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    Fluid Rules Of Audiovideo Geometry. An Interview With Scott Arford

    Claudia D'Alonzo



    
      
    

    

    
      For more than a decade Scott Arford has been one of the reference names for art and music in relation to the new media in the Bay Area of San Francisco, and was awarded a Honorable Mention for Digital Music in the Prix Ars Electronica 2005.

      Scott Arford is an architect, he is a lecturer and he creates sound and video installations, exhibitions, live media sets, recordings in studios. A variety of media, experiences and outcomes related to a deep theoretical thought. And this is outlined through the works and projects he carries on with other artists, including for example Scott Jenerik, Kit Clayton, Francisco Lopez e John Duncan.

      Since 1996 he has worked as a creator, a promoter and a cultural catalyst. In fact he founded 7hz a multifunctional space open to everyone and mainly to all artists in San Francisco. Arford’s activity is varied but coherent. A common point charecterizes his production, and that is the focus of a research based on the nature of space as a medium of ineraction between two forces, that is the fusion of light and the physical power of sound, to build a space of experience and human perceptions.

      Scott Aford’s rules of audiovisual buildings are flexible and fluid, as well as sound and light have a fluid substance. Arford learned this attention to the space from architecture. But, thanks to the fusion between sound and image, he redraws the rules of the architectural space to zero, and goes beyond the surface, over and above the extreme limit of it.

       

      
        
          
            	
              [image: ]
            
          

        
      

      
        
          
            

          
        
      

      
        Claudia D’Alonzo: We would like to start talking about your project 7hz. How was it born, how has it developed in the last years and what could be its future developments and its potentialities?
      

      Scott Arford: 7hz is a warehouse space in San Francisco where artists and musicians live and work. It is also the space and name of the studio in which I have produced nearly all of my own work and is sometimes available for others to record in as well. For many years it was a performance space for noise and experimental music and an occasional cinema for experimental video. It has been the label for self released videos and c. It is the name of my website. 7hz has acted as a sort of a brand name or public face for numerous sound, video, production projects that I have been involved with, often in collaboration with others. So 7hz is/has been a lot of things but always focused on experimental media. Most importantly, since its inception 7hz has always been a statement about of the power of sound.

      Claudia D’Alonzo: Can you talk about Still Life (almost), Another Day in Three Acts? and in particular, what is its relation with your previous video works? How did you choose to create a work namely connected to the idea of cinema as a mass audiovisual language?

      Scott Arford: Still Life is a personal meditation on what I saw to be the world around me at the time of its making. It is about depression, fear, greed, lost love, war… the world coming to a stand still (a heavy mood for sure!). It borrows all of its imagery from a great zombie film – Let Sleeping Corpses Lie (english title). I am a big fan of zombie films, particularly the surreal, dreamy, beautiful ones. The ones where style, atmosphere, and imagery drive the story. This is pure cinema for me. So in that sense, the idea of pure imagery which moves toward abstraction, Still Life shares with a lot of my other, non-figural works. In terms of mood, speed, and atmosphere, it is not unlike 7 Illinois Street or the Airport videos. There is a somewhat sinister sense of dreadful emptiness that permeate all of these.

      From a perspective of technique Still Life is related to a cable access television show that Michael Nine and I produced in 1998 called Fuck TV. Each episode had a topic which we would explore by gathering as much footage as possible, riots or executions for instance, resample it from various monitors and displays. This process would drastically change its look and meaning and we would re-edit it into something new. In both cases the soundtracks are original. As with most of my projects, the motivation comes from an overwhelming desire to do it. I don’t usually try to explain or rationalize it at the time.
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      Claudia D’Alonzo: Why did you choose to make the found footage of images from the TV screen? With this kind of “sampling” not only the original flim comes into the work but also its possible medium.

      Scott Arford: Still Life is a kind of detoured zombie film. The connotation of Zombie was appropriate for the kind of ideas I was trying to express on a metaphoric level – the desperation and loss, etc. that I mentioned before. The Zombie is an unstoppable virus that spreads to everything it touches. It is a manifestation of the western idea of apocalypse and it infects/affects both the individual and the society.

      Sampling is an important element in this story. The Zombie survives on replication and multiplication ad infinitum: it is a cancer. Like the cancer cell, the zombie is not an original, it is a reduced facsimile with a program to replicate. Sampling too can be seen as a kind of cancer, a process of zombification. There is one step removed of originality. And the sample spreads to mass culture, it becomes a meme and infects others. An example of this can be seen in the history of American prime-time animated TV shows from the Flintstones to Family Guy and beyond. Here, not only is the nuclear family theme consistently sampled, resampled and replayed, a great deal of the humor in these shows depends on sampling other TV shows and Pop Culture icons. This is true of countless TV shows and movies. In fact, to a viewer without pop culture literacy, these shows would hardly be funny and probably not make any sense! And now even the Zombie is eating itself. Current zombie films can now dispense entirely with the exposition and explanation of what a zombie is, how it came to be, how to kill it, etc. because the virus of “Zombie Film” is so widespread. We all know what has happened, the take-over by zombies is already a given condition! This is a descending spiral of stillness which occurs the expense of originality, and creativity, and enlightenment.

      In Still Life, it was important to sample not only the Zombie, but to sample it from a screen to implicate the medium – the TV – as the tool for spreading the virus. I wanted to bring forward the process of decay that zombification entails. When one becomes a Zombie, there is a rotting – of the flesh, of the potential for individual thought, and ultimately of civilization itself. In re-shooting the screen, the image/original becomes undead. We are witness to the struggle as the original film and the TV screen itself fight for dominance of the image. The phasing effect of the scan lines, zooming into the image, pixelation, and over-saturation of the color, all infect and deteriorate the image.

      One last thing, regarding sampling. I would like to qualify some of these statements, because I don’t believe that sampling is inherently problematic, cancerous, or that it causes zombies to manifest. It is clear that sampling can produce incredible, original, and inspiring works. And, as you point out, i have used it often and perhaps not always so critically!
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      Marco Mancuso: Let’s talk about your activity as a musician; your last production Solid State Flesh / Solid State Sex, was created in collaboration with Francisco Lopez, and you also worked with Randy Yau e Michael Nine in the past. How much important was working with Francisco Lopez, who is namely against all visual representation of sound? And how did visual tension affect your music style? And more generally, what are your main influences in sound, in music and in visual arts?

      Scott Arford:It was a great pleasure to work with Francisco Lopez. He is a friend and I have admired his music for a long time. I really appreciate his concept of absolute music because it focuses the listener on what is important about the music – what it sounds like. When I do studio work, this is also my goal. I think the Solid State collaboration, more than anything, is an intellectual collaboration. lt was created with the same ideas and the same goals – as something to be heard, a listening experience.

      
        My main artistic influences have always been those artists and friends that I have been closest to. Particularly when I was starting out making noise and experimental music, the techniques, technologies, and process really trumped any sense of style and there were fewer precedents to follow. Which is not to say there weren’t plenty of them, but i wasn’t really that aware of the history of experimental music. So I would spend hours with friends playing around with old gear, trying new ways to make sound, going to flea markets, mixing tracks, and generally laughing about music. This was, and still is, a huge influence for me. 
      

      There are of course lots of other things which have inspired me: Fortean phenomena particularly UFO and ghost stories, the collages of Robert Rauschenberg and Kurt Schwitters, books by Philip K. Dick, Stanislaw Lem and William S. Burroughs, films of David Cronenberg, David Lynch, and John Carpenter. Some musical influences have been ELO, Jeff Wayne’s Musical Version of War of the Worlds, David Bowie, Skinny Puppy, and the brilliant Anckarström recordings. A huge influence on my aesthetic sensibilities was the landscape of western Kansas where I grew up (which is not flat, but rather low frequency rolling hills with some minimal punctuation provided by occasional trees, buildings and sheltered under the canopy of the awesome and massive skies), the drone of driving a tractor for hours on end, the way of cats, and the smell of Lilac trees.
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      Marco Mancuso: As a musician and as a visual artist you are clearly influenced by your background. In some of your audiovisual works, such as 7 Illinois Street, industrial ports, landscapes, night industrial settings, or bird’s eye views, are used as direct visual staff. In other works such as Static Room you concentrate on the architecture of your visual settings to create a more immersive space, as it also happens in your Recombinant Media Lab or Bmw Pavillion experience. And at last in others, such as Untitled for television, your work reduces the audiovisual system to the most essential and rudimentary, with a reference to Bauhaus, to minimalist theories and to the idea-shape-colour study. You declare that “architecture provides an exact counterpoint to media art”; that’s why I would like to ask you what are the similarities and the main differences in the three works you named, or better which is the border between the two disciplines?

      Scott Arford: At a very base level my approach to all creative endeavors is spatial in nature. It is an intuitive organizational process, that somehow comes naturally. In architecture this relationship is very direct. Ideally, Architecture it is about creating tangible, physical spaces. With Sound and Video, the realization of space is maybe more abstract, but the thought process is the same. I would argue that I am much more free to explore space in sound and video works than in Architecture. Architects are required to reconcile spatial concerns through a very difficult reality of building codes, budgets, utilities, functionality, ownership, and the entire institution of building and construction. The kinds of geometries that give form to buildings are more often legal, political, and financial in nature than they are spatial or creative.

      So as an artist, I can work more freely with space. In 7 Illinois Street, the architectural/spatial thought begins with content of the work (buildings and industrial landscapes), the spatialization of the sound, and the creation of new fictional spaces from real ones. In Static Room there is also the creation of new, albeit more abstract, visual spaces. One of the representative images of Static Room is of a tape glitch which really looks like it could be a building, an electro-castle. So as visual compositions, there is the use of space in the the mode of classical visual design and film theory. Images, abstractions, objects all exist within the frame, they overlap or occlude each other. Weather real or imagined, concrete or abstract, spaces are created by the formal interactions of these patterns of flickering light. This is the space within the screen.

      Perhaps more interesting is the space the screen can create outside of itself. 7 Illinois Street was originally designed as a 10 channel surround installation. So the space enclosed by the screens suddenly becomes a tranquil field surrounded by these surreal landscapes. The soundtrack furthers the illusion that there are no walls, only the industrial landscapes. Now we are talking about creating space!

      Static room and Untitled for Televisions take this idea further. In part because the images are not representational and in part because of their intense visual vibrations. These strobing and flickering patterns completely change (charge!) the room and turn the idea of watching an encapsulated screen image inside out. Viewing becomes experiencing, the image is no longer the introspective inwardly sucking pull of a represented space displayed on a 2-dimensional flat screen. Image becomes mirror and reflects back on the viewer and the physical experience. The video-generated audio signal pulses with the viewers retina which expands and contracts to the strobing visuals. The room itself changes shape as shadows shift and move about. The screen becomes a spotlight, searching, reaching out from its flat world to touch and caress the new dimensions around it. This is the architecture of sound and light!
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      Marco Mancuso: The relationship between sound, sight and space is something physical, permanent, or it regards space itself in all your audiovisual work. Espacially when you work with sound this becomes a physical signal such as it happens in Infrasound o Tv-Iv, and it turns into a video signal as in last century’s Vasulka experiences. This sound generates a psycho-physical connection with the audience, it moves through a tridimensional space, and it creates sound architectures and landscapes. In this concept as well there is a strong connection with an important architectural topic: so how do you work with sound, with its spatialisation, its physical nature, and what are the main differences with your works on sound used in your albums, in your studios, as a pure musician?

      Scott Arford:  Sound is a physical force, images too can be physical. But in order to establish that relationship for a viewer, and play with and manipulate it as an artist, certain technical and physical requirements must be met. What I mean is that a PA system must be powerful and correctly placed in a space, images must be bright, and well located, etc. Every nightclub, squat, gallery, warehouse, etc has a different PA, materiality, size, etc. – every space is different and performing is always a site specific act. As a live performer, you have much greater control over these factors. You have no control, however, over how an individual is going to listen or view a CD or DVD. So works created for this should be different. Low frequency effects, and other site-specific considerations do not make sense. Composition, attentiveness, direction, stereo effect and sound quality, timing, pacing, etc. These elements (which are often forgiven in a live setting) become much more critical to the success of a work! I personally enjoy studio mixing and creating dense and intense stereo spaces and I hope this focus is apparent in my recorded works.

      Claudia D’Alonzo: A great part of your research concentrates on the ways people can experience their body when stimulated by the sound-image and the space of a work. How did this research develop over the years, and above all in relation to the technological devices you used in different works?

      Scott Arford: I once received a fortune cookie which changed my life. I like to come back to it when begin to over fetishize new gear. It happened at a time when I was just starting to make music, in fact I was dying to make, art, music, something! I had no money and almost no equipment – only an old radio, 4-track recorder, and a cheap reverb. This fortune read “Use whatever technology is available to you”. I went home, plugged the radio into the reverb into the 4-track, and started recording! And it was amazing, the overdriven reverb modulated the radio reception in the most incredible way and the two devices created new sounds together. The first cassette Interference : Pattern came from that.
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      I have since expanded my my studio, but the idea remains. I love to use primitive means to achieve direct results – raw signals, control tracks, data, etc. I believe it is essential to try things without a preconceived idea of what it should look or sound like. Anything can be beautiful if you pay attention to it and coax out its essential nature. I like to do things “wrong” and see what happens. A lot projects have started with this – plug the video into the audio or plug the audio into the video. This simple swap has led toward numerous projects and has allowed me to merge sound and video into some very intense experiential sound/video works.

      Of course computers and other technologies have given a new level of control over these processes. I really embrace both old and new. Sometimes technologies don’t gain artistic value until they have become nearly obsolete. There will continue to be great potential and inspiration to be found in combining new and old to make something entirely different.

      

      
        http://www.7hz.org
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    Almost Cinema 2009. Looking For The Kinematic Effect

    Lucrezia Cippitelli



    
      
    

    

    
      
        Almost Cinema
         celebrate this year its fourth birthday and also this year he accompanied the Film Festival of Gent, an exhibition organized by Eva de Groote, curator of the media area at the Center for Art and Culture Vooruit. As for the last editions (I visited and described it in a critical text published exactly one year ago on 
        
          http://www.digicult.it/digimag/article.asp?id=1324
        
        ) the exhibition is hosted in the wonderful art Nouveau rooms of the Vooruit center itself.
      

      
        Once again the “Festival in the festival” proved to be a project which was worth a visit from Bruxelles. 
        A difficult bet for an editorial project aiming at collecting works which play with the cinema and the ability to isolate some of its specific features and move them outside the screen. Environment, immersion, movement, sound, lights, images are the core principles of cinematographic illusion. Is it possible to traspose each of these elements into an installation which produces a kinematic effect on the public?
      

      
        It seems the bet has been won this year too! It is quite essential and based on a project which is not so easy to full with the right works of art.
         Anyway it functioned! The meditation on the expansion of the concept of cinema and on the trasposition of the kinematic experience into an esthetic idea which escapes the narrativity of film language is a kind of research that has been developing for some years. In the last years, this concept has become more organic and aware, thank to the work of some artists coming from different educational experiences and approaches (from 
        
          live cinema
        
         to 
        
          design
        
        ). The transition from theory to practice and into a convincing work which is able to express a kinematic experience is in no way easy.
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        Img: courtesy by Bas van Koolwijk 
      

      
        
          

        
      

      
        Almost Cinema
         took place � like in the past editions � in the form of an exhibition and series of presentations. The theoric/performatic event presented in its most important evening a work of art by Baltan Lab (the new 
        
          medialab
        
         funded by the Dutch Government and organized by the crew of Sonic Acts in the former research laboratory of Philips). In this occasion Edwin van der Heide‘s live performances
        
           Lsp
        
        , Bas van Koolwijk’ and Gert Jan Prins‘
        
           Synchronator
        
         and TeZ‘s 
        
          PV868
        
         followed oneanother during a whole afternoon and were presented by the artists themselves. The main focus was the possibility to operate in a real space, live, using selfmade technologies and softwares.
      

      
        The exhibition spaces were organized in a path among seven artists: Hans Op de Beeck, Felix Hess, Aernoudt Jacobs, Bram Verven, Pablo Valbuena, Juliana Borinski, Kurt D’Haeseleer & Bérengère Bodin, Jean-Noel Montagné. Their works of art were installed in the different Art deco rooms of the building. Hans Op De Beeck’s 
        
          Celebration
        
         is certainly the work which attracted the most. The author was born in Belgium and has more an international than mainstream career, dotted with personal exhibitions at the main Belgian institutions (the country where he was born and lives). Op de Beeck has a classical education of 
        
          Fine Arts
        
        : he studied at the Academy of Brussels, he was researcher at the Rijskacademie in Amsterdam and residency at MoMA. 
      

      
        In the years, he exposed his works (objects, photos, videos, installations) at 
        Argos in Brussels, at Mukha in Anversa, in different fairs and international galleries as well as 
        
          à la page
        
        . Right in one of these galleries, the Galleria Continua of San Giminiano and Pechino, he produced 
        
          Celebration
        
         in 2008. It is a tableau vivant projected in the dark environment of the black box. It shows a huge banquet full of food and various decorations which is waiting immobile in the arid landscape of a mountain desert. Observing the projection, we realized that it is not a 
        
          still
        
         but a sequence in which the subject is fixed and immobile. Only the sound and the slight movement of the table-cloth moved by the wind and the characters populating the scene, reveal that it is a video. All the waiters, the prepared table, the cooks are waiting in silence and watch the public. This waiting creates a relationship with the watchers, who seem to take part in this situation created by the artist.
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        Img: courtesy by Almost Cinema 2009
      

      
        
          

        
      

      Another interactive work is Felix Hess‘ one, which however was created in a completely different form. Hess’ story is different from De Beeck’s one. Hess is a scientist, he was born in the ’40s in The Hague and became sound artist after getting a master’s degree in nuclear physics. A typical Dutch personality (and I think in this case to another great researcher of arts, science and technology who was born and lived at The Hague and who was the protagonist of one of our Digimag past editions: Dick Raaimakers – http://www.digicult.it/digimag/article.asp?id=1396). The scientific research turned into artistic research of this kind of people certainly affected the creation of institutions such as research spaces or medialab all over the country. 

      
        Hess was well-known for his sound machines 
        (
        
          Moving Sound Creatures
        
         and 
        
          How light is changed into music
        
         are his famous works in this sense). After a long courting by the editor, he accepted to bring to the exhibition his installation, called 
        
          In the Air
        
        , of 1995. The main feature of this installation is its desarming simplicity: scorse of little flags made of paper and wood are fixed on the floor. The sole presence and movement of the visitors make these flags moving and the whole floor seems fluctuating. The interactivity of this work is primitive and basic: the waves created by the visitors’ movement produce invisible changes of pressure that make the work of art moving. These changes of pressure are “in the air”, and therefore this is right the title of this work. The kinematic experience in this installation is “kinetic” in the very deep sense of the word: from Calder’s kinetism in 
        
          Mobiles
        
         on.
      

      
        Another work of art which is worth a discussion is Pablo Valbuena’s installation. HE is a Spanish architect and artist who works at the construction of spaces through perceptive illusion
        . At V2_ in Rotterdam, he became famous thank to the research on 
        
          augmented reality
        
        . Valbuena studies the watchers’ perception and his physical envolvement within spaces that are generated through projected contents (or contents added by the artist).
      

      
        The installation thought for 
        Almost Cinema is part of his 
        
          Extension series
        
        : his desarming simplicity together with the fact that the work of art completely and totally functions � showing to the public forms and 3D images which in reality don’t exist � make this work one of the most successful of this festival edition. A dark room is lightened in a corner by a shaft of white light coming from a video projector. This shaft of light is moving and it creates a game of lights and shadows which give or take away light to a simple, thin angled structure made of white polystyrene, and make the visitors see geometrical forms that exist only in their mind
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        Img: courtesy by Jean Noel Montagné
      

      
        
        
          

        
      

      Also Jean Noel Montagné’s and Aernoudt Jacobs’ works are praiseworthy. The first is an installation made of mirrors and lights (after the old manner of kinetic and programmed art) which react to the watcher’s behaviour. The title of this work is Je te parlerai dans un reflet de lumière (I will speak under a reflection of light). The second work of art, called Permafrost is an installation made of melting ice whose noise produces a minimal soundscape, where the public can dive.

      

       

      
        http://vooruit.be/nl/serie/50
      

      
        http://www.filmfestival.be/
      

    
  

    Happy Birthday Artfutura

    Barbara Sansone



    
      
    

    

    
      Artfutura has just turned 20 (a really venerable age for a festival on such a topic). It celebrated its birthday at the IMAGINA building in Barcelona.For people thinking they were going to miss the traditional Mercat de le Flors (in fact this would have surely been a more adequate location for it) it has in fact turned out to be amusing to attend this festival in the famous catch@22, the district of innovation which has been the subject of a series of debates, an area still gutted due to never-ending work-in-progress but already with a futuristic stamp.

      Too bad about the constant broadcasting of football matches by golTV on the maxiscreen located at the entrance which did not create the proper atmosphere for a cultural event. And too bad as well, about the numerous, never-ending sound and video technical problems and the incoherence of the lighting system. These things should work more than well on the occasion of a festival about future technologies.

      
        Apart from that, ArtFutura, as always, gave ample space to spokesmen from various fields of technological culture, various fields which actually are very different from one-another. It gave it to pop culture and the more cultured one; to the one which is more influenced by science and to the more artistic one; to the commercial one and to the more conceptual one; to the more collective one and to the more individualistic one; to the more practical one as well as to the more realistic one, the more utopian one and the more creative one. 
      

      As has always been so for the last 20 years, it is continuously trying to overcome dichotomy, to investigate the spaces lying between opposites which is where the seeds of innovation swarm or, to use Stelarc’s own words, “where intelligence resides”. 
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        Img: courtesy by Imrove Everywhere
      

      True to pattern, the festival was made up of conferences, exhibitions, audiovisual projections, contests (Siggraph, Vida, 3D ArsFutura), ceremonies and parallel events, but this time some of them were held at the IMAGINA building, and others at the Santa Monica Centre of Arts. The event opened with a FlashMob by Improv Everywhere, which was coordinated by an mp3 file downloaded from the WEB and which was broadcast simultaneously in four Spanish cities: Barcelona, Madrid, Murcia and Vigo. In total around 1800 people participated, dancing in the freezing cold while performing collectively in the middle of the more crowded streets for 45 minutes.

      
        Then, the opening of the garden of sculptures by Sachiko Kodama was celebrated at the Santa Monica Centre of Arts. We had already seen her at Maquìnas & Almas, but we never grow tired of her works of art,
        kinetic sculptures animated by the magic of ferro-fluid. The exhibition will last until the 15th November … it is warmly recommended to those passing through Barcelona. What’s more, it’s free.
      

      Also the first day of conferences was free. Because of the seating capacity, booking was made compulsory but the hall remained half empty even though every seat had already been booked some days before the opening day; thanks to the behaviour of many people, this free-entry is something which will probably not happen again.

      
        It seems that, e
        ven when talking about art, people seem to prefer giving more value to something they need to pay for and they do not care at all about others who want to participate but are prevented from doing so because all the seats are already booked.
         The three days d
        edicated to conferences, widely documented on the web-site of the festival together with the ones of the speakers, welcomed three particularly interesting and inspiring meetings.
      

      The first one, light-hearted and amusing but also conceptually deep-rooted, was the one with the breezy Multitouch Barcelona, already seen at OFFF, and the pupils of its director Hèctor Hayuso. They were interviewed by Marvin Milanese. The interview can be read on Digimag 46 July-August Issue (http://www.digicult.it/digimag/article.asp?id=1519). Their work is totally focused on the humanization of technologies. They don’t like saying “user”, they prefer the word “people”. They don’t like saying “interface”, they prefer the word “experience”. What they are trying to do is not to allow technology to cool people off; on the contrary, they try to make people warm up to technology by filling it up with sensations and emotions, by invoking the senses and physical participation. 
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        Img: courtesy by Multitouch Barcelona
      

      
        
          

        
      

      
        That’s the reason behind their human interface (Hi, am a real human interface), their touch-screens where participants have to interact with one-another in order to instigate human relationships, whereas, on the other hand social networks create virtual links not comparable to real ones and which, most of the time, don’t end up coming true: is an embrace sent via Facebook a real embrace? They don’t think so at all.
      

      In order to highlight their view, after their enjoyable presentation, they gave the audience of ArsFutura an experience of their artwork. They handed out some of the 1000 balls left from an experiment held in Lisbon, which had failed. Dani, (an expert in design and multimedia, but also a great actor), disguised himself as a Space Invader and let the audience “kill” him by throwing those rubber balls at him . An excellent demonstration of how something relevant can be realised with so little, by offering an interactive experience which was human at the same time.

      
        The first day dedicated to conferences ended charmingly with the intervention of Enric Ruìz Geli from Cloud9, a sensitive and well-prepared architect.
        His p
        resentation was, somehow, very close to a performance when he accompanied the video contributions, whose music had been carefully selected, with comments similar to sound-poetry,. Pictures from a digital camera sculpting a marble block became thrilling too and we must not forget to mention his research on bubbles, assisted by the artist Pep Bou.
      

      Enric wants the products of architecture to be like soap bubbles: ephemeral, so as not to waste future generations of architects, not to stand still under the weight of history, as happens in Italy. This is, nowadays, a controversial subject which is particularly significant for those who love and respect history and archaeology but, at the same time, do not want to prevent the evolution of time and the advancement of technology. The co-existence of both these dimensions in human culture can be difficult and it requires considerable sacrifice. 
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        Img: courtesy by Enric Ruìz Geli
      

      
        
          

        
      

      
        Th
        e artworks by Enric are created using light-weight, intelligent, and autonomous materials; materials which are able to generate energy, to capture and give back light and warmth, to create regenerating landscapes. Like, for example, the SED salt pavilion presented at the Saragozza Expo, the only one without air conditioning or the MediaTIC in Barcelona, still under construction, covered with cushions which change their shape automatically to maintain the micro-climate.
      

      
        In the wake of
         Gaudì, the main objectives of Cloud9 are a respect for nature and biomass, ecology, sustainability, self-sufficiency and the attempt to achieve 20% of total energy consumption coming from clean resources by 2020, as envisaged by European law, otherwise the penalty would be the ridiculous sanction of buying CO2 emissions from Africa.
      

      And, last but not least, the festival allows its audience to admire the works of Boolab, commented by Coke Ferreiro and Lucas Elliot. This production agency, strongly contaminated (in the more positive sense of this term) and born in 2004 as a branch of Booker is evidence of how important it is, nowadays for companies to invest in research and development. In a short period of time the son overtook the father, and the agency became an award winning production studio which was much more in demand and is now recognised on an international level and cited as one of the 20 best ones worldwide. Great names of the calibre of Joshua Davis and the Dutch animation studio One Size have been incorporated into the studio recently.

      The original field of action of the guys from Boolab was advertising and they move freely from craftwork to hyper-technological stuff. They immediately stood out thanks to their ability in the field of emotional manipulation, for their elegance and their aesthetic sensitivity. Their adverts are original, dynamic, beautiful, and permeated by art and culture (they wink at Escher, Hitchcock, Warhol, Cervantes…). Even though they always involve different kinds of professional people (animators, directors, editors… always the best ones available in this field), they always make their own distinctive personal mark.

      Boolab is now leaving the field of mere advertising because they want to extrapolate the audiovisual dimension from the screen. This is possible today thanks to technologies which are more and more interactive. They allow the active participation of the audience. So besides experimenting in the field of TV, in the music and cinema industries and in the world of fashion and culture, they are also the authors , for example, of the incredible Roca show-room (a well-known brand of bathroom fixtures and furnishings) in Barcelona. 
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        Img: courtesy by Boolab
      

      
        
        
          

        
      

      
        It is an extremely avant-guard location where a lot more attention is paid to aesthetics than to communication because this is what the customer has asked for. Here, water is the absolute protagonist. People can experience rain, intense cold and bathing rituals to be discovered by getting closer to maxi-screens misted over by the vapour.
        The catalogue may be consulted using
         an ultra-modern touchless interface; products are shown as if they were sculptures. For those who still aren’t sure about what an “experience” is…it is well worth a visit.
      

      

      
        http://www.artfutura.org
      

      
        http://improveverywhere.com/
      

      
        http://www.multitouch-barcelona.com/
      

      
        http://www.ruiz-geli.com/
      

      
        http://www.themakingofcloud9projects.com/
      

      
        http://www.boolab.tv
      

    
  
    New Educational Models: The Amazing Ciid Institute

    Elena Gianni



    
      
    

    

    
      
        
          
            I have been in
             Copenhagen for two months and I haven’t seen anything yet: no museums nor exhibitions. It’s not that Copenhagen is that big, nor that public transport is inefficient, we are talking about the extremely well-run capital of Denmark; the reason why is that I spend all my time at school.
          

          The Copenhagen Institute of Interaction Design (CIID) is a project recently set up by Simona Maschi and Heather Martin. In collaboration with the Danish Design school (DKDS), the CIID offers a year long, intensive master in Interaction Design to a very limited number of students. The educational activity is now in its second year and it is supported by a research laboratory and a consultancy which has contacts with private companies. The program has links with various companies which cooperate with the students and provide research briefs based on the reality of the market.

          
            The educational program is 
            something which simply sucks you in. I spend an average of 10 hours a day at school, like my colleagues. CIID is exactly where I want to be. What I study is exactly what I really am interested in. And the passion is tangible, enthusiasm is self-evident for me, for the other students and for the staff as well.
          

          What CIID offers can’t be defined as academic education. The three core elements of this school, research, consultancy and the Master program, converge into the creation of a unique philosophy and approach.We live in a world which is a complex system. Different and far-away economies and societies co-exist in relationships made up of inter-dependence. Design evolves acquiring new perspectives, the ones which are needed in order to understand this new complexity: the ones which move from macro to micro, from economic systems to nanotechnologies. Different kinds of knowledge in various fields are fundamental to the creation of new products, new services and adequate software.
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            Technology 
            has penetrated very deeply not only into everyday life but also into the social relationships of objects and systems.
            Objects
             are connected to one-another: integrated hardware and software, mobile devices and fast connections allow the internet of things to emerge.
          

          
            What kind of approach should a designer take in this new scenario? How should the educational offer be drawn up as a result?
            Our aim, says Simona Maschi, is to give life to a multi-cultural and multi-disciplinary environment where students, teachers and the staff in general can work together in order to co-operate in the creation of a new kind of education which is relevant to both the academic world and the industrial one.
            Being able to work and study side by side with people from
             different backgrounds and coming from different places is a great opportunity and, moreover, is becoming a necessity.
          

          
            Let’s make a practical example: 
            take your new washing machine. It is eco-friendly, it has some sensors and some integrated chips connected to a remote server. This server collects data organising them so that your mobile phone can visualise the amount of energy consumption thanks to an application installed in it. Suppose this application could also give you some suggestions on how it is possible to save energy and so money. And suppose you live in India.
            In order to design
             such a product a wide range of knowledge is required.
            It is certainly necessary to understand what kind of technologies you need to use and/or implement for the washing machine (mechanical and electronic), for the sensors (electronic), for the software (computer science); it is fundamental to design the washing machine (industrial design) as well as to develop an interface which allows an intuitive interaction for both the application and the washing machine. (interface design, usability and psychology). It is fundamental to understand how to save energy and so money, how to link the different elements of the system. Briefly, it is fundamental to understand the elements which are connected to one-another from an economic point of view and in terms of the environment.
            It’s not just the design of a washing machine but also
             a complete analysis of the underlying system from an economic point of view and in terms of the environment and marketing: it means designing something more like a service.
          

          
            In order to do this
            , cooperation is necessary. It is impossible to think you can know everything about the entire system; the advice of experts from various fields involved will probably be needed.
            Once again, it is necessary to move from micro to macro, the psychology of the environment has to be investigated analysing technologies and then to project ourselves into future scenarios. Everything is based on innovation, intended as the product of the analysis of the unsatisfied needs of users. It is the user who is the main character in this process. The user has to be involved in the design process (user-centred design).
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          Francoise Jegou is a French designer who has been working in the field of innovation for 20 years. He has cooperated with the European Union on several projects related to sustainability. He is a teacher in various Universities, among which the Politecnico in Milan. He gave one of the lectures organised weekly by the CIID. In Jegou’s mind, the designer is somebody who makes processes already in progress easier. It is the users who, through the exhaustive expression of their needs, help the designer to understand the right way to proceed when designing a product or a service,  People are wiser than you expect. They often solve problems in their everyday life in a really creative way, making up their own solutions. This is where the work of a designer can start from, recognising the interesting hints and using them in order to create ideas which are deep-rooted in reality and really useful in the wider sense of the term.

          
            The approach of a designer has to be quite open-minded in order to be able to recognise the suitable hints and quite experienced so that he can transform them into products and services.
            The CIID takes 
            these assumptions as a basis and teaches students how to apply technology to everyday life: “We do believe in a practical and user-centred approach”
          

          The Copenhagen Institute of Interaction Design (CIID) promotes this kind of approach through the cooperation of experts in different fields. The teachers involved are renowned experts. Bill Moggridge, Bill Verplank, Ezio Manzini, Massimo Banzi, Dennis Paul and Patrickk Kochlik from The Product

(http://www.the-product.org/) are only some of them.Besides using a “vertical” teaching method, peer-to-peer learning, in which every single student shares his own knowledge with the group, is also strongly fostered.

          Classes are very fast and require a constant commitment from us. Every week there is a new project to be developed, new ideas, a new piece of work. Every week a professor or a visiting expert passing through windy Copenhagen gives a lecture.

          
            The year’s programme is divided into three sections: 
            
              Computational Design, prototyping and physical computing
            
             are studied during the first period in workshops lasting one or two weeks. Programming with Processing, Flash and Arduino, as video, are investigated as 
            
              sketching
            
             tools: the main factor is to be able to generate partially working prototypes which allow us to make a comparison with the ideas generated, to acquire feedback from the users and to present the designs.
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          The second section is dedicated to more complex investigation: Graphic User Interface, Tangible User Interface and Service Design are the subjects studied. The last period of the year, the one which includes the summer, is dedicated to the thesis, designs which will afterwards be exhibited at the Danish Design Museum. During this period which is dedicated to the thesis, some weeks are spent working on projects developed together with companies like Nokia and Intel. Work is organised on a weekly basis and exhibitions of the designs realised by students are held all year round.

          All the above-mentioned, the working environment, the structure and the organisation of the Masters converge in the generation of creative energy. We are 21 students coming from 10 different countries: our different points of view come together to produce ideas. What we can learn from each other is so much, what we can create and design together has no limit. I am and shall stay here happily confined and decidedly over-excited.

          

          http://ciid.dk/

          
            http://dkds.ciid.dk/
          

          

        
      

    
  
    Joy Ito: On Freedom Of Choice, Namely Creative Commons

    Giulia Baldi



    
      
    

    

    
      
        It is the talk of the moment.
         At meetings on the future of music (but also of publishing, cinema, television and visual arts) there is a prevailing topic: the search for new business models for creativity in the age of the digital dematerialization and world wide net; hence the meditation on the necessary changes both in the theoretical and practical approach to copyrights and reproduction.
      

      
        That’s precisely why, some weeks ago, Jonas Woost di Last fm and Dave Haynes at SoundCloud invited Joi Ito (
        
          
            http://www.crunchbase.com/person/joi-ito
          
        
        ), CEO
        at Creative Commons
         and, before that, pioneer of web 2.0 and investor for some of the most interesting and innovative enterprises (such as Flickr, Rupture, Dopplr, Fon, and Last fm). 
      

      
        The meeting was the hundredth in a series of OpenMusicMedia – 
        
          
            http://openmusicmedia.wordpress.com/
          
        
         (open door events on digital music for discussions and networking) and, like the others, it turned out to be every bit as informal (a nice pub and many pints) as interesting (besides Ito, there were experts, corporate heads and indies, artists, amateurs, journalists… all equally interested in mutual understanding and in developing cooperation strategies).
      

      
        For geeks Joi Ito is a legend, but he is by now an important business personality for common people too. He is staying in London for a few days and everybody is after him. Institutions want to meet him, the Guardian interviews him. 
        
          http://www.guardian.co.uk/technology/blog/2009/sep/23/joi-ito-interview-creative-commons
        
        . He, nevertheless, between one thing and the other, keeps attending meetings in pubs.
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        Apparently CC is the present and, apparently, this is the right time for a change: after ten years of denial, creative industries have accepted the reality of facts, namely that a r-evolution is under way and it is irreversible and, possibly, it has to be conceived as an opportunity, rather than as a hazard. Yet, it remain to be understood how they should proceed from here. 
      

      
        For a
         long time the chances for production, distribution and access to creative contents were limited and expensive on accounts of a comparative technical reproducibility. The XXI century has brought about a dematerialization of contents and the convergence of all channels/media onto a single, low-cost and easily accessible worldwide net, plus the spread of social media, which has resulted in the practice of sharing. People can choose what, how and when they want to enjoy culture and entertainment, in big quantities and at a low price. Thereby their choices have become a fundamental element of their identity and sharing a fundamental practice for their social life. 
      

      
        If in the
         analogical world – which copyright was created for – most consumers were not interested in making a copy of what they bought, in the digital world the very action of acquisition implies a copy. A word by word interpretation of the laws in this framework would therefore result limiting.
      

      
        That
        ‘s why Ito never tires of pointing out that “if in the past merely criminals committed illegal deeds, nowadays everyone of us commits a little crime every day, for instance when we publish in our profile in a Social Network a song, a sequence or an image. CC is trying to avoid this by supplying a licence that allows reuse, with no need for legal advice or a special permission to do so”. 
      

      He then adds: “Artists are increasingly interested in the attribution of their work and in the chance to grant rights for the commercial use. Sometimes, on the contrary, it is a priority to safeguard the original work, or at least having a chance to approve, or disapprove, the re-elaborations done by others. This is the age of free economy, of remix and mashup, nevertheless, in most cases creative initiatives and cooperation are not possible yet, and not on technical, but on legal and economic grounds”.
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      Img courtesy by Meet the Media Guru / Milan

      
        
        
          

        
      

      
        At CC they know very well that, although supports (disks, DVDs, books, magazines…) are no longer necessary and copies are inevitable, authors still have the right to have their creativity acknowledged and often the economic need of being rewarded for their work. “CC is not against the laws regulating copyrights, it supports an updating of such laws” – so Ito
        
        - “and at the basis of laws there should lie freedom of choice for producers and users alike, and the awareness that the communication and media system has been transformed”. 
      

      
        In this new ecosy
        stem, the crux is not denying the need for rules, whereas finding acceptable ones, that can be shared by everyone; to allow a democratization of the processes for creation and use, an economically sustainable development, bearing in mind the target, that is contributing both to the cultural biodiversity and to the professionalism of the artist. “The promotion of a sensible legality is the most efficacious way to fight illegality”, states Joi Ito.
      

      
        “CC is working with the institutions, that have always dealt with copyrights, registering success and cooperation in some areas (Scandinavian countries), coming across endless hitches and hindrances in others (USA, UK, Germany). But CC is not a lobby, it is a charity, whose only end is to supply legal alternatives to illegal practices”, he goes on.
      

      
        “I
         don’t want to push anybody, that would be a waste of time, but I am pretty sure that the time has come. The music industry has to reinvent itself and artists will have to take up a central role again. And since artists are not merely interesting in the commercial aspect, but also in the spread of their works and the audience is more interested in discovery than possession, this relationship can evolve to great advantage for both”
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        Famous artists who have CC at the basis of their new way of doing marketing – that is a path, along which they forge new relationships with their fans – are Radiohead and Nine Inch Nails, and also those who appear in SoundCloud
        , the new and beloved music platform… 
      

      
        Althoug
        h we still have a long way to go, Joi Ito is a prepared and resolute man, with elegant and diplomatic manners. The world of independent music trusts him and CC, plus he knows that the time has come for a change. Hopefully the world of corporate music and of the institutions can understand that too. Hopefully now.
      

    
  
    The Recycled Sound Of Teatrino Elettrico Pigreco

    Marco Mancuso



    
      
    

    

    
      Signal is an international avant-garde electronic and experimental music festival, which will take place from the 6th ’til the 14th of November in its third edition in Cagliari; the idea was produced by TiConZero, an cultural association that for years has been dealing with research in the music, theatrical and artistic fields. The artists involved represent the emerging levers in research on the border between sound and visual dimensions. The combination of music and video art in an inspired choice made by the frequent connections between various artistic languages, especially for those that regard avant-garde and research productions, which Signal dedicates its interest to.

      Among the artists present at Signal, the presence of the Teatrino Elettrico Pigreco created a buzz, as a performer but also as a workshop, a workshop about sound and studying the object. A workshop that will be repeated and broadened in Rimini, at the Velvet Club during the DalVivo event that I curated with Roberto Paci Dalò and Ambra Galassi from Giardini Pensili, where the attention will be focused on the expressive possibilities of the object, the creation of a drummestic-machine beginning with anything that has a electric motor, the self-building of a contact microphone, the empiric manipulation of video signals and the creation of a/v scores. Live analogical video, loops, sound TV’s, video feedbacks and trolgo drum machines; but also politics for re-use and experimentation at low costs, aesthetical subversions and high volume observations.

      Teatrino Elettrico Pigreco appeared to me (quite late, I have to admit, considering their presence at Flora Live Media Lab in Florence, and more recently RoBOt02 in Bologna, Deus ex Machina 01 in Rome, the Mapping Festival 09 of Geneva, the Vison’r Festival 09 in Paris, Dorkbot in Milan) during the Hackmeeting days in Milan, more specifically on the first evening of the two at the Fornace in Rho.

      What struck me immediately, was the originality of the project, its mise-en-scène, it stylistic coherence and its expressive power: I found all of these elements, perhaps a little amplified, in the thoughts, the ideas, in the artistic planning that emerges from this interview that I conducted with Emanuele and Massimiliano.
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      Teatrino Elettrico Pigreco shows an artistic reality in the national panorama, which is even difficult for the professionals of the field to understand and accept, be they from live media environments or experimental theatre backgrounds. Yes because Teatrino Elettrico Pigreco follows very deep theatrical drama that requires a certain capacity form the audience to absent themselves passively from the reality of the present moment, made up of mechanical elements and recycled objects put in the scene as actors of a contemporary audiovisual drama. For Teatrino Elettrico Pigreco the performer is an instrument and activator of the mechanical mise-en-scène, aware of its presence but at the same time an invisible element on stage, capable of working with electric and electronic circuits, coherent in its profound ecological imprint connected to the re-use of materials and technologies that appear to be naive but that are blatantly important in an era of growing digital automation.

      Teatrino Elettrico Pigreco has deep and clear connections to kinetic, cybernetic and robotic avant-garde of the past century: a detournement of objects of daily use, re-elaborated, revisited, valued in their object and archetypical form, used in their multifunctional potential. Every object, every mechanism, is used at the same time be it as a producer of sound as a video collector, with a constant operation of feedback that recalls Vasulka experimentations and kinetic mechanisms by Pierre Bastien. A delicate capacity for working with audiovisual elements distributed on different levels: those that are mostly theatrical and scenic, sculptural or steampunk, like the live project seen at the Hackmeeting, and those that are more connected to the languages of traditional live media (DC12V that will be presented at Signal at the Velvet Club) where the object and its internal micromechanics will be framed, dissected by the camera, exploded onto a multiscreen projection.

      
        Marco Mancuso: 
        First of all I would like to know something more about you. Not everyone knows who you are, so talk to me about yourselves as individuals, your background, your interests in the artistic field and how you met and how you made the project take off for Teatrino Elettrico
      

      
        Massimiliano:
        My path began with music and despite me creating video as well as installation and performance projects, the sound experience has always had a central position in my work. My practice in the visual field consists of building a new meaning by operating on additions or juxtapositions between elements that already have a significant meaning per se, because they are common a re recognisable. I play around with assembling mechanisms, using parts or incomplete functions of other mechanisms. The purpose is usually that of getting to an assembly that in some way has the strength of the stories and the energies of every element but that groups them in a mound that has a new function, an internal logic, a complete motivation
      

      
        Emanuele:
        I come from research and studies in the theatrical field, I am particularly interested in problems and limit relative to the work of the actor and I sincerely appreciate scenic solutions that do not count on the presence of people. I studied music by playing two string instruments and working as a sound technician. Lately I have been deepening by knowledge on issues regarding audiovisual synaesthesia with an uncontrollable passion for cathode tubes for live recordings, for visuals and sound. Our artistic collaboration began during a residence in Groznian, in Croatia, in 2008, during which we prepared and created our first audio-video performance together. There we worked for 10 days toward a live event developed using the various functions of found objects or recuperated objects on site, mixed with other objects, microphones and effects that we had brought. For example, we created an electric traction buggy, combining it with a cutter that made the wheels turn: we out an amplifier on top and we made it go into feedback as it turned on itself. We microphoned some printers and an orange juicer. During the performance we would manoeuvre the audio inputs that came out of the objects, and the whole thing was recorded by a camera and projected onto a wall in the gallery. From there we decided to go ahead with that kind of show and we chose the name Little Electric Theatre because it gave the idea of the intimacy that was created during the performance, but also the scratchy noise that came out of it.
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        Marco Mancuso:
        Talk to me about the ideas you’re working on: I’m referring to the live project I saw at the last Hackmeeting in Rho and the DC12V project. Although they have elements in common, they are at the same time two very different projects: one is more of an installation, almost a sculpture, obtained via the use of recuperated electronic elements, where the audiovisual component is obtained focusing the attention on the kinetic object; the other is more performative, with more of a live set structure, where the dynamic object is filtered visually by a more traditional triple projection
      

      
        Teatrino Elettrico:
        AsTeatrino Elettrico Pigreco we have created performances in different formats. We move around from installation, to live-media, to theatre, to video and music, aware that we do not belong to a particular discipline. We have played, in a certain sense, in very diverse places that go from galleries, to clubhouses, to audio-visual festivals, to social centres. In 2009 we moved toward the theatrical space. Despite us both having had other experiences in the theatre with other companies, bringing Teatrino Elettrico Pigreco to it was a very rich experience. We really appreciated the sacredness of the location, the intimacy, the level of attention that is created there. Wit our volumes and the audience trapped in the grid of the stalls. 
      

      
        The project that you saw at the Hackmeeting in Rho is part of this attitude of Teatrino Elettrico Pigreco to push itself towards a theatrical space. Working with the production of sounds and images in real time through machines and assembled household appliances, it was natural to widen the set by adding matter onto matter, creating a space automatically. The fact of working with objects hung up on ropes facilitated the creation of dense and chaotic environments, even if our aesthetical ramshackle betrays a certain attention to shape. Inside this space, the spectator and the objects perform actions from the multiplied audiovisual consequences. The use of physical movement, be it as a producer of sound or something visual per se, is paramount over the use of the video recording, which is something that DC12V does not have. The space factor is the first difference compared to DC12V, which is a specific project thought of for live audio-video. 
      

      Despite this we thought of making it in real time, making things happen on the desk that would be seen on the screen and heard from the speakers. Before that was had created other table sets, using whole household appliances. But then using 12volts we had the possibility of using smaller objects and getting inside objects to explore parts of them, motors, fans, thus celebrating the minuscule via gigantic projections. On the one hand we are faced with exclusive visuals imposed by projections that generate foreign sceneries for those watching, on the other we are faced with a group of simultaneous events where the gaze cannot wander, between repetition and comments of the TV screens.
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        Marco Mancuso:
        One of the aspects that surprises someone about your projects is the complexity of the self-built mechanical structures, which are functional toward an audiovisual narrative, to a precise mechanical drama. Nothing seems to be by chance and every component is functional to the purpose. I ask myself, where have you acquired the necessary competence and most of all how to you associate the dynamics of the components in relation to a determined sound score?
      

      
        Teatrino Elettrico:
        Sometimes people talk about the fertility of limits. If not even of limits as a real motor for a certain creativity. A limit that until now we have always wanted to impose onto ourselves is the production of sound and images exclusively in real time. This simple fact has created a direct consequence in many of the decisions that we have take over time. Exactly as you say, nothing is by chance, but instead has a precise function. And all of these have a complete function. In truth we are satisfied when an element has more than one function. This is the case, for example, of TV screens, which are used by the signal of the camera in real time, and as light, as feedback generators, as producers of sound, or for visualising sound waves. 
      

      
        The dogma of multi-functionality and synchronicity is sued in the management of signals. An audio signal can be amplified and sent to the speakers. The video signals are modulated with audio effects. The sound scores can derive from dramatic motivations, in the less narrative sense of the term, and technical needs, for visual coherence with elements used before and after. Essentially we tend to use a narrative path that goes from a moment of calm, a more introspective moment, for relaxation and synchronisation, which slowly heats up, then overheats, until it gets to a maximum point of tension that explodes and goes back to silence. 
      

      
        For the preparation, the score is dictated by an almost alchemic empiricalism. We have a lot of faith in the experiment, in the sense that we don’t give too much credit to an idea until we see how it works once it is ready. The dramatic structure is often decided later on, once the familiarisation with a device that is thought to be functional helps us to put it in a given moment and a given space. In our live sets we live space for improvisation and we move in the structure that we have created during rehearsals.
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        Marco Mancuso:
         
        In Rimini, at the Dal Vivo event, I invited you t give a workshop that, as you suggest, deals with the self-construction of contact microphones, giving sound to objects, the self-construction of
         drummestic-machines, etc. What happens in your workshop and what kind of audience is it for?
      

      
        Teatrino Elettrico:
        The workshop consists in the expressive possibilities of the object: showing the dismembered Little Theatre we could expose our practices in an audiovisual experimental environment. We will show how to self-build a drum machine by using a household appliance, how to make a TV sing. We invite all the people interested to participate by taking part in the sharing of politics of re-use and low cost experimentation
      

      
        Marco Mancuso:
        Even if some reference scan seem obvious to certain artistic and theoretic fields, from Futurist mechanical orchestras to kinetic sculptures, the Little Electric Theatre seems to give shape to a clear path that audiovisual art has taken in the past few years: that of abandoning the divisions of genres, often connected to the traditions of video art, to find a new more aesthetical, rich and dynamic territory for dialogue, connected to the fascination of digital technology bound to the production of real-time software that are evermore powerful but increasingly levelled. What are your thoughts on this?
      

      
        Teatrino Elettrico:
        When we have taken 
        Teatrino Elettrico Pigreco around in different places we have had the sensation of coming from another place: we have played in the most diverse places, and in every context we have felt out of focus. The broadness of the project is in the use of materials of the various arts, that although they have been orchestrated remain independent, a superimposition of techniques that we force with presumption and take to their explosion. The most decisive critique that was made was after one of our theatrical incursions and dealt with the vanity of the gaze of the spectator, trapped in a seat and suffering, without being able to contemplate or interpret. The net refusal of the use of middle tones in what we expose comes out as a formal imposition, we are faced with a triggered event that connects the various components and is started by being given the necessary force: the rest is just a chain of events and channelled accidents. 
      

      
        What we propose to the various arts is not a dialogue, but more a kind of ring where they can be expressed freely; what comes out of this is an instable equilibrium, an animated discussion. The refusal of the use of digital technologies is none other than the possibility of immerging oneself in an experience dealing with matter that is increasingly precious for the era in which we live. The approach is typically craft-like, the secret is in the repetition of the gesture, exactly what our devices do; it would be more difficult to think about keeping up with the calculations of a processor.
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        Marco Mancuso:
        Where is the fascination of an object, of a mechanism and its kinetic function, for you? In the live at the Hackmeeting, and more so in DC12V, the single mechanism became an archetype of an era that is irreversibly coming to an end under the immaterial weight of digital technology, there is knowledge that we are losing, needs that are necessary to understand and control the intimate functioning of the instrument….
      

      
        Teatrino Elettrico:
        Every object for daily use that is thought up for other purposes and re-used can be thought of as a radio-active material that can be very effective. When the use and purpose are modified it becomes an extraordinary symbol of evocative potential, and takes on the shape of an ideogram of something, a sign that is interpreted in the mesh of its layers and meanings that are subjective and objective, and represent it category and becomes elements for discussion. As an object it remains essentially unknown, as does the fascination for its lack of personality. The movement, added to the sound that it produces, is what gives it life. For this reason we always try to mask our presence during the live sets, standing aside or in shadow or hidden completely. We want the protagonist to be the object, so that it ca be autonomous aside from our presence as stagehands. 
      

      
        Teatrino Elettrico Pigreco almost exclusively uses recycled objects and this is for many reasons. First of all, an old object carries the signs of its prolonged contact with the world, scratches, rust etc. We find that this is a correct correspondence to our practice in real time. These signs are the proof that that object has gone through time and with this situations, actions that have happened around it. As a consequence it is the proof that that vacuum cleaner is not just any vacuum cleaner, but it is precisely that one and not another. Every object carries on its history and by showing itself it ads its story to the rustle of the other stories. 
      

      
        If thought of in digital terms this would not make sense and maybe everything would look more like a shop window, which we do not consider to be a place where real life takes place. As well as this we find that our aesthetic is in tune with the kind of sound we produce. But there’s another motive: the recycled object has a low economic value and this allows for a kind of playful behaviour. An object that had perhaps been bought, maybe through sacrifice, becomes a big toy where the worst risk is that it goes back to the dump where it was destined to go. This mechanism recalls the detournement of its function that happens as soon as it abandons its usual operation to become a producer of sound.
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        Marco Mancuso:
        Who are the artists and what projects that inspire you nationally or internationally?
      

      
        Teatrino Elettrico:
        From the point of view of inspiration or certain derivations, some names spring to mind that could seem distant to our 
        Little Electric Theatre but that we admire greatly and believe t be a source for our work. We think first and foremost of certain sounds of 
        Einstürzende Neubauten but also scenic installations of Societas Raffaello Sanzio, to the semi-mobile sculptures of Tinguely, to the noise of Olivetty and the techno music of Raumschmiere.
      

      

       

      
        http://www.myspace.com/teatrinoelettrico
      

    
  