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oure. 1981

Exmimion. Architecture: Sequences

ruxrcrants: Philippe Guerrier, Jenny Lowe, Lorna
MecNeur, Deborah Oliver, and Peter Wilson
cunareo ov, Bernard Tschumi

CATALOGUE WITH ESSAT BY BERNARD TSCHUM

e NN———

oure. 1978
exammon. Architectural Manifestoes
pasmiceants: Bernard Tschumi
seveereo ov. Helene Winer

CATALOSUE WITH IKTRECUETION BY MELENE VINER
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oure. 1986

coesimion. From Here to Eternity: Fact and Fiction

in Recent Architectural Projects

rasricians: Douglas Darden, Elizabeth Diller/Ricardo Scofidio,
Donna Goodman, Laurie Hawkinson, Miehael Kalil, Kenneth Kaplan/
‘Ted Krueger/Christopher Scholz, Michael Webb, and Mark West
comareo ov, Valerie Smith

CATALDGUE WITH INTRODUCTION §Y VALRIE SMITH. ESSAY BY BEATRZ EOLOMNA

Ra<

AV Sandins

/I/ARTISTS SPACE

oure: 1987

exvamon. Kursaal For An Evacuee
sarnemants. Hani Rashid

seueereo e, Elizabeth Diller

BROCHURE WITH INTRODUETION BY ELIZABETH BILLER
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oare. 1996

exvemon. Exhibit A: Design Writing Research
pasricmuwrs. J. Abbott Miller

seLecres ov. Claudia Gould
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oure. 19961007
commimon. Untitled
rurncennts: Jeff Francls
seuccreosn. Cindy Sherman




oare 1997

ousmon, Untitled

paamemurs, Anna Gili
seecreo on. Allesandro Mendini
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oare: 1997

cuenmion. Mobile Forces
musriceants. Ben van Berkel
seueereo an Greg Lynn




ARTISTS SPACT
Project Space
Nov. 14 - Jan. 10, 1998

George Ranalli
Present Tense

installation view

oare: 1997-1998

xwmirion. Present Tense: The Architecture of George Ranalli
pusrceanTs: George Ranalli

seLecreo s Michael Sorkin
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Elke Lehmann

4(to)5 , 1998
Artists Space,NYC
3

Vamplified
feeding station
16"x16"x133"

oare: 1998
——
eaamcrants. Elke Lehmann
seveeren an, Dennis Adams
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The fourih

January 16, 1999

oure: 1998

mow. Digital Mapping: Architecture as Media
ranniceats: John Cleater, Ridzwa Fathan,

Patrick Keane, and Marie Sester

consren ar. Hani Rashid

axre: 1998-1999

cxwmmon: A Pale Soft Plane
eaamicianTs. Craig Konyk
scucerea e, Claudia Gould
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oare. 1999
comarmion. Housings
73 Kolatan/Mac Donald Architects

seueereo oy, Bernard Tschumi

o a7

ember 6, 1

w1999
exesmon. Push: a game for two players

eannceats: Eric Zimmerman

sewecren an Jenelle Porter

NEVSPAPER VITH INTERVIEV BY JENELLE PORTER VITH ERIC ZNERMAN



Artists Space
February 3-March 25, 2000
Project Spac

1999

November 20

Toshiko Mo

oare: 1999-2000

exwemon. Woven Inhabitation

eanmiceants: Tashiko Mori

sevecteo ev. Clandia Gould

EVSPAPER VITH INTERVICW BT CLAUOIA GOULO ¥ITH TOSKIKO NOR!

oare. 2000
exwamon. Paper Wall
pasniceants: Architecture Research Office
sewcereo ar. Leslie Gill

NENSPAPER ¥ITH TEXT B ARCHITES TURE RESEARGH DFFICE




Artists Space

Dolores Zinny + Juan Maidagan
Where the Lion Goes Through.
chitecture of an

Installation.

oate: 2000

cwamon Where the Lion Goes Through. Architecture of an Action.
#arTiceaNTs: Dolores Zinny and Juan Maidagan

seuccreoen Alfredo Jaar

NEVSPAPER WITH TEXT 51 DOLORES ZINY AND JUAN WAIDAGAN
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Atists Space has programmed experimental projects by established and emerging
architects for over 20 years. In April 1978, Archilectural Manifesioes by Bernard
‘Tuchumi marked the beginning of an ongoing exchange between Autists Space and
architects wishing to pursue innovative ide

At that time in the United States, it was stll rare for architects to be given the
tions within the context of a contemparary
gllery space. The n resentations of draving and mod
els organized by museums, such as The Museun of Modem Ar’s Architecture and
Design Department, established in 1932, In 1976, The Insitute for Architecture and
Urban Studies’ exhibition Jdea as Model had pioneered a shift towards the presenta
tion of more conceptual projects, closely followed by Leo Castelli’s Architecture f in
1977, and Houses for Sale in 1980. The group exhibition organized by Tschumi for
Artists Space in 1981, titled Architechre: Sequences, and the collaborative e
Drawings Toicurd a More Modern Avchiteture, presented at the Cooper- Hewitt National
Design Museurn, and the Drawing Center, continued this movement. The Storefront
for Art and Architecturc was founded in 1982, providing the first alternative space
dedicated to the presentation of architecture in New York City.

In Europe, architects were first admilted to the Venice Biennale in 1980, and
the first two museums of archilecture, The Basel Museum of Atchitecture and the
Deutsche Archteksturmuseum were opened in

This brief historical review' contextualizes the tremendous shift that has
accurred in the consideration of architccture and design since Adtists Space first

tion

4

began its program.” Audiences have changed from an elite, highly specialised group, 1
which primarily consisted of other professionals in the field, to a more generalized, """
yet knowledgeable, arts audience and the general “The divisions between art =
forms have shified considerably in the intervening years. There i no longer always
a clear distinction between the type of work exhibited at sny given time in our o
Architecture and Design Project Series and that in our main gallry or project room. ™
“The development of interactive media, and its use by artists in all art forms, has
blurred teaditional boundaries and definitions.

Ourfirst yearbook for the Architecture and Design Project Scrics, this publica-
tion records inth 2000 to Dt
July 2001 It is our practice each year to invite noted curators, critics, designers and s
architects o select their peers for some of the exhibition slots in the Architecture and 72
Design Project Space. We are honored this year to have worked with Janet Abrams, &
independent curator, writer and the Directar of the Design Institute at the University v
of Minnesota, and Ronald Jones, Provost at Art Center College of Design, Pasadena.

1 would like to thank the siaff and committecs of the Stephen A. and Diana =
Goldberg Foundation, the Horace W. Goldsmith Foundation, the Greenwall
Foundation, the Jerome Foundation, the National Endowment for the Arts and the
Andy Warhol Foundation for the Visual Arts for their generous support of our pro-
grams and their commitment to our missio

The formidable team of Jenelle Poren, forme A Space curator and Conny
Purtll, designer, created this project together despite carcer changes and moves
across country. T am grateful 0 them both for their dedication and professionalism,
for their continuous support of Attists Space and their collaborative pursuit of
roundbreakingideas in desgn. Lisa Metealland Greg Hendren managed all specis
of the fiseal reject with
selves were instaled with the assistance of Atists Space stafl Liz Campbell and
Stefanie Tjaden, and an efficient team of volunteers, too many to mention by name
‘yet deserving of heartfelt thanks, | am grateful to artsts Robert Fischer and Aaron
Spangler for their technical assistance.

Finally, I would like 10 thank all of the participating artists for their drive and
vision in bringing adventurous experimental projects to Artists Space.

~BARBARA HUNT, EXECUTIVE DIRECTOR




= GALIA SOLOMONOFF

A DEFECTIVE BRICK PROJECT CREDITS
DESIGNER: GALIA SOLOMONOFF
4 ART ADVISOR: FABIAN MARCACCIO

3 INSTALLATION ADVISOR:

SELA BAURMANN
PROJECT TEAM: ASTRID LIPKA, ALISA ANDRASEK, GERNOT RIETHER

ITHANKS 10: OPENOFICE. PARTNERS, LINDA TAALMAN, LYN RICE, ALAN KOCH, GREG MERKYWEATHER,
i JONAS COERSMEIER, LEIF HALVERSON, JAY HINDMARSH, JOHN CONNER AND ETHAN FOLLACK OF
CONNER POLLACK, CLAUDIA GOULD, AND JENELLE PORTER

DIEITAL RENDERINGS OF PAGPOSED DCFECTIVE 8RICK PROJECT FORNATION




INTERVIEW: ¢

el Porter: Let's begin vilh a straightforvard question: when
and hov cid your work with defective building elements begin®

i Solomanoff: As a student at Columbisa, | was a teaching
assistantto Kenneth Frampion. From both Frampton and from
Stan Allen I learned of Mies van der Rohe’s obsession with sys-
tematic precision, and perfection ~the “God is in the details"

Salomonofl i

iexviewed by Jenelle Porter

issue. | started to question this architectural obsession: if God is
in the details then the Devil must be there too! We all know
that the perfect cube doesn't exist. It's an abstraction. We try
methods of approaching these ideals, but perfection is ever elu-
buildings, but when

sive. Palladio, for example, made ama

he drew them, post-cons
you see the drawings of Pallacio you sec the idealized, or
fected version of the buil
In “The Mathematics of the Ideal Villa® Colin Rowe
demanstrates L Corbusier's and Pallalie's desire for idealized
& principles for their buildings.
post.

, not the construcied one.

‘geometries and clear organi
The drawings, in many cases, came after the b
building analysis. 1t was then that I started thinking about the
actual, or *defective,” nature of construction and matter rather
than the idealized abstraction of it

JF: s ironic that we idealize Palladio’s buildings 35 examples of
perfection, f symmelry, yet he perceived them as imperfect.

Gs: Exactly. 1 think it reveals that the things we find in

the search for perfection are much more interesting than
clf. JP: Some might say once we reach perfection, aur search is over.
Tren what are we lof with?
GS: Perfect, like Palladio’s drawings, without gravity, in end-
less Cartesian sites, without bumps in the road, without lumps
the plaster. But luckily his buildings are much more complex
than his drawings. We love them for their relentless search for
perfection, nat because they achieved it It's in the struggle ith
matter, the topography of the site, the speificity of the light,
.

perfection i

that you see the many decisions and intenti

‘sources influenced this project?

JP: Besides Mies, Lo Corbusier, and Palladio, what other

: Eladio Dieste, an engineer from Unigus

y who built com.
plex curvilinear buildings with the simplest material: brick,
Sarah Dunn, a classmate, and | received a Kinnic Research

Fellowship 1o travel o Uriguay in 1995 in order to study

¢ 1 engage matter. The expressive
use of silicane in this project,for example, comes directly from
Fabian Marcaceio's work.

P: Whatis it abou bricks that intrigues you, as apposed to ather

modutar elements? In other words, haw cid you start with bricks?
GS: The way you say it is right; | staried there. This project is
ap:

nt of departure, and there is no closure. Most construction
materials are serial, and many of them interest me, from plas-
ties to lumber, to clays and metals. All of them come in specif-
i sizes and sections. A lot of what architects do is figure out
how size gives us freedoms and restrietions. The brick is the
aldest construction unit and therefore begs 1o be re-conceptu
alized. 1 started with brick and silicone. The project should
continue applying *defective” propertics o all materials.
4P How did the project move from bricks o the hand-cast
sculptural components in the end?
GS: The process was experimental. We tried different materi-
als in multiple directions. We cast from almost regulae bricks to

nearimpossible shapes. We moved in an intuitive manner,

addressing the idea of aking this ancient unit to the limit of
what is structurally possible and formally expected. How far
can one distort the brick unit and stll be able (o stack it, build
with il, as a brick?

The first drawings were for my thesis project done at
Columbia in 1994, Those were done by hand and were axonc
metsic; the thesis also studied various building components.




For Artsts Space, we toak a room from the original project and

modeled it as a computer generated three-dimensional ele- GS: The project became abou the limils of what was possible
ment, using MAYA, a 3-D) saftware from Alias that combines { with a brick unit. The original plan was safer. Then it became
animation and modeling. Then we took a section, looking at about the cdge of what was possible. There was a lot of risk,
the walls in segments, and the bricks in detai intuition and distress. People tend (o think that when a con.

4P You vere headed tavards the compuler, and rapid protolyging, as struct

n s idiosyncratic,itis sculpture. 1 think architecture can
a means of production. and then it completely shifted. The project be idiosyncratic as well.
maved fram exgerimenting with the eamputer to experimenting vith
the hand. Why this drastic shift>

P11 intresting how the project tsel, the concept of one defect
i 3 brick, what a liiing factor can achieve, dovetailed with the
Uimited fime and budget. Can you expand on the fact that the circum-
stances of bullding parallelad the coneept?  GS: The project becan

¢ defective. The moiivating logic
was to move forward. The process became the project

GS: From the MAYA model we produced a computer-generat What [ knew I didn't want, at all times, was an architec-
ed model, then the budgetary restrictions hit us. We could have tural installation about architectural drawings, or about
generated every brick prototype digitally, rather than manually, | how to represent architecture. I wanted a space that was
but the cost was $700 per prototype. Insiead of doing that, we architecture. T wanted to build while enjoying the limita-
decided to see what would happen if we reinserted the hand into | tions of building. The demand I had on myself and the
the process, and of course, things changed. We did not set out 1o team was that the project would not be about exhibiting
‘mimic the computer models, but ta experiment with a different bricks, or about exhibiting drawings of bricks, or comput-
‘method. We carved the prototypes out of Styrofoam, then made er animations of bricks. 1t had to be about the thing itsell,
silicon rubber molds from those prototypes, and then cast and the objective was (0 experiment with a building, how
hydrocal bricks from those molds, In the end, it divorced from ever small. The freedom of working in Artists Space was
the computer. The computer took us (o a place, and then the areally important factor beeause that's nonexistent in the
hand 100k us 1o another place. This was not coincidental architecture profession. The reason the piece feels like a
JP: How many “bricks™ did you make? sculpture is because when you see it, you see all the free-

GS: 465 unis doms confronted by very few restraints. When you see

P This rovised process completely changed the appearance of the
final praduc, You originally thought th
ronment,  compl
of something easily definable as “architecture” the final product
loaked very much Like & seulpture.

architecture, you see freedoms, bui you sce them con-
d result would be an env- | fronted by many technical and functional demands.




JP: When you were casting the “brick” elements, did yau know at

that point what you would end up with? |
GS: No. At the opening a friend asked me when 1 knew the
project was going 10 be successful, meaning, able to stand up
and be what it was. I said that | knew the night we finished the

installation, not a mement sooner. He said, “That's too bad
because I knew when you brought all the bricks in. 1 knew it
was going to be new and successful * The team~Fabian, Astrid,
Gernal, Gisela, Aliza—also felt confident. The project itself was
about defects so | couldn't complain or fixate on problems. We .

‘moved forward without knowing what we would end up with

That's radical for an architest.

JP: That level of uncertainty. of not knoing what the final result will

be, that's what we strive for in our program. That's why ve invite the

muu ¥8 45, 0 o these types of proocts. o van cresors wha !
I think

JP: Did the detective brick project contain any failures?
GS: Always, although I do not see them as falurcs. The budg-
etary restriction made us work harder. We couldn't throw any-
thing away. The project cost approximately $7,000 to make (in

5 only). If P'd had more money, I would have experi-

the budgetary constraints often e osh o furthr O corse e mented more. For example, 1 would have completed the proj-

4 g of sl e ar gt o maing ay ukdg. bt i ectin an unprecedented way with transhicent hollow bricks. I
farther back ta needed 120 vacuum-form units (at $10 cach) to o that. This

hat can be created. Every project I've coordinated during the last project is a beginning,

thres years hss been challenging, and has been dworced from JP:The Artsts Space project incorporated myriad chanes lements.

client-criven approaches, For instance, when Architecture Research How much is chance  factor in your studia vork?

Ditice made their paper wall (an experiment with laser-cut paper ' GS: 1 think chance is the orgas

structures], it toppled at the opening, and they dign' care! il was

part of the process.

ing principle of the universe.
| T'm totally given to chance. If I run into someone on the stree,
Tl go have lunch or coffee. In the movie Run Lala Run, in the

third segment, all the things Lola was planning dont work.
She's run out of ideas. She looks up and asks herself, “What do
1 do?" She sees the word “Casino,” and that changes her fate.
Things work out in a combination of chance and intense desire.
T'm an optimist; | befieve in desire. Whenever something

fails, 1 don't obsess about t. 1 look up and find what else is
around, how can I make it work, what are the tools, who is next

10 me. In order (0 have these chances you have to believe that
Jife and death are gaod. In my everyday work I react, 'm open
to oihers: a contracior finding a problem, a carpenter telling
me that a drawing is unbuildable. If what I've drawn doesn't
work, [ want to knenw why. T want o know if there s a new

GS: I feel like so many architesture shows are about re-stal-

i the things we know. I¢'s difficult ta explore ideas we don't
know about. The Architecture Research Office and Greg
Lynn projecis arc good examples. These shows were about
what they wanted 10 find out, not what they already knew.

idea, and how it can be resolved. P'm disappointed when I get
things exactly my way: The idea of everyone being *defective”
and incomplete is what makes it work. We love people for their
Mlasws and struggles as much as for their virtucs.

I
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ISABEL CHANG, KEVIN H. JONES, PATRICK MEAGHER, DAVIDVSUN. AND ALEXANDER VAl
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“IN THE AUTOMATED STATE, POWER RESIDES LESS IN THE GENTROL

It was in 1968 that Jack Burnham predieted a eulture that would emerge in the
short term, where information, not abjects, would be the exemplar of power.

“The momentum of the transition from an industrial o a media culture has
now carried us well into the realm of the information age. As this transition.
unfolds, decisions will have (0 be made a5 t what traditions 10 take forword;
how will we integrate them with emerging tendencies to invent the leading
cdge of this new culture? Many of those decisions will be made at nsti
like Artists Space; indeed hem have already

architeets, and designers in this exhibition.

\OF THE TRADITIONAL SYMBOLS 0

Within a culture where the power of creativity is inereasingly understood as a
product of information, how will art express itsel? Leb features an array of

artsts who understand their pracice as transdlisciplinary. Practitioners in these
fields are that enable
them to more fully exploit the potentials of new media, and to create more

dvent jects that push the i ive design (o new lim-

its. OF particular interest is a shift in the way these pioneers position them:
selves: rejecting an identity which places them in a single framework, they pr
fex ta harness a fudity and fexibilty that allows them (o be architect, g
designer, artist, web designer, and inventor, as they choose.

~Ronald Jones, Exhibition Curator

INSTALLATION viEVS.
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Craulerss a nowincar narrative crested specifically for the Web
of interactive lterature for the digital mediom. 1t is based on six narative
threads accompanied by sound and images unique ( the developme

¢ from wall

feach

charactes. Galler visitrs were invited (o lake pieces of pa

us interaetive computer-based projecs, along with

vin Jones presented vr
a visitor operated sculpture. Combining analog and digital technologies, visi
tors could activate, by a foot pedal, two things simultaneously: a spinning tablet
in & beaker, mounted alop a Iaboratory hotplate; and on a small monitor, 3

mounted pads that offered enticing clues about six ata
vistual party, alongside a web address. A collaborative project involving wil-
ers and musicians, Crailers invited participants 1o piece together the clues to

identify the characters through vsits (0 the wel

Isabel Chang
crawisas, 2000

VEBSITE AND PAPER PADS VITH TARE - AVAT NOTES.

P tion of aspinning, melting (and re forming) ice cube. Regelation
inv m.@md the theory of perpetual motion and brought into question the sec

ond law of thermaod

Kevin H. Jones

AKER, HTPLATE, CONPUTER




Patrick Meagher's computer-generated projection led viewers on a virtual tour
through an abstract landscape theoretically located within & single unitbead
of Styrofoam. The largescale projection was expericnced while seated in
a sound-emitting Styrofoam chair. The vibration of the sound waves and
enforeed proximity to the work excated a sensation of movement through the
s d with Styrofoam were displayed

adjacent to the projection.

ic landscape. Two photographs fra

Patrick Meagher
WETALLATION viEwS

David Sun showed the beginning stages of a larger welvinteractive project. In

the gallery, visitors were offered two touch-sereen viewing sations that displayed

complex narraiive dhreads combined with graphic sequences and modular video

clips. Utilizing innovative narrative database programs designed by the artis,
the picce svas the fist in & serics of works exploring narrative, inteeaction and

methods of “play.”

Davi

Sun
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in Sweden during the 1970s. U
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g docu

menta scieniist demonsirating these theo

odorf and Althoft re-staged

ries through physi
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‘markings (the original
teers watched the videa ating it, theseby creating a frac
installation showed the two videos at
the middie by a wall

nmunication symbels: a cloud, directional

ther end of the “court™ which was
inseribed
olled freely

r glot ithin which we
rrows, chain link

about the gallery

Alexander Vaindorf and Jenny Althoff
nasie assuuprions, 2000
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INTERVIEW: Autcnna Design interviewed by Janet Abrams

In January 2001, Antenna Design partners Masamichi Udagawa and Sigi
Moeslinger ereated The Emperor's New Clathes installation af Ariists Space. As.
guest curator for this exhibit in the Architecture and Design Projects Series, I
invited Antenna to demonstrate the hypothesis that design today is more con-
cemed ek hangiog pecplee | behmw than with the traditional modernist
mantra, “form-f s

typical fashion store dressing room (o de

tion, using five simple-looking clothes hangers and interactive images project-

wall, and placing it on & hook, visitors encountered an enhanced version of]
themselves. But not in terms of modified apparel and personal appearance;,
rather, via digtal riffs on metaphors implied by the abbreviations of standard|
elothing sizes: P, S, M, L, and X.

In June and July 2001, Antenna presented Firgly at the Brooklyn Bridge
Anchorage as part of Creative Time's summer exhibit Massiess Medim. In this|
project, 2 combination of ethereal “real” elements of domestic furniture—a lad-
der, a cage, a chair, elc.—are dispersed throughout the Anchorage's crepuscu-|
lar space, demarcated as outlines within the darkness using electra-luminescent|
tape. Each of these iconic forms is accompanied by an electronic “fount™a
Strectbeam outlet to which visitors could *beam” to receive, onto their hand-
held Palm Pilots, a series of brief interactive scherzi also designed by Antenna,
as a counterpast to each item of “funiture.”

In July, I spake to Masamichi and Sigi about the themes connecting these
two projects, and other underlying currents in their work.

Janat Abrams: How did The Emperor's New Clothes at Artists Space develop into
Firefly at the Anchorage?
Masamichi Udagawa: There's eontinuity in the storytelling aspet. We ofien try|
to think about storytelling and—as you touched on—about manipulating peo-
ple, having a lidle fun out of it Or, t0 be a bit more sublle: about “behavior
alteration.” With ENC, we had a theme to work with, but then adapted this,
story and made the experience. il wasn' s sraghtforward

kenas [Creative Time's
Assciate Direcor] had been talking to us for some time and when she st apprached,
1, it eas about exhibition desin. Bl i the conrseof decelopment we figured it would
b more interesting to do wohat we did. The Artists Space piece cerainly helped.
MU: It had a great impact. She wanted us the
from the show’s tille, Massless Medium, focusing on perception rather than the
physical object, trying to define them as two different things. The major

emphasis was on how people perceive things, without presenting traditional
heroic monumental sculptures.

= agitt

/

2l N 0
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og you can only
ting my Palm Pilot several times!
MU: Yes, defintely. We actually saw a firefy in Manhattan for the first time this
summer: it was  quite shocking experience. Growing up in Tokyo, | had never
scen such things.
| JA: Me too: | remember when | first saw them in this country, | vas thrilled!
MU: Riding the subway every day, we see more and more people using Palm
Pilots, especi .n, young people, even h!'-\mmg each other. When we were in
We started to imag-
e people walking round tis big dark space beaming each otber, it the
 blue-green to & frefly.
ing around swith clectro-luminescent materal -

portaithe ane you said fin the L. Magazine Design Review July-August 2000]
looked like a dentist’s chair.
IA- No, 3 beautful piece o dental equipment!
SM: We just Rad the material lying around, waiting for an opportunity to wse it, but in
a diffeent way.
MU: Lewis Spitzer, the founder of Streetbeam, approached us to do a next-
generation Streetbeam. The eompany sponsored our piece at the Anchorage,
though they had to write their own software to change the operating systems.
JA: So wasiit just serendipity ~you had this electro-luminescent material in your stu-
dio, saw some fireflies, and realized the similarity to the Palm Pilot? Does that mean
‘any material lying around in yaur studio could potentially Lead to your next project?
S 11 could, f sher is some eltion 1 the vemue e dealing wilh. Gioen the il
Massless Medium and the dark setting, we knew whatever we did would revolve
| around light — since we're not sound artists.
MU: Also, we have to be sensive to the contexi. In ENC, the context was
| SoHo. And we're fully aware of the Prada thing coming up with Rem Koolhaas'
(OMA/AMO. [Prada’s forthcoming New York store, in the former space of the
SoHo Guggenheim, will have “virtual® changing rooms that I“DW the guest to
ey on actual Prada eloth outfits
pulled from the company’s inventory, via a web-site projected in the cubicle.

2001, Prada’s version of the electronic changing room is more literal than that of
Antenna, whose ENC project debuted several months earlier at Artists Space ]

SM: It cas rally nnp to se the sene ai Ariists Space on the opening ights people
quting up, cve geting upeed with otker people who ook two hangers at a time. i eas
Kilarious tosee heso pefectly they played the partwe had assigned 1o them. They were




all standing in line s f there as @ big sale going on.

MU: Our preseribed conditioning worked very well.

SM: We tred to expand on hat in the Anchorage: scting up a seics of conditions that

make pesple d the dhings you'dlke them o do.

MU: By using the right theme and design, you can control people’s behavior.

SM: Of course we e ot asking pesple ta do very adeenturos things.

MU: The Anchorage space was really the major inspiration, but so was the

season: summer. From our past experience visiting previous Creative Time

exchibits there, i’ really a cold, damp, chilly space. That inspired not only the

firefly, but also the ghostly fairytale experience.

JA: What's faieytale abeut it?

MU: tnight

show off and prove your courage. During the day, you put an object at the far

‘end of the graveyard and when night comes, you get together again and one by

‘one venture in (o pick up the object. The Anchorage had a similar feel: spooky.

JA: In one of the artcles about your ticket vending machine for New York City's

Herrpolitan ok they're
ing an ATM. You said. i

‘won't bother. but ifit's simple. Logical and quick, they Te more (ikely to give it a try. Does.

the exhibition setting ehange that>

MU: People’s atitude and expeciations are totally different when they're fac-

ing rush-hour transit. In an exhibit, or in a theme parklike extravaganza—

which museums have been becoming—there’s much more willingness (0 play.

At the same time, museuns have their own constraints. Especially when there

aren't too many people around.

JA: If thera are more peaple in the gallery, there's Less inhibition?

SH: f someone sees someane ls interacting, they'll d it too. But if they've dhe anly ome

dhr, e ent o g bl o ond el Qi o pepl ko

went 1o peoked i

was it, We di i to. W file

dhat, i the exhibiti machine, where it's crueial that pen-

ple ks how it works—a big part of it s exploring. If you give instructions, you kill it

i s e imprtat o e b stifcin o figming it o, m,w the

hapy

engoge i, nd.wuqﬁu!ngiﬁuyurms it's really wonderful.

MU: Surprise is very importani.

SM: You don't ne 10 have existing knotoldge about computers. Allyou need s curisity.

MU: Actually, that’s not true: if someone doesn't know the story of The

Enperor's New Clothss it docsn't work,

oy They know
they'rein a gallery, not a shop, and see a setting they recognize. They don't necessarily
nied fa know the Hans Christian Andersen fable. What is the need for a story in design?

W)= MU: We have a certain degree of selfrespect and the stuff we have o use

™ Jh: How do you find out about new techiologies ta use in your wark?

MU: Story how peaple behave.
up & sory whalevee the circumsances—{o make sens of your ation, whether
itson Peopl
invent stories to cope with or just 10 enjoy their circumstances.

JA: Is that true for everything?

MU: Not everything. Even uilitarian things need to capture a lidle bit of
imagination.

SM: Offen wnintentivnaly, even somathing wilitarian has a story: the story of s use
MU: Giving people  sory encouragesthem 0 act i a cerain ind of vay: If
here's no sory, . Even for a super-fu 1 object, which
may have a complicated usage mode, a story i a good way to explain things.
JA: Talking of functional objects, let's take a rather harsh example. If | walk into Staples.
and | want to buy a fax machine or a paper shredder=or just abaut any office technalo-

‘They probably all work fine and do what they're supposed to do. But they don't have any
them

S  don' A, bt inky nicer in Enrope.
.wwmwmm«gmuummﬁum

MU: One thing is that the price-point for products in Europe is much higher.
When you're constrained by cost, you tend to do obvious things. Shaping
‘molding this way or that dacsn't add any cosi. Butif you wani ta do a tight seam
with less detailng, to make i really minimalisic, that will cost quite a lot. So.if

the choices qusting.Not ust the form,
Hionality, the willful molding changes, curvaturas that are totally out of proportion to
your hand. There's almost nothing you'd want ta look at on a desk.

MU: That's true. Their designers are not in sync with the type of story people
need.

SM: Weoe been looking for a fux maching, but coey lime we g o a stor, here's noth-
ing we want to by

should adhere to our values.

SM: W mot rally actisely veseahing. e stumble on something and think, “That's
ntereting. What coutd e do with this?"
MU: We tried radio-based identity tags for ENC but it wasn't quite appropriate

g
heir hooks or put the on you've chosen anta the hook in the dressing room.
Physical contact was very important at the exact ing the projec-
tion on or off. A radi physical ‘which is pre
advantage | npmmmuymr.mwlmmgmmaumdymw




SM: We wanted people to be really conscious that “you did this,” and now “you get that”
in return. Using them would have defeated the purpose of radio tags which are contact-less.
JA: Who makes them, and for what primary uses?

SM: Texas Instruments. Radio tags are generally used in warehouses for tracking objects,
but also for tracking animals: they ean inject really small ones into everything, from fish
to birds. They even store information, not just ID, but you can also give a tag a number
of properties. Bar codes require a direct line of sight, whereas you can drive by a radio
tag and so long as you're in range, everything gets registered. At least we have them, so
maybe we’ll use them in a future project!

JA: How are the different hangers “read” by the computer? &
MU: The hooks were an open circuit that gets completed through the hanger.
Electricity flows through the hanger and each hanger has a different resistor, so
it’s reading a measure of resistance.

JA: There's a Lot of talk these days about “Experience Design.” Is this really a new field
of design, or just a new name for a range of activities that have hitherta been the
province of different kinds of designers?

MU: We’ve been doing it for a while. The word has just become fashionable recently. —
SM: We're working on an interesting project right now for Nike, a scenario-based con-
cept development for services and projects. They're interested in expanding their techno-
logical platform from shoes to other things. We're doing “fiction injection.”

MU: We invent characters, stories based on people in popular magazines and

interviews, and make a patchwork of these anecdotes. In most scenario-based
design development, the definitions are fairly generic, basically using demograph-
ic data: what kind of car “he” drives, what kind of food “she” likes. They might
put a name or a picture to each “character” but actually the scenario is either based &
on detailed task-analysis—“push-this/push-that”—or is very fragmented.

SM: And they always focus in on very obvious paris of the process.

MU: What we do is total fiction writing.

SM: Not generic, but specific. We do a trade-off; it’s not scientific. In order to make a cohe-
stve story, we have to crystallize a single narrative. Experienced designers tend to come up
with every solution you can possibly think of. For us, the important thing is to define which
one seems fit for a particular application. It’s about crystallizing a really finite solution.
MU: By doing so, we can come up with a system-concept, rather than fragments
In order to create a particular kind of fictional story, we need this particular kind
of product. And the feature set of this particular product has to be such-and-such.
JA: But that surely means it will only meet the needs of a finite user graup?

SM: 1t’s not about coming up with a solution. It’s about coming up with the starting-
point for a next-generation solution.

MU: The problem with the scenario-approach is that it might come up with an
album of impressions, but it doesn’t yield action. Rather, it works in the oppo-
site way. The client still has to go through all those possibilities and choose
among them.
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SM: From our perspective, that’s our job. The idea emerges when you put two things
together, and the selection of those two things is really crucial.

MU: So it’s problematic when the so-called creators present you with a cata-
logue of all these different possibilities. I'd personally rather see a well-chore-
ographed finite piece than someone just throwing up on me.

SM: Because it leaves work for you to do. It’s as if any technological product needs to be
able to do anything. People seem to be afraid of saying: “No, it cannot do that. It'’s not
meant to do that.”

JA: How do you see your practice developing from here on?

MU: We'd like to make a more permanent installation. We consider installa-
tions as experiments and we enjoy them, but it would be great for those exper-
iments to become more lasting.

SM: The audience in a gallery installation is fairly limited. We've also been wondering
what there is new to do in furniture.

MU: We have to make a very precise, well-planned entry into the furniture
arena. It’s been bothering us.

JA: Because you don’t have a chair out there?

MU: Definitely. If it’s done well, it lives long. A chair is one of the most diffi-
cult things to design.

SM: Successfully. Look at the office chair. The Aeron chair [by Don Chadwick and Bill
Stumpf] is too much of an instrument. Once a chair has become such a machine, there’s
something wrong with your work. You shouldn’t have to start inventing all these pros-
thetic devices to make your work manageable. Super gung-ho aesthetics are not what
we’re interested in.
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