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When Moving Images

Become Alive!

“Look! It's moving. It’s alive. It's alive... It's alive, it's mov-
ing, it's alive, it's alive, it's alive, it's alive, IT'S ALIVE!”
Frankenstein (1931)

Those who still see — and there are many in this
camp - visuals as simple ‘decorations’ are living in

a late 19th century understanding of media, with

no realization that an immense cultural shift has hap-
pened in the late 2oth century when big data, sensors,
algorithms and visuals merged in order to create 21st
century constantly mediated social-visual culture.

Although the visuals are not actually alive, one cannot
fail to grasp the fascination or evolution that visuals
and visual data have embarked upon. It is no longer
possible to see the relationship of the visual as lim-
ited to the space of the traditional screens in the film
theater or at home in the living room with the TV. The
mobility of contemporary visuals and contemporary
screens has pushed boundaries - so much so that
‘embeddedness’ of visuals onto and into things is a
daily practice. The viewers have acquired expecta-
tions that it is possible, or that it should be possible,
to recall the image of an object and to be able to have
that same object appear at home at will. The process
of downloading should not be limited to ‘immaterial
digital data, but should be transferred to 3D physical
objects.

Images are projected onto buildings — not as the tra-
ditional trompe l'oeil placed to disguise and trick the
eye - but as an architectural element of the building
itself; so much so that there are arguments, including
mine, that we should substitute walls with projected
information data, which should also have and be
perceived as having material properties (see in this
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volume “Architectural Projections” by Lukas Treyer,
Stefan Muller Arisona & Gerhard Schmitt).

Images appear over the architecture of the buildings
as another structural layer, one made of information
data that relays more to the viewer either directly or
through screens able to read augmented reality infor-
mation. But live visuals relay more than images, they
are also linked to sound and the analysis of this link-
age provides us with the opportunity “to think about
the different ways in which linkages between vision
and audition can be established, and how audio-visual
objects can be composed from the specific attributes
of auditory and visual perception” (see “Back to the
Cross-modal Object” by Atau Tanaka).

iPads and iPhones - followed by a generation of
smarter and smarter devices — have brought a radi-
cal change in the way reality is experienced, captured,
uploaded and shared. These processes allow reality
to be experienced with multiple added layers, allow-
ing viewers to re-capture, re-upload and re-share,
creating yet further layers over the previous layers
that were already placed upon the ‘original’ This lay-
ering process, this thickening of meanings, adding of
interpretations, references and even errors, may be
considered as the physical process that leads to the
manifestation of the ‘aura’ as a metaphysical concept.
The materiality of the virtual, layered upon the ‘real,
becomes an indication of the compositing of the
aura, in Walter Benjamin’s terms, as a metaphysical
experience of the object/image but nevertheless an

ISSN 1071-4391 ISBN 978-1-906897-22-2

experience that digital and live visuals are rendering
increasingly visible.

“Everything | said on the subject [the nature of aura]
was directed polemically against the theosophists,
whose inexperience and ignorance | find highly
repugnant. ... First, genuine aura appears in all things,
not just in certain kinds of things, as people imagine.”

The importance of digital media is undeniably evident.
Within this media context of multiple screens and sur-
faces the digitized image, in a culture profoundly visual,
has extended its dominion through ‘disruptive forms’
of sharing and ‘illegal’ consumption. The reproducibili-
ty of the image (or the live visuals) — pushed to its very
limit — has an anarchistic and revolutionary element
when considered from the neocapitalistic perspective
imbued in corporative and hierarchical forms of the
construction of values. On the contrary, the reproduc-
ibility of the image when analyzed from a Marxist point
of view possesses a community and social component
for egalitarian participation within the richness of con-
temporary and historical cultural forms.

The digital live visuals — with their continuous potential
of integration within the blurring boundaries of public
and private environments — will continue to be the
conflicting territory of divergent interests and cultural
assumptions that will shape the future of societal en-
gagements. Reproducibility will increasingly become
the territory of control generating conflicts between
original and copy, and between the layering of copy
and copies, in the attempt to contain ideal participa-
tory models of democracy. The elitist interpretation of
the aura will continue to be juxtaposed with models of
Marxist participation and appropriation.

Live visuals projected on public buildings and private
areas do not escape this conflict, but present interpre-
tations and forms of engagements that are reflections
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of social ideals. The conflict is, therefore, not solely in
the elitist or participatory forms of consumption but
also in the ideologies that surround the cultural behav-
iors of visual consumption.

Object in themselves, not just buildings, can and may
soon carry live visuals. There is the expectation that
one no longer has to read a label — but the object can
and should project the label and its textured images
to the viewer. People increasingly expect the object
to engage with their needs by providing the necessary
information that would convince them to look into

it, play with it, engage with it, talk to it, like it and ulti-
mately buy it.

Ultimately there will be no need to engage in this
process but the environment will have objects that,
by reading previous experiences of likes and dislikes,
present a personalized visual texture of reality.

Live visuals will provide an environment within which
purchasing does not mean to solely acquire an object
but rather to ‘buy’ into an idea, a history, an ideology
or a socio-political lifestyle. It is a process of increased
visualization of large data (Big Data) that defines and
re-defines one’s experience of the real based on previ-
ously expressed likes and dislikes.

In this context of multiple object and environmental
experiences it is also possible to forge multiple individ-
ualized experiences of the real; as much as there are
multiple personalized experiences of the internet and
social media through multiple avatar identities (see
“Avatar Actors” by Elif Ayter). The ‘real’ will become
a visual timeline of what the algorithm has decided
should be offered based on individualized settings of
likes and dislikes. This approach raises an infinite set
of possibilities but of problems as well.
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The life of our representation and of our visuals is

our ‘real’ life - disjointed and increasingly distant from
what we continue to perceive as the ‘real real,’ delu-
sively hanging on to outdated but comfortable modes
of perception.

The cinematic visions of live visuals from the 19th
century have become true and have re-designed
society unexpectedly, altering dramatically the social
structures and speeding up the pace of our physical
existence that constantly tries to catch up and play
up to the visual virtual realities that we spend time
constructing.

If we still hold to this dualistic and dichotomist ap-
proach of real versus virtual (although the virtual has
been real for some time and has become one of the
multiple facets of the ‘real’ experience), then the real
is increasingly slowing down while the virtual repre-
sentation of visuals is accelerating the creation of a
world of instantaneous connectivity, desires and aspi-
rations. A visuality of hyper-mediated images that, as
pollution, pervades and conditions our vision without
giving the option of switching off increasingly ‘alive’

live visuals.

The lack of ‘real’ in Jean Baudrillard’s understanding
is speeding up the disappearance of the ‘real’ self in
favor of multiple personal existential narratives that
are embedded in a series of multiple possible worlds.
It is not just the map that is disappearing in the pre-
cession of simulacra - but the body as well - as the
body is conceived in terms of visual representation:
as a map. These multiple worlds of representations
contribute to create reality as the ‘fantasy’ we really
wish to experience, reshaping in turn the ‘real’ identity
that continuously attempts to live up to its ‘virtual and
fantastic’ expectations. Stephen Gibson presents the
reader with a description of one of these worlds with
live audio-visual simulations that create a synesthetic
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experience (see “Simulating Synesthesia in Spatially-
Based Real-time Audio-Visual Performance” by Ste-
phen Gibson).

If this fantasy of the images of society is considered
an illusion - or the reality of the simulacrum, which
is a textual oxymoron at prima facie - it will be de-
termined through the experience of the live visuals
becoming alive.

Nevertheless, stating that people have illusory per-
ceptions of themselves in relation to a ‘real’ self and
to the ‘real’ perception of them that others have only
reinforces the idea that Live Visuals will allow people
to manifest their multiple perceptions, as simulated
and/or real will no long matter. These multiple per-
ceptions will create multiple ever-changing personae
that will be further layered through the engagements
with the multiple visual environments and the people/
avatars that populate those environments, both real
and virtual.

In the end, these fantasies of identities and of worlds,
manifested through illusory identities and worlds
within virtual contexts, are part of the reality with
which people engage. Although fantastic and illusory,
these worlds are a reflection of a partial reality of the
identity of the creators and users. It is impossible for
these worlds and identities to exist outside of the
‘real’ This concept of real is made of negotiated and
negotiable frameworks of engagement that are in a
constant process of evolution and change.

The end of post-modernity and relativism may lead
to the virtuality of truism: the representation of
ourselves in as many multiple versions — already we
have multiple and concurrent digital lives — within the
world/s - ideological or corporate — that we will de-
cide or be forced to ‘buy into!
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It is this control of the environment around us and us
within that environment that will increasingly define
the role that live visuals will play in negotiating real
and virtual experiences. The conflict will arise from
the blurred lines of the definition of self and other;
whether the ‘other’ will be another individual or a cor-
poration.

The potential problems of this state of the live visu-
als within a real/virtual conflict will be discovered as
time moves on. In the end this is a giant behavioral
experiment, where media and their influences are not
analyzed for their social impact ex ante facto; this is
something that happens ex post facto.

Nevertheless, in this ex post facto society there are
some scholars that try to understand and eviscerate
the problems related to the process of visuals becom-
ing alive. This issue collects the analyses of some of
these scholars and embeds them in a larger societal
debate, hinting at future developments and problems
that society and images will have to face as the live
visuals become more and more alive.

The contemporary concerns and practices of live visu-
als are crystallized in this volume, providing an insight
into current developments and practices in the field of
live visuals.

This issue features a new logo on its cover, that of
New York University, Steinhardt School of Culture,
Education, and Human Development.

My thanks to Prof. Robert Rowe, Professor of Music
and Music Education; Associate Dean of Research and
Doctoral Studies at NYU, for his work in establishing
this collaboration with LEA.

My gratitude to Steve Gibson and Stefan Mdller Ari-
sona, without them this volume would not have been
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possible.  also have to thank the authors for their
patience in complying with the guidelines and editorial
demands that made this issue one that | am particu-
larly proud of, both for its visuals and for its content.

My special thanks go to Deniz Cem Onduygu who has
shown commitment to the LEA project beyond what
could be expected.

Ozden Sahin has, as always, continued to provide
valuable editorial support to ensure that LEA could
achieve another landmark.

Lanfranco Aceti
Editor in Chief, Leonar: i« Almanac
Director, Kasa Gallery

1. 3D printing the new phenomenon will soon collide with a
new extreme perception of consumer culture where the
object seen can be bought and automatically printed at
home or in the office. Matt Ratto and Robert Ree, “Mate-
rializing Information: 3D Printing and Social Change,” First
Monday 17, no. 7 (July 2, 2012),
http://firstmonday.org/ojs/index.php/fm/article/
view/3968/3273 (accessed October 20, 2013).

2. Walter Benjamin, “Protocols of Drug Experiments,” in
On Hashish, ed. Howard Eiland (Cambridge, MA: Harvard
University Press, 2006), 58.

3. “The point here is not to issue a verdict in the debate
between Adorno and Benjamin, but rather to understand
the debate between them as representing two sides of
an ongoing dialectical contradiction.” Ryan Moore, “Digital
Reproducibility and the Culture Industry: Popular Music
and the Adorno-Benjamin Debate,” Fast Capitalism g, no.
1(2012), http:;//www.uta.edu/huma/agger/fastcapital-
ism/9_1/mooreg_1.html (accessed October 30, 2013).

4. Paul Virilio, Open Sky, trans. Julie Rose (London: Verso,
1997), 97.
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ONVERSATI ON

In
Darwin’s Garden

Temporality and Sense of Place

g3
—

CONVERSATIO

conuversation between

Vince Dziekan,

Chris Meigh-Andrews,
Rowan Blaik &

Alan Summers
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Chris Meigh-Andrews’ art practice involves mov-
ing image installations that aspire to create links
between aspects of location, history, technology,
landscape, ambient conditions and natural forces.
Over recent years he has produced a number of digital
video projections and site-specific installations that
explore the relationship between iconic or historical
photographic images, people or locations and con-
temporary views, perspectives and visualizations. His
approach seeks to reproduce an exact framing and
composition based on an historical photographic im-
age and to explore ideas suggested by establishing
relationships between the composition of the original
and the present circumstances of that same view.

Meigh-Andrews’ latest project is a site-specific, web-
based installation in the grounds of Down House - the
family home of naturalist Charles Darwin - in Kent,
England. This project takes as its focus an old mulber-
ry tree growing at back of the house, which serves to
represent the relationship between the domestic life
of the Darwin Family, the garden as a site for Charles
Darwin’s careful and systematic observation of natural
processes that he drew on in developing his theory of
Natural Selection, and the slow but inevitable change
in the cycle of life and the seasons. The work has been
developed by the artist with the collaboration and as-
sistance of Alan Summers (University of Chester) and
Rowan Blaik (Head gardener, Down House for English
Heritage).
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ONVERSATI ON

In August 2012, the exhibition In Darwin’s Garden was
presented via Leonardo Electronic Almanac’s digital
media exhibition platform. Over the latter phase of
the online exhibition, In Darwin’s Garden, Chris Meigh-
Andrews spoke with Vince Dziekan (LEA’s Digital
Media Curator) about the genesis of this project and
its place within the lineage of his art practice. Joining
them were two of Meigh-Andrews’ collaborators, Alan
Summers and Rowan Blaik. The following conversa-
tion was conducted via on Facebook between 19 Au-
gust to 3 September 2012.

Vince Dziekan (VD). Chris, I'd like to start our conver-
sation by referring to two images that recently served
as the lead-in to our presentation of your latest proj-
ect, which is taking place (literally) in Charles Darwin’s
garden at Down House in Kent. One is a drawing from
the mid-1800s of the rear of Down House and its
garden; the other a contemporaneous snapshot of the
same view. Encapsulated in the simple juxtaposition is
what appears to have been an enduring preoccupation
of your practice: the way that representational images
open up a particular relationship to space and time. To
set the scene for further discussion, | thought it would
be useful if you could initially speak to the way that
you believe still images relate to our understanding of
temporality.

Chris Meigh-Andrews (CM-A). It is a very good place
to start, because as you say, a fascination with tempo-
rality and its relationship to space is right at the heart
of my practice - even the earliest videotapes, such

as Horizontal & Vertical (1979) and The Room with

a View (1982). We are suspended in time the same
way that fish are suspended in water- it’s our primary
medium. The way we have come to understand con-
sciousness is inextricably bound up with temporality-
we anticipate, plan, remember, and reflect. Temporal-
ity is directly involved in our sense of place too, not
only in terms of physical movement- speed, pace, etc.
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but via history- the significance and power of a partic-
ular place. We have developed technologies to explore
and enhance our participation with and engagement

in time- photography freezes it, capturing momentary
experiences and holding them for contemplation. The
cinema, which of course is a development of photog-
raphy, provides us with an even greater range of meth-
ods to explore and celebrate our preoccupation with
temporality- movement, of course, but also time-lapse,
slow motion, freeze frame and the ‘real-time’ gaze of
the video surveillance camera. On reflection | think
that my fascination with photography has always been
in relation to cinema, to the way in which these two
interrelated media shed light on the processes of spa-
tial perception, memory and time and their relation-
ship to consciousness. Many of the cinematic works by
other artists that have profoundly influenced me have
directly engaged with these key themes: Mike Snow’s
Wavelength, Chris Marker's La Jetee, Woody Vasulka’s
Time-Energy Objects, Andrei Tarkovsky's Mirror, Pow-
ell-Pressburger’'s A Matter of Life and Death.

VD. You mention ‘real-time’... so | wonder if you might
expand on how you've approached it in your work

(as concept, construct or trope)? It seems to me that
your use of the notion of ‘real-time’ is both narratively
inspired as much as technologically enabled in terms
of information communications technology. I'm think-
ing particularly of an earlier work of yours, For Wil-
liam Henry Fox Talbot (The Pencil of Nature) which
installed a transmitted image of Lacock Abbey in the
V&A galleries alongside a copy of Fox Talbot’s treatise
on photography, but also how the narrative aspect of
‘real-time’ is taken to its logical extreme in Christian
Marclay’s The Clock, which won the Gold Lion at Ven-
ice last year.

CM-A. I've used live closed-circuit cameras quite
regularly in my installations for many years to refer-
ence the ‘here and now’- the real-time aspect of lived
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Figure 2. Drawing of Down House at the time of Charles Darwin. Reproduced by kind permission of
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Science Photo Library, London. Photo © Chris Meigh-Andrews, 2011-12. Used with permission.

experience. Initially in Light, Time, Memory, Anticipa-
tion.. (1982), but also in Cross-Currents (1993), Mind’s
Eye (1997) and Merging-Emerging (1999). However

in more recent work, such as For William Henry Fox
Talbot (The Pencil of Nature) (2002) and Interwoven
Motion (2004) there is a quasi-narrative element in
that | try to reference the fluidity of perception in par-
allel with the flow of energy and time. Some of these
installations used ‘renewable’ energy power sources
(solar and wind) and this technology interests me be-
cause | want to be able to highlight the fluid stream of
energy they create and to make apparent its relation-
ship to the flux and flow of thought/perception/time.
In these and other installations such as Perpetual
Motion (1994), Fire, Ice & Steam (1995) and Mothlight
(1998 and 20071), | employed the sculptural properties
of these energy-generating systems to create a visual
representation of this fluid movement. This concept
has underpinned much of my work from the mid to
late 1980's on, and was influenced by the ideas of the
theoretical physicist and philosopher David Bohm
(1917-1992) about the complex interrelationships

between mind and matter, and in particular, the move-

ment of thought and matter as part of a unified whole.

The introduction to my 1987 videotape The Stream is
prefaced with a quote from Bohm'’s book ‘Wholeness
and the Implicate Order”:
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Then there is the further question of what is the
relationship of thinking to reality. As careful atten-
tion shows, thought itself is in an actual process of
movement. That is to say, one can feel a sense of
flow in the stream of consciousness not dissimilar
to the sense of flow in the movement of matter in
general. May not thought itself thus be a part of
reality as a whole? But then, what could it mean for
one part of reality to ‘know’ another, and to what
extent would this be possible?

VD. You mention using ‘renewable’ technologies in
some of your installations to highlight the fluid nature
of energy and, by extension, as a means of relay-

ing ideas about the flux and flow of perception and
temporality. Could this also relate in some way to

the choice of Darwin’s garden as setting for your cur-
rent project? In particular, I'm thinking about how the
mulberry tree plays the protagonist’s role in this work
and that by featuring it in this manner creates a very
direct, immediate and tangible continuity between its
contemporaneous existence (now) and its connection
to the past (which is reinforced by your choice to ex-
tract a passage from Darwin’s grand-daughter Gwen’s
memoirs, but also, of course, as represented by the
nostalgic tonality of archival photographs)?

VOL 19 NO 3 LEONARDOELECTRONICALMANAC

167



C

ONVERSATI ON

CM-A. My interest in the garden as the subject for a
new piece came first. As | have said, the significance
and resonance of specific places and locations is an
important aspect of recent work- the oriel window at
Lacock Abbey (For William Henry Fox Talbot), Ruskin’s
view of Coniston Water (Interwoven Motion), the city
of London from Wren and Hooke’s Monument (The
Monument Project, 2009-2011) are recent examples,
and | wanted to continue exploring and engaging with
locations that had strong associations with cultural
history. When | approached English Heritage about
Down House, | just knew that | wanted to return to the
landscape after working on the Monument in the cen-
tre of the city for 3 years, but it was only through an
exploration of the wonderful garden at Down House
and discussions with Rowan Blaik (who is the Head
Gardener at the house) that | discovered the Mulberry
tree and it's provenance. The tree was there when
Charles Darwin bought the house and throughout the
forty years that he lived there (1842-82). | feel certain
that he would have enjoyed it every day and in every
season whilst living there- it is a living link with the
past, and through that connection there is a tangible
nexus with the history of ideas, to science, and to the
development of theories that have profoundly shaped
our sense of what it is to be human. As the tree has
continued to grow and change over the centuries it
has reflected the cycle of seasons and the pulsing
flow of living things, and for this reason | chose to put
the tree at the centre of this new work.

Rowan Blaik (RB): My aim in managing and curating
the garden is not only for it to be as faithful historically,
horticulturally and ecologically to when the Darwins
lived here, but also to preserve and present its intan-
gible qualities, its genius loci — not just a place of sci-
entific observations and discovery, but also the garden
as a charming, private, fun, inspiring family place. Any
artistic interventions in the landscape had to convey
these values as well as to be sympathetic to the con-
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straints posed by working in a significant heritage site.
I was already familiar with Chris's work on The Monu-
ment Project so appreciated his understanding and
attention to detail when collaborating creatively with
such unique sites.

When Chris approached us with initial ideas about the
project, the mulberry tree quickly stood out as the
perfect subject for the piece. The tree tells us more
about how the Darwin family, and subsequent resi-
dents, interacted with the landscape than any other
remaining part of the living landscape. The ‘old tree,
as they described it in 1842, was immediately liked by
the Darwins and has come to embody so much of the
character of the garden.

Recording long-term time-lapse footage simultane-
ously from multiple viewpoints has been very practi-
cal to implement and discrete in its execution. It has
captured the gnarled skeletal structure of the tree at
a key stage in its decline towards the end of a long life
(additional bracing appears part way through the foot-
age as an aged limb breaks out from storm damage
for example), the dynamic subtleties of seasonal plant
growth and the seasonality of its setting, together
with the movement, curiosity and enjoyment of the
public as they visit the garden. The finished piece will
form another layer in the rich archival and artistic un-
derstanding of the site, and to ongoing innovations in
how the site is interpreted to our visitors.

VD. In Darwin’s Garden (as the latest of Chris’ web-
cam or relayed transmission works) intriguingly seems
to take the momentary and turn it into something
more enduring. Beyond that temporal aspect, though,
your last comment, Rowan, makes me think about
archival ‘layering’ and how digitized information now
serves as some kind of “digital sediment.” This makes
me think of Stratigraphy, the geologist Charles Lyell
and his formative influence on Darwin. As | understand
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it, a central argument of Lyell's Principles of Geology
was that the present is itself a key to unlocking the
past.

You make some interesting observations about cul-
tural heritage, in particular the idea about the intan-
gible aspects of culture recognized in the ephemeral
and incidental. Our understanding of what constitutes
‘cultural heritage’ has changed considerably in recent
years. According to UNESCO:

Cultural heritage does not end at monuments and
collections of objects. It also includes traditions

or living expressions inherited from our ancestors
and passed on to our descendants, such as oral
traditions, performing arts, social practices, rituals,
festive events, knowledge and practices concern-
ing nature and the universe or the knowledge and
skills to produce traditional crafts.

I'm wondering if you have anything to add about how
intangible cultural heritage has influenced the way
English Heritage is operating today, and whether there
have been any other interventions in historical sites
that you believe have been particularly transformative
in this regard?

RB. Darwin actually saw the layering you mention be-
neath the roots of the mulberry tree itself. The garden
well, bored through the chalk bedrock below, is situ-
ated beside the tree and Darwin often saw fragments
of seashell in the water buckets where they had “oc-
casionally dashed against the side of the well,” so he
could observe the age of the earth right from here.

Regarding your question of intangible heritage — from
a gardens and landscape point of view, very much

so. English Heritage has a very diverse range of site

in its guardianship. Some sites may have fantastic
heritage value, but have lost their original spatial or
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cultural context. Instead of leaving these sites isolated
from people or place, where possible (when heritage
protection/archaeological restrictions allow) EH has
sought to add contemporary gardens into the land-
scape through panel selected design competitions.
Since 2000 our ‘Contemporary Heritage Gardens
Scheme’ has helped improve access, enjoyment and
understanding of the landscape and to reconnect
people the sites history. One specific example of the
six garden so far completed, in Richmond Castle, York-
shire, includes abstract topiary elements to represent
the sixteen ‘conscientious objectors’ who were impris-
oned in the castle during the First World War. Another
example, the addition at Witley Court, Worcestershire,
of a ‘wilderness garden’ for performance, play and the
display of modern sculpture. A key aim of all these
sites was to leave the next ‘layer’ of good design on
the landscape.

EH is also a major partner in the HBGBS training
scheme to pass on traditional horticultural skills, that
heritage gardens require, to the next generation of
gardeners. As well as other EH sites taking part in this
national scheme, our last three garden trainees at
Down have been part it.

CM-A. Yes, | love the idea of the various kinds of co-
existent layers that can be experienced in the garden.
This is enhanced by the fact that Darwin was well
aware of this layering of information and witnessed it
first hand in the domestic setting of Down House. I'm
interested in representing and making connections

to the stratification of shared ideas, lives and percep-
tions that can be referenced and explored through the
site and its location, and hope that the new work will
be able to enrich and enhance that experience. | also
feel very in tune with your concept of the “digital sedi-
ment”- the record of transient moments, fleeting ges-
tures and brief interactions building up in layers that
may be excavated and investigated and that might po-
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tentially add to the wealth of meaning and possibilities
that the site offers to those who visit.

VD. This leads me to ask you finally about what ap-
pears to be a new extension to your practice, Chris:
the introduction of 3D visualization. I'm curious about
how processes like data visualization and 3D imaging
and animation add another layer of digital sedimenta-
tion designed to support the quest of cultural heritage
to no longer (simply) archive and document a site for
posterity, but to provide means of re-engaging and
even re-animating them in the future. | hope that you
and Alan Summers — who is collaborating with you on
modeling the mulberry tree from the resulting collec-
tion of image data that you have harvested over the
past year — might give us some additional insight into
how this particular idea developed, the challenges it is
presenting and where it seems to be heading?

CM-A. | have always considered my video installation
work to be ‘sculpture, and the notion to develop a
new work using 3D visualisation seemed a natural
extension and progression from previous work, and
deeply related to the fact that the mulberry tree is
itself a growing, living organic structure. As with a
number of my early video tapes such as Horizontal &
Vertical (1979) and An Imaginary Landscape (1986)
as well as sculptures from the 1990’s including Eau
d'Artifice (1990) and For John Cage (1995), recent

Figure 3. Chris Meigh-Andrews, In Darwin’s Garden (2011-12). 3D visualizations. 3D Model: Alan Summers.

© Chris Meigh-Andrews, 2011-12. Used with permission.
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installations such as The Monument Project (2009-11)
and Interwoven Motion (2004) involved looking out
from a central point at a view or vista, but in this new
piece the images being collected are from cameras
that are looking towards and around the subject of
attention- the ancient tree. Having decided this ap-
proach was central to the way | wanted to develop

In Darwin’s Garden, | contacted Alan because of his
specialist knowledge and recent PhD research into

3D rendering and game engines. In our most recent

discussions we have developed ideas for two related
works- a web-based, 3D time-lapse piece that could
be presented in a gallery, and an augmented reality
sculptural installation that would involve the use of
ipads and/or smart phones to engage with the work.
As Rowan has mentioned, the old tree is now in its de-
cline, with man-made structures supporting some of
its branches. We would like to make full-size facsimi-
les of these structures to use as a foil to the virtual im-
age of the tree and develop a work that would enable
visitors to explore the tree in virtual space and time.

There are also some additional possibilities that we
are considering for the on-line version which involves
the development of a ‘narrative’ dimension that would
reflect the seasonal cycle of the year by introducing
the human figure as an active element, with four brief
actions to represent the way in which people have
engaged with the tree throughout its long life. At this
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Figures 4, 5, 6. Chris Meigh-Andrews, In Darwin’s Garden (2011-12). 3D visualizations. 3D Model: Alan Summers.
© Chris Meigh-Andrews, 2011-12. Used with permission.
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stage in the discussion, we prefer the tree to be pre-
sented as a free-standing structure, but because of it's
historical connection to the adjacent house, it would
be interesting to provide occasional images which
include the house- to perhaps to allow it to flicker in
and out at times. All of these ideas are at the develop-
mental stage, and once the image collection phase is
complete, which will be around the end of Oct, we will
begin to explore them in more detail and develop the
work in consultation with Rowan.

Alan Summers (AS). When Chris first approached

me and informed me of the time based photography
and his thoughts for the piece, digital artifacts where
trees are the underlying structure for information or a
generalized aesthetic reference, such as Ecotonoha by
Nakamura, came to mind.

On speaking in more detail with Chris and viewing the
images of the Mulberry tree it was evident how much
personality this tree has within its natural form and
through the man made structural interventions over
its lifespan. It became obvious that this could not be
modeled using a generalization of natural forms but

ISSN 1071-4391 ISBN 978-1-906897-22-2

CONVERSATIO

needed to capture the individuality of the structure of
this ancient tree. The challenge then was how to form
a three-dimensional structure using the time-lapse im-
agery that creates the vision Chris has of allowing you
to experience the individual form of this ancient tree
and the layers of context surrounding it. Three-dimen-
sional space enables us to spatially locate the layers of
imagery around the space the tree would fill forming a
structure that interprets the physicality of the tree.

In a game engine we can give the viewer full control
over their exploration of the subject matter so using
technological windows people are happy to view in-
formation with, web interfaces, i-pads or smartphones,
means people can more ‘naturally’ engage with this
form and experience these layers at an individual level.

The installation using augmented reality means you
will experience the natural layers digitally but they
spatially reference the life size tree while you move
around the physical structure of the man made sup-
ports. The physical void in the structure left by the
tree now in the final stages of its life just adds poi-
gnancy.
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There are plenty of technical issues still to consider
with both versions at this early stage but most impor-
tantly for me we have a structure that meets Chris's
vision and allows for the further developments he
mentioned.

VD. The possibilities you both outline for further de-
velopment sound fascinating. | love the idea (alluded
to by Chris) where you mention the introduction of a
variable dimension to reflect seasonal change as well
as the introduction of active human figures to repre-

sent how people have interacted with the tree over its

life span. | can't help but think of the ‘virtual sculptures’

of John Gerrard in this regard. An early piece of his,
Smoke Tree (2006), even focuses upon the central
motif of an oak tree that transforms over the course
of a day, programmed to sync with real-time. The ex-
tended time frame of some more recent works (such
as Oil Stick Work (Angelo Martinez / Richfield, Kan-
sas) where its simulated character Angelo Martinez
will only complete his task of painting the side of a
barn in the year 2038!) point towards a different way
of conceptualizing the durational aspect of an artwork
and to how a ‘model viewer’ is expected to not only
engage with this kind of expanded narrative, but also
develop an emotional connection with the content of

its representation on other levels.

CM-A. Yes, | think there might well be a connection

to Gerrard’s interest in the significance and relation-
ship of site and location and with an exploration of
the potential of the digital moving image to produce
an artwork that really engages with the possibilities of
virtual (and temporal) space. As mentioned previously,
I have been very interested in the spatio-temporal
possibilities of video for some time. For example my
installation Eau d’Artifice (1990), which is a fountain
constructed from 35 video monitors, ‘performs’ the

fountain over the course of a compressed day, with

the quality and colour of the water changing over the
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duration of its cycle. Unlike Gerrard, | have not made
works that synch with real time, but | do share an
interest in developing work that directly engages the
viewer in an active awareness of the act of perception.

In Darwin’s Garden will be a new development for me,
because up until now I have not really explored the
potential of 3D imagery, nor attempted to enable the
viewer to physically engage with a work that resides
entirely in virtual space.

As Alan has stated, there are still a number of techni-
cal (and aesthetic) as well as practical issues to resolve,
but the opportunity of working with Rowan and Alan
and the challenges and rewards of developing a new
work that is associated with this historic location is

exciting and compelling. B

REFERENCES AND NOTES

1. Archived version of the exhibition can be found at: [http://
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