Mobile and locative media

In the past few years, wireless networks and the use of nomadic
devices' such as mobile phones and PDAs have blurred the
boundary between the non-local (or non-site-specific) and the
locative (or site-specific). Locative media use a location in publie
space as a ‘canvas’ for implementing an art project and have
become one of the most active and fast—growing areas In new
media art. Camera and video mobile phones, PDAs such as
Blackberries, and 1Pods have hecome new platforms for eultural

production, providing an interface through which uscrs can par-

ticipate in networked public projects, as well as the formation of

ad hoc communities. One example is the smart mob, a term
coined by Howard Rheingold in his 2002 book Smart Mobs: The
Neat Social Revolution to describe the self-structuring social
organizations supported by wireless digital technologies. A spe-
cialized, although mostly apolitical form of the smart mob is the
flash mob, a large group of people who organize themselves
through mobile messaging, suddenly assemble in a publie space,
engage In a more o1 less banal activity for a brief period of time,
and then quickly disperse.

Mobile locative mediaare notonly a technological format but
also aconcept and theme that have been increasingly explored by
artists. Electronic networks in general and mobile devices in par-
ticular have brought about formal redefinitions of what we
understand as ‘public space’; more specifically, they have opened

up new sites for artistic intervention, broadening our concept of

so-called ‘public art’ —a term that has been traditionally used for
art displayed in public spaces outside of a designated art context
or for public performative events, from graffiti to site-specific

interventions by art movements such as Fluxus or the

Situationist Internatiopal. New media art in the public space of

networks — be it net art or art involving mobile media such as
mobile phones — can be understood as a new form of public art.
Compared to more traditional forms of public art practice, these
artworks can be both trans-local {connecting people across geo-
graphical locations) and site-specific, enhancing or augmenting
physical space with information that can be deposited and/or

retrieved. Mobile locative media have found a broad spectrum of
use in artistic practice that ranges from the enhancement of

urban spaces or landscapes with information, and the creation of

participatory platforms of production, to critical engagement
with the cultural impact of mobile technologies, and enhance-
mentof the public’s agency.
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- 186. Marina Zurkow, Scott
- Patersen and Julian Bleecker,
. PDPal, 2003

Anumber oflocative media projects have focused on mapping
existing physical spaces and architectures. PDFal (2008) by
Marina Zurkow, Scott Paterson and Julian Bleecker, for example,
Is a mapping tool {a Web interface and application downloadable
toone’s PDA) for recording personal experiences of public space,
more specifically the Times Squarc areain New York City and the
Twin Cities, Minnesota. Users create maps by marking locations
with graphic symbols and giving them attributes and ratings.
While the categories for mapping are relatively structured, the
prescription of certain categorics or meta-tags also makes it eas-

ler to map contributions more effectively. PDPalis inspired by
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wifi.ArtCache

183. (above) Julian Bleecker,
WiFi. ArtCache, 2003 The art
objects (Flash amimations)
accessible through the cache
have been programmed o
change their appearance and
‘behaviours’ based on several
critena, including their proximity
to the cache (whether they are

in or out of range), the number
of times that a particular art
object has been downloaded,
the number of active art objects
in range of the node, and the
length of ime an object has been
downloaded and out of the node.

187 (opposite) Q.S. Serafijn

in collaboration with Lars
Spuybroek, D-tower,
1698-2004 The physical
element of the project, a 36-foot
tower designed by NOX, is an
illuminated epoxy structure of
geometries which have been
computer-generated (through
CNC milling). The building can
be it up in four colours, which
correspond to the four emations
recorded by the projeci — green
for hate, red for love, blue for fear,
and yellow for happiness. Driving
through the cily, people can see
which emation is mosl deeply felt
on that particular day.

the idea of emotional geographies and the concept of psychogrog-
raphy — the study of the ctfects of the geographical environment
on incdividuals” emetions and behaviours — which was developed
by the Situationists, a political and artistic movement that
emerged in the late 1950s. A different form of mapping unfoldsin
0. Serafijn and Lars Spuybroeld’s D-tower (1998-2004), an art
piece commissioned by the Dutch city of Doetinchem and co-
developed by V2_lab. D-fower maps the emotions of the city's
inhabitants in a more specific way than PDPal by concentrating
on happiness, love, fear, and hate. In the project, which has three
parts — a physical tower, a questionnaire, and a website —human
values and feelings become netwerked entities that also manifest
themselves in physical space through colour. Each of the partici-
pants receives four questions every other day and the answers,
together with the postal codes of participants, are used to create
graphical maps showing where in the city people are most scared
or in Jove, and for what reason. In ditterent ways, these mapping
projects create a virtual, public repository for informatien that
supplements physical sites. They consist of shared information
resources that are collectively built by 4 more or less well-defined
community and involve boundaries established through rules and
mechanisms of access. In the case of PDPal, the information can
also be accessed at the physical site itself, and in D-towera physical
structure is transformed through the virtual repository. Both
strive to create a new awarencss of the urban landscape as a space
inscribed by human perception and emotion.

Locative media projects have also explored location-based
storytelling and new approaches to landscape. Julian Bleecker’s (b,
1966) Wil'iArtCache (2008) — an access point for digital art con-
sisting of a tree-floating WiFi node which has been deliberately
disconnected from the Internct — investigates the possibilities of
wireless, location-based narrative and the preduction of space
itself as the user needs to be within physical range of the node to
retrieve information. The project thus demarcates an invisible yet
physical space for art. Once people are close enough to the cache,
they can download Macromedia Flash animations created by
artists to their own WiFi-enabled devices, such as PDAs and Jap-
tops. Whereas Bleecker’s cache uses a specific location as a forniof
wireless art repository, Teri Rueb’s (b. 1968) Core Sample (2007)
augments & location with an abstract narration of its history.
Rueb'’s project offers an insight into Spectacle Island n Boston
Harbor, which has a multifaceted history of urban development. Tt
has been the site of casinos, hotels, and acity dump, butin the early
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189, (above) Teri Rueb,
Core Sarnple, 2007

190. (opposite) C5, Landscape
Initiative, 200 1-present. Using
the C5 GPS Media Player (in

the bottom image), the project’s
online component, visitors to the
website can access the GPS track
logs of each C5 member's route
in the different manifestations of
the project, view associated media
documentation {photographs/
video), and investigate multiple
track logs to compare the
landscapes. The GPS in itself has
created new forms of relationships
with the landscape, firmly
positioning an individual or ohject
in relation to a specific location
while remaining a virtual data set.
The Media Player’s virtual track
logs and overlapping paths form
their own kind of landscape,
which s rooted in a personal
interaction with the actual
landscape but translates into a
virtual set of data that becomes
arelational database, a potential
index of connections. The online
project suggests a trajectory

from personal experience

and live performance to a data
‘epresentation of this very
experience and the possible
contexts for understanding it.

1990s it was given a makeover: materials excavated during the

construction of a tunnel were used to create additional land, and
sea defences were put in place. Core Sample uses GPS to create a
factual and fictional interactive audio narrative which mixes nat-
ural and processed sounds with voices of former residents to tel] a
unique story of theisland and highlight its natural soundscape.
The use of the Global Positioning System (GPS) and mobile
technologies for new experiences of landscape takes a very differ-
ent form in the Landscape Initiative {2001-present) by the San
Jose=based art group C5 (f. 1997). In its multiple manifestations,
Landscape Initiative straddles conceptual, performance, and land
art, as wel] as research, business, and exploratory adventure, The
project consists of three parts ~ The Analogous Landscape, The
Perfect View,and The Other Path — for which the group has under-
taken massive performative expeditions all over the world. Tor
The /lmz[r)gousLa;zaﬂmzpc, members of the C5 team climbed moun-
tains such as Mt Whitney in California, Mt Shasta in the Cascade
Range of North America, and Mt Fuji in Japan. The respective

Journeys were tracked by means of GPS and Digital Elevation

Mapping (DEM), with the goal of establishing analogies between
the journeys through the different tereains. For The Perfect Fiew,
C5 asked members of the geo-caching community - a worldwide
network of cutdoor enthusiasts who hide and seels containers or

‘geo-caches’ using GPS and other navigational technigues — to

recomivend locations that they experienced as sublime. One of

the C3 members then went on a motoreyele ride around the conti-
nental US and revisited the places according to their original
coordinates. The sites are documented in triptychs that show the

respective location as a panoramic photograph, juxtaposed with
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191. Usman Haque, Sky Ear,
2004

an aerial satellite image and a rendering using USGS (United
States Geographical Survey) data as its source. The goal of The
Oifier Patl: was to accurately track the Great Wall of China and
then use pattern-matching procedures to find an analogous sig-
nificant path’ in the US. In the digital age, our knowledge of the
earth and landscape is Jargely shaped by GIS (Geographic
Information Systems), together with personal exXperiences,

which are by nature locative and limited. Representation increas-

ingly shifts from a depiction of reality toward a visualization of

data; and data has become the mediating agent between us and
our surrounding landscapce, Londscape Inttiative cxplores the sta-
tus of our relationship to landscape in a networked data world.

Mobile devices arc also frequently used to give visual expres-
sion to information or data that could otherwise not be directly
perceived. Sky Ear (2004) by Usman Haque (b, 197 1) represents
an interesting approach to the visualization and sonification of
the clectromagnetic spectrum. Ilaque visualizes this usually
intangible force through a ‘cloud’ of helium balloons equipped
with infra-red sensors and LEDs, which, respectively, measurc
the electromagnetic environment {influenced by factors such ax
weather and mobile phone usage) and change the colour of the
balloons. Spectators on the ground could also cause variations in
colour by calling the auto-answer mobiles in the balloon cloud
and listening to the sounds of the sky.

222

Aplet

Status: Live will finish in 7:57  Messages in queue: 0 Total messages to date: 51

Total hits. 7917

Time in Japan: 21/9/03 22.03 1

C Look @ Go

Catchiool | &)

1+ ¥ e+ - _Fall | [From

Please enter a (64
[HiJackia, 1 am thinking about you now...

From: Send this message .

Name [Chong Name  [Jackis
Location |Tokyo

Location |Yamaguchi

Email  [chong@amodal.nat Emall  [10)1

™ Notity me by email when the messags is caught

Preview [ Send

IMPORTANT NQTE" all masgagas sent through this system are public and may be intercepted and read by anybody who visits thus sils
Howewer, ait amsil addresses will ba kegt stncily confidanbal and are only used for system notificalion

Applet startad

192. (above and below)
Rafael Lozano-Hemmer,
Amiodal Suspension, 2003

In Rafael Lozano-Hemmer’s Amodal Suspension (2008}, a

the Yamaguchi Center for Arts and Media (YCAM) in Japan (and
a continuation of his Relational Architecture projects), users’ text
messages both gain visual form and control visual output.
Twenty robotically controlled searchlights were installed out-
side the YCAM centre to visualize text messages, which people
could send to each other by using their mobile phone or a Web
interface, The messages were then encoded as unique sequences
of flashes by the searchlights, creating a giant communication
switchboard in the sky and transforming the materiality of text
messaging. These unique light sequences continued to be circu-
lated until the messages were ‘caught’ or read using a mobile
phone or the 81 Web interface.

As both of the previous projects show, mobile devices can
become an impromptu interface and a vehicle to create or partici-
pate in an artwork. Giselle Beiguelman (b. 1962) has used this
form of interfacing in her video projects Sometimes Always and
Sometimes Never (2005), which consist of inages shot on mobiles
by visitors to the exhibition space. In the gallery, the audience can
also use a keyboard and mouse to edit, in real time, the order and

position of the frames on the screen and to impose coloured Alters
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large-scale interactive installation developed for the opening off
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193. Giselle Beiguelman,
Sometimes Aiways (top left)
and Sometimes Never
(above and right}, 2005

194 (opposite) Jenny
Marketou, Fiying Spy
Potatoes, 2005, Within

a gallery environment, the
inflated balloons are attached
to the floor and lloating,

50 that the public is moving
through a red forest. The
video cameras hidden inside
the balloons continuously
capture the surroundings,
and wisiors’ movements
through the installation

are recorded as ephemera,
traces, forms and patterns,
which are broadcast live

on TV monitors inside the
exhibiton space. In the live
action street game part of
the project, visitors are
invited to take balloons on
awalk, thereby building a
connection between the
exhibition space and its
context and becoming both
surveillant and object of
surveillance.

on theimages. In Sometimes Always, the resultis a dynamic mosaic

palimpsest, while Sometimes Never creates unstable saturarcd

palimpsests — the added colour saturation triggers a process of

erasing, and no action can ever be repeated. Together, they creatc
a(dejgenerative video that is composed and decomposed.

Mobile technologies ideally provide new platforms for coni-
munication and networking, but they also potentially allow for
users to be monitored and tracked. The issues surrounding pri-
vacy and identity that emerge from tracking and surveillance
capabilitics have been critically explored by many artists and
media practitioners. Artist Jenny Marketou (b, 1954) has created
a series of projects — among them Flying Spy Potatoes (2005) and
99 Red Balloons: Be Careful Who Sees You When You Dream (2005)
that involve large helium-filled balloons equipped with wireless
cameras «nd address the darker aspects of surveillance with aes-
thetic playfulness. The project series is inspired by the German
pop singer Nena's song ‘99 Red Balloons” from the early '80s, in
which a catastrophic war erupts when arimy generals send planes
to intercept a mass of unidentified objects (balloons). The instal-
lation also references pre-aviation ‘reconnaissance balloons,
such as those used in the American Civil War. The concept of play
entails possibilities but also risks, rules, and limits, with the cam-
era eye as ‘spy’ undermining the connotations of freedon
suggested by the game. In a playful way, Marketou's project
raises serious issues about the relationship between the recorded
image and the spectator, surveillance, and the contemporary
society of spectacle. The project series addresses the technologi-
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195. (top) Michelle Teran, Life,
A User’s Manual (Beriin Walk),
2003 This project subverts
existing surveillance tactics by
transmilting camera footage to the
public, thus commenting on the
complexity of personal, cultural,
social and physical boundaries
and the act of crossing them

196. (bottom) Michelle Teran,
Life: A User’s Manual (Linz
Walk), 2005

cally networled condition of contemporary society, the dynamic

possibilities of doing and looking, and the role of technologies ol

surveillance and recording in art and culture.
In Michelle Teran’s (b. 1966) series of public performances,
Lafe: A User’s Manual (2008-5), the use of surveillance cameras in

contemporary urban settings is explored in the context of

boundaries between public and private space. The artist pushes a
monitor around city streets in a shopping cart and, using a con-
sumer-model video scanner, broadcasts footage from wireless
surveillance cameras in publicand private places that transmiton
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197 Ricardo Miranda Zuniga.
The Public Broadcast Cart,

theeasily intercepted 2.4 Ghz frequency band. Passers-by can see
these camera views of the city and its inhabitants on the monitor
in the cart. The project takes its title from a novel by Georges
Perec, in which he metaphorically removes the wall of a Paris
apartment building and tells the stories of each apartment and
its inhabitants.

Both Marketou and Teran explore the topicof surveillance in
predominantly aesthetic and conceptual terms. The issues they
address are also reoccurring themes in art activism, which fre-
quently makes use of mobile technologies to critique their
implications or enhance the public's social and political agency or
involvement. Today’s digital mobile devices and locative media
have certainly opencd up a whole set of new possibilities for
activist art, but mobility has always been an important factor in
the realm of tactical media.

In the late 19505, artist Krzysztof Wodiczlo (b, 194.3) created
ascries of omeless Pehucles(1988—9), amobile shelter reminiscent
of a shopping cart that provided homeless people with a place to
live and a worl environment’ for collecting cans and bottles for
resale. Ricardo Miranda Ziniga's (b. 1971} Fagamundo (2002) and
The Public Broadeast Cart (2003—6) can be seen as extensions of
this type of project for the digital age, giving a voice to imarginal-
ized groups or enhancing the agency of the public. Vagamundois a
mobile cart and online project featuring a v ideo ganie that can be
played by pedestrians or online and raises awareness ot the
predicament of undocumented immigrant labourers in New
York City. The Public Broadcast Cart — a shopping cart equipped
with a wireless laptop, miniFM transmitter, microphone, speak-
crs, and a mixer — reverses roles by turning pedestrians into
producers of a radio programme. Audiois captured by the micro-

phone and then simultaneously fed through the mixer to the




198. Marko Peljhan, Makrolab,
1994-present. Over the years
Makrolzb has been shown in
numerous venues, including the
50th venice Biennale in 2003,
illustrated here. Recently the Arctic
and Antarchic Makrolab projects
have been developed under the
larger umbrella of the I-TASC
{Interpolar Transnational Arl and
Science Consortium), conceived
by Thomas Mulcaire and Marko
Peljihan, Bringing together
individuals and organizations

in the fields of art, engineering,
science, and technology, there is
afocus on lhe developrnent and
deployment of renewable energy,
wasle recyching systems,
sustainable architecture, and
open-source media.

speakers on the cart, a local FM frequency, and an online server

such as thing.net.

A different form of mobility surfaces in Marko Peljhan’s (b.
1969) Makrolab (1994—present), conceived in 1994 during the
wars in the former Yugoslavia, which has been designed to serve
as an autonomous and mobile performance and tactical media
environment for artists, sclentists, and activists. Users of the lab
are supplied with the tools and means for developing projects and
conducting research pertaining to telecommunications, climate,
and migrations. Makrolab was first presented at ISKA 1994 and
has since been shown in numerous venues, among them the 50th
Venice Biennale {2003, above) where the lab was located on the
island of Campaltoin the Venice lagoon.

As previously mentioned, one strategy employed by activist
projects is to turn technologies against themselves, for example
by making mobile technologies’ capacities for monitoring avail-
able to the public. The Antiterror Line (2003—4) by the Bureau of
Inverse Technology (BI'T, f. 1991) collects live audio data on civil
liberty infringements from phone-in participants and thereby
transforms phones (mobiles and landlines) into networked
microphones. Users may record incidents while they are unfold-
ing or leave spoken reports, and the recordings are directly
uploaded into an online database. While individual incidents ot
civil liberty violation may go unnoticed or unreported, accumu-
latively they call for action. In an age of increased security
measures designed to keep citizens safe from harm and terrorist
attacks, the project suggests the public’s need for protecting itself
at the point where official procedures begin to corrode the very
liberties and society they are designed to preserve.
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200. (below) Konrad Becker and
Public Netbase with Pact
System, System-77 CCR, 2002
System-77 CCR was first
presented in Karlsplatz, a ceniral
square in Vienna, and created
extensive public debate about
the legrtimacy of surveillance
technologics. The project strives
to provide the public with access
to the control of technologies,
proposing that tools of nisk
assessment should also be
available to independent citizens
rather than be predominately
privately controlled.

Similar issucs are addressed by a consortium in System-77
CCR(Civil Counter-Reconnaissance) (2004), a project developed
by Konrad Becker and Public Netbase in collaboration with
Marko Peljhan’s Pact System. The proyect, which is described as a
tactical urban counter-surveillance system involving ground-
controlled Unmanned Aerial Vehicles (UAVs) and airborne
drones for monitoring public space, tackles the increasing priva-
tization of sccurity and calls for the democratization of
surveillance technologies.




201. Preemptive Media,
Zapped!, 2006

(above) This keychain detector
was engineered by Preempiive
Media to address the use of Radio
Frequency 'dentification (RFID).
The device rings when RFID
readlers are in the vicinity
scanning the airwaves for data.

{centre and bottom) Preemptive
Media runs workshops to inform
people about the widespread use
of RFID. Participants receive an
overview of the technology and
its related issues along with a
Zapped! workhook, and can even
learn to build their own RFID
keychain delector.
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202. (below) Eric Paulos with
Urban Atmospheres, Participatory
Urbanism, 2006~present.

Urban Atmospheres gathered

two weeks of environmental

data from 1axis in the Ghanaian
capital of Accra which illustrated
significant fluctuations 1n air
quality. Air samplers with carbon
monoxide, sulphur dioxide, and
nitrogen dioxide sensors were
mounted on taxis, and individuals
also collected data by wearing

a setup with similar air-quality
sensors and a GPS unit, Air
quality, noise pollution, UV levels,
and water quality are among the
data lhat could be collected with
mobile devices, which the group
believe could give communities
more powet and leverage in
political decisions. This image
shows carbon monoxide readings
across Accra colours represent
individual taxis; the paich size
indicates the intensity of carbon
monoxide duning a single day
across this capital city Note the
variations across the city and
within small neighbourhoods

Surveillance and tracking technologies have also hecome
increasingly commonplace in the day-to-day lives of consumers.
Radio Irequency Identification (RFID) tags and systems have
been developed and used not only to track animals or humans (by
law enforcement or for protection) but also products. The use of
shopping cards — store cards or ‘inembership’ cards — to assess
and monitor consumer habits has been the subject of much
debate, and is just one example of how personal data is now
accessed in order to maximize the eftfectiveness of information
economics. The project Zapped! (2006) by Preemptive Media (.
2002, with Beatriz da Costa, Heidl Kumao, Jamie Schulte, and
Brooke Singer) critically addresses the mass deployment of Radio
Frequency [dentification through workshops, devices, and activi-
ties. The objective of Zapped!is, however, to inform about tags and
encourage critical response and engagement rather than paranoia.

Mobile devices are also being used by activist groups to
gather information — for instance, to compile data about the envi-
ronment. An example would be the Participatory Urbanism
(2006—present) project that is being developed by Eric Paulos
and his colleagues from the Urban Atmospheres group at the
Intel Research Lab. The project’s goal is to enable new participa-
tory urban lifestyles by transforming mobile devices from mere
communication tools into what they call ‘networked mobile per-

sonal measurement instruments’. By authoring, sharing, and
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203. Gabriel Zea, Andres
Burbano, Camilo Martinez, and
Alejandro Duque, BereBere,
2007. This project uses a wireless
device which 1s equipped with
vided and audio systems, sensors
o momitor CO» emissions and
electrosmog, and GPS instruments
to map the gathered data. Through
its sel-up BereBere places mare
emphasis on engagement with
passers-by in the street to create
an awareness of urban issues,

and conneacls with peaple who
may not have access to or be
familiar with the technologies
used. The project functions as

a tool both for data collection

and the creation of experimental
portraits of communities,

remixing new ov existing technologies, the project series strives

to give citizens more agency in contributing to decision-making
about theirenvironment. Providing the average, non-expert user
with hardware toolkits and physical sensors that can be casily
attached to consumer mobile devices, Participatory Urbanism
wants to enable citizens to collect and share data about their sur-
roundings and environment. Engaging public participation in
monjtoring the urban environment is also the objective of the
BereBere (2007) project by Gabriel Zea, Andres Burbano, Camilo

Martinez, and Alejandro Duque, who walk the streets of

Medellin, Colombia, with a mobile apparatus which includes CG,
sensors. Another common strategy of environmentally focused
activist projects is to employ frequently usecd devices such as
mobile phones or PDAs or recruit people who are travelling cer-
tain routes on a dally basis. An original and inventive twiston this
strategy is the project PrgeonBlog{2006) by Beatriz da Costa with
Cina Hazegh and Kevin Ponto. Launched at the ISEA 2006 / 01
Festival in San Jose, California, PigeonBlog uses urban homing

pigeons te gatherdata on air pollution levels.

Social netrorking

Theidea of linking and networking, be it through static or maobile
technologies, is intrinsic to and arguably the essence of digital
media. In terms of the development of digital media, there has
been a shift of emphasis from the networking — that is, the linking

and exchange — of media files {through email or the World Wide
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204. Beatriz da Costa with
Cina Hazegh and Kevin Ponto,
PigeonBlog, 2006. inthis
project urban homing pigeons
are equipped with hightweight
backpacks contaiming GPS-
enabled air-pollution sensors
which send real-time location-
based dala to an onhine blog
and mapping environment
Pigeons are also deployed to play
the role of ‘embedded reporters’;
carrying small camera phones
and a microphone, they send
progress reports during the
data-gathering mission.

Web) to the networking of people. For more than fifteen years,
the websites ot individuals, non-profit organizations, and compa-
nies have been an increasingly important way of publishing
information. In recent years, Web logs (blogs), wikis (websites
that allow multiple authors to edit the featured content), and
social networking sites such as MySpace, YouTube, and Fiickr
have been hyped as a supposed “second generation of Web-based
services” under the umbrella term Web 2.0. Coined by O'Reilly
Media in 2004, the term describes ‘a business revolution in the
computer industry’ based on building “applications that harness
networlceffects to get better the more people use them'’. As acor-
porate concept, Web. 2.0 provides contextual ‘warehouses’ that
allow for the fltering and networking of content provided by

users, whether photos (Flickr), videos {(YouTube), or personal

profiles (MySpace). One of the most problematic aspects of these
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205. Golan Levin with Kamal
Nigam and Jonathan Feinberg,
The Dumpster, 2006. From a
pool of 20,000 teenage break-
ups, the interface enables users
to see which break-ups are
comparable and reveals the
similarities, differences, and
underlying patterns of the end of
the relationships. The similarities
are determined by many linguistic,
demographic, and thematic
factors, and include aspecls such
as age and gender, the reasons for
and dynamics of the break-up, as
well as language use.

social networking sites is the fact that users effectively grant
extensive rights to the content they contribute, which raises
Interesting questions about authorship and the preservation of
information. Rather than establishing a reconfigurable platform
for networking and generating network cffects, Web 2.0 sites
largely provide a hyperlinked broadcasting environment with
meta-tags that allow tor easy filtering. The digital, networled
commons include platforms that help creative and cultural com-
munitics stay informed and improve pelicies that shape cultural
life. At the same time, the commercial construct of Web 2.0 with
its social networking tools lias created a new, contemporary ver-
sion of users as ‘content providers” who fill contextual intertaces
with clata.

Blogs were an early form of what is now known as social net-
working and encouraged a mode of publishing — the online diary
— that resonates with the increasing desire for self-exposure or
voyeurism in the media which is at the core of reality TV
However, social networking sites surpass blogs as they can filter
and match content across individual pages and profiles. The fil-
tering of content to create a social portrait’ of bloggers publicly
sharing highly personal information was the idea behind The
Dumpster(2006} by Golan Levin (b, 1972) with Kamal Nigam and
Jonathan IFeinberg. The projectis an interactive online visualiza-
tion that portrays the romantic break-ups of mostly American
teenagers. Gathering data from millions of online blogs, the

artists assembled a collection of 20,000 romantic break-ups that

occurred during 2005 and used custom language-analysis soft-

sehoel let out yesterday and cvenytiing ws going geod
dutt ¢ bawiee wp with iy dogtriend, and ) febt really bad,
Bt then i 10alked iwith my friends to el house beoaise
{ tas bored and e just hung-out but | get in troehle for
Rot telling rry Mom ..

o el et S8 asher furs broke up with mee.. i do at really
Rove it t0 say to thett beses { did n sec it coming a? ai..

Dt moww, thiinking about i § should have!t wutta way fo
Shast off tee SRR, ...

206. Antonio Muntadas. On
franstation. Soctal Networks at
the San Jose Convention Center,
2006

ware to computationally evaluate the posts and classify them
according to different characteristics. The Dumpster shows how
an age group In a relatively defined geographic area addresses
relationship problems in a process that Lev Manovich has
referred to as ‘social data browsing'.

Antonio Muntadas’s networked projection On Translaiion:
Social Networks (2006) offers a different kind of social data brows-
ing by interpreting the vocabulary that a selection of
orgamzations use on their websites. Organizations ranging from
Apple to Rhizome are placed on a world map, their text sampled,
and thelr vocabulary analysed. Websites are ranked according to
their level of technological, militaristic, cultural, and economic
influence, and each of these four aspects is assigned a colour value
{red, green, blue, and white respectively), which, in its mix, deter-
mincs the colour of the wehsite. A colour palette at the botton of
the projection shows trendsin language; for example, a word may
lean toward ‘militaristic’ in its colour due to the websites on
which it has been used.

Warren Sack (b. 1962) also explores language and positioning
in Agonusties: A Language Game (2005), this time in the context of
large-scale online communications. The project is inspired by the
concept of ‘agonistics’, the science of athletic combats, or contests
in public games. Theorists such as Chantal Mouffe have been
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207. Warren Sack, Agonrstics-
A Language Game, 2005 Using
any email program, players can
post messages to online, public
discussions, which the project
then translates into a graphical
display where participants are
represented by thumbnail images
Piayers are assigned a posilion
in a circle, depending on the
content of theirr message. and
are placed in relation to the other
players who posted a message
on the same theme. After each
new message posted (0 1he
discussion, everyone's position
is algorithmically recomputed

By posting a message to the
discussion that voices a specific
opinion about a theme, players
can move themselves closer to or
fuither away from other players

®
HHIZOME_RAW: GRID tec hologies

interested in the democratic potential of agonistic contests, using
metaphorical images and actions to describe verbal contests as a
language game. Sack’s project draws on these ideas and applics
them to online discussion forums such as Usenet newsgroups or
the Rhizome mailing list. By cnabling participation and filtering
on the basis of rules that are established by the artist {and the

algorithms used), Agonastics creates an enhanced awareness of

how individuals position themselves, be itin a social contextorin

the ways they express their opinion. The project is a public art-

work in which participants ave both the active producers of

content as well as its recipients, and reveals how “systems’ and
‘communities’ can create narrvatives that highlight relationships
between individuals.

The growing popularity of social networking sites such as
Friendster, MySpace, Facebook, and others has also inspired avt
projects that explicitly reference these sites and explore their
underlying paradigms. Sinister Social Network (2006) by Annina
Riist (b. 1977), who is working with the Computing Culture
research group at MIT in Boston, cstablishes a connection
berween data-surveillance (or dataveillance) and social network-
ing by using research on software that identifies and analyses
suspicious behaviour on the basis of communication patterns.
Stuister Social Network points to the moments of suspicion and
conspiracy that are intrinsic to networking sites. Uhe site incor-
porates online chat bots that infiltrate chat networks and, aside
from discussing hanal topics, occasionally make suspicious,
potentially conspiratorial remarks. By telephoning the bots,

users can insert their own messages into the hots’ conversations.
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208 Annina Riist, Sinister Social
Network, 2006

808 Sinister Social Networis. [=))
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Software analyses and maps the online conversations, detecting
unfriendly uses of the social network.

Angie Waller's myfrienemaes.com (2007) alsc subverts and
questions the ‘friendly’ social networking environment, in this
case by pointing to the more negative premises on which
alliances and friendships are often built. Mimicking a secret soci-
ety, myfrienenies.com is designed to cultivate new friendships on
the basis of shared dislikes. The site connects users who share
feelings of aversion towards the same person and lets them
peruse testimonials based on profiles such as the 'hostile-
aggressive’ personality or the one thatis ‘eager to please’. While
taking a deliberately negative approach, the project creates an
awareness of the complexities of emotions that foster bonding,
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209. Angie Waller,
myfrienemies.com, 2007

who needs enemies
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The next generalion of viriual worlds
The connectivity created by mobile devices and social networlk-
ing sites finds its extension in the social spaces of virtual worlds,
which have become increasingly sophisticated over the past if-
teen years. Massive multi-player online games such as the
popular World of Wareraft have set new standards for virtual
worlds and the actions within them and have created new virtual
forms of community, The text-based online MUDs and MOQOs of
the carly 1990s were gradually superseded by 21) graphic chat
environments and finally 8D virtual worlds. In recent years,
Second Life (SL), an online virtual world devcloped and main-
tained by San Francisco—based Linden Research, Inc. {(Linden
Lab), lias emerged as the most successful virtual world to date
and has received international coverage tn the mainstream
media. A downloadable client program enables the users and res-
idents of SL to inhabit and explore the world, build their homes,
and socialize making use of social networking services. Residents
can also buy real estate and create and trade items, known as vir-
tual property in the in-world’ currency of Linden dollars, which
are now also traded for real world’ curreney. The in-world buy-
ing and selling of virtual goods and services in SL has reached a
monthly turnover ot several million US dollars and has created a
complex micro-economy which is anoteworthy phenomenon.
While SL is the first virtual world to have attracted such a
critical mass of users, it has had many predecessors. AVATARA
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210. (top) Donato Mancini and
Jererny Owen Turner with Patrick
'Flick’ Harrison, AVATARA
Portrait of VanGo at Baby's Fool,
2003. AVATARA was recorded
entirely 'in-world’ (r.e. within

the Traveler environmenl) and,
according o its creators, is one

of the first docudramas to be done
in Machimima style - displayimg
its content from within a virtual
world. The interviewer and guide
Kalki (2 bluish horse head) and
the inhabiiants of the Traveler
environment appear as torso-size
avatars in their natural virtual
surroundings and comment on
the topics Community, identity,
Art, War, and Loss.

211 (bottom) Donato Mancini
and Jeremy Owen Turner with
Patrick ‘Flick’ Harrison,
AVATARA: Fast £ddie interviewed
by Kalki at the Ozgate Entrance,
2003

{2003) by Donato Mancini and Jeremy Owen Turner, with editor
Patrick ‘Flick’ Harrison, provided an insight into the dynamics of
virtual worlds in the form of a movie, distributed on DVD. The
feature-length documentary consists of interviews with the
(mostly American) inhabitants of the voice-chat environment
OnLive! Traveler, which was established in ¢. 1993 and later
became accessible through The Digital Space Commons as
DigitalSpace Traveler. 4VATARA features the online world at its
best — a community-building technology that offers a creative
outlet tor everyone — yet doesn’t neglect the darker aspects of its
social fabric, which replicates the real world in many ways.
Avatars as a new form of selt-representation have been tertile
ground for artistic experimentation. Since 20086, artists Eva and
Franco Mattes (b. 1976, aka 0100101110101101.0org) have

inhabited Second Life and created portraits of avatars, which are
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212. (top} Eva and Franco Mattes
(aka 0100101110101101.0rp),
Annoying Japanese Child
Dinosaur, 2006 The Matteses
have referred to the idealized
avalar images n 13 Most
Beautiful Avalars as 'pictures

of self-portraits’ rather than
portraits, They conlinued thelr
investigation into this form of
representation with the series
Annoying Japanese Child
Dinosaur, which consisls of
portraits of avatars created by
Japanese children and takes a
lock at a very spacific subcullure,
its aesthetics, and cultural
subtexts. The title references the
novella Mr. Boy (1980) by James
Patrick Kelly and the fantasy world
of its protagonist, a genetically
undersized 12-year-old.

213. {botiom)

Eva and Franco Mattes
(0100101110101101.0rg),

13 Most Beautifut Avatars, 2006

‘shot’in the virtual world but exhibited as high-end digital prints
on canvas. Their series 19 Most Beautiful Avatars(2006) portrays
celebrated “stars’ of Second Life and explicitly alludes to Andy
Warhol's series The 13 Most Beautifil Boys and The 13 Most
Beautifid Women (1964), which captured a different period of star-
dom and pop celebrity In transporting the aesthetics of the 31D
world with its specific colours, light, shapes, and perspectives
onto canvas and into the gallery, the images raise interesting
questions about the history of portraiture and conventions of
photography and painting. As with many of their predecessors in

traditional media, these self-portraits are hased less on a realistic
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214, Will Pappenheimer and
John Craig Freeman, VF-Virta-
Flaneurazine-St ©, 2007

depiction than an idealized self-image that is often stereotypical

and largely matches the Western canon of beauty.

A more psychologically oriented, satirical investigation of
avatar personality and its encoded nature unfolds in Will
Pappenheimer (b. 1954) and John Craig Freeman's (b. 1959) FI-
Virta-Flaneurazine-SL © (2007), a programmable 'mood-chang-
ing’ drug for Second Life, which, once ingested, causes its
conswmner to aimlessly wander through the SLenvirenment for up
to a full day, erratically teleporting to random locations. ‘The so-
called ‘prograchemistry’ of the drug is based on a formula
conceived and developed by the arusts, who have been testing the
effects of the drug in clinical studies where users register, down-
load a custom desktop-active ingredient, and are directed to asite
in SL for ingesting the second part of the drug. Users allegedly
reported that the drug allows them ‘to see SL freed from its limi-
tations as a fast-growing grid of investment properties’. In a
humeorous way, the project points to the more serious implica-
tions of a (virtual) society whose inhabitants are at least partly
coded by a corporate entity (Linden Lab), which determines their
behavioural properties and the framework of their society.

The interconnection between the economies of the real world
and virtual environments such as SL and online games also raises
guestions about the value of the art object. The project Objects of
Virtual Desire (2005) by G+5 (Simon Goldin and Jakob Senneby,
b. 1981 and 1971 respectively} — who also founded The Pori
(20049, a community-driven island and space for cultural produc-
tion in SL — explores how value is transferred from the material

to the immaterial and vice versa, and the ways in which the
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215, (top) G+38, Obsects of
Virtual Desire: Jade Lily's <3>
Choker, 2005. This project strives
to replicate the ‘process of
becoming’ that takes placein a
virtual world: objects n virtual
worlds are often representations
of physical counterparts, but gain
new meanings through their site-
specific functionality in wirtual
environments and become oyects
in their own right; similarly, the
physical reproductions of the
virtual objects are regresentations
of the immaterial and remain
virtual unless they emerge as
objects with new functionality

216 (centre and bottom) G+S,
Objects of Virtual Desire: Cubey
Terra’s Penguin Ball, 2005
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217. (below and overleaf, top)
eteam, Second Life Dumpsler,
2007

materialized object attects the perception of the virtual original.
For the project, the artists started collecting immaterial objects
created and owned by SL inhabitants. The objects, which were
selected on the basis of their sentimental valuce to their owner,
were acquired by the artists as a copy along with the personal
story that went with them, and some have been reproduced in
physical form. The physical recreations of a piece of jewelry (the
choker of the avatar Jade Lily) and of the Penguin Ball {a trans-
parent ball with a penguin inside it — the logo of the Linux
operating system — which was created in SL by Cubey Terra)
were exhibited at the Bergen Kunsthall in late 2005, together
with interviews with the avatars of the original owners.

The value of property —in this case, land’ - is also at the core
of the time-based, performative project Second Iife Dumpster
(2007) by eteam (Hajoe Moderegger and Franziska Lamprecht,
b. 1964 and 1975 respectively). The artists bought commercial
land in SL and, for the duration of a year, maintained a public rub-
bish area for collecting the itcms from the trash folders that
avatars have by default, and need to empty regularly in order to

maintain their performance. This work gives ‘materiality” to the




218. {below and right)

Eva and Franco Mattes (aka
0100101110101101 .org),
Regnactment of Joseph Beuys’
7000 Oaks, 2007

notion of waste, which is so easily obliterated in the virtual realn,
and addresses questions surrounding the quality and personal
‘history” of the waste disposed (objects, messages, avatars, behav-
iours, etc.) and the concepts of disposal, decomposition, and
recycling in the virtual realm.

Virtual worlds offer a performative environment for realizing
what is not possible or at least difficult to achieve in the physical
world, In their piece Reenactmeni of Joseph Bewys” 7000 Oaks
(2007), IEva and Tranco Mattes (aka 0100101110101101.0rg)
have made use of this opportunity to continue — at least symboli-
cally — the implementation of a Beuys piece that remained largely
unrealized. On 16 March 1982, at Documenta 7 in Kassel,
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219 Second Front, Spawn of the
Surreal 2007

sermany, Beuys initiated the first stage of w hat he intended to be
an ongoing, global process of planting 7,000 trees, each paired
with a column of hasalt stone, to initiate environmental and social
change. The Matteses are re-enacting the picec on their virtual
Cosmos Island in SL, where they planted the first virtual tree and
stone on 16 March 2007 The stones have been stacked on the
island, and SL inhabitants are invited to place stones and trees on
their own land. The virtuzal continuance of the performance may
not have the direct environmental effect of the original, butit kecps
both the spiritof Beuys's projectand an artistic heritage alive,

Like its graphic chat-room predecessors, worlds such as SL
provide the stage for public performances. Supposedly the first
performance group operating in SLis Second Front, founded in
2006, In their works, Second Front have continuously engaged
with the underlying “architecture” and economics of SLin often
subversive and radical ways. Their three-act performance Spawn
of the Surreal (2007), which was part of the Chaos Iestival on the
SL campus of the New Media Consortium, was a ‘spectacle of
self-consciousness’ in which unsuspecting audience members
were mutated into sculptural configurations remuniscent of
Cubism whenever they sat in the chairs that were part of Second
I'ront’s installation. Second Front member Gazira Babeli came
up with the idea after she found that one of her code seripts was
acting up and kept on deforming her avatars. The group took this
ncident as a starting point for questioning the (Western) ideals

of beauty that manifest themselves in the appearance of avatars,

and they decided to tackle this idea by writing ‘bad’ code —named




220. Second Front's performance
Borger Controf, on the occaston of
John Craig Freeman’s installation
imaging Place SL: The
U.S./Mexico Border in Secend
Life's Ars Virtua Gallery, 2007

Code Deforma—which infected SL avatars and transformed them

into surrcal beings with elongated, contorted limbs and inverted
heads. Some infected audience members Hed the space in terror
while others requested more extreme results. [n their opening
performance for John Craig Ireeman’s installation Inagrmg Place
SI.: The US./Merico Border (2007) in Second Life’s Ars Virtua
Gallery, Sccond I'ront took the notion of the border quite liter-
ally and staged an aggressive Border Control, complete with
helicopters and tanks, intended to reflect on the increasing mili-
tarization of the borders throughout North America. The
performers finally set the space on fire, which caused the audience
to flee and left the space littered with rubble, While the pertor-
mance caused a significant amount ol controversy, it quitc

effectively rendered real’ the simulation of violence — a common

premise of many compater games. Crossing the borders of

acceptable behaviour within a virtual world, Border Control made
sinulated violence a quesiionable act.

Neither Second Life nor the currently popular social net-
working services will be definitive models and are continucusly

inspiring their own competitors. As the so-called 2.0 phase of

network technologies, they represent anew stage n the develop-

ment of the connectivity that is one of the crucial features of’

digital media and will continue to play a dominant role in digital

art. Presumably mobile technologies will become even more per-

vasive in the future and enable more sophisticated forms of

networking that will be creatively and eritically explored by art
andl commerce. Digital art, probably more so than before, will
exist in multiple contexts — the public spaces of networks, cities,
and natural environments. [t remains to be seen if and bow tradi-
tional art institutions will open up to these varied contexts in
supportofdigital art forms.
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Glossary

AIML Arvuticial Inelhgence Markup

Language craated by Dr Richard
Wallace, 15 4 scripting language
(ver befor) that enables serbal
communication s ltll it E'()H\!)Ull’r

[t allows pattern-based, stimulns-
response hnowledge content wo be
served, reecived, and processed on
the Wb and offline in the same way
as documents are published and
pracessed with WML (see beloe)

algorithm Algorithins are step-hy-~wp

procedires ol {ormal matrecyons dhac
solyve problems and tasks sod accomplish
a‘result ma Bmee number ol steps. Any
soltware and compurter operanionas the
reabization of slgorithins st the help
of a programinng languape

artificial life ‘The reproduction ol hologieal

processes or drganisans and thew

behas icurs through computer systems.,

ASCH “[he American Standard Cole fonr

Intormaton intercbange, the standad
conputer code, which was Rrst proposed
w1965 and inalized in 1908 The ASCH
character set consists of 123 decunal
nunibe

s ranging from zero through
127 assigned (o letters, numbers,
punctuation marks, and the most

conmon special Characters

augmented reality ‘The augmentation of

the physical reality surrounding s
thraugh compurer-generated elements.
Asopposed to virural reality, which s
aimed at creating immersive, completely
compirer-gencrated worlds, augimented-
reality systems add visual mformation

to the physical world foteen through a
head-imounted display)

autonomous characters Computer-

controlled characiers or entities that
are able to ex hibit autonomous
behusiours and navigate aroutd ther
world in o lifehke and improvisatonat
manner The behaviour of the cliaracters
allows thom to react mdependently

(o the speofics of theo surroundings
Craig Reynolds s one of the mfluential

re

carchers who has developed sweanng
hehaviours for autonemous cliaraguers,
which linve tound there application i
games and teatore infoes “The ocking
of the dmosaurs i Jurassee Park, ior
example, was bused on hiswarlkeand

he subsequenthy won the Seientific

and Engneering Avard at the 1994
Academy Awards

cellular automata Cellular automata are

an array of wdentically progranuticd
eells (anvplecomputing units] that
each ohey their own sets of rules and
interact with one snother Che term
“eellular automaton’ was introduced i

the 1450s by Avitbhur Burks whoowith
s st Alice, helped buld and program
FENTAC Ahe fivst eampuicr By bualding
appropriate rules nto a vellnlar
Autoniaton, ohe can sitouldle many
kinds o complex behavwur, ranging
tromn the motion of Auids to the
mwvaments of fish on acoral rect
(see alvo “amtononions characdes )
cyberspace A wernicomed by William
Gibsariin s novel Newronieneer for
an entirely computer-generated,
mersive workd
dala layers I uibereind 1y pes on feveds ot
mfurination (from computer code or a
datsbiane to vistals and audio) that can
be combined ornserted into one system

For example, any computer program

cun be understood as a combination
ot data layers, from the underlying code
o the interface that allow s the tser
o performoperations

dataspace A sirtnal space constructed
from and containing conputer-
generated information A dataspace,
also knownas an information space,
can mandestatselfas anything ranging
from the 31 world of & gane t a v sual
nteriace for a library catalogue

GPS 1l Global Positioning S

navigation systen made ap of a network

tem is

of twenty -iar satellites orbiting the
Earth and vansinitong coded signats
o users” recervers on the ground. Four
GUS sacelhite signals compute the three
dimensions and e foorth dimension of
TUME 1O PINPOINLA 1S exac L positon
on the globe, Though funded and
controlled by the US Deparanent off

Defense, most uses of the vystem are

civilian, Areralts, ships, groand vehicles,

and pedestrrans all cmplay the system
Lo trac ke then movemends and nan gae

HTML 11y pertext Markup Langirage 15
aseripting language (see bedo ) that
tiahes 1z posaible to vstabhish links
Between docaments and arbitrary
nedes {eomputers hooked up to g
network) HTME s the anderlying
Tanguage of the World Wide Web

hypertext Linked segiments of text that
can e navigated by wuser Hyperrest
organated in Theodor Nelson's concepr
of the docuverse’. a space of writing
andl reading where texes could be
dectronically unterconned ted by anyone
contrbuting to the nets orked et
While the World Wide Wb essentially
N hypcrluxt e aroniit, ||_\'|)u‘lu\[
sottware exgsted betore LFEMLL

hypermedia Ao cnviromuent of linked
mulumedia clements, suely as text,
audwo, visuals, mosvies Anything rom
an tteractive CD-ROM to the World
Wide Web can be consdered a
hypermedia evronment

information space vev ‘dufaspacy

intelligent agent Koltwai ¢ programs
w s hichvusers can delegate tasks and
which antonineally filter and customize
mforanenr o behali of tiewr aser,
As opposed to convenzional sottware,
intelligent agents are semi-autonomaots,
proactive, and adaptive

PDA Personal digital assistants {P1DAS),
suchas Palm Pilots and Handsprg
Visars, are portable, hand-held
computing devices that store dita
and transnit milormation

rapid prototyping & process that automares
the fabrcation of an olject fram o CAD
{computer-aded desgn) maded. The
thiree nimin vategories of fabreation
provesses are subtractive, additive,
and compressive. In a subtractive
process, the desred abject s carved
froi a block of materisl The addove
process binlds anobject through
layer-by=-layer fabrcation from plastic,
starch-based, or was vrateriads In the
comprisaive process a senti-sold or
Lignd material is compressed mto a
formand then Iurdencd or selichfied
(for example, Uough the use o Tasers),

scripting language Sc

pung, languieges are
computer languages designed 10 'screipt
operations of a compuiar application
te pertorm specitic repetitive taske,

SMS SME stands lor Seeur
System ar Short Message Servic

Muasape

and gives users the ability to send and
recen e texEmessages toand from
modnle telephiones,

telematics Ul combination ol computers
e telecommuancations

telepresence “I'elepresence (from the

Greek fede, micaning ‘tar of

distant’)
describes Ui ability 1o be presentin
aremore location. for example s a
<liat room on the Interaet, throngh
technolegal means.

telerobotics I'he operation ot a local robotie

device by ausce g remotye location over

the Internet

wiki A s ibiis g sebaite and wniang
platforn that pros jdes casy hoking
of pages and documents and can he
collabaranively cdited by snyone wath
aceess ol One of the best-known wilis
15 the online encyclopedia Wikipedia
The tirst wilo, WilaWikinwiel was
developed by Ward Cunningliam in
1k and was kanchee in 19v:5. Wik
s Hawanian terny for fast and s sand o
lave heen chosen by Cunmngham o
avoud the naine quick Web
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