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Introduction

It was suggested that with this text I deliver an eyewitness report of REAL-
TIME. But while trying to comply wich chis idea, I realized that my mem-
ories of this and many other projects for which T took responsibility as a
producer and curator are quite myopic and blurred because I was already
busy with other projects during the preparation of REALTIME (and the
closely connected CHIP-RADI0), and I was consumed by the usual horrific
anxieties as the helpless curator during the events themselves. So I decided
to rely mainly on artists’ descriptions of the project and some of its precur-
sors. These descriptions were mostly formulated at the time of the realiza-
tion of the projects, or shortly thereafter, and should therefore also be
interesting examples of the thinking and terminology used at the time.

CHIP-RADIO (1992)and REALTIME (1993) are among the most marure
and contained projects within a very specific development of radio art during
the 1990s. Within this wider development, which from 1994 onward in-
cluded the extension of the radio space into the World Wide Web and vice
versa, those two projects mark high points in what could be described as the
exploration of a convergence of telematic art, teleroborics, and radio art.

Thar it was possible to realize CHIP-RADIO and REALTIME ar all was
due to the uniquely Austrian pattern of (mainly institutional) supportand ac-
cess, combined with the configuration of artists involved with the projects, and
relationships formed through their experience of earlier art in the electronic
space. The strong conceptual grounding of their theoretical and practical ex-
pertise in the new technologies and their understanding of the technologies’
cultural impace led these artists to the development of elaborate collaborative
strategies and the successful application of these strategies in the “occupa-
tion” of “found” old and new media spaces and the productive integration of

their quite differing personal aesthetical positions and backgrounds.

Institutional Framework
In October 1991, both the Museum of Modern Art in Vienna and the Tiroler
Landesmuseum Ferdinandeum in Innsbruck simultaneously served as the
site of an international symposium, “The Geometry of Silence.”" Using the
example of radio art, the symposium was dedicated to the theory and prac-
rice of an art in the electronic space and included lectures, performances, in-
stallations (on site and later in their radio versions) by international artists

and theorericians, among them Robert Adrian X, Roy Ascott, Friedrich
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Kiccler, Richard Kriesche, Isabella Bordoni and Roberto Paci Dalo, Concha
Jerez and Jose Iges, G. X. Jupitter-Larsen, Pool Processing, Mia Zabelka,
and, from a much greater distance, Qweck Bure-Soh in Paris and Jon Rose
somewhere in Australia. The telephone lines connecting the two museums
were provided by the ORF (Austrian Brodcasting Corporation) and by the
OPT (Austrian Post and Telecommunications). The ORF support came via
the regional studio in Innsbruck and the national cultural channel, Oester-
reich 1, with its radio art program KUNSTRADIO. KUNSTRADIO also suc-
ceeded in persuading the OPT to provide a dedicated digital line linking the
two museums, which had to be specially adapted for the new mobile video-
conferencing system provided by Siemens for the project. The relentless in-
sistance of one of the participating artists, Mia Zabelka, drove me to persist
in the effort to secure such an (at the time) state-of-the-art system. And Mia
was right. The videoconferencing system with its unusually large monitor
added an important dimension to the connection between the two sites of
the symposium and to projects not only by Zabelka herself (figure 15.1), but
also by Bordoni and Dald and others.

Zabelka's teleperformance Space Bodies would also have been the first live
telematic radio performance using telerobotics in KUNSTRADIO's his-
tory—if there had been broadcasting time available at the time of the event.
As it was, an adapted radio version was broadcast a few weeks later:

A fantasric idea: two violins, which are played by one and the same person—and
what is more—simultaneously and at a spatial distance: with one of the instruments
in her hand, the performer is located at Palais Liechtenstein in Vienna, while che
other instrument she is playing, is situated at the Ferdinandeum in Innsbruck.

Tt was the well known violin—and performance—artist Mia Zabelka who re-
alised this uncanny mise-en-scene. By the artistic use of electronic media she has
claimed a new reality. Mia Zabelka describes “Space Bodies” as an “interaction of hu-
man being, machine and electronic medium in two distant spaces™:

At space 1 (Palais Liechtenstein) the artist herself is performing with her violin,
in space 2 (Ferdinandeum) an electropneumatic violin is installed. This violin is
handled in a way similar to the handling of modern robots. It is equipped with sen-
sors, which are controlled by a computer. Space 1 and Space 2 are connected to each
other by a computer nerwork. The “networked” performer and the “networked”
music-machine are interacting at a distance by forming an integrated circuic through

the respective control of their playing.*
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Figure 15.1 Mia Zabelka, performing CHIP-RADIO in Salzburg, 1992. Photo: KUNSTRADIO
Archive, Vienna.

Whereas the cooperation of KUNSTRADIO with the museum in Vienna
was not continued after “The Geometry of Silence”, KUNSTRADIO's coop-
eration with the Ferdinandeum in Innsbruck resulted in Guenther Dankl
(Ferdinandeum media art curator) and myself (producer of KUNSTRADIO)
acting as principal cofounders of the not-for-profit organization TRANSIT,
a unique support scructure for the realisation of artistic projects in the elec-
tronic space, especially in the space of the mass media radio and television.

TRANSIT was founded in response to the fact that KUNSTRADIO, orig-
inally meant to be just another late-night “experimental” radio art program
had, from its very beginning in 1987, become involved in the organization
and production of large-scale international radio art projects and events. Be-
cause of KUNSTRADIO's very small budgert (appropriate for what was then
a forty-five-minute weekly broadcast), this involvement was possible only in
ad hoc partnerships with established and well-funded festivals such as the
Steirische Herbst in Graz, the Ars Electronica Festival in Linz, or the Wiener
Festwochen in Vienna. TRANSIT was an atcempt to institutionalize the

model of collaboration between partners with financial resources (in this case
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provided by national and/or regional cultural ministries) and those with
technical resources and infrastructure (in this case the ORF regional studio

in Innsbruck).

CHIP-RADIO
Working in the electronic space, working with contemporary tech-
nology entails coming to grips with an environment we are faced
with on a daily basis.
— FROM GERFRIED STOCKER'S INTRODUCTION TO THE RADIO
VERSION OF CHIP-RADIO, BROADCAST ON OCTOBER 1, 1992

CHIP-RADIO was the opening event of TRANSIT. The project had been
initiated by Zabelka, and she also brought with her the Swiss sound arcist
Andres Bosshard, who in turn invited the Polish actor Waldemar Rogojsza.
Technical expertise in the use of telcommunications systems, computers,
and robotics was supplied by Gerfried Stocker, Horst Hoertner, and Seppo
Gruendler (all from Graz), who had been part of Puente Telefonico, the first live
telematic radio project produced by KUNSTRADIO. Puente Telefonico took
place on August 6, 1992, and connected the public interactive sculprure
Sound Poles by Hoertner and Stocker at Expo'92 in Seville, Spain, with a live
radio studio at the ORF Broadcasting House in Vienna. Sound Poles consisted
of an array of twenty-seven fiberglass poles (up to six meters high) fixed ver-
tically in the floor of the plaza in front of the Austrian pavilion at the exposi-
tion. The public was encouraged to “play” the installation, and the resulting
movement of the poles was registered by sensors and transmitted to a com-
puter, where it was translated into control signals that triggered sampled
sound events that were fed back to the plaza. The installation was connected
t0 2 modem so that it could be remotely serviced by the artists via telephone
every day from their studio in Graz. The existence of this standing connec-
tion made it possible to use the modem for teleconcerts, among them Puente
Telefonico. For this event, Hoertner, Gruendler, and Josef Klammer were in
Sevill and connected via modem with Stocker and his computers, sampler,
and sequencers in the live-transmission studio in Vienna. Stocker was able
to0 add new sounds to the sounds triggered from Sevilla in the Vienna studio
for the live broadcast and to send his control signals to the Sound Poles com-

puter in Spain.
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CHIP-RADIO

A simultaneous relemaric concert by:

Andres Bosshard, Seppo Gruendler, Gerfried Stocker and Mia Zabelka
October 1, 1992, 10:15 p.m.

Performed live at the regional studios of the ORF in Tyrol, Salzburg, Vorarlberg

and broadcast on the programme “Kunstradio—Radiokunst” on Oesterreich |

Innsbruck/Foyer of the Broadcasting House:

Gerfried Stocker (Sampler)

Waldemar Rogojsza (actor, cues by Andres Bosshard, Dornbirn)

Robot-violin: Martin Riches (played by Mia Zabelka, Salzburg)

Three E-guitars (played by Seppo Gruendler, Salzburg)

Studio 3: Ewald Wabnig: live mix of the “Kunstradio” programme, following a

concept by Andres Bosshard

Salzburg/Foyer of the Broadcasting House:

Mia Zabelka (violin, sampler, percussion)

Seppo Gruendler (E-guitar, MIDI saxophone)
Percussion (played by Gerfried Stocker, Innsbruck)

Dornbirn/Foyer of the Broadcasting House:

Andres Bosshard (cassette machinery)

Marimba (played by Gerfried Stocker, Innsbruck)

Synthesizer (played by Seppo Gruendler and Mia Zabelka, Salzburg)

Acoustics: Andres Bosshard
Network Design: Horst Hoertner

Sound engineers: Ewald Wabnig and Hans Soukup®

For CHIP-RADIO it was possible to secure three of the regional ORF
radio and TV studios as locations. Five of these studios (Graz, Linz, Inns-
bruck, Dornbirn, and Salzburg) were built from the same plan by architect
Gustav Peichl and are architecturally—and cherefore acoustically—prac-
tically identical. A conspicuous feature of the buildings is a circular foyer
three storys high, forming a kind of atrium. The foyer of at least one of these
regional studios had already become a “historical” site of telemaric events:
In 1982 “The World in 24 Hours” (initiated by Robert Adrian X) took
place in the Upper Austrian regional studio in Linz. The ORF regional

studio foyer has remained a favorite location for nerworked projects, and
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CHIP-RADIO and REALTIME each managed to connect three of them in a

single project:

The found infrastructure of the daca and transmission networks between these loca-
tions is occupied by the artists and becomes their most important “instrument,” an
instrument that facilitates a networked interaction far beyond the parameter of mu-
tual visibility. Each artist can immediately become present at the other locations and
exert influence on them. The instantaneous feedback of the telematic activities per-

mits a precise control of the interplay.”

The artists used dara gloves (Stocker), arm interfaces (Zabelka), a MIDI
saxophone (Gruendler), or a graphical interface (Gruendler, Zabelka) to play
instruments and roboric devices at other locations. They—and the respec-
tive audiences—could see glimpses of the remote participants on video
monitors. But what is more, they saw the effects of their movements and ac-
tions on the situation at their own space: Marimbas, the violin robort, cthe
drums, the guirtars played as if touched by the hands of ghosts. The art his-
torian Romana Froeis wrote in TRANSIT #1:°

The telematic simultaneous concert CHIP-RADIO rendered processes in the elec-
tronic space physically and psychologically perceptible, which per se remain incom-
prehensible. . Salzburg transmitted its spatial acoustic together with the sounds
from Innsbruck, to Dornbirn. There they were enriched by the local spatial acoustic
and sent on to Innsbruck and so on. The circulation of the loop of spatial sound could
have easily turned into an acoustical feed-back situation, if Andres Bosshard had not

programmed it as a very differentiated spatial mix.

A short text written by Hoertner, who had been responsible for the network
design of CHIP-RADIO. concluded:

The main part of the work on this necwork was determined by software development
and the coordination of the protocols of computers and roborts. The main problem
was the exchange of quite gigantic quantities of data for the requested behaviour in
realtime. . asuccessful performance and cthe transmission of the musical events via
radio—both of them of captivating qualitcy—were the answers, which rhe arrists

were capable to formulare with the help of this (network-) installacion.”
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Artists as Experts
CHIP-RADIO confronts the distributive mass-media radio wich

the reality of intercommunicative networks in order to—within

this field of tension—arrive at a sounding of the potential of both
media.
—ON-LINE PROJECT DESCRIPTION

An important part of the history of electronic music, radio drama, and Ars
Acustica was possible only because of the access artists, composers, and au-
thors had to state-of-the-art production studios and to the policy of culrural
broadcasting by the national public radios, both in Europe and elsewhere.
With their actempt to bring something of the elastic “horizontality” of the
networking experience to the rigid, producer-oriented “verticality” of the
public-radio institutions, artists began to become interested in gaining ac-
cess to the administrative and technological infrastructure of transmission
itself.® This shift also implied a profound change of the relationship berween
the artists and their counterparts inside the organizations. This relationship
required a type of artist/technician/media expert who was capable of moti-
vating engineers, producers, and administrators alike to become allies and/or
innovative partners in the realization of art projects, sometimes against con-
siderable resistance by colleagues and superiors. In the first half of the 1990s,
these artists often were much more aware of the impact of digitalization on
older communicartion technologies—and on culture and art generally—
than most of the professionals inside the big institutions of public broad-

casting (or of commercial broadcasting for that marrer).

“REALTIME"

December 1, 1993, 11:45 p.m.

A telemaric concert-performance in real-time, which takes place simultaneously at
the regional studios of the National Austrian Radio and Television (ORF) in Graz,
Innsbruck and Linz and is broadcast live on TV and radio.

REALTIME uses all available video-, sound- and dara-networks for the interaction
of the protagonists present at the three provincial studios. From this interaction
the live-broadcasts are produced in real-time. . For this purpose, the three

studios are connected by a circular data-network.

REALTIME as broadcast on radio is not the stereo-version of the TV sound and

REALTIME on the television-screen is not just the image to the sound. The rwo
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per se autonomous broadcasting spaces form a joint location for the medial repre-

sentation of what is happening.

Graz:
Isabella Bordini—voice, performance

Gerfried Stocker—sound sampling

Innsbruck:

Andres Bosshard—cassette-machinery, live sound mix
Hirst Hoertner—performance

Mia Zabelka—violin

Linz:

Roberto Paci Dalo—clarinets, electronics

Waldemar Rogojsza—voice, performance

Tamas Ungvary—computer music, computer-animation
Kurt Hentschliger—computer graphics

Michael Kreihsl—lighting, TV-production

x-space: Horst Hoertner, Gerfried Stocker - network design, interface design
Martin Schitter—programming

Andres Bosshard: sound design

Hans Soukup and others: ORT radio and TV engineering’

The artists involved in CHIP-RADIO and REALTIME came from very
different backgrounds. 1 have already referred to Zabelka's earlier projects and
her important role in CHIP-RADIO, to which she brought Bosshard, just as
she introduced the well-known electroacoustic composer and specialist in
composer-machine relations Tamas Ungvary, who was teaching in Vienna at
the time, to REALTIME.

Bosshard had already realized three huge outdoor sound projects prior to
joining the CHIP-RADIO team, including Telefonia (1991), an interconti-
nental telemaric installation connecting Winterthur, the Saentis mountain
(both in Switzerland), and New York (with Ron Kuivila).

Gruendler, could be said to represent a second generation of Austria-
based telecommunication artists influenced by Richard Kriesche and his
conceprual, deeply critical attitudes toward technology and the definition of
the role of art and artists in society, whereas Stocker and Hoertner (working
together as x-space since 1990) represented a third generation. In 1992—

1993, Stocker (as a cocuraror) and Gruendler (as one of the main contribu-
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"0

tors) were deeply involved in “ZERO—the Art of Being Everywhere,
a year-long project formulated by curator (and arguably first-generation
Austrian-based communications artist) Robert Adrian X."

Kurt Hentschlaeger was already working with Ulf Langheinrich on their
ongoing project GRANULAR SYNTHESIS. An early version, Model 3.02,
performed in December 1992, was a TRANSIT production at the regional
ORE studio in Innsbruck with the remote live parcicipation of a dancer at
the regional studio in Salzburg. Hentschlaeger, as part of the group Pyra-
media, had also been involved in the organization of the Austrian participa-
tion in the legendary live TV and network project Piazza Virtuale by Van
Gogh TV at Documenta 9 (the Austrian group also included Hoertner and
Stocker and involved ZEROnet, a bulletin board system for artists originally
part of “Zero.").

Isabella Bordoni and Roberto Paci Dalo had been pursuing their ongoing
project in progress Giardini Pensili since 1985 within many media, at many
locations, and with the cooperation of many other artists, musicians, and
writers, Their multilayered work led them almost automatically into the
field of new technologies. By 1993 they were also running the international
festival L'Arte dell’Ascolro, which over the years dealt with a changing
notion of an extended (networked) radio art under the impact of new tech-
nologies: “In the development of art projects in electronic space today, we
cannot avoid the beauty of a continuous interchange berween old and new
technologies.”'?

Problems of Documentation
Such art-events are unrepeatable, they can only be further gener-
ated. That is also why they challenge traditional definitions of con-
cepts such as author, copyright, originality and virtuosity: they lose
their authority.
—R. FROEIS

It is physically impossible to experience necworked projects that are simul-
taneously produced in separate locations other than as versions: The project
as a whole eludes human perception. This aggravates the already serious
problems of documentation and interpretation common to all fugirive, pro-
cess- or time-based art projects, with the unfortunate result that many dis-

tributed telemaric projects have been insufficiently documented and hardly
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interpreted at all. One such project was the seminal RAZIONALNIK (1987),
which added the phenomenon of telepresence to the exchange models of si-
multaneously produced and nerworked art. RAZIONALNIK was initiated,
organized, and programmed by Gruendler and Klammer in Graz with part-
ners in Budapest (Gabor Plesser), Ljubljana (Lado Jaksa), and Trento (Clau-
dio Carli) (figure 15.2). Just as with many other projects that were realized
within the frameworks of festivals or exhibitions, all that remains'® is a de-

scription of the artists’ conception in a catalog published before the evenc:'

Acoustic couplers, samplers (digital storage of nature sounds), synthesizers, personal
computers and the international telephone network are the means ro connect musi-
cians from different countries. These connections make it possible to realize a con-
cert, whose musicians are not in the same space, but realize a collaborarive concert
from different countries. They use instruments, which are not producing sounds, but
so-called MIDI data. These data are either transformed into sounds by sound mod-
ules, or they are converted by computers and acoustic couplers into data which can
be transmitted via telephone. At the other end of the line these dara are again ren-
dered into MIDI data and after that into sounds. The sound material used consists
on the one hand of sampled sound quorations, and on the other hand of traditional
synthesizer sounds, produced by all of the musicians. The result can be heard live, in
Grraz as well as in all the participating locations. Due to the data delays, not one of
the locations will offer the same sounds simultaneously. In Graz, the computers will
additionally manipulate the MIDI data according to certain algorithms, iLe., the
compurers not only are converting data, but also take on an important role in the
structuring of the concert. Each participant, by his personal choice of sounds, is
granted the possibility to render the concert ar his local site into a very special ver-

sion by transforming his own or the MIDI dara received from Graz."

The installation of RAZIONALNIK in the exhibition Entgrenzre Gren-
zen (Debordered Borders) did not take place exactly as envisioned in the doc-
umentation in the exhibition catalog, just as a planned CD of the project
could not be produced because, according to the artist; “out of ideological
reasons, the sound-engineer in Graz refused to do the arranged recordings.”'®
As it turned out, Carli, in Trento, was not able to participate because of a
strike of the Iralian post office. Before the event, Gruendler and Klammer,
who sometimes called themselves “media-musicians” in analogy to the “media-

artists” with whom they frequently collaborated, were obliged to travel to
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Figure 15.2 Seppo Gruendler (left) and Josef Klammer, performing RAZIONALNIK in Graz, 1989.
Photo: KUNSTRADIO Archive, Vienna.

all the locations of RAZIONALNIK to personally brief the participants “due
to the newness of the technology. . Because of the Coordinating Commit-
tee for Multilateral Export Controls (COCOM) liss—which prohibited the
import of computers into the East—we also had to smuggle acoustic couplers
(300 baud) into Hungary. . As PTO-approved [Postand Telecommunica-
tions, Austria] modems were prohibitively expensive in Austria we smuggled
German parts into Austria.” From these parts the artists built the modems
(1200 baud) for their Commodore C64 computers in Graz. The program to
convert the modem data into MIDI was written by Gruendler. During the
event, “the slow data rate led to big delays, e.g., a chord would turn into a
melody; there were great difficulties in keeping the lines up, we had ro re-
dial several time. Most people [in the audience at the Kuenstlerhaus in Graz]
believed that we were playing in analogue via telephone.””

As a result of the efforts of the artists, CHIP-RADIO and REALTIME,
both of which of course owe a great deal to RAZIONALNIK, are unusually
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well documented. Bur although che projects ook place with several sound
engineers on hand, no separate recordings exist of the two separartely fed
radio-stereo channels of REALTIME. Also, in spite of the clear structure of
the two projects with their three equal nodes in one country/time zone and
the relatively small number of artists involved, the unique opportunity to
document how such networked collaborative projects come about was not
pursued, even though it was one of TRANSIT's original aims to develop new
approaches to the issues of documentation of (as was known from telecom-
munication art) basically undocumentable (and unrepeatable) projects.
However, x-space took on the task of producing a video from the qualira-
tively uneven visual material from the three different locations of CHIP-
RADIO, using the radio version as the sounderack.'®

It was this video documentation of CHIP-RADI(O that provoked the
artists to think abour the possibility of developing a new project that would
directly involve not only radio but television, and soon we began to specu-
late on the possibility of including one of the two Austrian national TV
channels as a further extension of such a project and a “window” to its tele-
martic stage.

Simple sound and/or video recordings of such technically complex and
physically dispersed events can never reach beneath the acoustic or opric sur-
face to disclose the events' structural depch, but the emergence of the Inter-
net gave reason for hope thart this depth might be revealed. When x-space
went on line with its Web server in 1994, it immediately discovered the
potential of the World Wide Web, not only as a medium for new telemaric
radio projects, bur also for the documentation of their precursors such as
CHIP-RADIO and REALTIME.

REALTIME
What I remember best is the process of collaboration and the in-
tensive discussions between us as colleagues/friends at long face-to-
face meetings most of us had to travel to. This process was as
interesting, maybe even more interesting than the result icself.

—KURT HENTSCHLAEGER, 2002

The preparation of REALTIME took more than six intensive months. The

artists lived and worked at different locations and were obviously in close con-
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tact with each other and also with the ORF technicians allocated to the proj-

ect, especially Hans Soukoup in Innsbruck. The meetings, some of them over
entire weekends, led to the collaborative development of the overall concept
and many of its details as well as to a distriburion of tasks among the artists.
Bosshard took on the acoustic design; Dald became responsible for the “the-
atrical” production and Hentschlaeger for the graphic design of the live TV
program; x-space again got involved in the network design (Hoertner) and
the development of remorely controlled instruments and interfaces (Stocker):

With the help of a helmet-like apparatus worn by Hérst Hoertner in Innsbruck, the
head movements of the artist were registered by a computer which translated them
into digiral control codes. Via data lines a robot camera in Linz was directed syn-
chronously to the head movements.

Gerfried Stocker in Graz used data gloves to reach through the electronic space
to play robot-instcruments and computer-controlled sound sculprures distributed in
Innsbruck and Linz.

On the ceiling of each of the three studios a rotor with tubes was installed. The
speed of the turning of the motors and thus the pitch and scructure of the sounds
produced by the tubes could be controlled in real-time via the data nerwork by

Roberto Paci Dalo in Linz on his clarinet.'”

Zabelka in Innsbruck used wrist interfaces to interact once again with Mar-
tin Riches’ violin robot, which was equipped with a network interface.

An additional “level of reality” extended the interaction of Zabelka's vi-
olin with the robotic violin as Ungvary, in Linz, not only controlled se-
quencers in all three studios with his fingertips, buralso used his “Sentograf”
to activate an animation program to produce virtual violinists who, via video
line and “blue box” tricks, joined the “real” Zabelka and the electromechan-
ical violin robot.

The various “instruments” created for REALTIME—and the wide scale of
different body movements required to activate each instrument—were de-
liberately intended to enhance the dramatic power of the images visualizing
the relationship between the actions of the performers in one location and
their results in distant places. The instruments also elaborared on the concept
of the wired “space bodies” to which Zabelka had referred in her earlier per-

formances wich her shiny skintight suits evoking female figures in popular
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Figure 15.3 Hérst Hoertner, performing REALTIME in Innsbruck, 1993. Photo: KUNSTRADIO
Archive, Vienna.

science fiction. The giant mixing console in front of Bosshard’s half-hidden
body, Ungvary's assemblage of computers obeying the finest vibrations of his
fingertips; the vocoder taped to Bordoni’s face that sometimes equipped her
with a deep voice, contrasting sharply with the features of her very feminine,
almost childlike face; the huge and expressive data gloves at the end of
Stocker’s arms or Hoertner's “helmet” (figure 15.3)—all had cyborgian qual-
ities. On the other hand, these qualities were ambivalently toned down by the
grey retro business suits the male performers wore in response to Dald's stage

INSCructions:

In REALTIME the image is again not corresponding to the technology. Clearly old
fashioned costumes referred ro the beginning of television broadcasting, in order to
establish a discordance berween the image, the sound and the concepr as a whole.
Roberto Paci Dald himself, playing the clarinet recalled the old figure of the rradi-
tional soloist while the violinist Mia Zabelka with her wired wrists and clad in a
waisted dress with a wide skirt acquired a puppet-like quality reminiscent of “The

Tales of Hoffmann.”
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REALTIME
The Transparency of the Medial Space

The great challenge of the project REALTIME lies in the creation of an interface
berween the different levels and spaces of action, which is equally accessible to the
radio, TV and on site-audiences: acoustic and visual entry points for the communi-
cation among the protagonists as well as for the intermedia projection of what is hap-
pening, into the transmission spaces of radio and TV.

The distributive one-way media radio and TV present special problems:
¢ the necessity, to represent synchronous parallel processes in real-time,

* to capture the simultaneous collaboration in the three regional scudios,
* 1o condense the constant tele-presence of the performers into a comprehensible

tele-representation.”’

Michael Kreihsl,”' commissioned by ORF to direct the TV version of
REALTIME, decided to adhere to a documentary technique to translate the
“found facts” of the complex networked events at the three (almost identi-
cal) locations onto the TV screen. In his visual narrative he avoided explana-
tory means: For about half of the program time, the viewers had the
impression that what they saw was taking place in only one location. It was
only when the director began to use split screens that the three different ge-
ographical locartions of the protagonists revealed themselves. Kreihsl said he
employed this technique because he wanted the viewer “to discover more
and more on their own. In this way, s/he is collaborating.”* Much attention
was paid to the lighting of the three studios, which avoided the usual undif-
ferentiated TV atmosphere and worked with high contrasts.

To the layer of “real images” created by Kreihsl's orchestration of the
TV cameras, Hentschlaeger added layers of live computer-generated and
-controlled “artificial images” as well as graphical elements such as back-
grounds, textures, fonts, and masks, thus emphasizing the flat surface char-
acter of the screen/window within a much deeper networked architecture
of real and virtual spaces. Bosshard navigated the “the complex sound-
structure of the event from his own special matrix-mixing-console in Inns-
bruck via a circular architecture of audio-lines” especially designed by him
to link the three locations, to which he added his own spatial loudspeakers

to create immersive sound installations for the live audiences in the studios.
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He also challenged viewers/listeners to play the role of potential collabora-
tors, in that they were requested to rearrange their TV and radio loudspeak-
ers to realize the full spatial potential of the three audio channels (the mono
channel of the TV and the two channels of the stereo radio), which Bosshard

fed separately with live sounds:

The acmosphere, the resonance berween the three channels creates a space. While on
TV only an excerpt can be seen, this space is three-dimensional. Like a hologram.
This space-sound evolves, if Oesterreich 1, the radio station is tuned into ssterero-
phonically—for best results in the back, while ORF 1, the TV station, with its one

channel sounds in the foreground of the room.”'

In spite of the innovative nature of REALTIME and the project’s many
new and largely untested elements, the artists, sound engineers and TV crew
had only three days (and nights) to prepare the on-site locations, the trans-
mission parameters, and the collaborative virtual nerwork space. After the

event, Stocker recalled:

While the TV crew directed by Michael Kreihsl was busy coordinating che positions
of the 12 cameras and the lighting of the three encrance halls, and Andres Bosshard,
after a process of minute planning, worked—via intercom—and together with
sound-engineers of the ORF on the arrangement of loudspeakers and microphones
to tune the spaces, the complete level of the interaction of body-interfaces and robots
was implemented into the network structure berween the studios by Horst Hoert-
ner, Martin Schicter and myself.

We worked for three days pretty much around the clock and were connecred to
each other on the different levels of the network. We could hear and see each other at
all times, the computers were nerworked, the software was exchanged and furcher
developed via modem.

A completely unique laboratory-situation evolved. None of us had ever before
spent such a long time without interruptions within such a virtual space of imme-

diate rele-presence.”
The event itself lasted only thirty minutes, and of course, it was the pres-

sure of TV that dictated such a short (and late) broadcast time (the TV pro-
gram slot in which REALTIME unfolded was)—appropriately—called Aronnd
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Midnite). The transgression of this dictate of broadcasting times for a series
of networked radio projects came a few years later: on air, with the extension
of broadcast nodes into different time zones around the globe, which made
a twenty-four- or eighteen-hour project framework necessary,” and on-line
and on site with the streaming technologies of the World Wide Web and their
potentially unlimited time frame, as well as che resulting pull from perfor-
mances to installation-like events.

Although many, like Hentschlaeger, are still awed in retrospect by the
networked bandwidth available for REALTIME's visual elements, the proj-
ect remained essentially oucside the traditions of television and especially of
so-called multimedia formats. Rather, this and later telematic radio projects
reflected che hybridity of nerworks and mass media, of bodies and machines.
And racher than believing in their convergence into one great medium, the
artists, just like other specialists in the practice of media, detected an inter-
media situation, with processes of constant “remediation” between older and
new media—a situation in which each of the loosely and often temporarily
collaged channels demands that one pay specific attention to it withour los-

ing sight of the channels’ essential interconnecriviry,
g s1g
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