the virtual environment allows selectiou between the virtual and real
environment, the viewing of an event retains the sensation of reality wherever the

spectator is positioned.

* The luminous screen with scripts or objects draws ~hypnotizes the user resulting in

his deeper immersion inte the event.

The dark area in which the artistic event is presented, in conjunction with the luminous
density of colours, relaxes the spectator and allows him to immerse more ecasily into the
performance as his attention is drawn by the subject.*® The creation of the dark projection
room in cinema was based on this characteristic. This study is not able to go into any more

depth on this subject as it composes an entire research on the science of psychology.

The sensation of immersion appears in various cultural practices and its appearance is
fundamental in the phenomenon of the virtual performance. Henry Jenkins states that new
. technologies require cultural models of consumption. These have been noted in previous

models that expressed the individuality of the specific means®.

The phenomenon of immersion is interesting and important from the moment that art

entered the life of mankind as has been indicated in section two.

* The aim of each artist is to stimulate the creator’s emotions in a manner that will

achieve the spectator’s total immersion and relaxation in daily activity.

The cultural contribution to contemporary society is generally involved. Tt is vital to unote
that the factor of technology that in summary will be determined, and more specifically that
the use of technology is the result of natural characteristics of technologies involved in the
telelogic method, completes a fundamental nature. The essence of technology produces

through cultural practices whose political and social results interact with the audience.

2.5.1 Metaphors

The essence of the word genre in the computer has been derived under the name metaphor.
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The word metaphor has a completely different meaning than the one used in literature. It
is a technique that develops anticipations for content and form, a technique that has many

metaphors. It at once sets participants expectations and self-enforced limits of expression.

Consisted with earlier discussions on the fallacies of rationality, the models proposed by
Gazzaniga, (1985) suggest that most of what man does is controlled subconsciously, so that
be tumns his attention to only those thoughts of which he must he consciously aware, such
as survival. Thankfully, people are not aware of what the hrain must do to keep their hearts
beating, or their body temperature relatively constant, or even how it goes abont perceiving
the things around them. But the interpreter is also a window onto subconscious as well as
a receiver of subconscious messages, and the. models proposed by Gazzaniga, (1985)
suggest that the wvisual perception may prove to be our most valuable metaphor in
understanding how the brain functions ncﬁrologically, how images reflect the power of
subconscious and how seemingly instantaneous gestalts and a persuasive sense of holistic

unity function as integral parts of consciousness.

The metaphor most useful in explaining a unified sense of self as well ‘as the impact of
mental imagery on the conscious is Gazzaniga’s (1985) theory of presence of the ‘interpreter’
which receives and interprets information from the relatively autonomous other programs
within the subconscious. Functioning independently, the interpreter teceives messages on
what the subconscions is doing and then rationalizes this in retrospect -some times areas
with ridiculous excuses- to the conscious mind. The interpreter will work until does make

sense of what it receives, sometimes accepting the most improbable explanations just have.

Computational tools and applications have predisposition to behave in certain ways on
functiona! and stylistic levels. Interfaces are designed to communicate those predispositions
to user-participant, there by enabling them to understand, predict the results of and
successfully deploy the associated behavior. When the participant thinks and communicates

about behavioral predispositions, he nses metaphors based on living organism.









131

Robots t+Avatars Dealing with Virtual Illusions AUTHOR’S EXPERIENCE

In ‘Robots +Avatars Dealing with Virtual lllusions’ mobile robots navigate through the
relationship between simulated models and real robots. The mobile robot models are linked
to the real robats in the VE and act in relationship ta the robot’s actions. The perfarmance
is achieved with the support of robot interaction, mobile robot navigation and participants.
The main effects used to achieve this immersion would be to virtually place the spectator
in another environment in order to serve the event’s purpases. Therefore, the interactor
could become the viewpaint af Kaala®. In this" way, he assumes, through his interaction, the
other’s position ta view the warlds around the participant. Another point of view is that the
participant sees the movements of Koala, Ying or Yang as if they were placed in a virtual
_chamber in front of his eyes. He could also have an “external view point”, that is ta say,
externally see the inside scenes...change radically from the perspective af the personages
and assume the pasition af the view of a bird, for example, fly over the landscape, the

visions and the landscape af the virtual world.

Stage effects such as Zaoms and travellings™ are used in order to guide the interactor into

the performance’s plot.

¢ The area of computer graphics and also special effects that take place within and
outside the event such as Kali’s®*® external world, is the world af effects, generated

by the participant who is interacting within the virtual worlds.

* Many levels of the labyrinth increasingly exploit the navigational satisfactians. AH
of them permit the participant ta experience conditians that stem from intentional
navigation. Movement in the virtual environment is quite interesting if the navigation

structure has logic easily followed by the participant.

* As noted, navigation often follows the structure of a videa game. The interactor is

led to change areas and follow links from one space to another.

» Mareover, in digital performances, the use structure of the ‘adventure maze™ is
aobserved. This structure is particularly suited to the digital environment because the

story is tied ta the navigatian space.
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2.7 Interaction

Interactivity is a technological achievement. 1t is the spectator’s ability to be transformed
into a performance’s participant. The creator must experiment with ways that allow the
spectator-user to successfully enter the work of art without being distracted from the work

itself. More specifically, interactivity must become a component of the presented work.

The processor constantly produces a synthetic sequence of images. However if the user,
with regards to the camera’s direction, light, sound, etc interrupts this process, an interactive

illustration is presented, in other words, a new sequence of images.

* With this capability of interactioo, the artist, with the participant’s inpnt, can select

to change the performance parameters.

Every means of interaction through the computer is a form of communication. This
communication depends on its application. A computer game user communicates in a
different manner with that of an e-mail user. Numerous and different ways of communication
have been presented through the computer. In virtual events we also note different wayé of
communication between thé user and the work. This occurs as the wature of each work
differs. For example the work ‘Objects of Ritual’ (Will Bauer and Steve Gibson, 1994). The
story is split in two main sections. The inactive 1* part and the interactive 2™ part. Users
at the first part are only observers and take up only the physical space. During the second
part of the show the users participate by controlling 3D objects as they move through the
physical space. ‘It is the presence of and communication between, the participants that

sustains the world'. Moser (1995, pp.274).

‘I shorten the definition 1o the buzz phrase “interaction with thing, not (possibly animated)
picturés of things.” Bryson, (2000). ‘Jnteractive means that the user/browser/audience has
the ability to act to influence the flow of events of to modify their form.” Wilson, (2000)

The above definition provides the dimension of interactive means.

The book is the most common example that does not allow interaction as also the
traditional cinema. During the reading of a book or a cinema show that use the above

means, the reader or the spectator is not allowed to fast forward the film of jump a section
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in the story because he will lose a part of the plot’s dcifelopment. The difference with
interactive performances is that the choices available to the participant are left up to him
and his must select from the available range. If the participant doe§ not select a choice then
he cannot be an interactor. The selection must be in the virtual place so it can be apparent
to the interactor. The structure of interaction often directs the participant to select in a

specific time period and also with the entry of various objects that also directs him.

Non interactive applications that present a continzous structure, as the cinema or dance, do
not permit the spectator to change the flow of the event. Interactive events however avoid

the linear sequence of the plot’s development.

Up to now, performances followed the rules in a creation and experience of a work.
Creators provide the experience and have the responsibility to create it. Namely, they
provide the plot’s structure, the aesthetic direction and the rthythm of the performance. On
the other hand, the spectator does not have this ability.

KALI The Goddess of the Milleninm AUTHOR’S EXPERIENCE

The interactor approaches Kali™ by walking up three steps, laying his face against hers,
looking throngh her eyes interacting with the devices integrated in her neck, and nzivigating
into KALI’s virtual Inner World as well as generate inputs and reacting to her External

World.

* The success therefore in the new interactive means is for the creators to overcome
the barriers between themselves and the audience. This cae occur with the audience’s

capacity to interact not only in the action but also in the plot’s development.”

* This fundamental difference overturns traditional aesthetics, that is creatioa through

a logical sequence. Interactive works still win over the points of non-interactive ones.

* Interactive performance designers must observe that in order to attain successful
results in work produced in the virtual environment, they must deeply consider the
user’s psychology as the elemeat of interactioa allows the user to contemplate his
choices. Therefore, if he cannot abandon himself to the plot, with the element of
choice he will be removed from the dream or faatasy state at which he originally

was before the selection.
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‘Scientists have proven that interaction is the single best way for human beings to increase

their intelligence’. Rosen, D., (1993)

Rosen’s statement was verified with a number of educational experiments and with the

anthor’s 10 year experience in education.

Olne of the basic questions that occupy instructors is what is the best way through which
man can absorb knowledge. Results of teaching staff and psycbologists is that interaction
is the factor that helps man to better obtain knowledge. The first person to deal with the
issue of interaction was Vannemar Bush in 1945. His position is considered to be the corner
stone of the development of interaction. He compares the buman brain to a buge computer
and states that the human brain does not think in a linear but in a combined manner.
According to stimulations received it can compare and process information. The flexibility

of this collaboration is the key to the requested results.

Observational studies of children and students showed results that encourage interactive
methods as a means of learning. Through research leaming is easier. Each interactive
structure that allows the participant to act according to his personality has mucb better
results. The above traditional and theoretical structures, with the belp of technology, surpass
the levels of knowledge & training'and progress into more developed interactive structures,
They also pervade into areas such as entertainment or therapy. Through the performance’s
structure, interactors follow their own paths of thought and contribution and encounter
experiences in their own personal way. They combine their inner world with the action
according to their wishes. Even if interactive events differ regarding their content’s
objectives and applicatious, it is interesting for a researcher to note the design structures

required to create in respect to that requested of the interactor.

* An interactive event requests the participant to interact much more than a traditional

one and to think more deeply whilst experiencing the performance.

This occurs in the Mitologies performance in which the interactor must be constantly alert
in order to combine elements of knowledge that will assist him in discovering the exit from

the labyrinth,
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* An important issue that must be considered by creators during the construction of
a performance, is the mass of information that must be conveyed to the participant
so that he can be able to interact. The selection of information and choices that the
performance offers the participant, is fundamental for the participaat’s contribution

to the plot’s developmeat.

The mteractor is called upon to act as a creator and to investigate and probably piece
together the plot’s elements (characters, actions, sometimes charades and secrets must be
discover etc). He also has the ability to select his role in the performance. For example in
the Kali performance, the access to Kalis’ inner world is possible by navigating and
interacting with the icons, spread within Kali Yantra and with the interactive images,
objects, figures within the ambiences of the categories. Red is the colour of the negative

icons; blue is the colour of the positive icons,

In the performance Robots + Avatars dealing with V Ilusions the instollation integrates
virtual reality, robotics and telepresence with a high aesthetical content as well as a
suggestive and enigmatic interaction. The Real Ambience represented by a physical

structure under the form of an Arena’. Fischnaller (2000),

Robots + Avatars dealing with V Illusions AUTHOR’S EXPERIENCE

Ten different worlds or cities that are contained in the “Mother City” Ying & Yang
articulate the Virtual Ambiences. The personages in this installation exist both m real
space Koala =robots and in virtual space Ying and Yang: avatars. Each can coutrol the
other and yet both are countrolled by the interactor in a local space and also through the net

(in a non-local space).

¢ The artist’s aim is to communicate with his audience through a relationship derived

from interactivity and the choices that stem from the audience’s diverse backgrounds.

The interactive characteristic is not a oew phenomenon for the creator and spectator of a
virtual performance. It has been often tested in the area of video games and multimedia
presentations. Events that take place in the virtual environment for the time being simply
borrow these tested methods that bave been developed in the past by anthors and artists, with

the aim of formulating their own guidelines. These are the methods that create interactivity in
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the virtual snake which crawls across the road or when see the cabin of the car surround
him in perfect stillness even through both the car and he, are moving. On the other hand,
the projection of his immobile workroom sweeps across the retinas optically as soon as he
more his eyes or his head or gets up from his chair. 1f someone could observe what goes
ou in a participant’s eyes, while he examines the various parts of painting on the wall, he
could find that each ﬁme the participant changes the fixation of his glance, the entire
picture moves on the retinas in the opposite direction. And yet, most of the time such faulty

visual information is oot reflected in perceptual experience.

The participant sees the virtual serpent crawl] although the participant’s eyes are located onto

it, and the painting remains unmoved even through his eyes scan it.

The most powerful factor compensating for such misleading mputs is kinesthetic perception.
“Any mavement by eyes, head, or body is reported to the sensory motor center of the brain
and in fact mere impulse 10 more is a brain event. The feedback from these motor

processed infliences visual perception” Ameheim, (1974, pp.379).

¢ The information that the participant moving his head induces the sense of sight to
attribute the motion to the head visually as well and to perceive the environment

as immobhile.

In a video sequence however, the setting photographed by the travelling camera is seen as
moving across the screen, mostly hecause the participant receives the kinesthetic information
that his hody is at rest. Only in extreme cases, e.g. when enough of the entire environment

is seen as moving, the visual input overrules the kinesthetic.

Rohots + Avatars dealing with V Illusions AUTHOR’S EXPERIENCE

On some occasions it could be observed that Koala moves in a very particular way, in his
habitat as if trying to avoid some obstacles, as if he is entering into a cave, trying to escape

an object of obstruction.

The screen image met in virtual performances, as a whole presents a complex interplay of
moving spaces, settings and objects, whose motion come across only as integrated elements

of the whole.
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The virtual environment can be added to the group of arts that deal with multimedia. More
specifically, the work combines sound, image, touch and scent. Movement is provided with

the assistance of animation that offers mobility to otherwise immobile objects.

» Space refers to the path of movement, which may be straight and direct or flexible

and indirect.

The virtual performance tempts the audience to proceed from one area to another. Thus the
participant experiences different conditions and constantly changes emotional states. It is
therefore obvious that movement in 3D-computer animation, as mentioned above, is a basic

tool to be considered by the VE’s creator.

Robots + Avatars Dealing with Virtual IHusioa AUTHOR'’S EXPERIENCE

For example, in the Boch Hell city, the emotion of pleasure is defined with a walk through
this virtual Garden of Delights. Arising from this beantiful painting are valleys and hills
sculpted from the revellers of the garden. Awe-inspiring clouds float above the world in
dream like forms of flying revellers. At the centre lies a magic mushroom. A painting ahead
of its own time now breaks ground once more with a virtual presence. The interactor
progresses through a constantly evolving emotional performance. He passes into Lautriv
city’s the virtual evidence of this legendary creature lies in the form of a giant crater. This
rocky terrain is renowned for its virtual snakes. Big Foot is a barren land that provides the

hard reality of the Ying Yang universe. He is playwright of the performance’s flow.

* The attempt to urge the spectator to move in a virtual area and to provide his own

dimeasion to movement, is what creates aesthetics.

2.7.2 Juxtaposition Effect

A common element of all three performances™ is the use of the juxtaposition effect that is
purposely open to numerous notional interpretations derived from different points of view.
This signifies that the interactor comprehends the performance in his own way depending
on his choices, an event that occurs when experiencing all art forms. That’s why the
journey in the virtual environment can be a unique one, similar to the joumey in other art

forms. Each interactor experiences his own feelings and possibly the emotions of the artist
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that created that environment. Thus two parallel lonely journeys are presented that might or

not meet up at some point.

The spectator through his observation —involvement extracts from each work elements of his
own self. The event intrigues him and he deceives himself by forgetting, if only for a while,

the surrounding chaos.

Spectators cease to be passive and are transformed into dynamic parts of the event. In order
to experience the virtual performance they are required to act with the work and to help
evolve the plot. This presupposes the audiences’ training regarding the use of the systems

and dealing with the structure of such events.

* The artist requests the audience to dream and materialize those dreams through the

events that he experiences.

Edmont Couchot, (1992) supports ‘that artists should be interested in their audiences’
involvement in the performance. In such a performance, the spectator takes on role that has
certain limits. This role establishes him as an interactor as he dynamically takes place in

the performance and which he formulates accordingly.

» In other words he plays the role of the creator with the elements offered by him.

3. AUDIENCE

‘Computers and modems... have opened up new opportunities for communication between

people normally seperated by distance and social norms’. Michel, (1992)

The advanced ways in which computers process information allow the dynamic involvement
of the audience in virtual events. Cyberspace also allows the spectator to take part in such
events regardless of where he is at the time. Therefore, information and messages are
transmitted through an art bombarded daily life. In this way, new means of communication

concerns both users and creators.

‘From a heart to a heart’, Beethoven, (1998) stated in respect to his important composition,

Missa Solemmnis. With this statement, he wished to claim that a work must be created for
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man—the andience. Furthermore, the love relationship between the creator and the audience

composes a two-way relationship.

Each work is addressed to each spectator, according to the creator’s personality that is
identified with that of the andience’s. It is not a necessary element that the audience is

trained, it can be totally insensitive, The audience might by-pass the work or touch it*’

* 1If the audience is interested, it is possible to get the minimum technical knowledge

needed to take part in a virtual performance.

A number of art works have hidden meanings -ideas and whoever can discover them is
able to identify with the artist and encounter profitable experieoces such as feelings and
knowledge. Brecht wrote that ‘We cultivate a view of a dynamic spectator'. Garonti, (1981)
Moreover, feelings are generated from an authentic work of art that cause the spectator to

past experiences that have been forgotten.

The spectator accepts a work of art only if he can encounter the creator-artist’s relaxation

during its creation.

Each spectator, after he has relaxed, can become totally immersed in the performance and
experience feelings of fear, amazement, etc. In the research conducted via interviews, on

this suhject, the following results created the susequent conclusion:

For example, 70% of those who entered the performance of ancient Militus, experienced
emotions of awe and peace, allowing them to immediately become immersed into the
graphic representations. This also was the result that the performance’s creators presented.
The virtual journey, allowed them to escape reality and to enjoy a trip into time. The main
feeling was a sense of peace and at times also of dizziness, especially when they shruptly
reached a height in the performance. Another feeling experienced what a curiosity to
investigate the ancient city. The remaining 30%, managed to relax only at the end of the
performance, and experienced a sensation of discomfort that was heightened as the speed

of the tour became faster.
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The research was repeated in the performance of Ancient Olympia (2001) and also verified
the above findings.

* The spectator can enjoy art only if he can relax and accept those elements that

match his temperament.

Spengler stated that ‘forward and delayved people exist'. (cited in Furtwangler, 1998). But

forward and delayed are not only spectators but also creators.

At this point, three types of people can be depicted that experience art in their own
personal manner. First there is the type that knows and analyzes. He does not only know
all that he has acquired but he is knowledgeable from birth. 1t is the type of andience that

has a close relationship with intellect.

The second type is the character that approaches art without demands and preconceptions.

He only wishes to assist art in its development.
Finally the third type observes art without guilt and only with his senses or by chance.

* Each work of art creates different feelings for spectators. Each moment is different

and the needs the specific work might cover also differ.

Works of art exist that follow consistent study or continuons trends for improvement, tend

to lack spontaneity.

[mprovisation is the cell that develops and finally creates the work of art or even a new

means of expression. Through improvisation, the artist projects his personal elements.

¢ It is a fact that the artist trains m a way his audience, but also the artist himself is

developed through this. He also influences the public aesthetics of the art that he serves,

The participant in the virtual scene feels more comfortable than the traditional spectator that

views the performance over other people’s heads. Firstly he is in a state of alertness. He
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is not sitting comfortably and dozing off at regular intervals. In traditional performances,
there is a gap between the scene and the spectator. In the virtual environment all is much
closer and the consciousness of another person or area creates in the participant a more
dynamic feeling of communication. This dynamic feeling is what successfully immerses him

into the virtual environment.

Every area stipulates its own regulations. In traditional performances the stage is higher or
lower than the spectator. Now the spectator in on the stage and a part of the action and
thus attains the properties of a participant, interactor and actor all at the same time. In this
way, the performance is experienced in a more substantial manner. ‘What matters is not the

theoretical space, but the actual space’ Brook, (1999, pp.237)

In reality, the artist’s aim is to free the participant’s mind and to introduce him to the
fantasy world offered by the virtual performance. 1t is therefore logical to place great

emphasis on the construction of the virtual space.

Robots + Avatars Dealing with Virtual lusion AUTHOR’S EXPERIENCE

In the performance Robots + Avatars Dealing with Virtual [lusion, the city Ying Yang®™ is
the centre of the virtual performance environment. It is the ‘Mother World', the all
encompassing gate to the other cites. Travelling across the Ying Yang’s landscape reveals
temples of illusion, each one unique, primary in shape and revolutionary in content, each
one allowing the interactor to glance into the secrets of the Ying Yang. This mystic

atmosphere conveys and immerses the interactor into the Virtual Illusion.

In this case it is necessary to abandon the idea of creating a conveotional area as the
fantasy world creates a close relationship between the interactor and the virtual environment,
an attempt unattainable with a realistically constructed world. The invitation offered to the
andience to abandon their habits and conventions is the factor that cha]lengés them to
experience different conditions. The way in which the performance guides the interactor

through the Ying Yang is dependent on his concentratioo on certain points.

* These points are either visual or sound effects that help the interactor in handling
the plot. The reappearance of various objects in the few selected temples are the

gateways from the Ying Yang city into the other worlds.
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The objectives of systems are often different to those of interactors. More specifically, what
is the experience of the interactor and what consequences evolve from that? For example,
an information system of Athenian sites does not have any user demands nor requires
specific knowledge in order to obtain the necessary information from the computer. On the
other hand, a music system demands that the user is a musician or has musical education
in order to exploit the systems’ potential. In the same manner, art and especially interactive

event are designed for spectators-users that have the capabilities to interact with the system.

¢ Therefore, the creator must consider different continpeucies if the audience is

trained or untrained to conduct this interaction.

3.1 Communication Between Artits and Audience

An artwork always operated via the law of a transmitter (sending a message) and receiver
(audience receiving a message). The message is integrated in the

creator’s idea. The same occurs in a VE’s performance. An example is

Jefffrey Shaw’s ‘The Virtual Museum’, (1991). In this performance, the
P
The Virtual Museum  artist wishes to transmit the message that virtual museums are more than

a superficial approach to traditional museums.

‘The artwork makes clear the paradoxes which arise from the transition between real and
virtual space, and cofronts them before they disintergate’ (cited in Schwarz, 1997, pp.150).
In the Mitilogies performance, the message stems from the idea of knowledge and its
attainment. In the ‘Traces’, performance, by Simon Penny, the idea is a long standing
concemn over the disembodying quality of VR experience, whicb stands in a stark contrast
to the rhetoric around VR, which argues that experience allows the user to interact in a
bodily way with digital worlds. From the above examples, it is obvious that ideas are many,
differing in their content and nature. The artist’s aim, since the Stone Age, is to make his
contribution to the spectator’s spirituality. Therefore, it is necessary for ideas to emerge
from the creator’s restless, inner world. For example, the creators of the KALIl performance

are coacerned on this century’s ecological problem.

‘It is not the great rebel but the artist with an inner peace. The rebel is a misunderstanding.

By being simply a rebel one can never be great’. Beethoven, (1998)
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KALI The Goddess of the Millenium AUTHOR’S EXPERIENCE

For example in the KALT” performance, is an interactive passage between the real and the
imaginary, orient and occident, cosmos and earth, nature and city cause and effect. A
compendium of forms and content of mythical elements and ancestral memories integrated
into the digital era. In the external world of Kali the visitor is able to generate situations
(causes within the VR worlds) of which, it is possible to see the corresponding consequences
(effects) in real time, in Kali’ s External world. Depending upon the input and the output
of the Virtual World, on the external screens will be projected the effects of his actions.

These actions are stipulated by written rules by which the plot is led. However the actual
scenario can be modified by the participant’s interaction by which the plot appears as well

as writing the scenario by the participant.

* The procedure of creating the plot is progressive and depends on the participant’s
mood and actions. It is a story that offers the participant many choices in his
movements throughout the performance. The more alternative actioos he is offered,

the happier he feels to express himself through the selections he can choose from.’

KALJ The Goddess of the Millenium AUTHOR’S EXPERIENCE

The participant’s actions are influenced by the nature of the visual and acoustic output from
the system. Kali’s worlds with all its categories contained in Kali’s inner world compose the
Virtual World. The world of the causes, the decision making available to navigate and
interact by looking through the eyes of Kali’s external world is the effect. The participant
who is interacting within the virtual worlds generates the effects. The participant is the

procedural author that creates the KALI performance from the given narrative possibilities.

Up to this point the issue is comprehensible. Aesthetics is the result of culture. In the
specific area both artists and the andience are untrained due to fact that this form of art
is still in its embryonic phase and will take years to fully develop. It slowly develops in
a similar way to a language. All cannot suddenly change. This would create confusion and
lack of communication. The same occurs with art that is also a means of communication.
Furthermore, interactive events differ from other art forms with regards to their objective

and can prompt and deeply influence the crowds in right or wrong directions.
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3.2 Point of View

‘The point of view is inside the scene and the scene is around us' Duguet, (1992)

Mitologies PARTICIPANT’S EXPERIENCE

The room is set in the form of an ancient cross. I could enter in the room through the base
of the cross and encounters a model of a person sitting at a desk with a book laid out to
the woodcut of Durer’s “The Torture of St. John”. The model is St. John’s head turned
down in sadness, and arm reaching out toward me in a gesture of pleading for help.
Navigating past St. John, I encounter an intersection that leads to three different subrooms
My view to the right is the room that leads to a recreation of St. John’s torture. In this
room 1 could view from different perspectives (point of views) the activity of the woodcut.
The next subroom creates a scene closer o home for many in America. It is the scene of
a Ku Klux Klan hanging, where the background depicts a burning cross. The clansmen have
Just hung a person. When I enter the room, the model of the hung person falls and the
environment changes colours to from a bright sunny day to a dark and stormy night,
reminiscent of the day Chnst was crucified. Looking around, 1 could see the room’s floor

or walls depending on how 1 moved my head or body.

Objects that appear in the environment in which he interacts with that can be seen by
simply turning his head surround the participant. In the virtual environment, the poimi of
view is a characteristic that the participant can modify as he wanders inside with his gaze.
The audience can present opinions that compose ‘digital stories’, these opinions are based

on data produced by the author (writing and programming).

* The viewpoint inio the virtual scene is controlled by the user not the medium.

That means, that when the interactor is in the virtual environment he can change his
relationship to the space at his will. At the same time, the virtual scene is inferactive,
meaning that the user can alter the conditions he discovers within certain limits. The
interactive, participant-controller dimension to virtual space takes it beyond the traditional
picture space, even if it inevitably retains the three-dimensional space of traditional

geametry.
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3.2.1 How Artist Manupulate Physical Body in the Virtual Space.

Far from being left behind, when we enter cyberspace, our bodies are no less actively

involved in the construction of real life’. Hayles, (1996, pp.1)

In reports on the new _electronic media, a worry expressed that they will elide the
distinction between reality (natural and unmediated) and culture (artificial, always mediated).
As Batchen, (1997) bas recently suggested, the unfolding of modernity has reached a point
where it now becomes apparent that there is no meaningful difference between nature and
culture. In this catalysis of boundaries is more apparent than in the transformation of the
modem body. Once considered the clear frontier between internal subjective experience and
external objective reality, the body now appears to be a fluid and hybrid borderland between
the two, as subject to change as any other culture artifact. In this sense, ‘virtual reality is
an awareness that the reality produced by the disciplihary saciety of modernity was always
surreal and there are no norms against which people can reliably be measured’ (Mirzoeff,

2000, pp.116).

The aesthetics of Baroque, as referred to in section 3, are apparent in the last decade. The
philosopher Gilles Deleuze, (1993, pp.35) bas suggested that the fold, according to his
opinion oo baroque, is particularly characteristic of such effects, a fold that ‘moves between
the inside and the outside. Because it is a virtuality that never stops dividing itself’. This
divide between the inside and the outside of the body that seems so natural has now

become a fold leading to virtuality rather than reality.

For centuries the public has often sought to see into artists’ minds, now its is
possible to look into their bodies and find only absences. The performance artist
Stelarc®, who has suspended himself above the ground using cables attached through
his skin, and wbo has created cyborg performances with a third ‘arm’ called
Handswritting (1982) and Elapsed Horizon / enchanced Assumption (1990), holds
that ‘The Body is Obsolete’.

It is no longer meaningful to see the body as a site for the psyche or the social but rather
as a structure to be monitored and modified’. Dery, (1996, pp.160). Even the natural body
becomes virtual.
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For recent criticism, the virtual body has become the starting point for new investigations
of gender, sexuality and identity. Donna Haraway (1991, pp.154) has argued that all bodies
are becoming cyborgs, losing the earlier sense that the human was essentially different from

animals on the one hand and machines on the other. There is a danger and opportunity here.

* The change in the approach of the human body’s role, is an important aesthetic

matter which is not overlooked by the creators of virtual performances.

Artists were working on the participants’ bodies as objects, manipulating them as they
would a piece of a moving sculpture, other developed more structured performances which

explored the body as an element space.

Objects of ritual created by Will Bauer and Steve Gibson 1994

In the second part of the performance participants begin to control and create within the
virtual space. By the end of the piece, participants are given total control over the virtual
space, which is overlaid into the seven-meter square of physical space via image projections
on four screens surrounding the space and sounds coming from spatially distributed
speakers. Participants are able to observe and manipulate virtual objects in 3D as they move

through the physical space.

The participant by interacting round the virtual space, he could experience at first hand the
volume and the dimension of his sculptural work (in his surrounding virtual space) which

also dealt with volume and the placement of objects in the virtual space.

The above procedures contained the same theoretical premises as stone sculpture in space,
but the additional elements of time and movement altered the participant’s understanding of

those premises: they could actually understand the process of making sculpture.

* The above actions seem to change the participant’s perception of bis own physical

reality. A matter that is responsible for the production of aesthetics.

The artists were concerned with increasing the participant’s awareness of spatial relationship

within virtuzal space and real time. ‘In objects of ritual’ performance, the participant would
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throngh a series of procedures, become the recipient of action. He is responsible in
structuring the virtual area with which he interacts. It is a typical collaborative performance,
in which participants are able to manipulate the virtval objects and change the structure of

the virtual area with their interventions.

¢ Virtual performances provided a means for the participants to experience the

sculptural object themselves, as well as to initiate the unfolding design.

KALI The Goddess of the Millenium PARTICIPANT’S EXPERIENCE

1 navigate toward a light blue transparent gateway, ... and suddenly 1 see miyself flying in a sort
of a labyrinth; whirlwind of Sanskrit symbols that recalls the sound of the universe, the sounds

of wisdom. 1 move forward and discover that they are flying out of the cosmos to the earth from
the tunnel of Kali. A magical path which conduct me to the positive, the negative.

¢ Virtual performances offer a further dimension to the participant’s notion of the
body in space. Some performances were designed to disorient the participant’s sense

of gravitational balance.

4. CONCLUSIONS

In this section, the close relationship surfaced between art and technology and also between
the creators and their andience. Specific limits cannot be placed as these four components

are closely combined.

More specifically, technologies depend on a discussion level and the significance of

technology has been widely formulated on such discussions,

In the virtual environment, immersion takes place through interaction and with the non-
sequential flow of events and display con;ponents. The users’ experience in the virtual
performance and his access to a countless amount of information in the Internet, presents

the possibility for a more democratic participation.

On the other hand, interaction collaborates with practices that are characterized by disguised
forms of imposition and freedom of choices that can guide the participant ideologically and
politically, thus producing high aesthetical results.
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4.1 Aesthetical Dimension of Virtual Performances Implementation

VIRTUAL PERFORMANCE
TOOLS AUDIENCE

TECHNOLOGY IDEA IMMERSION V. SCENE NAVIGATION INTERACTION

Narration Metaphors |——""| Movement

Hardware Software Design Colours

Elements that must be considered by the artist when creating a VE performances, in order

to produce aesthetics.

1. Participation, without the participation of the audience, a virtual performance cannot
take place.

2. Options, the participant must have the ability to move through the performance’s
various choices and be invited to search for possible and alternative solutions that will lead
him to unfold the plot and experience the event.

3. Authoring, the participant must have the ability to add alternative solutions to the
performance.

4. Timing, the performance must allow the participant to bandle time as he wishes.

5. Action, the role of action is often important. More specifically, real action is not always
the correct solution as the personal element also plays a vital role.

6. Navigation, the distinctness of the available choices affects the participant’s selection as
well as the event’s development.

7. Immersion, if the above components are used, the sensation of immersion into the
performance is achieved to a significant degree. Ultimately, this is the artists’ aim in order
to accomplish the audience’s participative action.
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GUIDELINES FOR V. PERFORMANCES INTERFACE DESIGN

ENVIRONMENT DESIGN | ENVIRONMENT DESIGN REsmgsﬁEﬁALmls
. State clearly directions and
Do not crowd backrounds Always let the participant set { o, ociions so that errors are

the pace

unlikely

Use attentional devices
sparingly

Allow participant to control
sequencing

Use pointing rather than typed
input whenever possible

Use elements to organize the
given information

Use links as much as possible

Always acknowledge
participant input

Use different object type
sizes and styles for ermphasis
and variety

Let the participant customize
the performance

Always provide corrective
feedback for errors or wrong,
answers

Use graphics wherever
possible

Provide multiple (redundant)
control options

Feedback shouid be brief and
neutral in tone

Use titles and headings
wherever is necessary

Different types of helps might
be necessary for different
users

Allow participant to change

his answers

PARTICIPANT'S V. INTERFACE DESIGN GUIDELINES

Use concrete metaphors and
make them plain. Use audio
and visual effects that support
the metaphor.

Direct manipulation:
participants should feel they
are in charge of the virtual
environment's activities

Participants should select
actions from alternatives
presented on the environment
rather than relying on
memorization.

What the participant see is
what he gets. There should be
no abstract commands that
only promise future results

The participant, not the
computer, initiates, and
controls all actions.

Keep the participant informed
and provide immediate
feedback.

Perceived stability: The
virtual environment remains
m&l;tstandabm l{:ﬂg}d familiar
rather c ng
randomly.

Aesthetic integrity: visually
confusing or unattractive
displays detract for
effectiveness. Different
"things" look different on the
virtual environment.
Participants should be able to
control superficial
appearance of their virtual
environment.

Use sound sparingly, make its
use redundant with visual
cues, make it natural and
unobtrusive; use hi

different sounds to indicate
different states

Modeling: A given action on
the participant's part should
always have the same result,
irrespective of past activities.

Participant's actions are
generally reversible - let
them know about any that
aren't

Applications are consistent
within themselves and with
one another.

Event loop: The participant
should be able to do anything
at any time,

Reversible actions: Always
provide a way out.

Effective design nmst
communicate. It must inform,
not just impress,
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Virtual performances maintain characteristics of the conceptual theatre. Elements such as
time and space play an important role in the formation of an idea. They are also able to
formulate the scenario. The idea is developed into a scenario that evolves with the

audience’s interaction with the performance.

The scenario must be developed into narration with characteristics that create for the

spectator’s immersion conditions:

= Dramatic climaxes and anti-climaxes

The audience’s ability to select paths

Kinds of tasks an agent might perform, which are divided into four categories

1. Information
2. Work
3. Learning

4. Entertainment

The conditons that allow the user to play/against or participate in the surrounding performance
or to create and experience aesthetics, are produced by himself in collaboration with the

artist.

Elements that synthesize a virtual scene are objects such as images, sounds and special effects.
The design (synthesis) and the colour also transmit information to the audience with

traditional forms of symbolism.

Realistic representation is not the only way in which an idea or environment can be
depicted. Moreover, realism is an entirely subjective matter, depending on numerous
endogenous or exogenous factors. Therefore, the virtual performance bas the ability to

escape from realistic representation and to operate in other spheres, such as the subconscience.

The audience’s participation in the performance, creates aesthetic experiences that are
unknown to the audience as the interactive event requests the participant to interact more
than a traditional perfonnanée and to think more deeply while experiencing the virtual

performance.
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SECTION FIVE

CONCLUSIONS AND RECOMMENDATIONS

Technology provided the basis on which this new form of art was created and also
formulates a closer relaﬁonship between the viewer and a work of art. It achieves an
illusion that the spectator takes part in the activity allowing him to interact with an

imaginary, virtual world around him.

It is true that the new art form has been warmly embraced by the entertainment industry.

Should one assume that it is a fashion that will complete its lifecycle and disappear?

Finally the attraction towards the novel played an important role. A new way of operation
appeared with unforeseeable technical capabilities that the TV, cinema or video could not
cover. The fascination to understand and tame this technology and electronic means, opens
up new paths and presents new forms of expression that do not follow current regulations.
We live in the age of globalization and as Gerfried Stocker'®, cited in Ars Electronica,
1999) characteristically states “mediamorphosis™.'® 1t cannot therefore be simply a passing
fashion —it is a new way of life that is based on technology. Technology is the means that
allows us to create the contingencies on which this new art form has devéloped. It belongs

to the media arts family.

This art form could be called virtual performance according to Stocker (2000) and could be
named a ‘media techno performance’. This characterisation is more closely orientated to the
nature of art according to the author. It is an art form that operates the means provided b&
technology to produce modem and original creations. 1t’s a junction between the expression
of the past and future that gives the birth to a brand new and original form of expression
that is closer to today and the future society needs. It is an art form that in cyberspace can
be simultaneously viewed by the largest amount of people in comparison to the past, due

to Intemet applications. This occurs becanse most daily operations will soon be carried out

in cyberspace.

Virtual reality is the idea, cyberspace the medium and man’s creativity the art expression
that appears in this new form called virtual performance art. It has its own rules and
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language. It borrows symbols and conventions from its forebearers in order to not forget its

origins.

Ultimatety, all ideas throughout time are more or less the same. These ideas adapt to each era

according to the socio-economical contingencies that domineer the time of art works’ birth.

THE MANIFESTO OF VIRTUAL PERFORMANCE ART

The artist and participant can identify that a virtual performance demands that they
constantly pay attention to numerous elements. The artist is responsible to provide all the
visual capabilities and the participant is required to take advantage of this potential in order

to enjoy the performance.

They are both required to be true to themselves and have faith in what they achieve,
without forgetting that the ‘truth’ might also ‘lie somewhere else. Furthermore, they must
also realise that they are able themselves or take on another role (endogenous and
exogenous factors). This role excbange is realised with the dialogue created in the artwork
and cbmposes the basis of 3D visual material, offered by a virtual performance. More

specifically, it is an experience, made available with technological inputs.

With the use of interrupted flow, a virtual performance is able to present a mult-
dimensional world whereas the cinema can only present a single scene. Morcover, a virtual
performance creates the impression of a 3D effect whereas traditional theatre offers an

immobile spectacle that cannot overcome the laws of nature.

The power and intensity of virtual performances is gained from its dedication to the birth
of an 3D world that has broken free of all manner of conventions. This is the world of the

virtual environment, an alliance between the cinema and theatre.

The environment and its components, surround the spectator who simultaneously plays the

role of actor and composer.

Movement and optics are not faced in the same way as in traditional performances, whicb

are created in physical spaces.
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In each perfonmance, energy is formed by the actor and participating audience. Space can take
on a variety of forms (natural or illusionary) depending on the performance’s requirements.

Projection takes place in a dark area that cause colours to take on a life of their own.

Therefore, the concept of virtual performance art is formulated as follows:

1. All art forms are combined in creating a virtual performance

2. The artist and his creation are directly dependant on digital technology

3. The audience’s active participation is necessary for the virtual performance.

4. The artist and audience have total freedom to express themselves through the artwork.

5. The artist provides the spectator with the theme and the spectator then develops it
according to his wishes at that moment..

6. The spectator is transformed into an actor —he takes on a role in the performance
7. The spectator must be offered a number of possibilities to participate in the performance

8. The performance must offer the spectator visual or acoustic assistance in moving
through the virtual environment and developing its plot (he auntomatically participates its
creation).

9. The artist must produce immersion conditions that will captivate the spectator and cause
him to instinctively participate in the performance’s development

The dialogue between the spectator and artist and their combined efforts in creating the
performance, is the element that produces aesthetics in the digital environment, in conjunction

with all traditional opinions of the aesthetics of fine arts.

The attempt to determine the concept and direction of a virtual performance proved

unsuccessful as this art form has only emerged 10 years ago and is still under development.

One thing is certain however. The art of the virtual performance has entered the life to
today’s society and will definitely make an impact on areas such as psychology, science and

education.

At present, access to a virtual performance is not easy. The spectator must visit one of the
few international centres that has the ability to project such performances. In the near future,
the Intemet will be able to transmit this art form which has already achieved with the virtual
performance Robots + Avatars dealing with Virtual Reality. A number of spectators have
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already been able to experience this performance over the net. Therefore, the transmission of
this art form, will take on important dimensions, maybe proving a bigger success than the art

of the cinema, as the spectator will be able to experience such a performance from his home.

History proves that man has often used technology, science and art for destructive purposes.
lts wrong use can be dangerous. The artist attempts to offer the spectator a sensation of free
movement in the virtual environment and the have an unforgettable experience. Technology
constantly assists this endeavour. What will occur, if technology or the art itself, offers

negative messages via the virtual performance?

Many justified fears exist on the dominance of the art of virtual performances on man.
Every popular art form can project destructive messages on the audience. The virtual
performance however, has a greater impact, as technological developments can create
realistic conditions that confuse the spectator to such a degree that he is unable to
differentiate between his virtual and physical presence. The consequences are still unknown.
These concerns have already been expressed in the cinema with movies such as EXISTENZ
and TOTAL RECALL. Could their creators be considered as prophets of tomorrow’s world?

Some say yes, others, more optimistically disagree.

The optimistic version argues that the characteristic of interactivity trains the audience to be
able to consider and decide on which messages will be beneficial or detrimental. The virtual
performance, based on interaction, can transform the traditionally inactive and powerless

spectator into an active and purposeful member of tommorow’s society.

Moreover, society has the tools to protect man from himself or others. As long as this
occurs, the andience will enjoy the experience offered by a virtual performance and will

stimulate their senses according to their wishes.

The spectator’s aesthetic experience in participating in the performance, is an important
aesthetic event, a fact that highlights the media art and the art of virtual performances.

Besides, knowledge and action can create aésthetics which are fundamental elements in the

creation and experience.of a virtual performance.
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Obviously, answers cannot be provided for all the questions raised as the subj-ect is too

broad for a single dissertation and art is still in its development.
However, it instigates a new investigation during the development of the VEs art.

It would also be interesting to approach the subject-matter via the science of psychology, in
which the human element is of paramount importance, in order to observe the identification
of the spectator with the actor. In this way, the creators can take advantage of the
knowledge offered and thus produce more aesthetical results through their collaboration with

the audience.

Another question raised during the study of the research results is to what degree the

spectator can be used as a tool hy the creator of a virtual performance.

As long as man is a being of free will, the imponderable factors that cannot be predicted
will always exist. Therefore, as long as he continues to manage himself according to his
judgement, he cannot be characterised as a tool because a tool follows and cames out the

orders given in accordance to the user’s choice.
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Digital artists: Paul Kaiser and Shelley Eshkar, Dancer/choreographer:
Bill T. Jones. Motion Capture experts; Michael Girard and Susan Amkraut
G. Samartzis ‘The Royal Palace of Neapolis' Qil, Koutlides collection
Vernon Merritt ‘The Best of Life’, Brepols, Fabrieken N.V.

FT. Marinetti, Italian poet, formulated the manifesto of the Futurist Cinema.
Scott S. Fisher is a media artist, producer, and director whose work focuses
primarily on stereoscopic imaging, immersive “first-person” display
environments, and 3D books. Currently he is managing director of
Telepresence ResearchInc. , a production company focusing on the art
and design of virtual environment and remote presence experiences.
Computerised agents that simulate biological life forms have anificial life.
Such agents reproduce, evolve and carry out the dynamic process of organic
life.

The famous programmer.

L. Maholy-Nagy, an artist belonging to the Bauhaus movement.

Nam June Paik, the father of video art,

Virtuzl Voyages, Science museum, London.

V. Bush’s contribution to the development of the computer travels from
the invention of the Differential Analyser (1930), one of the first automatic
electronic computers.

Douglas Engelbert, invented mouse, windows, ¢-mail and word processor.
Telepresence is the projection of the self into a virtual reality world, for
example allows surgeons to combine robotics tools with cameras inserted
in the patient’s body.

Ted Nelson,

Cybernetic Serendipity, exhibition opened in 1968 in the Institute of
Contemporary Art in London.

William Gibson, Neuromancer, Victor Gollancz Ltd. London 1984
Myron Krueger, the father of ‘artificial reality’ states his ideas about art
and science.

Mort Heilig, cinematographer.

Scott Ficsher, set out to develop an interface system hat could engage all
senses, thrusting the viewer into a realm of full sensory immersion.
Telepresence 1985

Ascott, ‘Behaviourist Art and the Cybemetic Vision’.

John Cage, in 1940 he developed the provocative ‘theater of mixed means’
in collaboration with artists R. Rauschenberg, J. Johns and the
choreographer M. Cunningham.

Allan Kaprow led the movement into the pop culture that characterised
the 1960’s.

Athens 1999,

A case study of visual simulation with AR, Imagina 2000.

Ways of Seeing (J. Berger)

Daniel Sardini 1992.

Silicon Graphics, Inc.,

The CUBE was created in February 2000 by three Entertainment
Technology Masters students at Carnegie Mellon University. The primary
goal of the project was to explore the immersive potential of a small, CAVE-
like display device for real-time interaction. The team was interested in
investigating the largely unexplored continuum between full-sized CAVESs
and head-mounted displays.

Computer generated images

Hellenic Foundation

a result from interviews with 50 people and from the author’s personal
experience

Heilenic Foundation, Athens 1999
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Interview result

Interview resuolts

One of the most influential artist of the 20th century, a precursor of Dada,
Surrealism, Conceptual and Op art.

Claes Oldenburg, is one of the leading figures of American Pop art in the
carly 1960’s. He was a very early pioneer of environment or installation art.
Jeffrey Shaw, studied architecture at the University of Melbourne, sculpture
at Brera Academy in Milan and St. Martin’s School of Art, London. He is
a founding member of the Eventstructure Research Group in Amsterdam
(1969-80). Since 1991 he has been director of the Institute for Visual Media
at the ZKM Center for Art and Media Karlsruhe.

Bill Viola, artist worked with video, he is experimented with new media.
Dataspace (1583).

J.M.Schaeffer, 23/3/1996 lecture.

Marc Canter, the founder of the MICROMEDIA Company.

Interview result

Landscape One is a multi-user interactive panoramic installation using 4
networks computers with tonch pads and microphones, 4 video projectors
and 4 laser disc players.

Mitologies Performance

Opinions of performance participants

ISEA 94

Bill Kluver, A Swedish technician working on Laser Systems for Bell
Laboratories (New Jersey)

Peter Weibel, curatorial essay, ART/POLITICS IN THE ON LINE
UNIVERSE.

Paul Cezane, (1839-1906) France

Paul Gauguin (1848-1903)

By Panl Kaiser/Shelley Eshkar/Bill T. Jones.

Interview results

Christa Sommerer & Laorent Mignonnean

Interactor’s opinion from his experience into ‘KAL! The Goddess of
Millennium’ performance.

George Steiner, La nostalgia del assoluto, Mondadori 2000,

Interview results

57 Interview from La Rebublicca 1999

Charles Lalaux, (1877-1953). French aesthetician that studied the
relationship between society and art.

Interview results.

Interview results

A technotogy that tracks sensors attached to a moving body.

Samue) Blumenfeld — Michel Guerrin, The end of Art?, Vima/Le Monde, 5/
12/99 p10

Henrl Matisse 1869-1954, ‘The snail’, (1953: Tate modern)

Saul Bass -1996, graphic designer established movie title sequences
Jean Arp 1886-1966, ‘Constellation According to the Laws of Chance’
(1930: Tate modern)

These systems are mostly constructed by Silicon Graphics. Similar systems are
used by the performances created by the Hellenic Foundation Athens, Greece.
Pombour Museum from the conference Actualising the Virtual

Fractal is a mathematical concept but it does not appear in an approximate
form in certain natural forms.

Interview results.

It is supposed to have been discovered by the Greek astronomist Hyperchos
Centre. G.Pompidou, ‘Actualising the virtual’ (1992)

Lynn Hersam in Deepcontact (1984-89) uses a touch screen interface, that
the viewer can reach through the work’s glass surface, the computer’s
‘fourth wall’. This type of interactivity constitutes a transgression of the
screen, transporting the viewer into virtual worlds.

Agency, is the satisfying power to take meaningful action and see the results
of our decisions and choices. J.H. Murray (1998:126)
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The choices presented in this room are the four coloured doors, a white, a
red, a black, and a “pale” door. These colours represent the colours of the
horses as described in the Apocalypse, indicating that the woodcut room
that follows is that of the “Four Horsemen”.

A Greek Hellenic Foundation game through which children learn about
Byzantine costumes.

Interview results

Interview M. Roussos, Virtual Reality Team Coordinator, Foundation of
the Hellenic World

Paul Kaiser/Shelley Eshkar/Bill T. Jones (Prix Ars Electronica 1999)
Kali as a metaphor of the jungle ‘the spear of the Queen’

The art of drawing and the meaning of colour —rule of the Sancrit colour
code,

At theend of 1700, men in France replaced gold with black in their clothes,
this was termed as the ‘the denial’ towards the Rennaisance movement.
According to the apocalyptic literature, the pale horse carries Death.
Participant’s sense during the performance experience

Capture Lab, environmental color was applied to make the surrounds more
conducive.. Mantei (1988).

Of course there is a history of experiments with mare visceral forms of
spectation including 3D films during the 1950’s and their reincarnation in
the contemporary period.

100 people questioned and express their opinion on these characteristics,
‘Media-in-Transition” conference MIT October 1999

Koala (Robot) which lives in his real ambience and it is strongly related
with the Virtual world through Ying,

Travelling a horizontal camera moovement on a track.

Kali the godness of the millenium (2000), performance,

An adventure in a labyrinth of information, ‘its lasting appeal as both a
story and a game pattern derives from the melding of cognitive problem
{finding the path)...." 1. H. Murray (1998:130)

“The Goddess of the Millennium”, Author: Franz Fischnaller
JFABRICATORS (2000): Milan/Ttaly.

Interview results

Mitologies, Avatars, Kali,

Interview results

Ying Yang City is the mother world and encompasses the beginning and
the end of eight different virtual worlds in which the avatars coexist.
KALI The Godness of the Millenium, (2000) Franz Fischnaller
F.A B R].CATORS - Milano/Italy

Interview Results.

Stelarc, Stelios Arcadiou

100 The head of the Ars Electronica Centre (interview)
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APPENDICES

. QUESTIONNAIRES RESULTS

Questionnaire 1
Questionnaire 2

. INTERVIEWS

Semi structure interview forms addressed to artists.
Samples from the interview answers.

. OPINIONS

. CASE STUDIES EXPERIENCE



QUESTIONNAIRE 1

WHAT IS YOUR AGE: 15 or younger
15-20
20-25
25-30

30 or older

HOOUE

1.ARE YOU AN INTERNET USER?

(please tick)
YES NO
2.ARE YOU A VIDEO GAME USER?
(please tick)
YES NO

3. ARE YOU INTERESTED TO ENTERTAIN YOURSELF IN SELECTING A
NEW TYPE OF ENTERTAIMENT?

{please tick)
a great deal a certain amount not et all

4. WHAT TYPE OF ENTERTAIMENT DO YOU PREFER?
(please tick)

1 = [ ] L]

tv series feature films theater video games



5. IF YOU HAVE NOT ALREADY EXPERIENCE A VIRTUAL
PERFORMANCE WOULD YOU WISH TO DO SO?

(please tick)
a great daal a certaln amount not at all

6. WHAT ARE YOUR FEELINGS REACTIONS INTO VIRTUAL
PERFORMANCES?

(please tick)
positive negativa Indifferently

7. CAN YOU ACCEPT VIRTUAL PERFORMANCES AS AN EDUCATIONAL
MEDIUM?
(please tick)

I N ]

a great deal a certain amount not at all

8.TO WHAT EXTENT ARE YOU INVOLVED IN THE V. PERFORMANCES?
(please tick)

L1 [ ]

a great deal a certain amount not at all

9. WHAT ARE YOUR REACTIONS, WHIST EXPERIENCING A VIRTUAL
PERFORMANCE?

(please tick)
[ []
natural unnatural

10. DO YOU REACT IN A SIMILAR OF DIFFERENT MANNER IN
COMPARISON TO YOUR DAILY BEHAVIOUR IN A VIRTUAL PERFORMANCE?
(please tick)

1 [

same different



11. HOW DO YOU FEEL, WHIST EXPERIENCING A VIRTUAL
PERFORMANCE?

{please tick)
happy unhappy exciting it depends

12. YOUR FEELINGS ARE, WHIST EXPERIENCING A VIRTUAL
PERFORMANCE IN COMPARISON TO YOUR DAILY REACTIONS?
(please tick)

[ ] 31 B

equally intenae less Intense more intense

13. WHAT ARE THE ELEMENTS THAT DIFFERENCIATE A VIRTUAL
PERFORMANCE FROM A TRADITIONAL ONE, ACCORDING TO YOUR
OPINION.?

(please note)












QUESTIONNAIRE 2

WHAT IS YOUR AGE: 15 or younger
15-20
20-25
25-30

30 or older

Joout

1.00 YOU HAVE AN ARTISTIC EDUCATIONAL BACKGROUND?
{please tick)

L1 [

YES NO

2.TOWHAT EXTENT ARE YOU INVOLVED IN THE V. PERFORMANCES?
(please tick)

I [ ]

8 great deal a certain amount not at all

3. THE INTERACTIVE ELEMENT/FACTOR INTEREST YOU?
(please tick)

I N L]

a great deal a certaln amount not at all

4. WHY DO YOU FIND IT INTERESTING?
{please note)



5. WHAT IS YOUR OPINION ON YOUR PARTICIPATION IN A VIRTUAL
PERFORMANCE (PLOT DEVELOPMENT)?

{please tick)
very interesting interesting not at all interesting

8. DO YOU THINK THAT NAVIGATION IS AN IMPORTANT FACTOR IN
VIRTUAL PERFORMANCES?
(please tick)

I I [ ]

_ agreat deal a certain amount not at all

7. WHAT ARE YOUR EXPECTATIONS WHILE EXPERIENCING A VIRTUAL
PERFORMANCE,
(please tick)

L [] [

experience a natural adventure or experience a fictional one both

8. WHAT ARE YOUR REACTIONS, WHIST EXPERIENCING A VIRTUAL
PERFORMANCE MADE BY NATURAL ELEMENTS (BACKGROUNDS, OBJECTS)
{please tick)

1 [ ]

possitive not at all possitive depends on the performance type






SEMI-STRUCTURE INTERVIEW FORM 1
ADDRESSED TO ARTISTS

1. Are artists fully exploring the transcultural potential richness of emergent
computer-mediated communication technologies?

2. Can Electronic Art speak a multicultural language?

3. Would it benefit from doing so?

4. Which are the dominant cultural values that underlie computer-related
technologies today?

5. Ina world of social, cultural and economic disparities, how can
technology meet basic human needs in both developed and developing
countries?

6. How we can be sure that imaginary actions will not have real results?

7. How we can act our fantasies without becoming paralysed by anxiety?

8. What do we really mean when we talk about beauty?

9. What kind of space is a virtual performance space?



SEMI-STRUCTURE INTERVIEW FORM 2
ADDRESSED TO ARTISTS

1. What were the experiences that you derived from your involvment in Ves Art?
2. How did the experience affect you?

3. What elements of traditional Art have you retained?

4. What were the new elements that you used in your Art created in the Ves?

5. Is it Art according to your opinton?

6. How does the interactive element operate?

7. How do you face and deal with the unfolding narration?

8. What elements did you use to achieve immersion ?

9. Do you work with video, computer animation or a combination of both?

10. Do artists fully explore the transcultural richness of emerge computer-mediated
communication technologies?

11. Can Electronic Art speak a multicultural language?
12. Would it benefit from doing so?

13. How do you approach the participant?




Samples from the interviews answers.

QUESTION: What Kind of space is a virtual performance space?

Lev Manovich

At first glance, 3D computer graphics, the main technology of creating virtual spaces,
exemplify Panofsky's concept of Renaissance "systematic” space which exists prior to
the objects. Indeed, the Cartesian coordinate system is hardwired into computer
graphics software and often into the hardware itself. When a designer launches a
modeling program, he is typically presented with an empty space defined by a
perspectival grid, the space that will be gradually filled by the objects he will create,
If the built-in message of a music synthesizer is a sine wave, the built-in world of
computer graphics is an empty Renaissance space, the coordinate system itself.

Yet computer generated worlds are actually much more "haptic" and "aggregate” than
"optic” and "systematic." The most commonly used 3D computer graphics technique
to create 3D worlds is polygonat modeling. The virtual world created using this
technique is a vacuum filled with separate objects defined by rigid boundaries. A
perspective projection creates the illusion that these objects belong together but in fact
they have no connection to each other. What is missing is space in the sense of space-
environment or space-medium: the environment between objects; an atmosphere
which unites everything together; the effects of objects on one another.

Another basic technique used in creating virtual worlds - compositing
(superimposing, keying) - also leads to an "aggregate” space. It involves.
superimposing animated characters, still images, Quicktime movies, and other
graphical elements over a separate background. A typical scenario may involve an
avatar animated in real time in response to the user's commands. The avatar is
superimposed over a picture of a room. An avatar is controlled by the user; a picture
of a room is provided by a virtual world operator. Because the elements come from
different sources and are put together in real time, the result is a series of 2D planes
rather than a real 3D environment.

Gwen Reichbach

In virtual reality, a "world" is created that exists entircly in the memory of a computer
and in the equipment you are wearing. The computers control what you sense through
simulations such as three-dimensional images, sound, artificial smell, and force
feedback.

You, in turn, are able to enter and interact with the virtual realities by controlling the
computers through equipment such as head-mounted displays (which track your eye
and head movements in relation to the simulations) and data gloves (which track your
hand movements in relation to the simulations).

An advanced form of virtual reality equipment is the virtual reality CAVE (Cave
Automatic Virtual Environment). Developed at the University of Itlinois at Chicago,
the CAVE provides the illusion of immersion by projecting stereo images on the walls



and floor of a room-sized cube. The CAVE also allows multiple participants to
experience the illusion, with one participant controlling the environment. The new
Media Union on North Campus includes plans for a CAVE.

QUESTION: How does the interactive element operate?
Gwen Reichbach

The most powerful and complex type of virtual performance is interactive. Here, you
can explore the environment and, most importantly, interact with and change it. For
instance, in the virtual car interior, if you "touch” a radio button on the car control
panel while wearing a data glove, the computer will generate a sound like a radio
station. In the virtual chemical plant, students can operate controls to change reactor
conditions.

Interactive art often arose out of a cultural critique. In part this critique attacked the
separation of art from life and sought to integrate them better by bringing art into
everyday settings and by involving non professionals. Another part of the critique
focused on a distrust of authority and established institutions: art itself was seen as
one of these ossified institutions in need of radical challenge. For some with particular
political agendas, extension of the right to function as artist to the masses was part of
a more general radical agenda to spread societal participation. Another part of the
critique celebrated the individual. Every person was seen as having artistic potential,
it was thought that life would be richer both for the individual and for the community
if non artists incorporated art consciousness into everyday life. Finally there was the
part of the critique that questioned order in general. Interactive art increased the
repertoire of actions and thus increased the chance for fruitful randomness.

Many contemporary high tech artists are more focused on the design of systems for
creation rather than one particular outcome. Breaking with old traditions of art, they
are more interested in the family of possibilities they create than in one particular
sensual manifestation. The experience of the interactive artists is nseful to those
outside of art because of their analysis of the relationship of culture and media, their
sensitivity to the relationship between media and audience, and their attention to the
aesthetics of interactivity .

Franz Fiscnaller

My interest in the field of digital media lays in the creation of new forms of
Art, interactive installations, and evolution of the media towards integrated Art
forms. As an individual who assumes the different roles of author, producer,
curator, designer, and project coordinator, I am able to touch upon many fields
and cover different experiences that allow me to have a broader view on the
issue of cultural heritage.

Maria Stukoff, Nicholas Gebhardt

The aesthetic experience, therefore, is located in the potential for electronic
art to reconcile seemingly opposite realms of experience, the human and the



technological, in a conjunction that produces this "New World Order", where
art is "no longer a window onto the world but a doorway through which the
observer is invited to enter into a world of interaction and transformation,
“Interactivity supplants the systematic alienation attributed to industrial
society, resolving the dialectical separation of technology (production) from
nature (or real life), to produce a new world". . . in which natural intelligence
and artificial life can interact creatively. " It is perceived as a natural (or
human) force of survival and freedom within the growing rationalisation and
determimism of technological systems, of a technological society, that at the
same time is irrevocably caught up in maintaining and enhancing those
systems.

To recover interaction for art, to render it actual and political as an artistic
concept, means reconsidering the kinds of expectations we have of art, and of
our lives in a technological society. If we are driven only by the desire to get
something back from our machines, to develop artificial intelligence with the
hope that it will produce an equity of exchange, that the machines will answer
back, in a desperate attempt to humanise the machine, to tum it into a living
entity, then art will become a case of simply producing special effects that
serve only to amplify the extent (and extension) of the technology, to produce
an excess of matter. In this sense the ideology of interactive art is the complete
ensnaring of life by a particular history of technology where the emergence of
cyberspace, or the space of interaction, is both the aesthetic and material
realisation of a future present.

Simon Penny

I'l} start by claiming that Western visual arts have no tradition of an esthetics
of interactivity, and I'll defend this claim with an inverse taxonomic calculus;
If real time interaction is our starting point, then we can say that video or film
is a linear record of interaction, and painting or photography a still frame.

We have a well established esthetics of the still image, of color and line, shape
and area, of representational geometry and perspective. We have an estehtics
of time based image, of camera angle and movement, wipe and cut. But we do
not have an esthetic langugage of real time interaction.

The performing arts are, from this perspective, only different from video and
film in that the viewer replaces the camera as the perceiving device. Drama or
orchestral music is not 'interactive' in the sense of real time reaction, though
improvisation is. Changes of form which occur in the moment, according to
the forces of the moment, define improvisation. In conventional drama a
director induces the actors to reproduce a version of a script. From this
perspective, I am interested in what we might call a meta-script, a script that is
the director, that defines in real time, the scripts or roles or behaviors of the
‘actors'. To use the improvisation analogy, it is a system which understands
something of the context, and responds to the situation at hand.

Such a script can clearly be assessed according to systems of esthetic analysis.
It might be anthropomorphic or biomorphic, it might be literal or associative,



compulsive or schizophrenic, aggressive or retiring. If we are serious abont
autonomous machine based interaction, then 'compared to what' is a central
question. Certainly the famous Eliza, and the Turing test before it, are
unselfconsciously anthropomorphic and mimetic in their behavior. In their
case, 'compared to people’ is the answer. When we posit synthetic agent doing
work in cyberspace, such as locating references on a certain subject at various
sites, the environment of the agent is quite alien to us. It is digital, with little
equivalence of the geography and geometry which we inhabit. And yet we
must understand 1t and it must understand us. So the interface becomes the
glass of the aquarium in a more dramatic way: we are looking at an alien
species in its environment. The interface is the zone of translation. As with
neural nets, we will never know how it thinks, how it evolved, we could never
assemble it from component parts. We understand ouly our image of it, which
is to say, we extrapolate from our cultural experience examples which carry

- some traits which seem to have an analogous relationsship with what it 1s we
think we're seeing. What we're seeing is of course constituted by our cultural
experience. This regress leads those who have faith in any sort of cultural
universals spiraling out of control down an objectivity dissolving vortex.

QUESTION: According to your opinion could be art?

Franz Fiscnaller

If we could insert ourselves into this understanding and realize that there could
be no jumps or skips in keeping abreast with the evolutive process...whether it
be technology, Art, science, culture, daily life, whatsoever the activity, we
would arrive to the conclusion that time, as a chain of events, should not be
broken nor should it be wasted for eventually we pay the consequences... This
is the dynamic of history.

Tina LaPorta, Lin Hsin, Hsin Bernardo, Uribe Mendoza, Luigi Pagliarini

We usually think of an artwork as a physical object. However, an artwork also lies in
the concepts and feelings that are suggested and produced by our intellect. Early
computer art was based on batch-processing. Now, with the advances in computer
technology, artists can create new art forms based on interactivity. Thus, Virtual
Worlds could be one of these, a major new medium based on the collaboration of
science, technology and art. The field of Virtual Worlds is concemed with using the
computer as a tool to help understand thé universe around us. It is like a telescope or a
microscope, allowing us to see the unseable. The sciences of complexity are still very
much in its infancy and many of underlying ideas were anticipated by generative art.
The early form of computer art were almost entirely exploration of the computer's
capacity for generating complex images. Many picces have explored the theme of
how complexity grows from the working of simple rules. As we look back to them,
we see now iltustrations of the new fractal and chaos theories. Art exists thus as the
counterweight and the complement of science, so that the two together complete the
human discovery process. Most of the time, scientists seeking to explain or



understand complexity have to create a new visual vocabulary to do this. This is an
imaginative and aesthetic act which empha-sizes that the creative and understanding
acts are inseparable. This is one of the main reason why art plays an important role in
the synthesis of virtual worlds.

QUESTION: How do you face and deal with the unfolding narration
Johanna Drucker

Avirtual perormance as a field, a floating matrix of information not linked by
diagrams or story strings. The paths through such fields have to be faced in a
spatial/dimensional model, though that is merely a visual abstraction. But if one
mmagined a three-dimensional matrix along three coordinate axes -- height, depth,
width, in which elements were either organized randomly or by affinity, then the
'paticipantr’ would browse by moving through the field in a manner I have always
envisioned as the 'diving mouse' -- a mouse with a three-dimensional playing field,
not a two-dimensional screen. Such a process would have little to do with
conventional narrative or reading patterns, and instead, function through free
montage. If each of the encountered modules also had the potential to expand through
a time-quotient (imagine individual filmic units) then an internal set of time-based
factors would also function within the structuring of the “text.”



OPINIONS

Jean Batiste BARRIERE

o Artistic Structure ia a kind of an assistant of creation and the plastic
exeptation of the world.

e A certain kind of an unfinished work what it's realy and a circle authorship to
interact the system is nothing but unlicious advertising pits.

Jeffrey DEITCH

o All the techniques of VR computaration expand the use of our body.
o  QOur body is the same as always been but our conciousness of the body and the
relation between our environment is going to be different. That is V. Reality.

Jean Marie SCHAEFFER

o From anthropological point of view the infinity between art and play seems to
be obvious since many artistic practices are related to play.

Karl SIMS
o With images this is very difficult problem because its very difficuit for a
computer to understand how interesting or how aesthetical succesful an image

is.

o The people are only have a limited choice to choose from each time, but the
computer also must go to direction that are chosen by the people, so it is also
limited.

Siegfried ZIELINSKY
o Dealing creatively with the digital text implies be ready cross constantly.
e [t is very impotant to see digital net as a kind of impossible place.

Gert LOVING

o The most emphasis is put on the design of the interface so question how to
approach people, how they brause through information , for artists now days

is the most important.

o The users have their own inititives, especialy on the technical and on
hardware sides. This is the most interesting parts.



George LEGRADY

o [ feel that active programming has becoming a project aesthetic.

Ann Marie DUQUET

e The couse of an image which hold a lot of attention fo be assistant to interface
on display devices to the relationship betweenthe visitors- vioewrs and the

image.

e Wedon't know if we can still spaek about the point of view, because

» traditionally the point of view, presupposed space, a distance from the see.
However we know that with synthetic images we can adopte the point of view
Jrom inside the scene and the scene may surround us.

Elizabeth DILLER

o The interactive piece of art ia as far away from the unique object as we can
imagine but on the other hand there is a unique event thus produced.

o As far from the choices given to subject, the choices deliminent and it's all
upper choosers to make a choice from.

Scott FISHER

o Idea of Virtual Reality is a kind of contrudiction would make a little more
sense V Envrionments because in fact is an environment you interact with.

e If'you are share space then ther needs of to be some presentation of each
participant. In fuct you can design that represantations you can have an
electronic personna you can design how do you appear to the other people in
space.

Yvonne WILHELM
e For us can realities mean different reality to each other what interfaces what

can I create and what tools do the recepients as original observer became a
visitor. To help this link this can reavities each other.



EVE, Virtual Performance configuration

By Jeffrey Shaw (1993)

Its present configuration EVE is constituted by the following components:

1. An air inflated dome, 9 meters high and 12 meters wide. This dome has a
revolving door for entry and exit.

2. An industrial robot is located in the center of the dome. This robot arm
supports the video projection apparatus at the focal center of the dome, and by rapid
movements is able to move the projected image anywhere over the inside surface of
the dome.

3. Two LCD video projectors generate a polarised stereo pair of images which
are projected onto the dome surface. This rectangular image is approx. 300 cm wide.
The visitors inside the dome use polarising spectacles to view the stereoscopic image.

4. One of the visitors to EVE wears a special helmet on which a three
dimensional spatial tracking device is mounted. This tracker identifies the direction
the viewer is looking. This information is transmitted to the robot arm which positions
the projected image accordingly.

5. The projected imagery is generated by a Silicon Graphics Ofiyx graphics
workstation. A joystick in the viewer's hand allows control of forwards and
backwards movement in the data space. The joystick also allows the viewer to choose
different data sets.



CASE STUDY No. One

Mitologies, {(1998) Concept by: Hisham Bizri and Maria Roussos

Description of the experience

Mitologies is a virtual reality performance created for the CAVE. It is loosely based on the Cretan myth
of the Minotaurs, the revelation of St. John, Dante's "Inferno®, Durer's woodcuts after the revelation, and
Borges' Library of Babel. The connections between these sources are central to the unfolding of the
narrative.

The title Mitologies is derived from the Greek word "mitos," the thread Ariadne gave Theseus to help
him find his way out of the Cretan labyrinth. As a participant in Mitologies I re-experience
allegorically the experience of Theseus. Starting on a boat, I am led by Donatello's statue "Zuccone”
down a descending river and into an open area of seven churches, which St. John had addressed in his
epistles. The statue then abandons me; alone now I will notice that all seven churches are identical,
modeled after a Leonardo Da Vinci sketch of a church that was never built. Surprisingly, the interior of
each church opens up into the space of the mosque.

The mosque is the entrance to the labyrinth. Plenty of strange, dark, and misleading passages are
constructed to create a labyrinth reminiscent of the labyrinth built by Deadalus. The labyrinth is a web,
or "rhizome": every path is connected with every other one. It has no center, no periphery, and no exit
because it is potentially infinite. To proceed from one tunnel to another, I must make the right choices.
For example, the first room presents to me three words: *Dante,” "Thesens," and "Christ." If the letter
"T" in any of the words is chosen, then the door leading to the first Durer woodcut is opened.
Otherwise, one of the other doors leading to further spaces is opened. Depending on the choice, 1
would like to experience the woodcuts and other special rooms, such as the astronomy room,
geography, music,insects, or the alchemy room. These rooms are central to the progression of the plot,
which may be linear, circular, or labyrinthine, depending on my choices.

This structure wall finally lead to the last room, in which the encounter with the minotaur himself takes
place. The representation of the minotaur is based on Cesare Ripa's death metaphor in fconologia. With
the participants, I will attempt to approach the minataur, a hidden crypt will open under my feeand drag
me into a deep hole. This hole leads me again to the beginning of the narration: the boat.

CASE STUDY No. Two

Robots and Avatars dealing with Virtual Hllusions A Project by Franz Fischnaller -
F.A.B.R.1.CATORS/Milano/Italy in collaboration with: K-Team,
Lausanne/Switzerland

Copyrigtht: Franz Fischnaller 1998

The event will show a sort of "real” world in which one {or two) robot(s) live(s). The robots
move just like they were living inside that "real" world, but their actions are strictly related to
a Virtual Reality ambience. The spectators not only interact with this world by deciding which
places the robot has to reach, but also can interact with it by the means of a light source,
Flashing it conld in fact produce instinctive reactions such as fear or aggression. At the same
time the Virtual worlds and the virtual actions can interpret these events (the light and
reaction) with the repoerduction of special images or effects.




Description of the experience

I had the ability to interact with each single robot in it's environment, by moving a joystick.
This interaction generates a real time reaction in the behaviour of the robot as well in the
avatars in the Vr-world, visible on the projection screen at the top of the scenography of the
arena " the real world". There are two joysticks. One is to interact with Koeala. It is possible to
navigate and guide koala in the virtual world. and the other joystick with Ying and Yang the
avatars (I had experienced both roles Ying and Yang).

I could command the actions of koala and in consequence the actions of Ying in the Virtual
Worlds. Ying the avatar will operate in the virtual worlds and koala will follow-up step by
step what his alter ego does..and generate the same actions.

Koala is cloned with it's Avatar Ying, who is present in the virtual world through his avatar ...
Ying, '

On some occasions, I had observed that Koala moves in a very particular way, in his habitat
as if trying to avoid some obstacles, as if he is entering into a cave or trying to overstep an
obstruction. The curious thing is that in the real world there is no apparent obstacles ... but in-
fact there are obstacles. It is only that you do not see them, but koala has the capacity to see
them...since he has the virtual vision in his perception and he avoids the obstacles his avatar
finds in the Virtual World. Koala the robot can see the obstacles since they become visible in
his imagination, they are the objects which exist in the virtual world.

Koala sees what his avatar sees in the virtual world. In other words, he sees through his avatar,
Only that while this occurs, 1 see in the real world smooth sands, without obstacles, while in
fact koala is navigating and acting as if he was in the virtual world. It is only his physical body
which is placed on the ground but his vision is focused in the virtual world.

Kcala will replicate, in real space, the travels of Ying, drawing out the path traversed on the
environment of sand. It will seem that he is a sort of somnambulist ... going up and down in a
senseless manner. He however, knows where he goes it is only that the human eyes are not
able to percieve it until Koala relives the same with traces in the sand.

This means that the physical world is an illusion and that what I see in the virtual world and in
my dreams are projections without consistency. More specifically, the avatar, the alter ego,
sees objects in the virtual world and reproduces them in the real world. The objects you do not
see even are also there because Koala sees them through his avatar Ying,

CASE STUDY No. Three

KALI The Godness of the Mileenium: An ad hoc production for The Berliner Festspiele
GmbH (Germany). Exhibition: "Seven Hills. Images and Signs of the 21st Century"” Martin-
Gropius-Bau Berlin, 14 May - 29 October 2000

Copyrigtht: Franz Fischnaller 2000 Milano (Italy).

An interactive sculpture of Zmetres {eyes level 1.75mts) stands on the top of a hill, immersed in a play
of shadows. Three steps lead me to her. A retro projection screen lays at her right foot. Two retro
projection screens of 3meters x 2.25meters each are placed on Kali's right and left sides, separated
within each other by a glass wall of 225cm.

Kali's event is materialised by Kali's inner world, (it is the virtual world, the world of causes and
decision making). Kali's external world is the world of the effects, generated by the participant who is
interacting within the virtual worlds.

I approach Kali by walking up three steps, laying my face against hers, looking through her eyes
interacting with the devices integrated in her neck, and navigating into KALI's virtual frnner World as
well as generating inputs and reactioning her External World,

KALI'S EXTERNAL WORLD

Iwas able is ahle to generate situations (canses within the VR worlds) through which, it is possible to




g

_see the corresponding real — time consequences (effects), in Kali' s External wosld. Depending upon the
input and the output of the Virtual World, on the external screens, the effects of my actions will be
projected.

The images, videos, animations, music and sound projected on the external screen are the consequences
of my actions. Kali's worlds with all its categories, are contained in Kali's inner world which is the
Virtual World. The world of causes and decision making. I was able to navigate and interact by looking
through the eyes of Kali, (Kali's external world is the effect). The effects generated by the particapant
who is conducting and interacting within the virtual worlds.

I approach Kali's body, lay my face towards her face and look through her eyes while I touch
her neck. The transparent image of a Kali Yantra occupies my entire field of vision. It is the
departure world, the matrix of the virtnal world.

It is "Kali' s Mother World", the genesis from which the participant can start his exploration. The
access to Kalis' inner world is possible by navigating and interacting with the mythical icons, spread
within Kali Yantra, the Supreme Generative Energy. The central point is enclosed by three pentagons a
circle and an eight-petal lotus. While the triangle within a female deity's Yanira points downward, it
points upward within the male deity's Yantra ...

Kali Yantra has four gateways, placed in four different petals, each relating to a category. Colliding on
it, the visitor gets into the tunnels which will conduct him to the different categories: A: Man destroys
Nature “the skull” ,B: Nature destroys Man

the sword of physical extermination”,C : Nature and Man live together “the light to dispel fear” and D:
Kali as a Metaphor of the Jungle “ the Queen’s spear”.

The access to Kalis' inner world is possible by navigating and interacting with the icons, spread within
Kali Yantra and with the interactive images, objects and figures within the ambiences of the categories.
Red is the color of the negative icons; blue is the color of the positive icons.

I start the navigation through Kali Yantra. 1 slip through layers of transparent blue, delicate shiny
clouds of petals, moving towards the amazing center of Kali Yantra. Shiny rings under the form of a
Yony emerges in front of my eyes, The eight petals stand for cight elements; each angle of the petal is
interactive ... earth, water, fire, air, ¢ther, mind, intellect and egosens. Instead the fifteen corners of the
five concentric triangles represent argans of knowledge, action, perception, procreation and
evacuation.

A :Man Destroys Nature

I fly up inside the tunnel, relating to (A) Man Destroy Nature. I am surrounded by flying objects,
coming from all directions. Everything becomes a vortex and Flash! The tunnel brings me to a
dimension of death and destruction. A skull is in my terrain. I start to wonder if this the city of the
2000's?

I find newspaper headlines with news of war, of destruction, of man destroying man, man destroying
nature.. Images appear in front of me like a virtual screen. I navigate within this world of horrer. And
then I decide to look for the positive icons: the third eye of Kali. I find it. I slip in it to find a solution to
the horror! ... And then ... T get into a wonderland which 1 ¢an perfectionate and transform as I wish!
An interactive experience which resembles a surrealistic vision. A space, which contains illusions,
dreams, desires, freedom.

B: Nature destroys Man

I decide to go for Nature Destroys Man option. I fly in and get into a singular micro - macro landscape.
It's a devastated landscape,utterly destroyed. I find, floating alongside this landscape, a virtnal
representation of the DNA. Here the DNA represents a positive input of "genetic" events, understood
as life. When tonching it, fascinating and constructive events occur. Depending upon where I click,
they start generating actions in the virtual or in the external digital world projected on the external
screens. .

Within this apocalyptic terrain I find 6 eggs in the process of incubation, covered by a transparent veil.




What do these harmful eggs contain... Enclosed within them, are devastating natural catastrophes.
C: Man & Nature Lives Together

On my entrance, I find myself in a vortex of light and images - a dreamlike dimension in which the ili
fated and the positive seem to coalesce into a common reality. I turn and move forward into a petrified
sea of marble of opaque colors, covered with deadly weapons of fear and horror.

Despite the above, it is possible to have absolute consciousness and make decisions of destruction or
construction. The objects are revealed as living, synthetic elements, , that will induce in me a real -
time reaction. I find them here in this ideal, unigue environment, rich in symmetry, color and depth. I
navigate among them like a fish. I penetrate, touch and go through this virtual world, in which the
images are integrated like an articulated world of different layers. The music reacts in conjunction to
my inputs, depending upon how and what I touch, where and how Imove.

D Kali as a "Metaphor of the Jungle"

My exploration continues. I navigate toward a light blue transparent gateway and suddenly 1 see myself
flying through a sort of a labyrinth. Here I find the cosmos, the earth, the micro and macro. I can travel
endlessly in this fascinating world, and suddenly I see myself flying in a whirlwind of fantastic Indian
Sanskrit worlds that call the sounds of the universe. I move forward and discover that they are flying
out of the cosmos towards earth through the tunnel of Kali, which is full of Sanskrit symbols. A sort of
a symmetrical Jabyrinth exists, belonging to the cosmos, earth, city and nature. It composes a magical
path which conducts me to the positive and negative.

‘Weapons emerge beneath my feet. It is like a long highway of fear , which by getting close prolongs

the horror. In turn, I can go back and seek the flowers, the smiling faces of children which confirms the
option of construction. All depends on me. An experience which resembles a surrealistic vision. A
space which includes worlds, realities, dreams, desires, fear, horror... what I proceed to select and cause
to react, create the results in front of my eyes, as well as on the large external screens,







