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    Ran Slavin, Improvisation Live Cinema

    Bertram Niessen



    
      
    

    

    
      In the international panorama of audiovisual performances, one of the most structuring characteristics of the projects is the high degree of control that performers want to have during the performance. Ran Slavin , musician, video-artist and multimedia artist from Israel, works in a completely different manner.

      His Israeli origins turn into in a message, sometime even politic. Ran Slavin is though a complete artist, that means interested to his universe more than to the Israeli-Palestinian situation.

      The work of Ran Slavin is hardly definable and hardly comparable with other international audio-visual artists. His last work is called Insomniac City , an experimental noir science fiction movie of 40 minutes. A mediation on the extreme consequences of the contemporary urban life. Invited at the Architecture Biennale of Venice, Insomniac City, after lots of peregrinations, has been produced by the Mille Plateaux label. During this special interview, we’ll talk about this and in general about his career.
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        Bertram Niessen: 
        Let’s talk about you and your job 
      

      Ran Slavin: I am auto didactic in video and sound and involved with electronic media and arts since the early 90′s. I produce video installations and screening based works, experimental cinema, various forms of music, engage in live audio visual improvised performances and also work in post production compositing with Flame.

      I started to play live at first as a bass guitar player in a punk band when I was 14 in Jerusalem, although my instrument was the guitar. I moved to London for almost 3 years at the age of 15 where I played bass again in a post punk band. Coming back to Israel I formed 2 more bands in which I played guitar and vocals with which ive had 3 releases. Since the early 90′s I work solo on various diverse music and video projects. Around the early 90′s I started exploring live video mixing at first working with VHS tapes. Nowadays I work with 2 laptops running Jitter with various patches I build. The latest one is of simultaneous sound and video control. In live video I work with images, not textures, a large and expanding data base of videos which I shoot myself. I never use found footage or sampled visuals and I hardly use beats nowadays. The set is moody and abstractly cinematic, incorporating also text play in real time. Everything is linked to the sound. Colors change the sound, texts change the sound, the cursor movement changes the sound etc. All processing is in real time, open to a large portion of randomness and the dealing with it live. Its improvised, unexpected. Every live set is a gamble so to speak. There are no guaranties. Its quite a terrifying stance for a performer to be in but there is no point in playing it safe without the element of risk, its what i truly consider as live A/V, live cinema, A/V improv, whatever you want to call it.

      The other pan of my visual work, is non live videos which vary in length form and subject. They span from short 1-9 minute videos to 40 minute medium experimental fiction.
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      Bertram Niessen: How much does the project worth in your job? Do you start from a sample or an image or do you develop a concept in a bigger sense?

      Ran Slavin: The project is very important as it defines the meaning and intention of a work. I start from scratch or a single image many times. Sometimes a sound, tone, or instrument. Also in live a/v impro its the image that is the trigger that defines the sound. When editing linear video, sometimes I will edit a sequence in silence because its the best way to hear the soundtrack you want. But as a project develops on the editing table the sound and image get quite entangled and sometimes its hard to tell which came first. Sometimes i will start to work on something intuitively and will only find out the meaning later.

      But on the other hand Im working now on a new script which will include texts for actors, screenwriting, a narrative, spanning a few locations in Israel. With this I found that you have to develop a concept in a wider sense, when you are not working alone anymore, when you have to convey to other people what you want from them, to stage an artificial reality, you have to be clear on completely new level, also to yourself.

      Bertram Niessen: What about the relation between sound and image? How much do you care? Do you have a particular concept of SINESTESIA? Do you have a particular technique?

      Ran Slavin: These 2 elements are the key players in the architecture of what i am doing. I talked about that in the first question, where the versatility of motion graphic software enables me to construct a custom synthesis between the two in a way that is not pre programed. Also in my film and non live video, the relations of sound and video are always in support and defining each other.
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      Bertram Niessen: Which are the most important projects?

      Ran Slavin: I consider most important the project which occupies my mind at the time im working on it. My big and most recent project is called “Insomniac City”. Its a 40 minute experimental film-noir sci fi fiction. A probe and meditation into extreme notions of modern day urbanity. It was initially commissioned for the Venice Biennial of Architecture in 2004 and it has been growing ever sense. The structure concept of Insomniac City has been to keep it in flux and open to change. It already changed and appeared in 3 different forms. It exists as a single channel work and as a 2 and 4 channel realization. It has been screening internationally quite a lot in 2006 with dates in 2007 as well. Its has been released in its 3rd version lately on Mille Plateaux and available for sale as a double sided DVD PAL/NTSC and a CD with music from the film and beyond. This project is dealing with border notions of dream and fluid urbanity through insomniac conditions and an overtone of crime. The protagonist is incapable of distinguishing whether he is the author or the victim of an imaginary happening.

      lso a new audio CD is released in march on Cronica records, its title: “The Wayward Regional Transmissions”. In this project I approach a fusion of Oriental Music with Abstract Glitch , juxtaposing traditional themes, laments and folklore spiritual themes with abstract narratives produced through the use of contemporary digital tools. The merging of acoustically displaced elements of folklore overtones and a more radical approaches to sound and musical structure, set in a context that tries to maintain an aerial overview of a contrasting hybrid geographical region could be described perhaps as a utopian merge, Oriental Abstract Spiritual Music.
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      Bertram Niessen: Some of your projects are reflections of the Israel and Palestine conflict. How much is this argument present in your work and how?

      Ran Slavin: I live in Tel Aviv, was born in Jerusalem, and occasionally, when the ‘shit hits the fan’, I make works which refer and respond directly to the political situation, upon its complexity and vicious overtones. But its not my mainline. I dont consider myself a political artist but I engage in political outbursts from time to time. Im usually more interested in the subversion of reality, and fiction, rather then direct reality, but occasionally I will take a stance.

      

      
        www.ranslavin.com
      

      
        www.mille-plateaux.net
      

      www.cronicaelectronica.org 
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    Silvia Bianchi



    
      
    

    

    
      Details  is a production of Netmage 07 which took place recently, and came into existence thanks to the cooperation between Armin Linke and Claudio Sinatti, both looking for an experimental area in which photography overcomes the limit of its static nature thanks to an essential movement, aimed at catching what is already inside the picture.

      Their extremely poetic live performances on Carl Michael Von Hausswolff’s music stood out for its simplicity and uniqueness during the last edition of Netmage International Festival. An invitation to think about the real meaning of image as well as an expression of very high aesthetic value, a show which Netmage’s audience could not but sit down and watch.

      Armin Linke is one o the best known international photographer an a tireless traveller, who works both as a reporter an audio-video researcher. The thousands of images taken by Linke and shown in magazines, boos and exhibitions are kind of endless archives of natural landscapes marked by man’s presence and they gave shape to a ort of atlas of the metamorphosis and mutations of the planet. Like his pictures, his videos and films (among which the work in progress Alps with Piero Zanini, a filmed journey about the most overexposed to media European ecosystem-barrier and its social and economic changes) explore the relationships between spaces, bodies, the way they are perceived and the border between real and fictional world.
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      Armin Linke‘s work has recently been exhibited at Venice Biennial, Sao Paolo The Overexcited Body , Valencia Biennial, Voilà � Paris Le Monde Dans la Tete all’Arc, at Cities on the Move exhibition. Moreover, he had personal exhibitions at Milan Massimo De Carlo gallery, Sao Paolo Luisa Strina, Guangzhou Vitamin Creative Space, Bejing Cultural Transmission Centre and Berlin Klosterfelde.

      Claudio Sinatti is one of the most famous video-makers in Italy as well as one of the best known and appreciated artists abroad. His ten-year activity and his extremely fruitful artistic production has always have the quality to look towards two precise directions: that of quality commercial production on the one side and of a more experimental artistic research on the other.

      In this sense Claudio Sinatti was first appreciated for his direction of some Italian pop musicians’ video clips such as Casino Royale, Neffa, Carmen Consoli, Articolo 31, Alex Britti, Africa Unite and 99 Posse. At the same time he started his artistic career as video designer and multi-media artist which brought him to sign some of the most important projects in the slow development of experimental electronic live music.

      We asked the two artists how they shared their experiences for the creation of a Live Media show.
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      Silvia Bianchi: The leitmotif of Netmage’s production this year has been the overcoming of real world limits. How does Details get beyond image’s limits to find a different way?

      Armin Linke: My pictures are in fact very real. In my personal files I chose those images that could more look like sets for a film. The aim was to make the audience think of the meaning of real world by creating a feeling of uncertainty whether the pictures belonged to fiction or reality category.

      Silvia Bianchi: How have you worked starting from your photographic stuff to create a narrative connection and to turn still images into images in motion?

      Armin Linke: I worked with Claudio to create a software that could allow us to work on images by zooming in on details. I chose those pictures on which a study on details was possible, that had both macro and micro-elements and thus many details we could get into. I already worked on a performance which brought audio and video together synchronically but at a very fast pace. The contrary this time everything happened very slowly, so that audience could carefully think about the pictures.
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      Photo by Arianna D’Angelica

      Silvia Bianchi: Claudio, the possibility to create a set with few images in order for the audience to focus on details, as it happened on Armin’s set is against the use of fast and frenzied image. As for Dandelion, the set you created for Netmage 06, you started from one image. Is there a concept behind the choice or was it just for aesthetic reasons?

      Claudio Sinatti: Armin’s project is definitely on the same wavelength with my aim at taking away which has characterized my research in the last years. When he asked me to work on the study of a surfing mechanism for his images, that suited my work perfectly. I worked on interface programming pushing a lot for simple controls so that the interpretation could be extemporized to the maximum

      Silvia Bianchi: In order to build the patch did you start from audio or did you choose some images and then created a software that could give maximum significance to their sense and structure?

      Claudio Sinatti:  We created a very simple performing mechanism. It couldn’t have been different knowing Armin’s work and listening to the music. We worked on the construction of a primordial version of the patch and we tried it on Hauswolff’s music. As time went by, we modified the software, often removing something. Armin decided the choice of the images should have been the last thing to do. The final selection was just before the show and that seemed a very good idea to me. In that way he could have got familiar with the performing device without losing freshness when approaching the contents.

      

      
        www.arminlinke.com
      

      
        www.claudiosinatti.com 
      

      www.netmage.it 
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      He is programmer, graphic, vj and experimenter. He is hedonist of the visual environment, lover of colours and organic forms. Editor of the Generator.x project (between conference, exhibitions and live concert) maybe the most known and qualified platform for the diffusion of the generation art and the sharing of the knowledge tied to the open source processing code and of Code & Form one of the most important resources for whom is interested in the computational aesthetics.

      He is Marius Watz, he comes from Norwey but is adopted by Berlin , one of the most representative and authoritative person on an international level of the alliance among art, experimentation and communication, which many artist and professionals of the world of electronics and digital culture are searching today. His graphic tables, his generative settings rich of colours and shapes, were exposed in the main expositive centres and also used to accompanied the most important international festivals of electronics, how it happens this year at the Club Transmediale Festival.

      Tied to the techno underground culture from which he comes from, also the human side of this unique artist reflects this background; who is able to dialogue with intelligence both with institutions and clubs, art and market, codes of programming and the aesthetics deriving from them. Born as a graphic designer, today he is a code artist and aesthete, a live artist and lecturer, blogger (his visiting card demonstrates this) and expert of new media communication. He is a professional and artistic hybrid tipical of our age and indicative of what will happen in a future we hope will be very soon.
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      Digicult waiting his participation at the second edition of Mixed Media, interviews therefore one of the most important alive generative artists: Marius Watz.

      
        Elena Ravera:
        If you had to explain a children what it is, how do you explain it? For example Fabio Franchino used a beautiful image. He answered: “I would make him observe a group of children playing. They are a system of agents, everyone with specific rules in a system of common rules. Imaging that every child has dirty shoes in a room with a teacher who tries to control them, the floor would become a generative work. If we had 100 available rooms, some of them could be also interesting”. Now it’s your turn: how do you explain it? 
      

      Marius Watz: That’s an excellent question. How to answer? I guess I would explain that it’s like making a drawing but only being allowed to use straight lines, because this drawing has rules. When I was little I remember drawing like that, making rules for how I was allowed to join one line to another. No wonder I ended up a programmer.

      
        
          Elena Ravera:
        
        Among your many exhibition, performance, workshop and lectures, few events took place outside Europe : the resonance of the European artists of generative art remains intra muras, as it happens for some festivals of new media? 
      

      Marius Watz: Even though it is popular with the public, media art is expensive to produce and exhibit, but difficult to sell. As a result it hasn’t caught on as much in countries without public funding. The European scene is supported largely by an infrastructure for publicly funded art, which is largely missing in America. Asia has an increasing number of festivals and exhibitons, but even in a global scene there are national limits. If you look at the rise of generative art in the last 10 years, it has functioned as a subset of the larger media art scene. In Europe it has been linked to electronic music, VJ culture and experimental design. In America the scene is slightly more academic, with a strong influence from John Maeda’s work at MIT. The American artists also have a stronger history to draw on, since computer culture saturated American society much earlier than it did in Europe. Interestingly, the European artists have been much slower to find their own history in the works of artists like Bridget Riley, Victor Vasarely or other Europeean pioneers.

      I see the European media art festival scene paradoxically as both a benefit and a problem – a ghetto that protects but also limits its participants. It embraces a DIY culture and enables emerging artists to show their work, but it is not taken very seriously by the mainstream art world. As a result electronic artists can have a hard time living from their work. I think it is good to question the traditional models of commercial art, but to be a professional artist you must make your work put food on the table. Living on fees from festivals is hard. It’s even harder to find funding to produce new work, which is one of the reasons media art installations today tend to be less monumental than in the mid-90′s. A lot of the artists working in the scene are now looking to find a way to commodify their work. But to do that they have to cross over into the mainstream art world, away from the media art ghetto. I believe it is necessary to “speak both languages” – to make one’s work relevant in the media art scene as well as in the general art discourse.
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          Elena Ravera:
        
        I think one of the main differences between the traditional forms of art and the generative one is that in the last one the artist has in comparison with his audience, the same possibility to astonish himself in front of his work. Maybe today working on the code to make art � and everything it involves � is the only way for an artist to be sincerely and total surprised by his works. It doesn’t occur with traditional forms of usual art. What do you think about? 
      

      Marius Watz: I disagree. Art forms like painting and drawing have always stressed intuition combined with skill, so that the work is created as a flow. In that sense, surprise is certainly an element. The creative process is usually about an irrational moment of transsubstantiation, an amazing moment indeed.

      I think what is different is the way that generative systems are chaotic, meaning that the artist does not control them completely. They are created and choreographed by the artist, but once set in motion unforeseen properties emerge.
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      Elena Ravera: It is said that generative art belongs to street culture and pop culture. I think it is the opposite. If we must give a definition of it, I think it would be included in the cultured art, to understand it, it is necessary a specific background without it we can risk to see the product of generative systems as mere decorative speculations. I mean, the generative art isn’t conceptually accessible as a seriousness of a soup in can. What do you think about it?

      Marius Watz: Understood as a method, generative art lends itself equally to pop culture and high art. It all depends on the artist’s intention. Some artists do invoke the conceptual aspects of generative art, such as the removal of the author and the use of logic systems. There is plenty of high art historical precedence for this kind of work: LeWitt, Fluxus, Riley etc. But more commonly, generative systems have recently become popular because they simply make sense in digital media, where code is an integral part.

      Historically, artists working with generative art in the 1960′s and 1970′s were typically professional artists, working within the art world. The movement from the mid-1990′s was dominated by autodidacts, coming from fields outside of art (design and music in particular) or taking up code by accident. Supported by a strong electronic music scene and an emerging VJ culture, many artists found a home outside the mainstream art world and hence felt closer to the pop culture. The 1990′s also saw a rise of the designer as author, with free experimentation becoming popular. With the emergence of tools like Flash and Director and new media like the web, such experimentation was the only way to find the boundaries of what was possible. As a result, publishing web sites with formal sketches was the starting point for many of the artists who are now popular in the scene, many of whom supported themselves by designing web sites.

      Lately generative art has become more accepted by the art world, being shown in galleries and even sold to collectors. As a result, some artists are moving away from the pop culture and describing their work in high art terms. For many of them, the media art scene with its political and academic bias never felt like home anyway. I think generative art should be understandable without any prior knowledge of the process involved. If not, then the artist is either making art for artists, or needs to work on her presentation skills. As for the complaint that generative art is simply decorative, fit only for screensavers or wallpaper patterns, it is hardly worth answering. Such a position would invalidate most of art history.
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          Elena Ravera:
        
        Do you imagine a scenary where generative art can assume a social value beyond the aesthetic such as it happens with software art?
      

      Marius Watz: Apples and oranges. Software art is concerned with social and political mechanisms of software, generative art is concerned with possible formal relationshops that arise from procedural systems. Most generative art is abstract, not referring to anything outside itself. That’s not to say that it would be impossible to create generative works with socially relevant content. See Jason Salavon’s “Every Playboy Centerfold” or “76 Blowjobs” as examples.

      In my own work, I do not pretend to imbue it with any explicit meaning. Instead, I am interested in the spontaneous perceptual experience that occurs when the viewers meets the work. Since the work is abstract and contains no explicit semantic references, this is a higly personal exchange. But I would argue that it is still of social relevance.

      
        
          Elena Ravera:
        
        Where will the use of the code arrive? 
      

      Marius Watz: Code, being the building blocks, does not have limits in itself. The hardware and the imagination of the creator impose the real limitations. I am expecting to see more different coding systems in the near future, with different focus for different tasks. One interesting development is visual programming environments like VVVV, which has potential particularly for visual thinkers and live performance.
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          Elena Ravera:
        
        How much it is important for you the open source as the source of the resolution of technical problems? 
      

       Marius Watz: In recent projects, I would say that 20-40% of the development process has been finding Open Source solutions to certain problems. Why invent the wheel, when you can use tools generously provided by others? In return, I try to publish pieces of code that I know will be of use to the community. My Code & Form blog is all about that.

      
        
          Elena Ravera:
        
        Say us the name of a newcomer who you think is doing a good job, someone who is stimulating.
      

      Marius Watz: I’ve been enjoying the work of Daniel Dessin (www.sanchtv.com). He’s coaxing some amazing results out of VVVV, using shader coding to great effect. Sometimes the results are a little slick, but his color sense and composition are excellent. I’m interested to see where he takes it.

      
        
          Elena Ravera:
        
        The next projects?
      

      Marius Watz: For me, 2007 is the year of products. For the last 4 years I have been creating a series of works that have been shown as projections. While I like the aspect of creating an immersive visual space or an ambient environment, I am becoming more interested in tangible products again. On the one hand it means that I am planning to produce art prints from my works, as well as software installations for a more intimate setting. I also recently created my first-ever physical object using Rapid Prototyping, an old dream come true. It brings back an interest in virtual objects with an almost sculptural approach. That is definitely something I will follow up on in the near future.
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          Elena Ravera:
        
         There are two types of artists. The ones who know to be an artist and the ones who don’t admit it even under torture. Those who belong to electronic art usually belong to the second group � so I ask you: are you an artist?
      

      Marius Watz: I resolved that some years ago, when I realized I would be at loss for answer at parties when people asked what I did. But then I realized that I was in fact working as an artist full time, and that it was not just some part-time hobby. So these days I answer that I am an artist, prepared for whatever comes. I have been accused of stealing money from honest tax payers and had otherwise unwanted attention, but mostly it’s been just fine.

      Besides, living in Berlin makes it painless. Here everybody you talk to is an artist.

      

      
        www.unlekker.net/
      

      www.generatorx.no/ 
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      In the video art panorama, an original figure is the Japanese artist Takagi Masakatsu . His works have a peculiar approach and they’re suddenly recognizable. His work is a perfect fusion between images, colours and sounds.

      His images are simple, from the everyday life, scenes from the world during travels. And maybe this simplicity is the strength. Often the subjects is children laughing and interacting with the video camera. The images are then processed in a way that they result an explosion of colours and lights, very often strong colours, yellow, pink and “acid” green that send back to a childhood imaginary. Even the musical part is personally composed by the artist, sweet melodies frequently played with the piano and then digitally elaborated. Looking at some works of Takagi Masakatsu such as Bloomy Girls, The Color of Empty Sky, Aura, El Viento, 18 Portraits of Atlas, Lightening , the sensation is harmony, joy. It seems like the world hides huge surprises, if you look at it with child eyes.

      Takagi Masakatsu started vijing in Japanese clubs. Now he exposes in museum around the world and his works keep being fresh as It was at the start. He didn’t abandoned the live part, accompanying David Sylvian in his 2004 tour . With his artistic video production for electronic musician, Takagi Masakatsu publishes CD and DVD with his works, produced by disco etiquettes, mixing the artistic side with the commercial one. He lives and works in Kyoto, city by the magic atmosphere. I contacted him via e-mail for an interview about his work.
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        Isabella Depanis:
        Do you have a different approach to your work, when it’s live or destined to a museum? 
      

      Takagi Masakatsu: Yes, the approach to live performances and video installations in museums are really different for me. For live performance, I care about Music much more than Video, because I don’t manipulate video during the performance, I playing music, like playing the piano for video works. It’s like a old silent movie style. Or simply I play music alone without video images. For video installation in museums, I screen my video works. Of course including music, but I care about details of video images more than sound. I like both approaches, I need both. So sometimes, I really desire more time for working each approach more slowly and more deeply…

      
        Isabella Depanis:
        As you’re known as visual artist, when I discovered that you have a great music production composed by yourself, and that you publish on CD, I find it a particular choice. Why is that? 
      

      Takagi Masakatsu: Actually I learned playing the piano first, when I was 12 years old. And making music from that time. But I didn’t know how I could make my own music at all… Making video came to 19 years old. At that time, I completely forgot about music, I just concentrated on making video only. After I learned how I could make video works, I tried to make music again. That time, it worked out. Because inside of the computer, data of video and sound were really similar, so I could manage to build up the composition as I liked. For me, making music and video is really similar, both treat the time.
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        Isabella Depanis:
        How does your creational process work? Do you start from the video or the music? 
      

      Takagi Masakatsu: Always video is first. I finish all the scenes and edit them completely without sound. I want to concentrate on what video itself could tell. It’s really similar process of working on painting. After finishing the video, I make the music for it. It’s like adding more colors and movements by using sounds.

      Isabella Depanis: When I saw your work, the sensations I had where harmony, child joy and spontaneity. It is a marvellous combination of unusual colours and everyday images. Where do you find the inspiration to create this involving situation?

      Takagi Masakatsu: Maybe the inspiration would come from memory of my childhood. I try to remember how I saw, heard or felt when I was a kid. I remember I felt the world more different way, more deeply more largely. I remember, when I was a kid, I knew what kind of things I really wanted to see, hear, feel. So tracing my memory, I can find some new ideas or what I want to create. Now I’m living in the country side of Kyoto city from my childhood, so I have many favorite places inside mountain around my house. So if I go to mountain by walking 5 minutes from my house, sometimes I can find some inspiration there. And also traveling abroad gives me lots of inspiration. I can find same situation and environment of my childhood in another countries. It’s like a treasure searching. Treasure is the key to open my mind and let me make something.

      

      
        www.takagimasakatsu.com
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    Luca Bergero



    
      
    

    

    
      The dynamic aim of Music for bodies is to find a new way of producing and perceiving music. Planned by the artist Kaffe Matthews, a collaborative study tries to explore new projects which are able to develop towards music and architecture, up to furniture and clothing.

      Music for bodies makes specific questions: have you never listened to music towards the back? It moves towards the legs, around the arms till the end of the fingers�these questions open a total sensorial winding world. Music doesn’t involve only the auditory side, it uses not only the acoustic space, but it transforms the body from a mean of involving to a mean of auto-spread and perception. Music for the body.

      With the analysis of practical studies of the bio-resonance, a direct connection between “the sound map of the body” the space and the music is created in order to develop not only new forms of experimentation, but also to make the sound more easily accessible for a wider audience.

      One of the most interesting and qualifying aspects of the project is the open form of collaboration. The feedback of the professionals coming from different activities and relationship with global/local communities makes music for bodies a versatile project and in progress. The results of the multidisciplinary activities are published and invite users and visitors to comment and discus.
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      Some examples of this activity are the Sonic armchair and Sonic bed. “I was interested for long time in the physical experience of music” with these words Kaffe Matthews introduces Sonic armchair, where there are speaker in the stuffings which wrap up the visitor. To sit on the sound and to be wrapped up by it manages to transform an annoying hearing into an extremely interesting and important experience.

      Sonic beds, as the name suggests, transposes to the bed the idea of the sound armchair: they are a relaxing space which encloses the audience. If traditionally bed is linked to the idea of intimacy, for Matthews is instead a potential space where different people can meet each other in the same time. Different versions of Sonic beds take place in different parts of the world ( London , Shangai , Taiwan ) involving the heterogeneous modalities of relationships among people.

      Beyond the sound furniture, music for bodies have at its disposal an open lab to the audience in which they can experiment with their own personal relationship between body and bio resonance. 1 hour sessions for few people allow to register their sensorial responses at the sound in different situations and conditions. It is a personal sound, music in which we can find ourselves.
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      Luca Bergero: the relationship between sound and furniture can involve many other objects. Do you think to explore new sound opportunities in this section?

      Kaffe Matthews: Yes absolutely, with the intention of making new music as well as new objects to experience it from. This is the whole intention of the collaborative project music for bodies that I launched last year. In fact right now I had imagined that we would have made some sonic foot stools, sofa and launderette sonic waiting bench by now for example, with a sonic fashion show in production for the spring, but the Sonic Bed building around the world is pretty time consuming. I am also coming to understand how much such a new way of making and experiencing music, ie. in and for a Sonic Bed for example, changes and opens up ways of composing, so this new object making process will be more drawn out than I had anticipated. Of course, music for bodies is always on the look out for interested and active potential collaborators, so, do get in touch if you are out there..

      
        Luca Bergero:
        can you describe the bio resonance? 
      

      Kaffe Matthews: Bio resonance is a healing practice that, simply put, assess the frequencies at which your cells and therefore organs are vibrating. You could think of it as a Western or technological version of acupuncture. Again, simply put, with Bio Resonance healing, if you are well, your body will be vibrating/resonating/singing in harmony, and if you are sick, the vibrations will be disharmonic. A bio resonance practitioner attempts to assess the organs and frequencies that are out of balance in your body, and put back the frequencies you need to make your body sing ‘in tune’. However, it is a pretty subjective practice from point of view of the practitioner in that their own interpretation of the situation, how you feel, what they need to look for in the first instance, feed directly into the process. Its by no means a straightforward or hard and fast technique of reading and sending frequencies from and into the body via some special connector, and open to much doubt. However, the field of vibrational medicine is a new fascinating and fast growing one, and I’m clear that it “works”.
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        Luca Bergero:
        how can the bio resonance be used in the musical production?
      

      Kaffe Matthews: Firstly, these cellular human body vibrations occur at frequencies within the audible range for humans, although at tiny and therefore imperceptible volumes. With the aid of amplifiers and accurate ways of reading these frequencies as they are emitted, it seems that we have some fascinating sound sources. Secondly, working with a B-R practitioner could produce sonic maps of the body that could be used as scores for music for bodies making. This is the aspect we are near to working with.

      
        Luca Bergero: 
        how can music evolve in the physical experience?
      

      Kaffe Matthews: If you mean, how can a music change through experiencing it physically? well i think that is part of the minefield of questions around human perception, and i don’t really have room to discuss that here… But you only have to see the queues of old women and kids waiting for a ride in Sonic Bed or a Sonic Armchair to “listen” to what they might otherwise call noise and certainly not music, to realise that experiencing music as physical sensation that moves and spins around you as you sit or lie, that has a direct and intimate contact with your body , really is a way in to the enjoyment of music. This kind of music making itself then makes other requirements on the composer, so there will be and there is, as I am now discovering, quite an evolution in compositional strategies.
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        Luca Bergero:
        Sonic bed is greater than Sonic armchair, it could be a meeting point for people. What do you think of music and social spaces?
      

      Kaffe Matthews: Going to a gig or concert can be and still is not only a fun but a vital and sometimes the only way of enjoying music especially if it is live. Interacting with everyone else’s experience of the event, be it joyous or painful all add. Making a Sonic Bed creates a potentially social space which not only addressed these issues but also offered a very intimate experience and possibly with a stranger. Would people get into Bed with someone they had never met before, and in a public space? In Europe and now Canada, I have found there is no question to this, folk hop in no question, but in China and Taiwan, the responses were quite different, though also related to removing shoes in public. 
 Its a little like jamming in on the underground though, its rare that Sonic Bed visitors will talk to each other!

      
        
          Luca Bergero:
        
        how much important is the technology in your artistical production?
      

      Kaffe Matthews: Technology is an unquestionalby vital tool in the making of my work and has been for at least 15 years.

      
        Luca Bergero:
        on your web site it is possible to find a “discussion room”. Is it important the feedback of the visitor for the development of you work?
      

      Kaffe Matthews: Yes. Important to be out of artist and producer ghetto land of studio and performance. Yes, audience/visitor input is a process that slows down theb making initially , takes up time to talk!, but also feeds. eg. The 6 month installation at Rich Mix, London,where passers by could just drop in and join in or hear or witness what we were making at the time certainly exemplified this.

      

      
        http://www.musicforbodies.net/
      

    
  
    Visual Music On Big Screen

    Silvia Bianchi



    
      
    

    

    
      After the big success of the first edition of 2005 in London, Optronica comes back from the 14th to the 19th of March thanks to the collaboration among the British Film Institute , Addictive Tv audio-visual artists and producers and the association Cinefeel , to present what announce to be one of the most innovative and dynamic events of 2007.

      The location will be the BFI IMAX cinema, the biggest projection room of London , and the restored National Film Theatre Complex, which will re-open under the name of BFI Southbank .

      Optronica is conceived by Additive TV as an event devoted to the exploration of the fusion between audio and video and will house performances, screenings, talks and work-shops devoted to field experimentations. “Recently, the scene has developped quickly all around the world, new artists very different among them have worked in the field of musical and visual exploration. This phenomenon goes with the diffusion of festivals devoted to visual culture that show the huge interest this new form of art is engendering. ” Explains Graham Daniels by Addictive TV.

      
        This year some of the most renown film-makers, musical experimenters and audio-visual artists will partecipate, whose aim is to offer a wide view on the different modalities of fusion between audio and video and showing how the long tradition of visual music has today expanded up to include a wide number of styles and practices.
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      Confirmed at IMAX Cinema the world premiere of new performances by Trevor Jackson , Fred Deakin by Lemon Jelly and the special collaboration between the Austrian pioneer Christian Fennesz and the famous Newyorker video artist Charles Atlas . Optronica will welcome the artist Ryoichi Kurokawa, who will perform at the BFI Southbank together with the spanish Reactable, the English artist Semiconductor and Vitascope, who will present their last works on the occasion of the festival.

      Cinema Screening will house Optronica Screenings at the BFI, video review born from a selection between the videos chosen within the hundred of submissions from all over the world and explaining the different modalities the concept of visual music has expanded recently.

      Big in Japan is a review Optronica devotes to the flourishing audio-visual contemporaneous Japonese culture, with the participation of artists as Hideaki Motoki, Kloma, +Cruz and Enlightenment.

      Video on demand is the section Cinefeel devoted to videoclips and its growing importance as creative format and in particular to new musical promos and cut ups works. Optronica Lounge is the section devoted to video installations and interactivity. The Lounge zone, located near the NFT3, will house GRIDIO , a big human sequencer presented by Brightonart & Coldcut , the interactive installation Light Box and the work by Reactable .
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      Within the part devoted to video installations will participate the labels of audio visual products LightRhythm , NoTV and Addictive Tv and the Italian curators Digicult and VjCentral.it which will participate with the project Italian Do It Better .

      Italian Do It Better , is the result of the first collaboration between the festival Optronica and our two portals. Six videos will picture some among the more interesting Italian artists acitive in the field of audio visual experimentation. Those videos, by Elec, Kinotek, Mylicon/En, Tez, Quayola and Otolab , who will be presented in exclusive at the festival, one of the rarest occasions of presenting Italian artists abroad in an electronic event of such importance. A selection finalized to represent a panorama on synesthetic chances of audio video synchronization and on the eclectic use of codes and software, rigorously made in Italy .

      

      
        www.optronica.org
      

      
        www.cinefeel.org 
      

      
        www.addictive.com
      

    
  