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Burning the Interface
=International artists’ CD-ROM>
At the Museumn of Contemparary
Art until 14 July

ART —
by Paul Andrew

swimre this,
rery an art gallery with her girl
friend and thetr twe ¢hildren.
The gallery amendant tells che
children they can’t tawsch the am
o the lower Aoars bur they can wach the
art on the upper levels s much as they
like. Mo prices for guessing which floos
the kads want to race to. The snecdaze is
an everyday expericnee fior frazzled MOA
gallery asterdunm
Busming the Tuterfare 1 the Muzseum ol
Contermporsry Ar's lagest extraordinary
oifering, ideal far kidy and kids at heart
Liks 1t gr mot, there is 2 lot riding on the
wizve of muleanedis, Far some it s bemag
touted as the hngunts: cawp thar magically
changes art from noun @ verb, handi-an
and wer-friendly, interactive and self-
governing. For oihes i i g new media
that, hke film ind videa, has becoms 2 lm-
ear recarding art far all sther are-forms or
& mew groovy fromier or swheriming
Burming o Ineerfioe o & survey of recent
CD-ROM wark from arnses around the
wark] who were selicited via the Internet
The rewlt 6 3 miasma of screens, mace and
CD-ROM covers tha ha abready armacied

crawds cager vo get their hands i the

muck af technology and w navigase spme
of the many conepts developed by arusos
who are exploring the territories amd
iruginarions of digial arcss.

This reviewer had o visis the exhibition
several rimes to get near the art, and cven
alter seweral attempiy cauld anly engage
with the woek vcanously 5o much for in
frragviey,

Sa whar does CH-OM art offer thai
ather art can't? Well, apart from 2 mouse
and mouse pad, many of the artints hawve
included ramdom programs which allow
wsers o create their own images at the
chek af g butten, Theie vnaged see anll
fram the arnss reperore, and ot is the w-
semblage of thete images ar the pracess
which has become interacive.

Auvrslian arosey ase represenced includ
ing Drad Miller’s heawsiful A Dagial
Rbizesre, john Collerte’s 30 s for the
City and Linda
Cyberlesh Qilmonster. Like any sarvey.,
whether it's TD-ROM exhibitiens ar
queer films or installation art, iesnoetions
are never quue happy w provide an enterr
exhibation of Autralisn work. Survwen ke
this are still predicated by the exoric, a
cancern far aummaded grographic errizo
ey rather than mfermation based eerrign-

Dement's cabre

riet.

Thas is nat to divmiss the Macinating
range of warks from oversean, especially
the work of Lue Couchetne and Nino
Radripsrs ar the complenentiry srray af
mediamaric publicassens and CU-ROM

zines and compilaban. John Coallee. wha

way recently interviewed on the 7.30
Hepun, put it succinctly when he il new
ez hnologies, unlike film and other ar
formae, were developeng “like a grass fire™
an g number of froao all &t once. Clearly,
it 1 mne of the most meresting apects of
infarmacion cechnokogy

Pechaps anether reason ths exhibadon is
causing a stir is that it n not wealke the
dawn of cinema, fraught with wander,
mapgie and dresd by s earliess audicnces
Leke Cl1F-ROM techrology, it was 3 new
mecha that challenges nations af represen-
oo, reality and belief.

OF cowre, ane of the big differencss s

the tactality ol new tec hnolagies, Soon
vechmalogy wall be mone soplusocaied wach
wunee- and thought-acrivazed interfaces.
But for the momend, the consumer market
1 all syt g G grecng an back ina
the fingerops.

Burmiv & Intreface 15 an extraordinary
exhabinan because u abo questions the los
of moocrnee. I e kich 31 heart o e
back nia the swing. This is arguably not
something it has st ous o do, b the sdes
af callspuing the scham between ot and
wannabes seems very anractive 1o 3 low off
peopls whe wric very happaly imteracumg
whale athers of u nteraceed vicariously In
fact, the exhibibien seemm ta wggest thar
whae n bt s 0t 40 much innocenee bt
pertarmance. Harmmg the futefane remindt
us thar art is 3 werb, and chis exhibivion n
alreacy verll it W5 wiy o remricving per-

fo

sce from the clatches of 1pachy and
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_ Bu]rnin the Interface
<International Artists CD-ROM>

Museum of Contemporary Art, Sydney,
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makina stranae

IMUKILI1Y SLrunye

darren

wrning the Interface is a most welcome

and rimely event, for it respends ta the

hotrest question on the artistic CL-
RO FAQ: where can | see this stuff! The an
af CD-ROM. or ‘interacrives” (the term
coined o sugpest its distincrive pretics), is
seill in the crafr stage of its development, and
as such is @ rarefied practice, more often heand
of than actually encountered. With the
exceprion of a few independent pressings arul
limired issue titles published by magazines
such as Mediamatic and artintact, the majoriry
of interactives ta be performed in this exhibi-
tion are one-offs, genuine experiments or pro
rotypes of artstic composition In a new medi-
um. Given thar such work requires the inter-
miediate technelogy of the compurer, and usu-
ally & high-powered type at thar, it is hardly
SUTPTISIng that interactives hiave :ll_'-ql.lill.'d H
considerable mystique within the popular
nmLLgi e b, this exidic aura s one of
the fiest chings 1o be reinforced on entering
the exhibigion: " Take yous rime—these are

il COMPUTET SRmes’.

Curatar Mike Legzett has
done an admirable job in
amassing such an eclectic
range of work from what is siill
too early to be called the
‘field'. The exlubivion brings
rogether recent and vnpoing
work, as well as some of the
acknowledged, pioneering for-
ays into interactive ¥ irrual
spaces, such as [david Flaie’s
monumenial Waxweb {1991
1994) and Troy Innocent’s
techno-surreal ldea_DON>!
(1992-1994). The wark ol
over 100 Aust ralian and inter-
national artists is represented
on W CDs, asturely networked
to maintain a strong sense of
apuse within the gollery: the
curators have limited the numbe:
of compurers to small clusters, ra ndomly
placed Tike bintle islands throuhout the three

main rooms (the only exceprion is Mnemanic

tﬂf[ﬂ
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ean Lows B

Notations ¥, by Phillip George and Ralph W

ment, wh

s wwn ). The exhibs

Madame Basile
Turin, 1723

Frora Feinmgulens, 1991, (lroe

wecupies a single installation spuce of

w proswises the opporbunity
fur the peneral publoc, cimerging
CD-ROM pracrivivmers and
studenes of new medn ans

have a good leck at whar all

the fuss is abwmat. For this rea-

saint i s it desorves e suc-

cess it s having (within 15

minutes of apening on the
day | saw it the place was
baszzingg witl the curious).

The overall installation

and design ol the exlabarion

is subtly conducive to a

meandermy expericnce, sug-

gestive of the ant oscell e

wall et sdvises thar like
the artists, we should be be
prepared to take rsks, Inoan
artform scill in its infancy, it
is prepuosterous tu talk of

‘parists’, However there are

£ ! pub by ZEM. Karlrube), <ol

CFH

smterac liwe |

- critics and arcists alike wha would argue thar

taking the plunge imto a-linearity is only way

o expericnve this are I a survey exlabition of an

i

emeiging art form, seen by many of its patrons for

the first vime, and designed to increase puhlic
access to interactives, 1t would be silly to courn
alienativn and disorientation, especially when
these gualities are |'.||-.'||.l|..J| fearures of the medi-
wmt ieself, Mike Leggert and MOCA curator | inalia
Michae] bave

inexperienced by providing “user’s guide’ sheets,

censilily carered for the wary and the

containing handy navigational tips for each indi-
vidual work (more experienced interactive
pomads can get on and make their own maps). In
this cybernetic world the human element was reas-

suringly present, with helplul assistants on hand o

gty st of, wr inta, an interfaced situarion.
Scanning the screen of Dorian Dowse's impres-

stonistic fractal study Qi (1994-1990), | was

pulitely tsformied chat “this one's non inpersctive,
Ir just goes on and on’,

Baerning the Interfoce is timely in another sense,
fusr i prov ides the |-|'|‘-|~|I'.I|'|ilw_c fusr some solad, cnit

ical thinking abour the current status of the “art” of




interacrives. The overall qualiy

ol the work is uneven, which is

reasonahly to be expected. Some

works were hard ta leave, and

the experience of immersion was

vivid and compelling. Orthers,

however, were banal and offered

lutle to caprivate, and became

tedious in their routine demand

to be pointed ar and clicked
{'earth-shatcering’ was one of

many ambient sarcasms [ heand ).

The vocabulary of mulvime-

din composivion is ar this stage

very limited, and is largely soft-

ware driven. Maost inreracrives

declare the vell-tale rraces of

Directar, Photoshop, and [las-

trator, as well as the techniques

of cut and pasce/drag and drop.

The hest conceal their technolog-

ical genesis, however, and do noe distrace the
explorer with the "horedom of their conveyance”
{to use Francis Bacon's phrase). Similarly, the
range of pavigable spaces seema to be developing
inta a linired regime of geoeric rypes: the absreacr,
mutating field (George and Wayment, Mnemanic
Maotations V', 1992-1996], the archival darabase
{George Legrady, An Annotated
Cold War,

1903-1994), the ¢rypric narrative

Archive from the

(ScruTiny Associates, SoruTiny in
the Great Round, 1993-1995), the
|;|.h'r'r|n|!'||||.|.' warld { Brad Miller, A
[gital Rhizome, 199 3-1994), and
quirky, anarchic metaspaces, preoc-
cupied with the poetics of the inter-
face (SASS, Anti-rom, 1995).
Wirhin this typulogy certain
works clearly stand our by virtue of
thetr sophistication, invenrion, and
overall imaginarive integrity, as
well ae comhine more than one if

ot all of these generic featwres:

s s distributed by Mediamagic magazine [Cier-
ald Van Der Kaap, Blimdrom, version 9, 1995,
V.OLLV.O | Airkag, Maul Groot and Jans Possel,
1995), Brad Miller's Deleuze inspired A [Migial
Rhizorme, and SASS" Anti-rom are gool examples
They bring ta the fore the distinerive pleasures
an identifications of interactive multimedia, and
show up the more pedestrian atremprs that Jdis lie-
tle more than go through the motiens of doing the
multimedia thing (such as Gary Danner's and Elisa
Rase's sell-pramotional, Station Rese—[cons,
Morphs and Samples, 1994-1995). The worst aspect
of interacrives is the reduction of arcistic expres-
sivwry oy am inveniory of effecrs, of shallow specia-
cles of morphing, ¥-D rexturing, and hor-spaoc
mapping. These effects mighr evake a kind af

repid charm, but usually becray a paucicy of gen

wine ceeativity. Charm will always be over-
whelmed by the one guality 1o which all interac-
tive art must aspire—strangeness. [n a new medi-
win thar draws on exrant media, TEl.'lJI:IIIIiI'I.I.'i them,
and blends them into the alternative world of vir-

tual image-making, interacives need to embrace

peculiarity and viherness. The work of Linda
Dement {CeberfTesh Grrlmonster, 1994 1995), and
marne p;.r:i._-|||;|r|-r- Troy Innocent, is representative
of the engaged strangeness that distinguishes

interacrives fram other arcforms. These works

Tamds Waliczky, The Forest. 1995, (from arteniodll, pub. by ZEM,
Earlsruhe}, sl from interactoee CO-ROM
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Club. 1994,
D-ROHM

Michael Auckley, The Swe
sl Trasm nteraciive

invite us into a Jisonentmg world thie is immedi-
ately compellimg, and keep us there through the
pravity of energised curivsity, the sensation of not
knowing what wall happen nexe, nor wlt you ace
petting yourself .

A notable stylistic innovation involves the
disappearance wl the computer’s hardware, as in
Mnemonie Notations V. As with Graham Har-

wionnd's Rehearsal of Menwry or Jon McCormmck's

inspiravienal Twbulence (neither is exhihited
here), the minimalism of the mterface aml its vir-
rual representation on a large screen dire tly in
front of the wser heightens the sense of individual
agency, ol encounier withilin) o simulared space
Together w ith Apnes Hegedis” extracedinary
Husesighe (1992} (featured in the MCAs concur-
rent Phantasmagoria: Pre-Cmema to Virmualicy
exhibition), these works |-c:r|.'..1p': angcipule the
mear future of C-AOM interactives, where the
miterface is ot only gettmg more subliminal but,
a5 in the case of Handsighe, involves more of the
binly 10 an active, |'|1'|.'~.n':|| way (in Handsiyghe the
user navigates a virtual warld by means of an eye-
ball-shaped interface which is muved around a

% r;ll'l'ﬁF\'I remt '\-'|'|| Wre I' *
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Experimentation was also evadent in simne
clever re-thinking abuwut the point and click
mode of navigativn. A nember of works imple-
mented horizontal and vertical scrolling, which
ottered a more flexible, muitive means of muving
around and througl a virtual space. Similarly,
Jean-Louis Boissier’s elegant Flora Petrinsularis
(19493} exploited the cinematic properties of a
splic screen interface, in wluch images chuange as
the cursor slides across the screen.

Mike Leggett's canny, expedient use of the
gallery to reach, and perhaps create, a public fo
this wark invites considerativn of the impurtans
issue af the place of interactive ary Is the gallery
the best, or even appropriate situation for ief The
spectacle of queues of people peering over each
others” shoulders sugpgests a new
shared, public art experience.

Huoswever, for the person duing the

nteracting, the pressure to move
vy and Jdo things vo savisty impa-
rient voyeurs detracts from the
patient '.-x|l|.-.l|.1.1il..".'| much ol this
work demands. While this will be
S O Jdiscussion, which will
anly become meaningful once
mare people are familior with the
diversity ol work being produced,
Burning the Interface has gone a

ll,\||u'-l.'.1".' e G ||I.I.' IJ‘L'I."'d':L'-

DarrEeM TOFTS is Senior Lecturer
in Literature, Swinburme Llnaversi-
ty ul Technology, Melbourne. He
i5 a regular contributer ta 21O
magazine, and with arcist Murray
MeKeich is writing a prehistory of
cyberculture for 21C Books (an

imprint of Craftsman House).
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THE exhibitions of CD-HOM
ot anad slher interackive sorks st
ther MO A Foems Lhe mind ona
maajor problem with these works
Ther imtimale relalhsslalp
belwern & mowse gnd ils weer
depends on having enough
campubers b go areand. In Lhese
exhibitions thiz was nold Lhe case,
sl as snemee of Lhe compabers.
kept on crashlng [ was simply not
peassibie Lo see everyihilng.

Lis siliiitbon, mast of the works
are w0 engrosdng that onee &
wie Wit ERins pocess b b maehine
they willl play it for s very long
B

1t s haurd Lo Flnad She langusgs Lo
deseribe Lhese pleees. As ane of
my more conservallve irends
mava: *1 know iU's fum, but is L art™
Thot iz an eche of guestions down
through e ENRUrEEs a8 new
Formes of prt have been explored. I
was & guestion ralsed in e early
years of Wustrated bosks when
printers started Lo make woodoal
Immstretione Fortafalely for the
stplms of fine prinis. Alhrechl
Drurer was & Lrul¥ Fenassance
man, experinscnting with Lhe new
technalogy, making even the mosl
resctlansry viewer undersiand
thst Lhe quality of art depends on
w14 bk, reol s Lise way i s
[Fi L

The relationship belween
technobogy and arl B & uestiom
ralsed mere recently wikh
phutography. bal this, oo, s now
recognized as being visually
erealive.

Computer-generalbid art relies
oy pmore Lhan a single ! i

BURNING THE
INTERFACE,
PHANTASMAGORIA,
TWISTED

JOANMA MENDELSSOHN

Berause Uhe exhibitlon s so
mser-iriendly, i seems guile
strange thal the calalogue ks
writben In deliierntely obcibne
Jargon. Sameholy shoubd el Lhe
supporiers of muliimedia art Lhat
tlsere b5 no necrssary conneclion
between dense prose and guality.

The continulng debale on U

Hinks betwern mase cublare and e

high art take a slighily different
twisl in Phantasmaguoris The
works range [rom Lhe archale

Innbasy of Georges Melira's hand- N

drawn lmages for Lhe 1902 mavie,
A Vorage to the Moon, U Tany
Orusler’s bzarre Mosling eves and

faces in Flve Waorlds (for Gieorgesh.

The curabors, Feler Callas and
Diavid Watson, prgee Lhat
Medies's background in magic
hoth created his Tanlastio visual
appsraach and led to & pariiolse
trmditbnm of Independenl el s,
free from the eonstrainis of Le

e use gonnd wond mevement, bul
mnlike clemas, Lhe arl can ehange
with i rexponse ol Lhe vieWer.
Viewers Lherelore can Uninerse
themmselves in Lhe art ln s way thal
s slmpdy moil possible with smgin
Images iroeen in time.

The Uile Barning Uhe Inlerface
comees (ren Lhe bechnbgue of
making CI-EOMs, of recerding
the pribvis” werks for posterily an
plastic. CD-ROMs appear Lo liave
emerged as slandard

rblve Lechnsobo gy Toral

least this decade. Their refalive
siabitity ks a chisnge Irom carller
computer art, where Lhe
technudugy mvoved so fasl Lhal the
continuallen of the plece was
dependent oo the continwed
existence of partlcular mas hines

fame of Lhe warks on view here,
including Bill Svaman’s The
Exyuisite Mechamivm of Shivers,
have sn eacler imcarnalion wslng
slighitly alder teclnigmes. 1L ista
e henped Llal Lhe combinatinn af
relalively stable b doey amd

so engroasing Lthat Lthere sccms oo
bl i carping crificlsm.
Mlelbes's stills are woorth o e
i, amd bhe Dlms Dve Sgeio bn
Both videos and sereenbngs. OF
U artists whose work is used bo
sapport e debabe. Tosho Iwal
has Use most whimedcal sense of
Fun and heanty as he sris @p his
gpame of Intersecling rulours,
images, insects and musie. This
wan ansther one Uhal I wae nol
allowed to leave in 2 hurey.
SHehood halkdays aleo led me L
Newilpwn's Dinostore, which
eonlinues an olider bradition of
mandmade arl. Twisled creales &
fantasy children's bedrosm will

. photo montages by Anne Eabalks

as well ax carivis [noes by Hugo
Weaving, palnlings by Max
Cmilen, ukeleles by Heben Eager as
wiell a8 other artisis. There s
bizarre curly bed by Macgregor
Ross amd & funbky fh lank hy
Mernde Leishiman, bt the full

the ever-expanding Warld Wide
Wb will fres mriisis lrom the
Burden of conslantly leaming
mew Leehnabogy wo ey ean fally |
expliore Lhe posdldlities of mvslil-
el '

These experimenial works nre s
meressary prelude o possible -
grenl art of the Mutare, Harolng
the Inlerisce ignores Lhe -
Fashivnahbe comgputer games and
Fodlows Uhe abher bradition of
erealing changing images. (rom
Lhe pieethe to Lhe confraniational,
froam Lhe splrilusl Lo Use
malerialisl. There b the grainy
endiess Journey of Tamas
‘Walkeky's The Forest, il in

- restralned black and white; t:

Tt of huis show of many small
aililithes |x Uit way it ghves a fresh
Imsizhi inlo the comples workings
of an nner-cliy cullure where e
workds af visaal and performing
ariisis meed oo happy celllzbon,

IN BEIEF

® Rosemary Madigam ad iiay
Hughes Galkery tombines her
classiosl restradnt with pleces of
wanden soraf dissrcted womden
spoany and sbher pdds and onds Lo
malke Lhe most enticing pastel
scrubled stil-ile senlplarcs
Thers are also liny coloured paper
cut-suls made into collage on the
samve Lheme_ Unlike her collengue
Ralberi Klppel, wha uses Secldend
Ls prm assoried imslerial nlo ks
ial wscks, Madlzan

Lhrubbing music and |
iy Damnner gnd Elsa Bose's | °
Sintion Hose, mnd Uhe curkasly
hamd deswn images af Georee
L graddy’s An anecdoted aremve
from e Cold War :
The most engroasing of al is
Philbip Ciearge anad [Eaksh
Wayment's Mrcimme Nolathons
V. Cllck an image and Lse patiern
changes. medieval ligures
rmerge, dlzappear. shrink or sre
enlargeid Gregurian chants are
heard and then vanlsh. 1 s
eurlassly hard Lo wrile abowl Lhe
wedncilon of this plece, pxonpl
say thak beonose il was sehom
hodldays I had my eight-yraraid
pwins with mse, and we Lok i in -
Purns Lo play Lhils one worl for &
Tull bdf Woor. And even Lien =c
hiad hardly started Lo explore lis
prssibilities.

mses slimdlar materiak L make ber
continuing parpose.

& Sydiney's Ruyal Easier Show
ks over, bul Hyde Park Barracks
camtinmen nith Golng tolhe
Bhaw? lmages and memories ol
the Show, Aswell as the

. e bl freese-dricd Dull,

anil the wander{ully evocative
posters, Lhere ls anotler
mrgmmenl Ever sivce 1822, when
e Arrlealturnl Soclely was
fomnded, s aim was e upgrade
stok, Ly erenarage [armers o
e [rom quality snbmals and Lo

i prow bise highest ylelding seed.

T here are corbificates and

¢ pholographe, ahowhags mnsl

waondchoppers, pelebrating Lhe
counlry’s annanl reminder ba Lhe

* ety that after ey are Babe, mosd
* pigs turn b kacon.

" e
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27 March-

linda
CCwallace

A characrerisic of the virnuasl class is
thaee it is antistic. [o's an absolute
meltdouwn of human beings into

these auensuc, historically irespomnse-

Lis s . i sl f
ble vositions, with a sexuality of

juvenile bays being happy with

machines. Shun sam the mental

horizom while communicaring at a globel

Lewel and preaching disappwarance, And why

not, beeasce you've alreads disappeared woursel]. . Dut

(v Pare sad, “Whe

a5 the guide needs the Self

anyuay!” MPrivecy [or these hars alwavs been

samething they claim they waned The Xevax Mare nf

the future is wor about copying paper anymore. bt

copying bodies into image processing machines, Anad

who needs privacy in such a sitation! They are not

aremnce Bt masaionadaries Think about the

empliryees

s af Fefivession, froan primete C apirelesm,

wices. Mone af those lemita-
gions afply ta the wirual cless. Their form of domina
i ] I vabrasiing. They ¢ haue a cloar
pret i paychilegical repression. [hey don't have a clear
La " Thisi iwiile Balis o}
class comacionesness. [ hey muly Deleve that

techmedingy equoels hsman [reediom '

o

quick scan around most CD- ROM ritles
duoes not give an -'-'L'l:"-l-'l'.:'l'.ll|I||: impres-
siun wl |'\.'\...|I|- |'.-\L:'!' -.'|:l|.|||'_'_l:_- hurman I."l.'l.‘-

Jdom, There are only a few titles which actively ey

to engage the viewerina differenr way, i by

o ritigue the notion of the ‘virtual class’.
The RO rirles showing as part ol thie Berrming
the Interfece exhibition ar the MUA, c rated by

Mike Lepeert ansd Lisuda Michael, all do chis, allwr

im a variery ol ways

It is unlikely that any of the tirles in Buming the
Interface ever made any money back, let alone
enouph ta cover the vast amount of work which
lias ely

diice works such as these, a new level of tec hracal

gone inta every ong of them T prn-

literacy is demanded of artses, and a new kind of

humilary, For the CO-ROM ol roday is extremely
15




limived snowli iv can echmically Jo—it can only
carry aroumd 630 mb of informarion, so movies are
teduced 1o postage stump size; i is Jependent upon
porrd hardware, so if you view the CO-ROM on
anything less than, say, a double or triple speed
drive, you are likely to grow sreitated with the rime
it takes for a new inage o resolve isell

All the artists featured in Burning e Interface
are working within the bounds uf a technology.
which, in its current form, is mo Juubt seon ta be
rendered redursdant. s o Coenc ) dessd rechnologey.
Either new dara compression algorichms or new
wirps o putting down (burning ) informanon will be
developed. In fact, this is on s way with the Digi-
tal Video Dise. So what we have here is a slice of
techoashigiond history—yper these artises have man-
aped to take this svon-to-be-archaic technology,
arl epowine irs surface with informational incrica-

cies witly which to amuse themselves and those

eager ta become dangling lesh from voe of the
many Apple Mac
terminals by the
waterfronc at the
MOCA.
I have been
tw see this show a
few times amd
every time the
terminals  are
crowded, with
those wairing a
turn perched like
vultures in antic-

ipation  of a

viewer growing

tired of the assvrt-
ment of BOMs on any given machine. Often the
vlder passers-hy in the musewm seem o preler e
watch from afar, foreguing their chance for ROM
fascination, Maybe it takes o particular mindser o
see these warks as inreresting, although seme are

mwore inberestiogg o otleees
There are many ways to begin to critique the
works: one can consider the conception of the

interfuce, the navigaton tricks and labyrinths, the

s ol riime, the wse of soumd as narcatve structur-
g, In recrospect | like to consider where the van-
ous works allowed you to go—that is, to go lmenel

imside your own RAM brain.

SeruTiny in the Grear Round is a pleasurable
wotk, The CO-ROM began as an artist's boak mn
1992, and grew mto a collaborative effon between
Tennesser Rice Dixoa, Jun Gaspering amd Charlie

larrow (USA). It has a medieval sensibilivy of

rich wmd fecund images on which are supernimposed

brambles and decay; mythical animals rransforming

it ot leer equally evocative creatures. This wark

hais wew oxpiated dreamaone feel abwout i ronic, given
its production was made possible by the sophistcar-

cd arvefaces of Late 20th century rarionalam.
Passengen by Groeme Ellard amad Stephen John-
stone (England) takes as its starting puine Walrer
Benjamin's use of the metaphor of panoramic
vision and the labyrinth in his unfinshed text The
Arcales

Pomarasd |l|:|.|hu m al, say, the Eitfel Tower, with its

ject | Patsenpen-Werk ). Starting on the

ecstasy of aeral vision, the work asks the viewer to
follow a series of slowly unwindimg thremls whach
erwd in the depths ol the cury, usually in the wonder-
groaund milway system.

John Colette’s woek 30 Words for che City is
another which shares this sense of unfolding inti-
macy, One of che fiest CD-ROM artworks produced
i Awstralia, it presents a menn of "wonds” theough
which the viewer can navigate into the experience
of life in the subtle body of the hardfsoft caties of
Tokyo or someplace. It is a poeric and singular
piece, almost lonely: as the individual budy moves
through space, stories unfuld as poetic images, texe
and sourl.

The Exgpuizite Mechanian uf Shivers by Bill Sea-

man evokes o similar dreamlike quality. Made up of

a menu of 330 words, during the intersctive process
a viewer can construct word/imape/sound “sen-
tences'. An installation version of this work was
exlubited at the Ar Gallery of NSW, as part of the
Yt Bienmale of Sydney in [992/93. To see it i the
small intimate space of the computer is an alte
gether different experience—the viewer is in con-

tral, which is probably the point of many of these



works. They are small and personal, the dialogue is

immnedhare and intimare,

Ir may be a cliché, but it s clear that Auwstralian
artists nre o the forefronn of international elecrron-
ie arrs. Revisiting the Kroker texr, perhaps we—
global leaders in our rate of take up aof new rech-
nologies—are also ar the forefront of the develop-

ment of the so-called "virtual class'.

Some Australian artists maintain a position of
*honoured callaborarnes’ with vechnology, o kind of
|¢,-;I::||.|.:||1||!-,:|c:1'| evalution, while others, like Brad
Maller, Linda Dement, SASS, Gerald Van Der Kaap
and De-Lux'o seem to reject this notion to take a
more non-compromising position—one more akin
ta the notion of *Squacting the Media®. As Kroker
contenids:

when Karl Jaspers wrote Man and the Mad-

ern Condirwn he said thar the fondamenral ace

of political rehelliom tuday is the human heing

who refuses, who says no. [¢ marks che end of

any hegemonic wenlogical position and the
heginning of politics agein. “Squacting the

Media® represents a 1'|".|:|.|:m|. and marks a

return of moralicy into polites, [ wirulid he

impotant wo take praceical examples of subver-
sive intentions that aperate deeply in cyberneric
language itself, not suesicle of the media-net bt

misicle it 2

It could be argued that Linda Dement’s wark
does this, Cyberflesh Girlmonster 15 a relatively small
file size packed with power. Dement scanned ina
range of women’s body parts during the 1994 Ade-
Inide Festival Artists® Week. Conglomerate bodies
were made using the scanned images, These ‘maon-
sters’ were then anumared and made interactive.
When a viewer clicks on a body part, the words
attached to it could be heard or seen, o video may
play. a story may appear or medical information
abwst thar parricular stary may be displayed. Demen
says “the user moves blindly berween these. There is
PRy ITRETI SYSDETIN O clear controllalble interface”

It seems that Cyberflesh Girlmonster burned
through the interface of public decency. The work
had ta go helore the federal government's Office of

Film amd Literarure Classification amd although oot
technically classified "R, it received the equivalent
of this mting. The MCA had o lock off the work:
anyone who wanted o

view il |:|.||J to ask an
arrendant and keep-
er ol the password o
apen it for them. To
prevent  anyone
‘impressionahle’
froom seemng the
wark, the computer
shurs down auto-

macically of it hasn't

sl from interacte CO-ROM

been interacred with
for a few minures.

Since this is o work which invites the viewer oo read
and linger over information foor some rime without
necessarily inverncting, this regime radically inrer

rupted the user's relation o Cyberflesh
Girlmonster—an intervention in the interactive
process completely af adids with the artist’s inten-
rions. Cyberflesh was shown ar last year’s Perspecta
at the AGNSW with none of this censanng. It
seems that the censors have suddenly realised thar
new media exist, amd want their two cents’ worth

This prohlematises the starus of the ar work: new
medizn works are censored in a popular cultural con-
rext, yet exhihired openly in a more rarefied "art”
context. [t is also curivus thar many female arrists
wha woak with technology preduce work which isa
hit too hot for mainsreeam galleries or exhibition
spaces to handle. Without doubt the female inrer-

face will generate lors of heat in duys 1o come.

Lisarea W ALLACE is an arcist, curntor and wrirer.

email: hunger@sysx.apana.ong.au

notes

U Uleerr Lowvink, interview wath Arthur Kroker, "The
Theory of the Viensal Chass', on-line in CTHEORY,
CTHEORY is available, free, by email; seid a message
o et hevry-reguestibeononrdia.ca = with the word
tebscrile™ i the body of the message. Yo o comn-
raer CTHEORY trough<crhessy®@vas 2l concondin.ca>
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LANDMARK EXHIBITION

Burning fhe Interface - International Arlists C0-Rom Reviewed by Lyn Tune

Museum of Conlemporary Art, Sydney

z o

Madame Basile
Turin, 1728

This page

Jean-Louis Bojssier A Pelrinzadaris,

interactive multmisdia work, 1993, 44 atlable on
CD-Rom artisdact 1, published by ZEM

Earlsrule,

Qpposile page:

Left: Nino Rodriguez Boy, interactive
mullimedia work, prime collaborat Johin
James Long.

Top right: Luc Courchesne Porfrai e,
interachve multimwdia work, available on CTe
Rom artintact 2, published by ZEM Earlsrube,
Bottom right: Bill Scaman Tie Cxgueisate

Mevhuris s anberactive multimedia

work, 1991-94, available on CO-Rom artintact 1
publizhied by ZEM Karlsoalie.

All pictures this article courtesy Museum of

Contemporary Arl, Sydmey

AKTLUNK -
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Ls
has since its first lentative sleps resulled in

ng the computer as a tool for creation

questions as lo the validity of the works as
“art”. Rather than enter into this discussion
I would like to start from the premise that
the work is art and that perhaps there is 2
Iar.a_-,vr question related to the calegorisation
of the artist in the shift of work practice
fuelled by technological changes

B the Iterface represents a

landmark in the evolution of the discipline,
The range of wark shown givesus a
window to the width of pussibilities as the
medium is explored and developed. Here is
a medium that allows fur words, images
and sound to be incorpurated into an
environment where the concept is all
important and the involvement of the user
a pre-requisite, How does the artist explore
this and find a new language 1o go beyond
the conventional static presentation for the
viewer? This exhibition showcases a range
of working sulutions.

Transterring the recent gallery arl genre
is one solution. The coupling of evocative
words and images to evoke a mood in the

viewer has been much explored in static art
and here we see it in works such as those
by brad Miller in A Dig =ome and
John Colette in 30 Words for the ( iy, The

result allows the viewer to choose between

vignettes, sumewhat like walking to the
next work in a gallery.,
The compuler as a movie maker is

explored in R

Memory Structures by Peter De Lorenzo, the

computer’s particular lexture, pace and
transitions from one image o another
forming the basis of a click and play
solution. Philip George and Ralph
Wayment also explore the computer's

ons V,

image processing in Muennic Nol
taking it further and coupling it with
interaction in a richly woven work of
engaging imagery, satisfying in the level of
skill and umiurr.-;..andirlg of the medium
which allow for focus on the experience not
the process of manufacture.

Involvement of the user in an experience

not possible through other media brings to

the fore the challenges of the maker with
the medium, a new challenge in art and in

ARTLINEK 35 VOL 16 NO2&3
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I was three and | don't really remember anything except...
My mom says | used to do it all the time. | remember
when | was a boy. | wanl la have a history. Whether it's
true or not - to have that in your memaory is significant. |

EUESS TRCUTT
remember
telling soe
things | rem
thought ab
keep others
That's it. 1
have a kind 1
remember e
frames :
remember th

too but not as estensibly shitty ‘cause he was like away
doing jobs and stuff. ..me sitting by myself on the
stairs... | don't remember that poeint. A parent doing the
same traumatic thing like...

fact in communication. The making of the
waork involves the planning of the paths

ey lead, in fact seeing the final

e in \_I"rl,".'-_'l‘[

1and a book

computations, a bit like a fil

with user choose end u have to

m the beginning,

Troy Innocent takes the unique ability of

the computer to play g s and uses this to

with, ::|'|i_:=:1'|l and entrance the user. His
delight in the medium and its ability to

e creatures ina
a freer use of

o ol
ty, the feeling more sensual than

mould 3D shapes, mu

world of their own, resu

interactivi
cerebral

Linda Dement also looks at the flesh,

exploring a personal perspective,

od and sum

pruous,
philosophy. Her use of
imagery in relation to self carries through 1o

# - r ! [ v Al Ton e 1
a touch rather than click interaction. The

components for the creatures involved
friends in producing the work and carries

on the community cu

ture of artists such as
Vivienne Binns

#1th cyberspace

The games vou can p

i |

involve programmin the computer

what it must do. Very few of the artists in

this exhibition incorporated programming

here you

ybo's”, when

beyond “y

miusst go to this image or movie. Some

added “roll overs” others went further such
as Shafion 2 glimpse of a
0 ruled. The
interface design and layout of their work
are close to rock video and have a Muid feel

T 5
FIME Mavic
CaLr I'.'\nl LAY

Cyberspace navigation has been
r some artists in work such as
F L M

eyve lens on the world can be explored by

iroslaw Riogala, The fish

1

1 LD X

setting the position and direc
. dew. T looked fo s but enjoved
Qur view, | looked 1or more Dul enjoyec

their viewpoint. Graham Ellard in Passa

over like... |
. wn the steps
daybe the
iments. ['ve
and | don't
L ow why it is...
;. Better to

wasn't shitty

im

|'|._'Cl\.! I,"\.I'|1I,I"I,':-| nakh i

and achieves the
extension of the interface
to involve the user. The
embracing af the user so
that they feel |:'||'_‘.'

become part of the

narrabive 1s an
achievement of Passagen
a gentle and evocative
trip through three cities.
Another use of

navigation and narrative

0ars

can be seen in the

| f.;x'n::.';x' 1 egrady ina

T m——— |
FEsEenmy oF D

Cold War where per: istory becomes

public history. The chance o exp

another time and situation in almos

reuristic fashion is

bullet
The dis

computer as a tool and the rar

ations of

new communication is incorporaled inbo art
theory in works such as Doors of Perception a

report from a conference, but treated in an

enter ng way, w here the tool "'.'I.'IPI."!; the
tz haiku,

‘here the many

content. The presentabion sugee

the interface a sphere

questions surrounding the medium are laid

out as discussion topics. There are so m

as o l.:!l.‘|-‘.- one answer. My 0w -.'l ueslions

are to do with the possibilities, somewha
akin to science fichon

Will communicat
decentralisation of the planet’s population

with less transport requirements as we can

It in the

ion changes res

communicate from a distance?
Can a government or multinational rule
communications or will a new trade

freedom arise from anarchy on the internet?

ARTLIMNE 3[} VOL 1& NOD

indeterminate

What happens to education?

Will we concentr

afe on :i.1'-'i|‘.:_‘; the ;"|."..'|l.'|
and does this tool :||,~||‘-'_|

Dipes the communications revolution
n

offer a remaissance for artists

[n my work we look for artists on

computer o become part of our team: th
are very few although many that are

learning. | hope also the desine to wark

commiercially grows and invelves an
attitudinal shift in the academic arts area

allowing artists to engage in wider

community issues, Margina

arts due to

onomic and philosophical

differences with the commerdial sector has
led to the impoverishment of both. [ am
hopeful that new technology offers a

 for both o work together,

gatew
Collaboration of disciplines is part of
making new media and perhaps this will

lead to ¢ wers in both sectors.

There are many possibilities for the
future and this exhibition is a signpost
suggesting directions, Congratulations go

to Mike Leggett for overcoming the

difficulties in presenting the work and
giving the wider community an

opportunity to experience the journey. L
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Date

I MUSEUM OF CONTEMPORARY ART I

Hégff' v Jex F

Vot S4, 1996

“BURNING THE INTERFACE™

HULEUR OF CONTDHPORARY ART, STDWET
HARCE 37 - JULT G4, 199%

FLIE

“Burning the lnrerface,” org 1
cer and in-

digical arisc Mike 1
hamase curator Linda Michaels, is the first

majar intermational exhibinon ot -
ROM art to rake place in Australia. A
Conm L o n show to the more modest

A=

inreractive installacion “Phantas

* on the same Moor of the MCA, it

% a5 icant but elling report on o

chnology for |'Il:r'.||'.1:|| and ||||||'-
wons. Stace-of-the-are CD

ol artists everywhere are using new

essional reas
ROMs such as Brad Miller
Rip=ome, Michael Buckley's Tie Su
ke, ‘s The Forest

and Jean-Louis Boisser's Flara Petrin-

Tamas Waliczk

sulgri—1i0 mention n|'||§.'|:|1.'|'ll|'|'::r L1
exhihits in the show --|Ir|.:1.'ldi' i

saster ride through the highs and

rolle
lowes char currently beser andiovisual fare,

Representing the Crech Republic,

Germany. Switzerland, England, The
Metherlands, Canada, the U5, and

Australia, most of the exhabirs .IFI'1'II|_1_'

three to four years old and reveal the

cricical and economic limitations

imposed within a2 medium sull to be
I.'\.'\|11||!\.'ILI:'|”:'.' _rr:'li.lll:ll.-' The « I.IIJI-'Il"«-.

CD-ROMs dis

to aclect

decision

maos! pedidious
ad-erlismen| of

[he year.
Niev

P, SCRELM GRABR FROM CL RORA

playing an experiment
yre establish

ntary works is thercfore an

rather than choosing me
or docur

especially brave gesture, By situating a

complex and rich array of various
imteracrive amd ||.n|5.nriu||.|l optivns for
the museumgoer to explore, “Burning
the Interfac

|'|r|:|\-'--.||"\. a useful b
provecative aesthetic cxpericnoe.
Mot all works on display are

l.m--iﬂ-.'n v suceessful, Artists who wish
to contribute to the expanding elec
tronic syntax of new media need more

I|'|.1I1 over 1o |.|'J|L'}'|i||r| r||l-'i-| LE T :|'|1-l|il

and cultural assumprions, o rec nmes,
the indefarigable I"eter W el amd
German media Friedrich
Kittler have argued for the necessity of
1 of

theoris

questioning the und hecked spres
commercial soltware in this arca, with

ia arvisrs are now

the resulr thar some
emploving personal code crunchers o
write their own programs. T avaid the
hyperbalic sales pitch that wsually

LoLiinniog]

y why exhibitions such as these

accompanics  new

|'|'__|.i:'_ a “.'.|I:|' {ll"l.'ln{ C I.I‘“|||
the vagaries of the market place. Ler us

wat the electronic carpetbagpers

alsu get the message

Jussind Comoss
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By MICHAEL FITZGERALD
ACH MORNING THE TOP FLOOR
of Sydnev’s Museum of Con-
temporary Art res
high-tech zoo as 15 computers

sirned on for another d

Internat

sounads likea

Interfoo
" cD-RoOM>. Some
or warble like strange electronic
birds. Even guest curalor Mike Leggett
sometimes has trouble keeping this
rowdy house in order as the machines

‘hime, others

crash, freeze, o1 simply defy logic

".""“JFU'. T Inter :-u:l"' .}

NS 0 me with the art.
ce of control.”

deed, much of the art on display
1 [ife of its own, Queuing
0] groups that oflen mono-
polize the Lly pad clusters of Power Macs,
there’s a sense of subversive machines at
play with willing, sometimes hapl
participants. When vou £el lo a screen,
click a mouse and anything —or nathin
might happen: from the frenzy of
rom, a randamly selected mi *video
Eroup SASS over which you ]I.;I'.'I_'
r no controel, to the stillness of

“It's not

where a painted outback teepee plays out
for 14 hours of fractal ambiance, The
world’s first major retrospective of com
puter arl on CD-ROM (C
Read Only Memary), |
which runs through to J
explores a new fronber.

Using software programs suct
Photoshop and Director, 100 artists on
x prcture, text, animation and
ony of mult
border hetween art
5 art relies on the
EVErY eXperience s
ect has not tal

hikitian,
: 30, bravely

HE

5 the
holder. As th
viewer s interacbion,
unique. oart ol
back in quite this way before,” notes
rator Margaret Trail, e current Ma-
tional Call of Victoria exhibition,

an ll. bek

pirit in the
Machines

A Sydney exhibition brings international computer
art on CO-ROM io startling, touchable life

ART

Ferceptio
tive, mclude
in a broader look
A niew &

nilogy,
sthetic lanm
" Tral
only is it x

therefore artists are only
inning to work with it
in fairly clunky way
also audiences don’t know
how to read it y

the Interface. 3
man to touch me dies,”
growls L Dement’s
Cyberflesh  Cirlmonster
when you click on one of
the Svdney artist’s scanned
and animated female body
parts. With Portrait One,
by Canada'’s Luc Courch
esne, you have a virtual
conversation with “Marie™,
a filmed actress who stares
out from a black back-
ground. “May I ask you
something?” she paoli
inquires. Yes, you clic
“Are you staring a
she asks. Yes. “T'm looking
vour eves, vour mouth, the
curve there of vour neck,
Am | er £ youf”
Nat at all, you insist. “You
| must be a Virgo with a
fant.” Much of
peep-show

Pisces ase
the work |
mentality {the American
waork BLAM! makes fun

| of so-called ¢vberporn),
but when it speaks simply
and direc as Courc
esne's does—it
in eommunion w
artist himself
There is

sure i navl

sceral plea-
ng through




PSYCHEDELIC: A Digital
Rhizome, below; and

R ocently es

slowly unraveling, web

like worlds. “It's almost an
erotic thing where you
touch it and it responds,
you touch it and it re

sponds,” says Dement.
Good art takes you on a
journey, and on CD-ROM
the journey is everything.
With the coolly elegant
English photographic work
Passagen, you begin at air-
liner level in the clouds,
choose a destination from
London, Paris or Berlin,
then slowly descend to the
bowels of the eity. “You
feel torn between the de-
sire lo enjoy the city in the
distance and to be amongst
the angels,” says the nar-
rator. In Haiku Dada,
Melbourne artist Felix
Hude wittily charts Japan-
ese modern mores through
comic book-style anima-
tion. There are few bound

aries or inhibitions in
cyberspace. “The fact that
you're involved somehow,
even peripherally, in mov-
ing through it makes it
feel like a stronger experi-
ence somehow,” says Leon
Cmielewski, whose User
Unfriendly Interface with
Josephine Starrs is a feature
of the Melbourne show.
Still, the slightly sinister
question remains: Just
who is in control of the ex

perience here? Sydney dig-
ital artist John Colette, who
ablished a

multimedia department

at the Australian

Film Television &
Radio School, be-
lieves interactivity is some-
thing of a misnomer. “In
reality, the content is pre-
determined by the person
who produces it, who is
ceding navigational econ-
trol to the user as opposed
to some more collab-
orative, constructive role.”
For curator Leggett, such
art brings the viewer and
creator together in an al-
most psychic union. The
result is “something that's
in motion, something
that's in flux between you
a3 the vicwer and what's

TIME, JUNE 3, 1996

happening on the screen and how you
are envisaging what is ]1;1|'|]'u~.1".1':|:.f_ in the
artist’s heacd.”

For some artists, it's the only medium
for their message. With Cyberflesh Girl-
momster—"a kind of Frankenstein thing,
but digital,” says the artist—Dement com-
bines animated body parts with computer
scrolls of splatter-pulp fiction to explore
ideas to do with voyeurism and sexual vie-
lence. “If I can put all of that madness
and messiness and difficult stuff into this
nice clean, sleek, beige box, it's much eas
ier to deal with,” she explains. In the case
of 30 Words for the City, a computer and
mouse scem the perfect medium for John
Colette’s poetic exploration of alienation
and existential disconnection.

For others, the medium 5 the mes-
sage. CD-ROM was designed as an infor-

nation storage and distribution system,
and some artists go overboard with the
amount of special effects and labyrinthine
detail they cram on dise. It's the technol-
ogy here that holds your attention, not
the art. As Anti-rom puts it: “multimedia
is endless, restless and useless.” But then
so is life, some artists might argue, in our
virtual-reality age.

It's early days yet, with the medium
still defining itself and exploring its possi-
bilities. “I guess it’s like if you went back
to the early days of cinema, where peo
ple just filmed a train going into a station
and everyone went "Wow!™ says Dement
Legzett sees the work on CD-ROM as ex
periments for an interactive art that will
eventually cross over to the Internet.
Even he wonders whether a gallery is its
rightful home. “I regard this space as a
kind of bookshop in which you browse
the work and identify the pieces that
seem to be of interest,” he says.

Perhaps the art’s biggest obstacle is a
public ambivalent to new technology.
Artists Cmielewsld and Starrs play up on
that mix of fear and fun in User Un-
friendly Interface. Satirizing the idea that
computers are friendly, the pair dress up
their installation in a prickly, spiky head
dress. Viewers are then forced to crouch
down at a keyboard and peer through a
pointy viewfinder. The art is just as un-
comfortable, asking the viewer to share
their PIN or sexual fantasy and spitting
out reams of abuse. “I've got a love-hate
relationship with technology,” says Starrs.
“I'm scared of it and [ mistrust it and il
makes me paranoid, but I'm a bit sucked
in. I do spend a lot of time at the com-
puter.” These days that relationship is
morphing into a high-tech art that simul
tancously talks and sings, confounds and
delights. At the MCA, the newcomer risks
capture in its bittersweet embrace. L

~]
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Reviewing “Burning the Interface” is like trying to
turn @ Thomas Pynchon novel into three lines of
Lorine Neidecker: no lay-offffrom this/condensery.
It's not just the breadth, there's the depth to con
sider — 30 dises, over 100 artists, drawn from 14
countnes — and the experience, unsettling in other
ways. For instance, when | read Douglas Kahn's
catalogue essay, | came across a description of
the work I'd encountered first - British group
5A55°s Anti-rom - and simply didn’t recognize it.
On a basic level of content, | mean. it was as if I'd
viewed a ditferent work entirely, or made some
terrible blunder and gotten it all wrong. But the
assumption of shared experience, a common
ground from which “we® can wonder, is also inter-
rogated by much interface navigation, with its dual
processes of interaction (action via the mouse)
and immersion {reflection). Multiple options for
beginning engender the necessity of a blind
choice, as a way into the maze of possibilities,

My choice to begin with Anti-rom wasn't exactly
blind, though. Like Kahn, I'm dubious of the impor-
tance attached to interactivity = which derives
from “the perceived inevitability of technological
progress” - and the way it is used to distinguish
multimedia from the assumed “inactivity of other
cultural forms.” 5o | was immediately drawn to a
title upping the ante. Indeed. a big strength of
this exhibition was the artists' awareness that
despite the use of the multiple artistic forms for
which the CD-ROM provides a site — text, images,
movies, sound... — its limitations giwu SOMEe pause
to democratic hype

Anti-rom has no narrative as such, certainly no
linear one, and there's no clicking on icons ar but

tons. Rather, a subtle roaming of the mouse over

o

Burning the Interface:
International Artists’ CD-ROM Exhibition

CENTRE FOR CONTEMPORARY PHOTDGRAPHY
MELBOURME, NOVEMBER 0-723. 1906

vity,” as Andy Cameron puts it - a collage of
music, voices, representations, both playful and
open-ended. | felt like an aural voyeur, listening in
on samples of phone calls, conversations, confes
sions and bodily emissions, while the red balls
shrank to my touch or grew to spell the ward WOW.
Later, trying to exit, | clicked the top-left comer of
the screen, the standard escape from all works,
and heard a series of pained or ecstatic expres-
sions - like a joke on the fact that "the extensive
dimensions of the whole are never revealed to the
wiewer,” Even it | had world enough and time._...
Other works were promsmg to Lye\:_]ln with, like
Blam! a CD-ROM magazine by Necro Enema Amal-
gamated. Described as an extension of punk-rave-
techno culture in New York, it has a lengthy noisy

title sequence, then quizres the user on T|‘|:r|-§;|'_. ke

sexual onentation and age betore the "appro-

2l JTAH

A55: Anticrom, 199455

W

priate” contents appear. | opted for M
to Interactivity," then wished | hadn't
atingly long, boring imitation of William
in rhyming couplets. How do | get out o
Or, how do | get it te do something
sponse to repetition. What of the e
“wait!” when something won't. In Lue C
Partrait One, for example. Overtly, this .
the user to have an intimate conversa
virtual being (Marie) in a choice of th
ages A series of guestions prompts a
and her senes of answers prompts anot
ilustrating the service of the interface
computer function: input-process—c
course, the artist has specified (progra
questions, answers, lopics and viewy
fining the limits of interaction. Nevert
wiriter Kevin Ml_l'ld_\.'_, the “inner ambian
trait Ong is its ability to “evoke the s
toire of emotions normally reserved foi
actions”. Hmm. | can't agree. Am | em
you? Mo, but you might, if we saw ea
body gestures and facial expressions. If
than a short moment to decide what
FE‘Dl:-f'_. | m|_|:||".1 hawve time Lo participate,
bernig endlessly returned to “excuse me
Bill Seaman’s The Exquisite Mec
Shivers is more satisfying, combining
associated sequences of video, music
On the black screen, the user finds a s
10 parts, and above it, 10 small corre
image frames. By scrolling up or down 1
one C"-HH&_JDE- the sentence, which ca
played with a new set of enlarged vir
seguences, Playback is relatively slon

sition at the user's pace, with several ch

E-LL'D); Bar-Min-Ski: Consumer Product, 1

for engaging the 330-word poetic ment

G

the screen activates “a paradigm of ambient acti
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LEGRADY An Anscdoted Archive from the Cold War,

it was all the more disappointing when my
suddenly flat. The curse of familiarity fell
&, thanks to the insistently stable syntax of
stic sentence, the arrangement, the pro-
ed architecture, every noun and adject
5 right place, no matter what "random” or
2" operations occur. Inner ambience, of a
lepressive sort.

rally, though, the work of navigation serves
nter's instinct, as Leggett argues in his
ue essay. " The promise of more to see (the
hilic drive) and maore to follow (tha narra-
ve) both propel the interacting navigator
1. Or, like multi-channel telavisian, I,hn::-':,-
1ply encourage the easy optien of finding
ing else_.." Once our motivation is sparked
rk, the obstacles we encounter may add to
asure of engagement. It mustn't be too
thought, when stuck in Linda Dement’s
ash Girlmonster with a weird ear that kept
] out furry globules. Besides, | was already
ted to the photomontage of a cunt held by
nale hands, moving animation like a soft-
aw; I'd found "The Next Man To Touch Me
ictivated the desira for revenge in hacking
sounds and narratives of

nto male parts
social realities.” 5o | kept trying, and voila.

ge Legrady's An Anecdoted Archive from
d War combines artistic forms to produce
wear narrative of the author's family history
g their “esr ape” from Communist Hl_lng
12 1950s to Montreal. The maternal (home
, video footage, family photos, drawings,
rticles, sound re ordings...) is ar '.|'|r_i||_".i
ically in a floor plan based on an cbsolete
f William Carlos Williams were

Auseum

day, and a multimedia artist, he'd make

Halku Dada: Having Fun With Japanese Cultwrs, 1993

X HUDE

MICHAEL BUCKLEY: The Swear Club, 1994

something like this; various kinds of evidence,
texts, vaices filtered ‘.'I'I"f":l'l;'i"l the exploring mind.
There's an intimate candor in Legrady's use of
direct address - "a scene you remember about

the escape journey” - which brings up multiple

drawings, each the “memory” of an individual, no
two the same.

Freshness is also Troy Innocent's, in two warks -
Shaalin Wooden Men, appropriately located in
the ToyBox disc, and the maore ambitious Idea
On, with its stage-like totemic, industrial and
arganic spaces, populated by mutating creatures,
sound and zappy text. As the ToyBox artists re-
mind us, to play 15 1o explore and experience, for

adults and kids alike My fiwm yEar ald, wha knows

—
1%

UNDA DEMENT: Cybarflesh Girlmonster, 1794-95

her way around the interface as around the school
playground, was drawn to the humorous graph

ics and object icons of Felix Hude's Haiku Dada:
Having Fun with Japanese Culture. It isn't a
Broderbund, but she navigated swiftly, hyper

inking, rejecting what didn’t interest her, finding
what did.

The most celebrated, extensive and ongoing
hyperlinked project in the show is David Blair's
narrative project Waxweb. Like Brad Miller's 4
Digital Rhizome, it makes extensive use of the
maving image in relation to text, and mapping
their topographies is serious and rewarding
business, These worlds within worlds, they're like
Marnias, which makes me Lucy rather than Dr Who,
though | am a time and space traveler. Mr Tumnus’
onion metaphor seems apt - "yes... except that as
you go in and in, each circle is larger than the last.”
Oris it round and round we go? | came down from
the aerial panorama of Berlin to the underground
U-Barn of Ellard and Johnstone’s Passagen, arm
chair travel in a labyrinth without end. Except for
my own exhaustion.

But as | walked back to the real city, | felt a light-
ness of being that comes from intense creative
work - less a measure of the power of technalogy
than of the skills of the artists in developing the
complex transitional medium of CO-ROM in
aesthetic directions. If Stephen Holtzman's ques
tion — “what means of expression are idiomatic to
computers?” — is yet to be answered, “Burning
the Interface” takes up the challenge, providing a
wealth of options for users, who are essential ta it.
Thus | reciprocate curator Mike Leggett's vision,
his commitment to "interactors,” and the open-

ended Procass gans momantum....

(AMANDA WiLiOM]




Experimenta

Electronic arts festival

Emma Miller catches a glimpse of the
future, where cutting-edge technology
gets a twist from avant garde artists.
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