Field Study and Performance Analysis of

Al exander /enbsishert as




Rise of a Transcoded World: ’
Field Study and Performance Aemesisaisi s of A






RISE OF A TRANSCODED
WORLD

Field Study and Performance Analysis of i
Al exander /enhsisbert as

LucA BEFERA



Copyright © Luca Beferayoz21.
Textadviser:Alessandro Bratus.
Cover photo: Max Pross performing as an avatar.

Copyright© Gerhard Kihngz2o2o.

ISBN: 979—12—-210-3006—8



ACKNOWLEDGMENTS

This book results from nearly a year of field study, data collection, research and drafting.
During this period, several people contributed to my work in different ways. My sincere
thanks go tall of them.

Firstly, I would like to thank Alexander Schubert for allowing me to participate in the
performance at its various stages, informing me about the gragestelopment and sharing
the material under analysis. | am grateful to Alessandro Bfatufie texé sevision and
knowledgeable intellectual support. The confrontation with has been a precious and
essential resource. | thank the performers Carola, Fabian, Yana, and Max for sharing their
impressions of the performance and the fratekiminess shown to me before and after the
event.

| also thank all the members Glenesi® sommunity involved in the realisation of the
performance. With them, | shared difficult as wadl intimate and profound moments. In
addition to the mentioned author and performers, artsttributorsCarl and Heinrich, set
designers Lisa and Jette dastaff members$sa, Francis and Vitus were an integral part of
this group. | am also grateful to Dominic Osterreid and J&mlo for providing me with
data and information about tkienesisvebsite and the wristband device.

Finally, I would like to thak all the people who supported me during my stay in Hamburg:
Stefano, Hannah, Arcangelo, Saskia, Irini, Orestis, Tommaso, Annalena, Adrian, Luca
Carmen and DesireeTheir friendship was vital emotionalresourceduring the difficult
period of the pandeimin Germany. Equally important was the support of the people in Italy
during the textods realisation: Il rene

, Emanu e
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Luca Befera Trained in musicology at Universita di Pavia, he studies contemporary artistic currents
involving digital approaches, integrating the compositive process and sources analysis with
ethnographic methodologies. His investigation focuses on multimedia iroéddst sense, namely

on heterogeneous electronic devices and their application towards performance and installation
artworks. The influence of software and computational approaches on formal management plays an
important role in his research, allowing thealysis of tangencies, divergences, and permeations

between human and mechanical, organic and inorganic, physical and virtual dimensions. He also
examines the growing importance of the concept u:
nature. These perspectives relate to broader cultural environments and transcultural dynamics,
implying the convergence of various stylistic traces on multiple expressive levels.



ABSTRACT

AlexanderSchuberds mostrecentartistic researchdevelopsa new approachto digital and
humanrealities,mergingthemthroughinteractivemedia.Therefore his works evolvein a
completelyautonomousnanneralmostdetachinghemselve$rom the original authorship.
TheinteractiveinstallationGenesigs anonlinevideogamein which playerscontrolhuman
avatardan apredefinedandasepticworld. The performancehasthe socialexperimenigoal,
implying autonomouspacealevelopmenthroughahierarchicarelationshipbetweergamers
and avatars. The present analysis, entailed in the projects documentation,shows a
comprehensiveverviewof theinteractionghatoccurredn theemptyhall. It alsoquestions
theauthofs prescriptiverole: the explicit purposeof establishingan asepticspaceresultsin
a settingitself, influencing spacedefinition. The environmentdevelopsits own rules and
dynamicsthrough recurrentpatterns,strongly dependingon digital mediation,emerging
human behaviour, selectableitems, stage connotation,and gaming dynamics. Human
involvementi of gamers,avatars,authors,and staff i resultsin single participanté and
emergingcommunitie® complexbehaviour Peopleredefinetheir knowledge shapingnew
formsof interactionthroughdigital encodingln turn, theytransfertheir experiencanto real
life throughpersonalor sharedmemories.Thus, spacebecomesot just wheredigital and
physicalperspectiveflow into butalsoagravitationalpoleexpandingoeyondgivenborders
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INTRODUCTION

Overview

Genesig2020) by AlexanderSchubert is a web-basedcomputergame conceivedas an
experimentwhichtakesplaceoverseverdayscontinuouslyi from 0o:00, April 27 to 24:00,

May 3.2 Anonymoushomegamersvorldwide controlfour avatarampersonatedby reallife

humanperformers in onehourslots4 Connectingon a dedicatedvebsite theyorderactors
what to do by voice The avatarswear VR glassesby which gamersseefrom their first-

personperspectiveAlso, a graphicinterfaceaugmers the screenview, recalling a video
games$ graphic Avatarsinteractwith the environmentand other avatarsdue to gamer$§
instruction and reply or manifest their needswith essentialpre-set messagesent by

wristbanddevicebuttons The experimentstars in an emptyindustrialhall of gom 3 25m.

Gamerscannottrespasds closedbordersbut only interactwithin the currentconfigurations

Moreover,they canselectitemsfrom aninventoryof around2500 objects.Onceentering,
theseremaininside the hall for the whole performanceThus, the items grow in number
accordingo acumulativeprincipleandprogressivelylefinethespaceahroughtheinteraction
betveenhumanbeings The authorsalsomentionthis concept

[ ] the audience participates, according to their o
world [...]. Through the participardselection of material, the setting is continuously developed and

redesigned over the time of seven days. The audience is invited to create the space according to their

own imaginations. Each participation leaves a thiatlee sum of these changes and rattions will

make up the entity of the work. The entirety is charastdry the personal experience of the individual

as well as by the documentation of the entire pro¢8stiubert2o20b].

' In addition to the composer, artistic head and creator of the concept, the project involves Heinrich Horwitz for
dramaturgy, Carlohn Hoffmann for video realisan, Lisa Clemen, Juliette Krauss (Jette), Julian Sippel for

the set design, Jacob Sello for the arm interface, myself for analysis and ethnographic research, Christoph Lohse
and the Biiro fiir Exakte Asthetik for the website graphic realisation and tlysiarwd users participation (Ul

+ UX), Dominic Osterried for website development using JavaScript and Gerhard Kiihne, Christian Frank, Kai
Lietzke, Cedric Johanson for the documentary realisation. This data and information about the piece reported
in this paragraph come frofBenesisvebsite [Schuberbozob].

2 Hamburg Elbphilharmonie commissions the performance. Also, Internationales Musikfest Hambyrg
Decoder Ensemble, Kraftwerk Bille, Hochschule fur Musik und Theater Hamburg and A MAZE (Media
Partne) contribute to its realisation.

3 These are Max Pross (Avatay, Carola Schaal (Avatar), Fabian Oehl (Avatag) and Yana Eva Thonnes
(Avatary). Also, Schubert anHorwitz occasionally enter the hall for substituting perform€esola Schaal is

a member of Decoder, S ddintch Harwitdsalecte thesothen ladtoéSyen ivthee r e a s
avatars do not have a name during the performance, | will call theghebirst name from now on for clarity.

4 Initially, users book a ticket reporting only their email address. From the second half of the first day, the
authors also allowthespal | ed O6qui ck usersé6, who paeduesms attatye g a me
given time. They play until the piget time of the slot finishes.

5 Kesselhalle of Hamburg Kraftwerk Bille hosts the performance setting. The building is a renovated power
station which hosts festivals, conferences, music and theatiermances, offices, studios, and evgMiB,

2021]. Figure2 reports some pictures of the building.



The experiment shows many facets roatedirtual realitiesandinvolving the video game
applicationacting performersaudience observatipand social interactiobnetween different
contextsi regarding nobnly gamers and avatars but also the authodsstaff. As virtual
reality (VR), it implies digital means for simulating rééé¢ and exploring new dimensions
of human perception [Bartlepos; Bell, 2008; Burdea & Coiffet,2003].° The video game
application offers the possibility to reproduce sbaspects and emotive engagement due to
immersivity and reatime interactivity [Gregersen & Grodalpog; Nam,2019], highlighting
an increasing blending of human and virtual dimensions., TBeisesigmplies similarities
with dnassivelymultiplayer online roleplaying gamed (MMORPGS) such asVorld of
Warcraftanddmulti-user virtual environmeni$MUVE) like Second Liferegardingeatures
related to avatagsidentity [Allbeck & Badler, 2002; Cheng,Farnhamé& Stone 2002;
Schroeder2002; Taylor, 2002], the social context developed within the gamiaying
[Boellstorff, 2008; Bowman,2o10; Gottschalkzoro; Hine,2000; Hjorth, 201 1; Williams et
al.,2006], andother external factors linked to the gaming world [Castronsxss; Newman,
2008].

Besides the observation go&@gnesisimplies performative aspectsntailedin social
simulation,the influence ofwuthorébackground, artistic institutiobsupporf and gamei®
way of playing. Tlesepoints of view are highly significantto frame an experiment that,
missing a restricted hypothesindan explicit methodologyis not entirely scientific. On a
broader sight, contemporary artistic trends involve a critique redefinition of pmeslin
conceptual reflectiofLehmann, 2006]. Composers and artistic institutiorfrequently
redefine their aim over the traditional performamepresentationowards an expressivity
focused on social aspects [Dinkigg4]. Genesi®ntails thesapproacksthrough the social
experiment goal: it does not regagdtertainment buthe study of a fcess in which the
authors are partially involved. Scholars also outline the growing importance of digital
technology and multimedia devices within the mentioneddg@vianovich, 2002, Sexton,
2007], both in the performance definition [Dixorgo7; Salter,2010], perception [Styhre,
2008] and in the related compositive process [Beferag; Bogost,2006; Cook, 1998].
Shubert himself states in his writings the fundatakinfluence of virtual, digitaland
performative aspects [Kanga & Schubert;6; Schubertzo21d],” as also do other authors
who studied his production [Dreesyi4; 2018; Hurt, 2015].

¢ VR glasses have been applied in several other subjects like medicine, education, economics, engineering, and
military, to train users or test specificoblems [Hale &Stanney2o015]. These applications are in line with the
improvement of the Internet and cyberspaces over the last decades [Mitotrgll,

7Schubert ds r e c eSwitching Wprldfed2idkirtlades alh theoakticles previoughublished

by the composer, opportunely translated in English (edSwitching Worlds: Postdigital Perspectives
Doctoral Dissertation. Hochschule fur Musik und Theater Hamlwrep). Therefore, following quotations
from these texts refer to this dissgion. These articles aténcertain Conditiongor. ed.Unsichere Zusténde:
Gedanken zu immersiven StrategienDissonancej4o, 2017, pp.8i 11, German) Binary Compositior{or.

ed. Bindre Kompositionin MusikTexte,153, 2017, pp. 461 50, German),Virtuality and Deceptior(or. ed.
Virtualitat und Tauschungn MusikTexte,158, 2018, pp.217 30, German)Focussing the GaZer. ed. Bernier,

N. & Schubert, A.Strobes, Mirrors, Fog and Si8pecific Experiences: Interview with Alexander $e&hnt)
German Composegin eContacti9(2), 2018, English), andThe Aesthetics of Errgor. ed.Die Asthetik des
Fehlers: Bruch der Kodierung als Chance ein System zu versiehgaue Zeitschrift fur Musiki4, 2018, pp.

141 19, Germanand ed.The ErrorAesthetic: The Opportunity to Understand Systems via Fractures in Goding
in Tempo,73(289), 2019, pp.217 29, English).



The only referencestated bySchubertare the sandbox video gasMinecraftandThe
Sims and his own virtual reality project®Among the latter, he recogeks as the most similar
Control (2018), a participative installation in which usesemmandavatars and see from
their perspective through VR glassBespiteGenesisavatars change evegy minutesand
perform specific actions iapre-setstage. Unity Switch(2019) andPerfect Circle(2o19) are
other significant piecebased ora similar embaliment inanother person through virtual
reality devices. In the formeaudience members see from the perforieesspectiveand
vice versa, whiléothsit in front of a tablejn the latterthe audiencgoins a therapeutic
group session directed by a voimeer. Anothersignificantreferenceas Acceptancg2018),

a documentarylepictinga solo performés immersive experienc€arola Schaal, one of
Genesiés avatars, aims to build six wooden sculptures alortkeé mountains. The author
adds digital interfaces toftagesn postproduction.Finally, Wiki-Piano.Net(2018) allows
users to edi webpageby inserting musical notes, texts, videos, and imagegianist
occasionally interprets the resak a scoré Even if it does not provide any avataeople
interact through the Interneemotdy located and on the same platforihherefore Genesis
mergesthe web-based interactivity oWiki-Piano.Net the intimate embodiment dfnity
SwitchandPerfect Circle the hierarchical dynamics Gbntrol, and the avaté immersivity
of Acceptance Also, it provides an empty hall with closed borders, foogisom the
progressive emergence of a wadfined virtualand sociakpace.

RelatedwWorks

Although Schubert does naéstify any specific reference, various works realised in the last
decades recatbenesisaspectsPerformanceanteractivity throughhe Internet can be traced
back to thaggos. In Brain Opera(1996) by Tod Machover an@athedral(1997) by William
Duckworth the audience manipulate the pieceby uploading audio or video files
[Duckworth 2005; Wist & Jorda 2001]. Marvin MinskyGs theoriesregarding artificial
neural network influencesuchworks extending themo web interactiorfDixon, 2007].
Telematic performanceshave also deepenedhe ficonditions of abject bodies bodies
tenuously thriving through technologg.§. on life-support systems), or bodies kept at a
distance (in exile or detainad)ParkerStarbuck,2011, p. 76]. Works by Station use
OperasuchasLive from Paradis€2004), Play on Earth(2006) andThe Other Is Yo(20o06)

8 The composer mentions these references in the documentation reported on his YouTube channel [Schubert,
202ic] . This speech is not wuseful for the present anal
drafts, which might have influenced hinmstead, the study of the links with his previous works follows the

Graz lecture.

9 The German author usually works with multimedia performances using theatrical representations, music,
visuals, sensors, and lights. In the last years, he also experimitbrastificial intelligence, online communities,

and augmented realitieBor more information about the multimedia pieces rooted in a musical and theatrical
performance, see the articlés. . . kreati v mit dby 1Stefavi dregsapb8f Zwistheng e h e n 6
Hardcore und Softwarby Leopold Hurtfois] , and the composerdés caenGider ati
Schubert,2021d]. For further information on online community piecesuch aswiki-piano.net(2018) i

participative installation using VR glasseéssuch asControl (2018) and Unity Switch(2019) i immersive

performancéd like Acceptancg2018) 1 and artificial intelligence installation like Av3ry (2019) i see the
dedicated section reported 20xnmbl.t he composerds webpage



connect places far away from each other, creatmgotely enacteaarratives through a
screen view[Station House Operao20]. Staging both virtual and physical characters,
authors implicitly consider théligital doubl& which might befa reflection, an alteego, a
spiritual emanation, and a manipulable mannegjuninelation tothereatlife personDixon,
2007, P. 244]. Thus, the audience or performerdnteraction depend on the
installation/performance rules and the avataonotationIn Dare We Do It Real Time?
(2009) by Ghislaine Boddingtagnperformersreact tochosen identitiegppearing orthe
screenmiming theirroboic facetsin reattime: the persistent virtuddodies giestionhuman
performergidentity perceptionThe avatacanalso bea meansto interactwith otherusers

In Me andMy Shadow(2012) by Joseph Hydemotion-capturedevicestransferthe user®
body in a3-D virtual world, as shadowsnoving on a canvas: througthe avatarg
telepresence, people can remotely interact fimumdifferentcountrieg Boddington 2012].

In The Electronic Mar{2o11) by Salvatore laconesind Oriana Persico, instead, the many
contributions build the avatar itself: users insert an emotional state in the Electronic Man
digital body and connect with him byeporting their locatiorjlaconesi & Persico2021].
Furthermore, atworkedinterplay emergesas colocatedin pieces likeCollective Reality
(2016) by Ghislaine Boddington, Joseph Hyde, Nick Rothwell and Phill, Tévere usei®
movementsnodify sounds and visuals played around the veBuen without avatars, the
focusis on creating aharedvirtual environment through digitalevicegdBDS, 2020].

Video games are strictly related to suaforks referring to virtual worlds, avatars
relationshipsand digital mediation. Nevertheless, they provide a specific ludic erperie
and referencdJsing this mediumartistsentail recognsable graphicasettings interfacesor
gaming dynamicsSince Jaron Lanier research from the lay8os, performances and
installationsalso entail VR headsets for augmented reality Desert Rain(1999) by the
artist® group Blast Theoryand A Midsummer Niglés Dream(2000) by ieVR with the
University of Kentare relevant examples of this trend. The former provides a theatrically
unified VR experience for six players pursuing their human targets through a digital desert
landscape. The latter transposes Shakespeare fantasy world to become a computer game. A
dreamlike atmosphemdso regarddlathias Fuchs and Sylvia Eckerm@mRlulD: Arena of
Identities(2003), wherethe playe@s avatar interacts with characters, borrowing aspects of
their identities [Dixon,2007]. Embedded Game&oo4) by John Paul Bichardwith the
collaboration of the Interactive Institute in Stockholm and Proboscis in Loeatend the
gaming principle to redife environments. For example, Urban Tapestiaesl Social
Tapestries projectenableusersiito build relationships between pésc and to associate
stories, information, pictures, sounds and videos with ¢hémough GPS software
[Proboscispo009]. Later works by Michael Takeo Magruddike Visions of Our Communal
Dreams(2012) andThe Nether Realifzo14), propose a comput@raphc 3-D environment
inhabited bycustomsable avatars andcusng on environment modificationThe former
can beedited by userssimultaneouslyparticipatingfrom different locationsand recalls
characteristics of the physical space whetakies place. fie latter shows a floating island
thatflourisheseach time people tweet the keywdsdnlight(or similar)sided bythe piecés
hashtagMagruder,2021]. Besides recalling gaming atmdses, What remaing2o17) by
Marloes de Valkalso hassocio-political implications In thisNES 8-bit art gamethe main
character tries tfisave the planet by rousing the puioutrage over the lack of regulations



the government imposes on corporations to protect citidéfesrmann & de Valk2o17].
Rather than implying an online interaction, the piece sticks to chkasigio gamealynamics,
addingthe conceptual content.

Othe interactivegamebasedexperimentdhave beerdone inthe GAPPP project othe
University of Music and Performing Art&raz providing a more significant musical
influence Run by composer and audiovisual arki&irko Ciciliani, it fisets out t@xplore the
combination of game strategies and performer interactions for its artistic potential beyond
the mere imitation of computer gandd€iciliani, 2020]. Therefore, pieces such Asomic
Etudes(2016) andChemical Etude$2018) for Monome and LiveElectronics by Ciciliani
and The Missing Piecé2o019) for solo instrumentalist as gamer by Alyssa Aska involve a
canonical orstage representation mediated by video games dynantiesexpressivity of
the gaming medium becomes an even more abstract peinsipen lacking avisual
representation. Theoacert installatiorAttractive Correlationg2017) for variable number
of instrumentalists, microphonists, audience and computer music systep lfy Kosmas
Giannoutakisconcernsinteractions between all the subjects mentioned in the Titie
audience interplagfluencesthe digital networkandthe sonic outcomispired by neuronal
processingCiciliani, L¢neburg & Pirchnerzo20]. On the other sidethe video gamed
industly releasesveb-basedcollaborative work®verthe last decadesat times with artistic
insights Besides the mentioned MMORPGs and MUVIgurney (2012) provides a
suggestive desert atmospheviere the only goal is to reacliaa mountain. It is possible to
interact with other remote players with sounds to progtessighoutthe levelsNo Marts
Sky(2016) allows travding through spaceverseveraplanets collaborating with connected
uses. The gamesavenline editingof the open worldmaking them visible to other players.
Ingress(2012) andPokémon Gd2016) employ GPS to recreate augmented realities with
defined settings and rules through mobile digital devit®ore recently releases aslalf-
Life: Alyx(2020) also provideammersive virtual realitieaccessibleia headset

VR application concerning human avatarmissingin classicvideo games andery rare
in interactivevideo gamesimulatiors. An example ifPublic Avatar(2009) by Martin Bricel]
Baraga and S| ,aavalkable o8lineantyadlriagsgeaial eventsGamers give
basic instructions to the avatar for a limited time, watching his visual and sonic perspective
via live video streamBarkley,2014]. Omnipresenz XR studicarries out experimentations
on fimulti-sensory experiences based on physical and human engag¢@mmnipresenz,
2019]. Similarly to Schubeé& works of the last years, they aim #or extended perception
of the selfthrough VR glassedhe Avatarserviceprovides their application onramotely
controlledhuman beingvandemg aroundin public environmentdJsers see and hear from
his/her perspctive enriched by a graphical interfacén Embodied Narratives by
BeAnotherLab(aninterdisciplinary group linketb Omnipresenz)his principle is entailed
in a plot The resultingperformancempliesa far person wearing the glassebo recounts

1o In the Computer and Games sectiorSgfitching WorldsSchubert talks about these two video games and

other works outlining the increasing blending of real and virtual dimensionsd, pp.177-179]. Some of the

mentioned cases implicitly reca@lienesisaspects. Among thes€he Stanley Parabl@o13), highlighting the

di fferent evolutions of setti ng $Notrd Anpoerist Asseg Puissantg a mer s
(2014) by Jonathan Vinel, narrating a story through a-faestson view; the GAPP project by Marko Ciciliani

already discussed; theet 6 s Pl ay videos, showing a video game pl a)



a personal insight: the testimony is liveddinst-persor by the spectatoiBeAnotherLab,
2021]. Therefore Genesistands aan unprecedeatiattemptcompared to experiments done

so far As a VR project with human avatars, it provides an immersive performaree
defined space armh extendegberiod It has predetermined rulésat orient its development,
allowing the high degree of freedom as possifilhe simultaneous interactionrafimerous
gamers determines various social relationships, evolving within these borders with specific
connotationsSpacéds and communitieddefinition plays a fundamental role in performance.
On the other handt does nbprovide a3-D graphicalsettingas video game<elia Pearce
states thafiwhether [virtual worlds] are represented textually or graphically, intieal 3-

D, isometric, or even-D graphics, is less relevant than the fact that they define a spatial
congruct of some kind [2009, p. 18]. Genesigecalls a computebasedrepresentatioty
superimposing an interface to a physmaironmentwhile gamingemergedy enactinghe
avatats character Thus, it blendsreal and virtualdimensions resulting in specific
relationshipg betweerhumars through digital devices

Sources

The many sources available allandetailed analysis of the many interactions taking place
during the performance and subjéanrd objectSroleswithin the new world setting. These
data regard a) digital means, b) testimoraes c) space definitiofiFig. 1).'!

GENESIS
DATA
Digital means Testimonies Space definition
1 Software 1 Qualitative data 1 Before performance
- Source codes - Interviews to - Pictures
- Patches author and avatars - Field study
M Hardware - Chat documentation
- Pictures -  Field study §  During performance
documentation - Audio-video
1 Quantitative data recordings
- Questionnaire
- Statistics

Figure 1. Genesis sources categories.

1t Access to these data is kindly allowed by Shubertgarding pictures, videos, chiatthe programmer
Dominic Osteried i about website codes and Matomo statistithe composer and inventor Jacob Séllo
concerning the arm interface and wristband device project. The appendixes show documents pertaining to the
ethnographic documentation, whereas other data is redy fagailable



a) Digital meansanalysisincludesanoverviewof hardwareandsoftwareusedduringthe
performanceTheanalysisregardghe websitesourcecode,wristbanddevicesetting,signal
processingdatatransmissionand hardwarearrangementvithin the building. The overall
descriptiondoes not deepentechnical aspects not having the whole software material
available.Still, it enlighters the dranscodin@of physicalentitiesandcultural categoriesn
digital units relatedto computerlanguage[Manovich, 2002]. The processregardsitems
selectionand avatafs audiovisualperspectivetowards their role redefinition. Through
metadatgBuckland,2017] anddiscreteunits [Bogost,2006], physicalreality is fragmented
and further (re)defined Consequently,uncommon interactiors betweengamer, avatar
objects,andspacesmerge.

b) Genesisshows various kinds of human relationships:betweengamerand avatar,
betweergamerghroughtheavatarspetweeravatarsbetweerauthorsandavatarsEachone
is significantin spacedefinition and social context development,jnvolving frictions or
collaboratonsbetweerhumanbeings To examinethesetrends,scholarsdevelopedrarious
ethnographienethodologiegappliedto virtual environmentgBoellstorff etal., 2012; Diaz &
Tungtjitcharoenzo1s; Nardi,2015; Pearcez009; Taylor,2006], onlineconmunities[Hine,
2000; Kozinets,2010; Pink etal., 2016], andothertheoreticaimodels[Ortiz, 1995; Welsch,
1999]. The presentwork involves the analysis of online and offline interactions,
acknowledgingthat figamingis defined,not only, or primarily, by the game,but by the
[social] dynamicsin which, andthroughwhich, gamingis experienced [Thornham,2o11,
p. 1].'2 The qualitative researchprovides first a participantobservationby joining the
meetingshelpingin thesetting,playingthegame andobservinghewhole performanceand
communitie® behaviourin loco; then, testimoniesfrom the main subjectsinvolved
docunentingtheir perspectivelnterviewswith the artistic headandthe avatarshavebeen
realised recordedandtranscribedor easieraccessTheavatargeporttheirrelationshipwith
gamers,other avatars and authors their perceptionof virtuality and immersivity, their
feelingof communitiesattitudein performing Theauthorexplairs the projects genesisits
primary purposes relationshipswith his previous works the role of virtuality and
immersivity, his experence within the context and technical aspects The chat room
availableduringthe gameallowsaccessingnonymousiser$point of view. Furthermoreit
hasbeenrealised a questionnairdulfilled by a significantnumberof 110 usersaroundone
guarterof thetotal participants Concernng the latter, questiongegardgeneralinformation

12 My participative work on the project starts at the beginning of February and finishes at the beginning of May

with the end of the performance. My et hnographical t
and staff, observatioof their behaviour, and analysis of the performance evolutidoco. Also, | collect
objects donated by Schubertds acquaintance or coll ec

occasional help of Tam Pham, Yuri Akbalkan, Rica Zinn, HelinHorowitz, and Carola Schaal, and | handle

the performance Facebook and Instagram profiles together with the authors. These works help in getting in
touch with Schubertés environment, understamding the
participation on social networks. During April, | realise the interviews and questionnaire reported in the
Appendix section. From then on, | collect and analyse data reported in FiguréeT e xt s dr afts are
Schubert and with professor in e¢ba of theconsultationAlessandro Bratus. Schubert uses some of the text

insights in the online intervention abdBenesidor Hochschule fir Musik und Theater Hamburg (Janary

2021) and for University of Music and Performing Arts Graz (Janu&ry2021). The latter is reported on the

aut hor s YouTub e2o2ech Alsonhe lasks f& thé firdd eataloguing of the interactions (as

reported on the timelines) for assisting thocumentary realisation.



aboutthe countryfrom which they play; feedbackaboutthe game interactionwith avatars
spaceandobjects considerationaboutthegamein anopenanswersection It is possibleto
overview the online communitys developmentand the gamer$ insight through the
guestionnaireLastly, the statisticsretrievedthroughthe analyticsplatform Matomo gives
informationaboutthe Genesisvebsiteparticipationoverthe performanceveek.

c) Spaceplaysa centralrole asthe basison whichtheexperimentakesplace.As Genesis
documentations crucial for the experimenis analysis,many photosandfootageaboutthe
performancdnall definition areavailable. Theseconcerntherecordsof avatarviews, camera
overview'3 Schuberpicturesrealisedduringthe play,'+ my own photos,andmanyexcerpts
recordedby the staff in charge of the documentaryfrom backstageand inside the
performanceThesedatarefer to two sections:aboutspaceassetbeforethe performance;
aboutspacedevelopmenturing the performance The former involves details aboutthe
building, performancénall conceptprgansationof theitemsin thestorageaoom,andcontrol
room setting. Pictures and mapsshow theseaspects further describedthrough the field
perspective The latter regardsa dedicatedanalysisof how empty spaceevolves through
interactionsovertime. Timelinesgive anoverviewof a high numberof sequenceselected
for analyticalpurposesNot beingthe recordedsequenceavailableto everyonetheseare
descibedduringthetextandoccasionallysidedby significantsnapshots

BookStructure

The bookincludesthree parts. The first oné>enesi§ regardsthe description of what
surround the performancenamely the many steps to define the final setting and the
performancé theoretical frameworkChaptert describeghe experiment siden the very
basis of the concepChapter2 regards the many facets of virtual reali§hapter3 shows
which factorsreferto the underlying artistic environment.

The third part, Genesi§ regards the performance evolution and analysis. Chgpter
focuses on avatars and gamershypothesing typologies through interviews and
guestionnaire Chapter 6 involves a detailed analysis of the performance, describing
interactions categories and their evolutiGhapter; shows different social dynamics related
to the variouperformance communitiemternal andexternal to the game.

The second part contairly one chapter. lis separated from the other sections to
highlight the text® core hypothesisthat the digital means structure determines -a re
establishment of new rules of interaction, which are still related¢h human beirdg real
life backgrouml. Thus,ovirtual shiftosignifies a metaphorical transition from before to during
the performance, from auth@sonception to game, from physical to virtual dimension: like
the hatch, through which objects erttexvirtual space, this section is a gtdevards another
reality, towards which users projebemselvess This research enlightef@@enesigange of
possibilities emergingthrough its specific rules and meaksirthermore, iexamines how

13 Due to some technical problems, some awdli@o sequences are lost, especially during the first day.

4“Some of these pictures are av poiageabdwebpagep2itbhe Schuber
15 The difference betwan the normal and italic text of the fisind the thirepart titles have been used to

emphasise this concept of transition.



uncommon interactions happening within ferformance hall are subject to festing
social structures, filtered through digital encodiagd relefinedas virtual objects.

The Appendix section reports the timelines of the entire performiamegarding331
selected interactionis interviews toauthor and avatars, and excerpts of the questionnaire
open answer¥. Excerpts from my ethnographical documentation precede each chapter
Being related to the following topictheseareintroductonsto provide useful information
and a field perspectivén line with the overall structur@) the first partthey referto events
precedinghe performance, and the third partsimultaneous to .itFurthermorea prologue
describeghe moments immediately following the performaraed an intermezzat the
beginning of the second padhowsthe settingmmediatelybefore it. Thesecontributiors
areessentiato highlight the underlying contexts the fundamental assumption thather
than establishing a completely new wortdtuality reconfiguesour concept ofreabbfrom
pre-existing and developing social dynamj@gelsch,1997].

16 These references to the Appendix are indicated in square brackets in the typescript.






Prologuei Just after the performance

We sit around the table in the room next to the performance hall, where the objects were
placed and where Lisa, Jette, Vitus and Francis had worked night and day to transport the
items. After toasts and hugs following the end of the performance shatlynadnight, Jette

lights the candles, and we continue to drink, smoke, and discuss what happened. After some
time, Lisa brings some gnocchi with onions cooked in the performance hall, with the pots
used during the game. The hatch is now open, and thagessparation between that area

and the real world. However, | still perceive a kind of sacredness coming from the hall, mixed
with reverence and gratitude. Now that the performance is behind us, that world as much
imagined as experienced assumes the adran indefinite space between mythical and
human, art and artefact, dream and reality, while the mystery of the night cradles its
sublimation.

Walking through the rubble is like being suspended inside a museum of crystalline
memories, floating in an iahgible and foggy world devoid of material reality and, at the
same time, experiencing in an instant the whole events of a week, even months. This feeling
is not only a matter of proximity. After all, | have already observed the room from inside
balconieson the second floor during the performance. There is a sense of resignation and
beauty in all this. The breath of life that animated the room has now faded, and what remains
will be inexorably swallowed into oblivion in a few days when everything wiisbeadtled.

The avatars have returned to being communicating people according to the standards of
Western society, while the rest of us on the staff have remained in our composed condition of
homeless inhabitants of the shed, without the onerous taskactt@npanied our journey.

The objects have returned to being objects.

The virtual world is progressively abandoning our habitus, giving an aura of suspension
which envelops the hall, the shed and all of us. The transit is also evident in the conversations,
which foresee the rational observation of what happened. Centre topics are the experiences
of Fabian, Yana, Carola, and Max, who describe the different interactions, difficulties,
moments of harmony and adaptation to the performance dynamics. Fabigragidtection
on the ability to recognise the gandintentionality in relation to voice. Then, he analyses
which aspects of the most cited video games can be found. According to what had already
been discussed in the past, the tendency to bulltinacraft and sociality inThe Simseems
dominant. | just listen in the small circle of four people now formed, while Lisa and Jette
interact more animatedly with the performer. For them, the field is broader, and they wonder
about possible future developmerit§Vhat are we looking for ibenesi80 i asks the first
one staring into the void. The next seconds of silence underline that none of us has a clear
answer.

II






I. GENESIS






1. EXPERIMENT

January 24, 2020, 11:30 a.m. and Januaryzs, 2020, 2:30 p.m.i Rehearsals

My work onGenesigegins on the first rehearsals of Januagyand 25. | encountered Alex
a couple of weeks before, during a concert session held at Hochschule fir Musik und Theater
Hamburg in which pieces by teachers and students of the multimedia compositignirclass
which he holds some coursewere performed. In theimulation that he soon proposed me
to join, | was going to meet some of that students again and, also, one of the future performers
Carola Schaal, the authors Heinrich Horowitz and Carl Hoffmann, the head of set design
Lisa Clemen.

From 11:30 0n Januaryz4, the items are arranged next to the entrance, with the only rule
of a regular distance and disposition in a row. Consequently, an approximately uniform grid
appear. These are occasional objects belonging to Alex himself, mostly different from those
usedin the performance afterwards. Then, we proceed with dressing and equipping the
performers. | accept the proposal to be an avatar, so | am given a white suit, the receiver to
hang on my belt and VR glassB&sides the adrenaline injection and the feathef new
experience, | have a particular feeling, like strange emotional nudity for having to be
controlled, which mixes with the physical coldness of the vast industrial sheg 34tthe
rehearsal begins. We are three avatars, the room is completeky @he players are
supposed to take lamps among the objects and connect them, but confusion prevails, and we
start wandering around without a particular destination. Finally, Alex and Heinrich set up
some lights. | find it difficult to get along with myngar. Sometimes, | do not know how to
act, being ideally a virtual avatar but receiving too general orders. Moreover, we can talk,
which increases the range of possibilities and, consequently, problems. Funny actions
prevail, like trying to sing in Russiajokes on Brian Ferneyhough or acting as Spilfam.
Also, there are some musical interactions between violin and drums, and a folding chair, a
carpet and a chest define a rough room. Near the eng:gb, we walk out of the building
in two people, yellig at Heinrich to go to the supermarket.

The second rehearsal on January takes place during the day, fromy: 30 to 16:30.
Players and avatars switch a$: 30. This time | am just an observer, so | take the opportunity
to overview the gaming stations. Fbeare located just behind the performance room because
theInternet connection is still weak and needs to be close to the stage. Gamers just need to
log in from the website to access the avatar perspective, as in the future project. Following
the observabns made by the avatars in the previous sessiasic instructions are given to
the performerghis time look ahead and standstill in the absence of commands; react only
to clear orders; interact only inside one room. During the twolomer rehearsals, musical
and funny interactions occur, while a tent becomes one of the main reference places. Also,
sexual harassment happens, deliberately recreated by the students as a test in a monitored
environment, and doors are used as a canvas for paitihgs.
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A feedback session follows each of the two rehearsals. A significant suggestion regards
making the avataiperspective like in a firgbersonvideo gameiew by exhibiting the hands
in front of the glasses and clearly showing the objects. Qilseussions involve how far
gamers can push the commands; how to allow avatars to reply without using speech; what
happens if the avatar does not follow the assigned instructions; whether it makes sense to
create predefined spaces to enrich the room.@&larswer to the last observation is clear:
it is a weeong genesis that metaphorically starts at midnight and, as on a blank sheet of
paper, it is up to the people to fill the space, not the authors.

Although the authors concei¥genesisas a social stly, the performance is not a scientific
experiment in its prerequisites, lacking a restricted hypothastsa clear analytical
methodology. Thus, they foresee further analysis and documentation to reorganise the facts
and show the events. The empiricalose supports this aspect:

Controlling another human being opens up questions that circulate around virtuality, computer games,
hierarchies, surveillance control and the independence of human beings. In an analogous way, the setting
is generating the pics of physical alienation, avatars and virtual reality. In addition to the components

of distance and the artificiality of communication, it raises the possibility of emerging empathy,
cooperation and loving moments between the visitors and their av@wrsnunication can lead from

sober instruction to a familiar togetherness, from getting to know someone to an abuse of power. The
spectrum of actions can be monotonous, exciting, constryotivdestructiveGenesisvants to reflect

this diversity.[Schubert,2020c]

The experiment implies multiple interpretations due to the many inputs and outcomes
involved. Still, the authors aim to recreate an ideal field of study and avoid any predetermined
knowledge as much as possible [Appendix]lIThis processnvolves three steps: firstly,

they reject avataésspeech and conceal their identity to limit stereotypes and prejudice;
secondly, they do not allow any physical audience to limit a performative dynamic; lastly,
they use an empty and obscured hall to recreate an aseptic space without time.

The first reheesal does not limit the avafarperforming and gameéy#nstructions to
overview the result on a completely free domain. The difficulties encountered during the play
bring to the first restriction of rules. The authors perfectitieo gameavatar simulabn in
the secalledddle modé(standstill in the absence of commands), try to narrow the ways of
communication (react only to clear orders) and define a performance space to not trespass
(interact only inside one room). Other considerations follow endth of January meeting,
where are discussed avd@tarfeatures, their way of acting and the obg@typology.!’
Regarding the former aspects, the authors evaluate if showing theémghils to give the
gamer tips and recreate a rplaying dynamic? They also debate whether to conceal the
avatafs gender and identity, avoiding speech and clothes. Then, they list objects to collect
and store. The most relevant purposes emerging from the meeting are the construction

17 Heinrich Horowitz, Carl Hoffmann, andlas Cl emen j oin the meeting, taking
18 In role-playing games, the avatar usually presents skills associated with a numeric description. The gamer

can acquire or modify them during the game. For more informatioff;ieeEunctions dRolePlaying Games

by Sarah Lynne Bowmandgio].
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supportingi through tools and metiali and easybuilding spaces limiting like tents (cf.
84).

Afterwards, the authors progressively decide to forbid av@spesech and conceal any
factor related to their identity or gender: these aspects depend on the avatar customisation
during thegame and are not imposed or predetermined. Thus, the possibility to dress the
avatar replaces the white suite initially used. An entire category of the inventory enhances
this aim, and performers start their play only with a whihiFt, white shorts, bick shoes,
and black sock®.When not controlled, avatars are supposed to be in the stamierdod®
by showing their hands in front of VR glasses (). 8hey should also react to every
possible order doing it aeply through thewristband devicg@reset messagésOn the other
hand, gamers must follow two rules: avoiding physically dangerous actions and sexual
harassment. If these cases happen, the authors from the control room or, secondarily, the
avatars can ban them from the game. Therefoeeadthors aim to stimulate control through
silence and free editing. Nevertheless, the outlined principles manifest some grey areas due
to the avata®human naturé! firstly, psychological limits tend to emerge in extreme
situations, overcoming the obeying tendency; then, it is difficult to define to what extent the
avatafs knowledge should intervene to fulfil gant@rsstructions or when to ask for more
details; futhermore, dangerousr annoying situations depend on avaiargerpretation, so
basic rules are relative themselyek 83 & 5).

The stage setting assists the scientific purpose providing @taetfing dimension,
independent from players and authors. Thus, it results as aseptic as possible: empty, thus
without predetermined areas; almost utterly dark, to establish a static dimeunsiof time;
without the audiencen loco, to limit the perception of a standard performance. Schubert
explicitly wants to reduce any predetermined dramaturgy, performatidetheatrical parts
[Appendix Il.1]. Nevertheless, this freely editable spacéself a setting, which determines
the specific outcomes evidenced in Chapteklso, it still manifests the auth@mfluence.

Firstly, the items are grouped intg categories reported on the game inventéryhese
clearly show the relationship witSchube two video gamereferences:Minecraft
regarding construction ariche Simgoncerning social interaction [Appendixil].?3

19 See the second picture reported in the timelines [Appendix 1].

20 Also, they fulfil basic needs like going to the bathroom or eating ig thimutes break in between each one

hour slot or in a longer bregikovided each day to sleep. Chaptéreats the wristband device in more detail.
2Schubert considers even the possibility ofi,; a det ai
testifying his original purpose of a strictly virtugdaracter.

22 These are not available any more ®anesisvebsite, where it is possible to overview only the unsorted

objects Bchubertzo20b].

23 Minecraft i particularly the creative modé concerns material collection and object and buildings
constructim. The game provides a firperson view in a pixeled world which is freely accessible: each block

is a unit to be taken or filled. On the other hahlde Simsnvolves life simulation through avatars created by

gamers. They interact in a defined enviromineith other avatars, objects and spaces around them in a third

person view. The player must fulfil their needs also. These video games are both entailsdndilosgenre
umbrella, as fia game univer se f oronneatwihiotsdfteyswhicwor | ds |
players can then wuse to make what ev e nroosj Roeyorewant t o
information aboutMinecraftand its modes, see the overvidlinecraft: Beyond Construction and Survival
[Duncan,2019]; abou The Simsthe articleThe Sims: Real Life as GerjiMdutt & Railton,2003]; aboutsandbox

games, the booKhe Architecture Cdaboratory: Game Set and Match [[Dosterhuis & Feireis2006]. A

more detailed analysis of virtual vidgame environments wille also provided in Chapter
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Figure 2 . Kesselhalle plan: location of the setting main areas.
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Furniture, Material, Walls, and Tools recall the former, whereas the latter regards Musical
Instruments, Paint, Media, Toyis on entertainmeni Food and Clothes on avatar
customisation and taking care. Electronics and Light may be addressed to both, as well as the
general section Accessories. These categories might orient theGgacteyn, onsidering

that the subdivision does not consider general categories but selected and specific ones like
Walls, Paint and Musical Instrumerits.Secondly, the performance hallindustrial
appearance recalls Hamb&agand authds background linked to urhasocial movements
andtechnocultures Figure2 shows how Kesselhalle looks like, as well as the location of the
setting areasThe room next to the main entrance on tke floor hosts the items. The
performance hall is next to the items room: duringoigrdormance, the staff bring the objects

to the hatch, and then the avatars retrieve them from the hall on the other side. The avatars
get the items once the door on the storage room side is closed (watching a green light signal):
this action consents tavoid any connection with the external space. Black fabric obscures
the glass roof of the performance hall to recreate a static dimelisiery signal pases

through the computers in the control room onzhd floor. Here, the authors are standing
most d the time to assist the players and avoid technical problems while | am observing the
performance through the four screens view and the headphones related to each channel.
Finally, a moving camera films the performance fromzhe-floor balcony to offera live

stream overview on YouTube, broadcasting the av@tessperson perspectives alternately.

In summary the goal of recreating an aseptic environment becomes part of the authors
expressivity precisely because lacking a scientific methodologysulk, it undergoes a
refinement procesghat does not utterly avoid predetermined theatrical and artistic
knowledge. The social experiment remains central. Every action or choice made by all the
people who implicitly collaborate to setting and developngepart of the social simulation.

Thus, Genesigs not atnon-placéi namely without identity, relation®r history [Augé,

1995, p.87] I but a shared place where the creation occurs. During the performance week, it
hosts intimateinteractions, defines its histgrand acquires an identity through gamers,
avatars, authoraind staff experience. This process develops within a hybrid space between
Geab (or physical) andvirtual6 (or digital), a leitmotif of Schubei artistic prodction. In
Virtuality und Deception he clearly expresses this concept:

Then | speak of the real world or our environment in this text, | mean an analogous world, neither medial
nor otherwise technically mediated, but directly perceived by the percepipazatus of the recipient
world. Of course, we have constructively generated this perception as well and, therefore, it is not
absolute. For the sake of simplicity, | use this concept as the opposite of virtual, artificial worlds. By
this, | meari in this contexii realities which are recognizably and knowingly created by people (with
technical resources) and which pursue the goal of generating an alternative or complementary truth,
experience, perception, or environmefcliubertzo21d, p. 173]

24 Moreover, as | personally stated, the authors add through Max/MSP a message betweenpghappgaring

at the beginning of each game, urging to construct. This modification occurs from the fourth day.

5 These referencedso refer to technological dominance and the attempt to not prove anything specific. To
deepen these aspects, con&éneration Ecstaslgy Simon Reynoldsipgg] and Senseless Acts of Beabty

George McKay {996] . For more i nf or maitonment, sesSbugglirig foHthenRight tog 6 s e n
the (Creative) City in Berlin and Hambutzy Johannes Novy and Claire Colondw{3]. The relationships

with a rave atmosphere, which Schubert mentions, will also be discussed in the third part.
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To wha extentGenesisvorld could bedirectly perceivedas antanalogue worldstands as

an open gquestion, lying in the influence of digital support and @seeseness of proximity.

Even if it is adknowingly createdenvironment, none of the subject and object is virtual:
virtuality becomes a standing principle when these entitesenderedas such. Within this
framework, relationships have a good chance of being emotionally recognised due to human
being®implicaton. As studied in the third part, the new world has uncommon dynamics and
rules evolving from the relationship between internal and external contexts related to real and
virtual (perceived) dimensions.
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2. VIRTUAL REALITY

February 12, 2020, 1.00 p.m.1 Research

| spent the months of February and March researching the contemporary art scene,
multimedia composition and conceptual reflexivity. Something radically new in these
languages fascinates mespecially the approach to past and present works as defined
objects with observable and distant shapes. | wonder if this is a way to relativise the weight
of history between fetish and artefact, to assimilate certain stylistic traces and, at the same
time, express an innovative evolution. The more | observe Alex and other &whdgs, the

more it seems to me that this process is intrinsically digital: rows of binary codes weave the
deep plot through bubbles of the present, in which every reference medites!, delimited

and rewritten. These isolated and floating entities are grasped by the authors, who connect
and fix them in a morer-less defined structure and a vast, historicised reference system.
According to variegated and personal interpretatiaresrtain traces seem still moving within

a space to me though narrow. McLuhan is a ghost by now, digital mediums are an integral
part of the collective social fabric and communicate no longeeople, butvith them.

| find myself looking at the raindps outside the window of a library room. They draw
well-defined lines streaking the background as they fall, looking like strings of a code.
Finally, | ended up in a present bubble too, so | walk away from the library, eat a sandwich
and head towards thedbservatory classroom where Alex gives lectures. The course is called
@Remixing Our Pastand deals with some mod@isinterpretation through thénternet and
digital encoding. | follow the studedtseminars on memes, in their continuous adaptation
linked to the micrecommunities of social media according to the evolutionist principle
theorised by Dawkins; on the reenactment of art objects on new platforms in Bé&dacci
theory, which foresees an ow@me reactivation and remediation in new supports and
meanings; on the Big Data phenomenon and the relations with data science and data mining
passing by excerpts from Manovich; on tleorwavemovement through Fischer, which
theorises the tendency to renounce the desire of future because of an abseatipgshéere
is the one on conter@tfusion in the musical, audiovisual and computer rmgstaccording
to Navas.

These examples are the beating heart of a living cultural matrix, which is continuously
renewed according to contemporary media. Whibservingthese worlds as a TV show
eating my virtual popcorn, | come back to my present bubble. After all, | belong to the
information society myself, and while | greedily fantasise in a surreal world, | do so
according to a digital matrix. | return to the librargvhere | find myself reconstructing,
observing and analysing contemporary art and social language again. ,Thegflect on
what will happen in the performance and which analytical means can be used for describing
it. A series of events will develop irethere and now while an absurdly large amount of data
will be fired into thenternet hyperspace in a heartbeat. From a junction of the web artery,
| will have to extract the salient properties of that encoded flow; from a library or within the
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walls of an industrial shed, | will experience an event as virtual as historicised. | ask myself

if time is really at issue in this context, where past and future seem overlapped in an endless
unit. Millions of people are now in contact through the web, livingofieti and digital
realities. Then, imagination collapses into the thought of an instant. Looked from this black
hole of my memory, the concepti@albis not so important after all.

The experiment purpose is the conceptual foundation openfermanceas stated in the
previous chapter. On the other handtual reality (VR) is the environment where the
experiment takes place. VR principle has been described in various ways by scholars, mainly
regarding two aspects: technological tools hyiok users access the synthesised virtual
world and the psychological factors concerning the perception of a shared artificial
environment. The former regafd simulation in which computer graphics is used to create
a realistielooking world [Burdea andCoiffet, 2003, p.2], afireattime interactive graphics
with threedimensional modets[Fuchs & Bishop,1992, p. 2], or thefparticipation in a
synthetic environment [throughD, stereoscopic headacker displays, hand/body tracking
and binaural sourid[Gigante, 1993, p. 3]. The latter involvesit he per cept ual
disappearance of the medium from the conscious attention of the sykjebtlo et al.,
2006, p. 28], fithe strong illusion of being in a place in spite of the sure knowledge that you
are not tered [Slater, 2009, p. 3551], or, generally,fithe mediated perception of an
environmend [Steuer,1992].2° Mark Bell also refers to the avatar figure, conceiving VR as
a fisynchronous, persistent network of people, represented as avatars, facilitated by
netvorked computeis [Bell, 2008, pp.2-3]. The virtual environment mediated by the
computefi exists independently from the user (itjiersisterd), and the usedBnputsi like
data, gesturesr verbal commandsi receive immediated§ynchronoud feedback.

Each of the mentioned descriptions is strictly related to immersivity and interactivity in
virtual reality, enhanced i@enesigven if (or, by virtue of) gD graphical representation is
not provided. The firsperson view and the objects realistic reaction to stimuli facilitate the
feeling of &elepresende as fithe experience of presence in an environment using a
communication mediutm[Steuer,1992, p. 76]. This transfer refers to digitaheans and
performance setting, but also to ttiener presende namelyfiwhen the subject mentally
represents the possibility of acting upon the virtual wofldohelo, 2006, p. 31]. The
interaction with items, hall, or human beings stimulates these aspgeificantly [Schubert,
Friedmann & Regenbrechtiggg]. Grigore Burdea and Philippe Coiffet side the
dnteractivitybanddmmersivitydprinciples already stated @onaginatiorg referring tofithe

%6 Steueral so states that this percept i edstent erfua waerld not onl
synthesised by a computer 0 bibid], asaihGeoesida 06 i rfitdu &It ame a Ir ief

6virtual worl dé afrer dRisch arcd Barntnlce plfesr awlsom t he f or
the mechani sms by which human beings can interact wi
on fiwhat awaits when [ pe @3 pes]. Fodowingetmis cdncept]in thisnbodk t he m
oOvirtual real i tydé refers to itahse isnp atchee pgranndesrosvée duvt iteAw

wor | doé teaistirtg lspace sréficidlly defined by the authdras experienced by the avatars in the

performance hall. For more information about VR, see the arfdst, Present, and Future of Virtual and

Augmented Reality Reseal@ipresso et al2018], whereas for virtualworld owar d a Definition o
Wo r | [Bedl,@008].
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mind& capacity to perceive naxistent thingg[2003, p. 3]. Usually, VR requires an initial
adaptation to a digitajraphical environment. IGenesisthis process is exactly reversed:
being none of its subjects and objects compdésigned, gamers can easily imagine virtual
reality even if it is distant @hmediated.

The avatar differs from the canonical definitionfiaf graphical representation of a user
within the environment which is under his or her dioitrob [Allbeck & Badler,2002, p.
313] because not entirely automatised and digitally structured. Nevertheless, they are a
frepresentation [ é] t hat has agency (an abil
human agent in reaimeo [Bell, ivi]. Having a will, the avatars manifest the double facet of
an agency to perform and an agency to interact. On the other hand, the players/agents can
control the avatar or interact with him/her, respectively conceiving the avatar as a virtual
character or astauman being (cf. §. The questionnaire excerpt in Figgrehows that these
aspect8perception tends towards the human dimension, thus recognising a person to interact
with.?” The virtual opposité visible notonly in the red slice but also in the y@ and green

Did you consider the avatar as a human being or a virtual character?

110 responses

@® As a human being
@ As a virtual character

Sometimes as a human being
and sometimes as a virtual
character

@ As a hybrid between the two
categories

Figure 3. Questionnaire excerpt: pie chart regarding how gamers conceive avatars.

27 As reported in the Inttuction, around onguarter of the total participants fulfil the questionnaire, whereas

a variable number betwees and88 users replies to the optional open answers. The questionnaire, realised
immediately after the performance, aims to retrieve moraildedbout the hypothesis doimeloco. Then,

Schubert reviews the form especially including the first four open answers, and the other authors evaluate it,
significantly adding the sentence fAFor exthefpst e, how
guestion [Appendix Ilit] . The questionnaire is sent via emai/l by
information given by those who book a ticket. Therefore, it has not been possible to consider quick users.
Questions are grouped in fasections: General Information, regarding gamers geographical location, numbers

of slots played and game perceived enjoyment; Interaction (to which the here reported pie chart), concerning

the relationship with the avatar; Space and Objects, about how ganteract with those entities;
Considerations about the Game, where it is possible to fulfil open answers about various aspects of the single
experiences. An open answer is also available in the Interaction section [BetetaThese answers have the

advantage to be more reliable than offline ones, where respondents may be less concerned about the impressions
they are making [Garcia et aboog, p. 68]. Nevertheless, being the number of answers limited in relation to

the total number of gamers, thesses are considered excerpts that significantly outline some tendencies.
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ones in different degreésegards the most similar condition to a video game. These aspects
are related respectively to the embodimentr of the avatar, which are crucial aspects of
VR immersivity. In fact, in the tangle of these ageneied embodiments lays the basis of
further interactions: from total obedience (virtuality, embodiment in the avatar) to human
relationship (humanity, embodiment of the avatar). Body perception also refers to social
interaction:

When thinking about how social life gets created online and how its attendant communication occurs,
avatars are particularly powerful artifacts to consider. They prove to be the material out of which
relationships and interactions are embodied: much adfline life with its corporeal bodies, digital
bodies are used in a variety of wayt greet, to play, to signal group affiliation, to convey opinions or
feelings, and to create closeness. At a very basic level, bodies root us and make us pressgitjgs ou

and to others. Avatars form one of the central points at which users intersect with a technological object
and embody themselves, making the virtual environment and the variety of phenomena it fosters real.
[Taylor, 2002, p.41]

Thus, the embodinm recreates the perception of a common time and space, whiah is
critical part of the technology of place, because perceptions of how things are have to be
shared and agreed upon by many people before they acquire the flavour ofoReality
[Castronovapoos, p. 81]. The many gamers playing over time, avatars living the space
continuously, authors defining the rules, and staff assisting the performance subscribe to this
implicit agreement. Therefore, the game reality stands as real in those defined dytisge.an
Because of the characteristics mentioned abBeegsidends to generaftean al t er nat i
or complementary truth, experience, perception, or enviroriniea stated by Schubert in
the last quote of the previous chaptevhere this new conditiois ficonstructively generated
[ €] and, t her efodz2n2ed p.1i73l. Regasding its vVidea darsteasheats, &
entailsvariousdigital devices, aiming to the creation of a new world:

Audio-visual data stimulates eyes and ears to simulate asfiraes’ a simulated world (SW) and a
series of interfaces map actions in order to integrate the player with a SW in an interactive feedback
loop, with resulting emotions that reflect the iatetion. [Gregersen and Grodahog, p.65]

The graphic interface integrates the av@tayesture, recalling video gandedtitudes and
playing an essential role in the embodiment. As shown in the picture o Fagure4, the
avatafs posture while wéing fortheusefs instructiori theddle modéi is not natural and
imitates a firstperson gaming perspective. Also, not seeing the person behind the VR glasses
complicates the acknowledgement of the avatar identity. The images on the bottom illustrate

#The term oO6video gamed wil/l be considered in the ©br
computerbased entertainment software, either textuah@mgebased, using any electronic platform such as
personal computers or consoles and involving one or |
[2001, p.4]. Being it a virtual environment, the definition is strongly similar to what alrestated about VR.

This is true also for the rolplaying concepii n as much as it fAoffer[s] indivi

aspects of themselves and others through a process ki
for these edments of the psyche to find expression, establishing a venue for players to develop alternate
identities in a safe, glJ¢éandr bobi-mitated iptéractv@®axchdgesvwith n n , p .
the gaming system [which] serve to enhanceth@rn s e of agency and sowsigenesso |
2252]. For more information about the computeErme facets, sddaying with Video gamgslewmann 2008].
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the gamer screen interfateThree bars on the tepght corner surround the haridsew,
indicating his/her attributes (fatigue, hunger, thirst, and temperature). The avatar set them
through thewristband devicéuttons (visible on the left arm in the picture above), sharing
his/her statusThis device also enables to send jugovindows appearing in the middlef

the screeffior sayingyes, no, rejecting an order, thanking the gamer, asking for more details,
and questioni ng .JaRFurtharmdre, awnilev om theabbtidedt @drniero n
allows selecting items, whereas the aioaim is on the bottorright corner.

The dynamic and interactive environment existing independently from the players
enhances the virtual reality perceptioNefjvmann,2008, pp. 107-126]. Moreover, the
graphical interface shows attributes and-gg& messages, human avatars act as obeying
orders characters, and gamers select items from an inventory, in line with video game
dynamics. The avaté reactions are sential in stimulating an ord@nswer feedback loop,

Figure 4. AvasAdéde :moded posture with hands in front of
through the graphic interface (below).

2 These images are obtained from the website press material and are a simulationtefffee iused during
the game $chubertzo20b].
30 Other popup messages sent and programmed from the control room are shown in @hapter
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which defines the emotive response and interaction. This process passes through digital
signal®communication:

While video gameplayers are already transfixed in front of computer screens, theicphgstions are
further limited to an interfacegame rules are enacted only when a player sends a digital signal through
the interface. {saclionsaredineited bgnotromy the bamg reles in the virtual space
but also the programmedterface in the physical space. However, digital game players often do not
realise such limitations because their minimal physical actions are amplified in digital spaces. [Nam,
2019, p.51]

Besides recalling the telepresence already discussed, thasgdihighlightv i deo games 6
boundariesdependingon their virtual-world rules and interface. At the same time, these
restrictions define the resulting interactions@enesisthe firstperson view focuses on the
controlled avatar; the graphic interfasténulates the considerationtbie avatats needs; the

defined borders of the space and the slot duration of one hour consent the interaction with a
limited number of objects and users; gamers can select ten articles per slot and items
preestablished cajeries influence the plays. The Hallsize and the number of available

items allow a weighted number of interactions for each play. Also, the limited slot duration
and the interactive feedback enhance the relationship between the gamer and his/her avatar,
not the development of an online communityThus, more than representing a
comprehensive pictur&enesidighlights many snapshots of different gand@tay, which

might be shared in the same period or, more generally, within the same space. As shown in
Figures, a few users play more than one slot, resulting in a high fragmentation rate over the

How many slots did you play?

110 responses

100 g7 (79.1%)

75

50

25 13 (11.8%)

7 (6.4%
( )2(1.8%) 0(0%) 0(0%) 1(09%) 0(@0%) 0(0%) 0(0%)

1 2 3 4 5 6 7 8 9 10

Figure 5. Questionnaire excerpt: bar chart regarding the number of slots played by single gamers.

3l n the online multiplayer games, schol ars have alr
interactionar e fAi nfl uenced by the gameds mechani cm06, t he int
p.3571 and by fAthe design of an ey p.rog.Amtevil becdeepe@Bdde ng, Fa
in Chapters through the analysis of the chéthas been possible to recognise the emergence of a community

only in the last days.
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whole performancé Therefore Genesisnterplay occurs mainly between gamer and avatar,
and, secondly, between the garagatar system and the other entities. This preferential one
to-one relationshiplefines a game orientation which, besides the directionality from gamer
avatar to space, regards a continuous feedback loop between gamer and avatar as the core
aspect of interaction.

In conclusionGenesiproposes a dilemma to playing users regarding how to interact with
a human being in an environment that establishes virtuality and control as basic rules of
interaction, then, with items, space, and other human gawag¢ar systems. It comes up to
be a gestion for the avatars also, who decide how to act regarding their character and to what
extent let the gamer dominate th&mkFinally, staff and authors living outside the
performance hall show another kind of evolving adaptation to the environmeninidragt
with the performance hall passivélydue to performers assistance, space cleaning, moving
items to the hatch, and watching the events continuduahdtry to limit their influence.
Nevertheless, they experience a change related to this minimum contact and proximity,
becoming part of a progressive merger of different habits and occasionally joining the game

(cf. §).

32 The questionnaire excerpt shows ghied of the users, thus a relative number. The number of people booking

a ticket also confirms this data: their email addressgeated mostly one time, exceptfgrusers (two times),

five users (three times) and one user (six times) more. The possibility to join the game as a free user applied

from the second day also makes this consideration relative. Nevertheless, asstsatjythe chat and the

interactions do not manifest any community behaviour.

33 In fact, after a few days of immersion in the virtual world, they manifest a specific adaptation to the
environment related to their behaviour. Nevertheless, the experintieegsirds how gamer and avatar interact

with each other and to what extent they can tolerate
information, see the next chapter and Chagter
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3. PERFORMANCE

April 20, 2020, 12.00 a.m. and April2s, 2020, 10.00 p.m.T Avatars

In the weeks preceding the start@énesis] am assigned to photograph the objects in the
inventory and make an initial catalogue. The photos will be uploaded on the website and,
from the menu, it will be possible to select the items to be used during the performance. The
job is challenging, condering that the COVIBbrg pandemic has caused a remarkable
reduction of staff. Hence, | ask for someasmipport and, occasionally, | receive help from
Alexts students Tam Pham, Yuri Akbalkan, Rica Zinn, the author Heinrich Horandgtthe
performer Carda Schaal. The latter provided the longésiting physical and moral support

and proved to be a kind, energetic and very organised person. In contrast to the other
performers, | already know Carola by reputation. She is a-kwedlwn clarinettist in the
contemporary European scene and a Decoder ensemble member, whose reference composer
is Alex. | already saw her performances of pieces 3ikasate Focu¥ our FoxGs A Dirty

Gold and AcceptanceAt first, | perceive a sort of mythification resulting from gtageés

legacy, where the performers are presented as abstract entities floating in the absolute.
However, Carola is very humble, and the human dimension soon takes over.

Around noon on our first day of collaboration, we have a lunch break and startisgeak
about everything and anything on the ground, just outside the main entrance. The earth is
soft, the sun is pleasant, and a light sea breeze from the north caresses our faces. She asks
me what my role is, my goals, how | feel and why | am there. | atisatd am engaged in
ethnographic research about the performance and helping with the work setting. Then, we
talk about Alegs production, the jois effort, and the benefits of eating little and at regular
intervals. Meantime, she bites her spelt with vegetables, and | consume my pasta with pesto
and mozzarella. The pandemic is draining the world of music and theatre. Many
performances have been catied worldwide, but Carola has two projects at stake: the
present one and the collaboration with Brigitta Muntendorf, about which she seems
particularly satisfied. Finally, we discu§®enesisShe feels excited and worried at the same
time. She had alregdbeen the interpreter ofcceptance where she worked on the
construction of six wooden sculptures in fdey isolation on the Alps. Here, however, it is
about being controlled by an unknown person, which could be very psychologically
demanding. In my apion, this can also reveal unusual perspectives on the relationship
between human beings. She agrees but maintains her perplexity: this is just one of the
concerning issues.

Two days before the performance, | have a talk with Fabian also. We are ixi¢heaé
space outside the avat@nooms behind the performance hall, where | occasionally sleep.
The building is part of Kraftwerk Bille, characterised by the combination of Hamburg typical
industrial style and street art that adorns its exteriograb a beer and sit on the little wall
next to the exit door while | watch the four avatars discussing among themselves after a
meeting with the authord’here is a perceivable tension, probably due to the upcoming
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performance and its very nature. So, | prafet to disturb their team intimacy, and | stay on

the sidelines until they retire to their rooms, except for Fabian, who joins me with a beer.
Fabian is an actor of my age. We share the same experiences in the video games world, and
we discuss briefly rolplaying. He looks very excited by the experiment and keen to make
his interpretation converge towards a game avatar acting. Also, he seems confident in his
ability to recognise peopfe voice, developed by working in a call centre for a short time.
Neverheless, he states some grey areas on which he does not know how to behave yet: what
will the boundaries between action and interaction be? What will the night shift to which he
has been assigned involve? Will it be hard or strange to be controlled bywmigiayers?

How will he act when not controlled?

Carola and Fabian show me the nebulous expectation of the unknown that carries with
the novelty: although with necessary precautions (no one will harm anyone), the performance
maintains its halo of extremisamd fleeting emptiness. We are all fascinated by the imminent
future in which we are investing effort and expectations. At the same time, there is a sort of
dark energy in the air, linked to the deepest dimension of each self; to the possibility of
obsening certain fears from within and choosing if and how to face them; to the extreme
state of power and liberation related to control, as to its negation. Oepésiefforts, |
reflect, is precisely to make this inner and potential imaginary, undergngbstract and
virtual dimension, real.

Genesisentails various performative aspects, strictly related to virtual reality and the
experiment purpose. In this regard, it shows artistic references, theatrical contents, and social
implications.

In one of the first texts reported on the website, dhéhors describ&enesisas a
(participative concert installati@®* implicitly referring to an artistic context. This epithet
suggests a watching and interacting audience and a temporarily and autonomous space
setting?s The live streaming of the avatangserspective and the camera overview has the
ambivalent function oscientific data observation and spectaiongerview. Also, the self
standing virtual reality, existing independently from players, might reaallsaenscene
The avatars frequently disregard or freely interpret the autparpose of removing their
will towards a performative outcome. Thus, they manifest a specific character depending on
the circumstances or their behaviour outside the performance {gf.Feirthermore, the
performance is supported and promoted by artistic institutions (cf2hotied the number
of users joining the website shows a high percentage of people related to $Sshabtxkt36

4For more detail s, SceubettpoSlllbhubertds website |

35 For more information about performative installation, Ee¢angledby Chris Salter Jo10], whereas for
installation artUnderstanding Installation Aty Mark Rosenthaljoo3] andinstallation Artby Claire Bishop,

which focus respeately on the medium aspect and viewer experience.

36 In a personal discussion with Schubert occurring in the days before the performance, he also states that some
of the tickets are reserved to musicians, artists and journalists involved with the perforiaricg the
performance, he also identifies many known artists due to their email or voice. Further evidence come from
avatars6 interviews, stating gamers belonging to t
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Figure 6 . Matomo platform data excerpt: map showing the countries from which users accessed the Genesis
website over the week. The darker is the blue, the more the people involved (key in the bottom-left corner).

CHANNEL TYPE VISITS ACTIONS :gl‘ﬁg.? L, u'gsgc;’: BOUR'L?E
Direct Entry 2,601 8497 33 5 min 32s 38%
Social Networks
Bl Facebook 405 1,305 3.2 2 min 435 22%
& YouTube 86 401 47 3 min 20s 3%
W Twitter 79 243 3.1 1 min 38s 32%
© Telegram 35 99 2.8 2 min 19s 23%
[@ Instagram 23 97 4.2 3 min 24s 13%
B Linkedin 1 2 2 14s 0%
TOT/AVG 629 2147 34 3 min 25 21%
Websites
www.elbphilharmonie.de 156 692 4.4 3 min 30s 13%
com.google.android.gm 21 44 21 1 min 34s 57%
deref-gmx.net 15 83 55 9 min 58s 27%
www. kraftwerkbille.com 15 56 37 & min 135 20%
deref-web-02.de 2 28 35 9 min 18s 13%
mail.google.com & 18 3 7 min 28s 50%
studip.hbk-bs.de 5 41 82 24 min 31s 0%
com.slack 3 9 3 3 min3s 33%
mail.yahoo.com 3 10 33 & min 59s 0%
owa.hds.hr 3 19 6.3 12 min 18s 33%
TOT / AVG 249 1,058 4.2 & min 8s 19%
Search Engines 123 ) 49 3 min 16s 0%
TOTF AVG 3,602 12,302 4 4 min 595 22%

Figure 7 . Matomo platform data excerpt: online channels from which users access the Genesis website, namely
direct entries, social networks, websites, and search engines. The table shows partial, total, and average values.
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Figures6 and7 highlights the location and number of users visiting or interacting tivéh
Genesiswvebsited” The ma®d s ma g outline thdtmast of thenplay from Germany?

Also, within thetotal 12302 actions and3602 visits of the website happening during the
performance week, respectively,2% and 15,5% of users® reached the websittom
Facebook presumablythrough theGenesigpage, or authors and performers profiles sharing
the evet¥® 7 and the Elbphilharmonie website. This correlation is one of the possible
explanations regarding many ganteagtistic intent, which influenced the interactions and
the space definition (cf.78. Still, gathered data do not suggest a deviation fra@rstcial
experiment. Instead, they outline the artistic intents as part of the overall interactions, sided
by explorative, destructive, and cooperative activities @ig. Thus, the avataésharacter

and game®@background become one of the aspectslired, as parameters influencing the
games.

Which were the main activities of your game?

110 responses

Aurtistic 61
Taking care of avatar needs 76
Interacting with other gamers or avatars 48
Destroying "
Constructing 64
Testing avatar limits 19
Testing rules of the space/game 46

Figure 8 . Questionnaire excerpt: multiple-choice answer regarding the main activities of 110 games.

The performative aspect also recalls a bodily dimension, a recurrent factor in &ubert
works. The author expresses its relevance through terms like authenticity and corporeality:

In my work, ondinds not only the virtual but regularly also this working apprd@aclnstructivisaspect

in the media context. The focus is often on phgsicality of the performers and associated questions
about their authenticity and virtuality. In mastses, the scope of action and representation is extended
or altered by technology. The musici@appearance moves between the opposing poles of s@es
authenticity and obviously manipulated representation. Inherent in them arddintimanization and
optimization.[Schubert2o021d, p. 190]

The dichotomy betweeg@xpressive authenticiyanddnanipulated representatidreflects
Genesiés realityvirtuality poles. Through contrasts and shadings between mediated and

37 These data are retrieved from Matomo platfo, which stores statistics abou
Genesisnain website. These data do not involve performance streaming, broadcasted through YouTube. Also,

the data granularity on the map i s odahe statistissthasbéemi t ed t
kindly accorded to me by the author and the programmer Dominic Osterried.

B Also,75% ofrtogamer s report in the first answer of the que:
they play. For more information about the questionnaire, seeote

39 Figure7 does not report these values, corresponding to the percentages of the sum oellowkand
Elbphilharmonie website visits and actions in relation to the mentioned total.

40 ].e., sedGenesipage [Schuberto204d], and the Facebook profiles of Shuljeri21a] and Schaaljo21].

41 The bar chart in Figur& does not comprehend the resutiwer than two people.
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human communication, the relationship between human characters occurs. Physical and
gestural interactions are other essential topics in the @sthayduction, expressed @s-
themoment performing farticulating with the body and Aicommunicating with the
audience; furthermore, bodily experience merges with a fundamental multimedia approach
and digital devices, with the aifito come up with technology or patches or wittoacept

for a piece that would allow that same enérfifanga & Schubert2016, p. 538]. Thus,
Genesis extends the multimedia approach to social experiment and participative
environment, establishingf@ontinuity from the other works regarding virtualitlistance

and closeness of control, and how much is needed to be in a specific space or close to the
body in order to feel somethiadAppendix Il.1]. Also, it recalls the New Discipline
theorised by Jennifer Walshe to descfibempositions which have aae range of disparate
interests, but all share the common concern of being rooted in the physical, theatrical and
visual, as well as musiaa]2016, p.4].4*

Froma broader perspective, embedding a social experiment in an artistic environment is
not unconmon in contemporary pieces, which use many kinds of expression, references, and
goals. This trend recalls tideeflexive modernismdtheorised by Harry Lehmann. The scholar
underlines the importance of conceptual reflection in contemporary art, wheredpstam
finds fian aesthetic communication becoming probable that neither represenigraserts
the world, but rather one in which art reveals the world in the state it has regobwed p.
33].4> As Shubert state€zenesisaims to depict interacti@nas they reflect or redefine
sociality facets within a new virtual environment. Furthermore, it does not want to express
beauty, eventually emerging from human behaviour, feelings, memory traces or even the
evanescence of the space itself [Appendik].IlThe conceptual reflection is linked to the
observation of facts and involves a social interaction external to the @uthtbrWith Stke
Dinkla, in contemporary interactive and video performadpeactice,finstead of being a
commentatorstanding outside the society, the artist decides to take part in the socio
technological change and judge from withfngg4].44 This kind of overview reflects the
performancés artistic insight, recalling the experiméntue to empirical factors within
artistic and performative conteiit regarding its institutional, historical, and aesthetical

42 English translation from the Borealis festival websiteip]. Schubert states this reference himsad2[id,

p. 191]. For further analysis on this topic, especially abdlgapon of choicéo09) for violin, sensor, live

electrorics, and livevideo, see the artické kr eati v mit d éynStefaoDreeaih8 n umgehen
4ln the trend that he names O6conceptual musicd, the
evolution of the conceptual reflection from tR&uxus collective to contemporary artists such as Johannes

Kreidler, Trond Reinholdtsen and Simon Steerdersen, passing by many other authors. His model is useful

in this context because Schubert himself comes from a musical background. Passing thiwaghcal

approach based on multimedia, he is now composing performances and installations in which music is often a
secondary parameter, whereas the conceptual and digital multimedia are crucial. To deepen Lehmann model,

see alsdDie Kunst der Gesellsdft by Niklas Luhmann 1[995], taken as reference by the author. The text
explains the original theoretical art systembs model
in Die digitale Revolution der Musiko15s].

44 The author debates a historical overview starting from the works of Myron Krueger and the development of
computercontrolled Interactive Art in the late Sixties, then talking about the mediation of analogue controllers

by the Australian Jeffrey Shaw, piimity and manipulation by the Canadian David Rokeby, touchscreen
interfaces by Ken Feingold, and then briefly continuing on the Nineties works.
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background. Steve Dixon attributes this approach to a renewed conception of universal
metaphorgs

Digital performance is more commonly a quest for unified estthjity (though doubled, not split, but

the many facets of sedfxposed in order to converge as one), a structuralist rather than poststructuralist
project, a search to express universal myths and metaphors about the human conditiored®jxpn,

155]

Genesisaims to the convergence of different subjects through the embodiment principle
mediated by VR glassésso that the gamer and the avatar tend to represent a unified being
(cf. 82) 1 and by the construction of the same space by different ganpase,Svhich is the
central entity around which the performance revolves around, becomes alive and manifests
every action, collaboration or divergence between human beings involved over time. This
process entails all the contéxs f andunderlysngpoetics from whichGenesiscomes

from and relateso: from the social study godb performance aspects, artistic institutions,
digital means prominencand conceptual approach. Within this framework, it shows a new
cosmogony, implying human iogs, virtual reality, and the creation of a new world.

45 The broad analysis made by Dixon in the b@gital Performancefocuses on performances affected by

digital means. In the mentioned Chapterhe takes into consideration works of Lacan, Derrida and Causey,
concluding that dAin digital perfor mance, one cannot
opposite and contrary directions. Instilled posterodbelief systems stress fragmentation, split subjectivity,

and the rejection of metaarratives and meanings, whereas in actuality what is practised by digital/posthuman
performers is commonly the search for the opposite: for cohesion, for meaningtypfar intimate cybernetic
connections between t hez2oorpgigghi c and the technologica
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II. VIRTUAL SHIFT






4. HARDWARE AND SOFTWARE

Intermezzoi The month before thgperformance

During my period of work on collecting and cataloguing items, | observe and experience the
dynamics underlying the organisation of the performance. | am firstly employed in the
gathering of the objects kindly donated by Hamburg inhabitantsshwhill be integrated
with others purchased on purpose to fill the gaps. Alex lends me his car, a Dacia with a very
spacious boot but without power steering, which is quite comfortable although very basic
and tiring in the long run. Because of the pandgmtis difficult to pick up objects, so we all
try to keep distance and use minimal precautions. The people | meet are often acquaintances
of the authors, musician, artists, or spectators of the Hamburg art scene. They are very
curious about the perfornmae, of which they know the fundamental conceptaalittle
more. | bring the collected objects to a first warehouse not far from Kraftwerk Bille, where
they will undergo a second skimming before being placed in their final location near the
performance &ll. Here, they will be photographed, sorted, catalogued, and finally used. |
coordinate with Lisa and Jette for the transport. They are the leading set design managers,
who are dynamic and tireless in their tough work. They act according to the aithitied
instructions, assuming an active rahethediscussion also. At the end of the first collection,
they select the articles to be transported in the shed with Alex, Heinrich, and Carl.
Afterwards, the second part of the arrangentmgins The two @ls, Heinrich, and other
assistants including Vitus and Francis, who will then be responsible for transporting the
objects to the hatch during the performaiidake care of transferring the material from one
storage room to the other in the main builgi Lisa and Jette draw rectangles on the floor
with chalk. Then, they write aside the type of objects to place there, after being pictured in
the photographic set that Alex and | arranged. | organise the first cataloguing on an Excel
table according to te categorieéorders, adding each objastquantity on a side column.
Every day, | send the list to the author, who takes care of the new cataloguing and editing of
the images thanks to supporting professionals. | see the room slowly building up while the
events flow in a terribly frantic way. We consume energies like wax in the fire of a geometric
organisation of facts, while the objects arrive, are placed on the floor beside the relative
sections, photographed, inserted in the catalogue, placed insideelagve sections,
eliminated, adjusted, cleaned up, photographed again, reinserted in the catalogue, re
introduced into the relative sections, checked again, sent, catalogued again and so forth in
an endless loop. In the meantime, Julian builds the hatbich slowly takes shape. Also,
Alex and Carl organise the control room by placing a large amount of hardware on the
tables, connecting them together and with the devices in the performance room. In a few
days, a jungle of well grouped and secured wétestches along the corridors of the second
floor balconies. Carl makes sure not to let careless passetsample throughNothing will
happen without them, he says with a steady voice. | wonder how much data will pass through
those conduits, on the wetes and then to the entire world in a heartbeat. | figure performers
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unconsciously transferring their actions into a handful of binary codes: passing through the
hatch, their physical reality and that of the objects will connect to digital language and
appear on someoiie screen, who knows when, who knows where. Passing the hatch, they
will become avatars in space and items in the inventory.

Within this long and immersive tint@pse, unexpected moments of peace happen. They
acquire a surreal distension coatation within the rapid and tense working rhythm. On two
nights, | decide to sleep in the building, both for the labour and experience. The second of
these, | use Ma@x bed in the avatars wing: he is going back home that day and kindly grants
it to me. he first one, instead, | stay there longer to work on the photos. In the evening, Carl
offers me a beer, we drink it outside all together with Alex, talking briefly about the progress.
Then we work a little more untik: 0o when | head to the second floor to say to Alex that |
am planning to sleep there. He agrees and asks me if | am scared, | tell.Hie replies
saying that he has slept several times in such an environment too, he knows some people who
are worried abouit. Then, he finishes working on the photos, and before leaving, he gives
me the building keys. | settle down in the performance hall with a mattress, pillows, hlankets
and sheets taken from the inventory, | find it interesting to test the environniewilbbe
for the performers. Before sleeping, | go out with a beer, make some calls areddisten
to the night sounds. We are close to the Berliner Tor stop-Bah8 rails are located right
next to the building, and the trains run at a regulafaxed pace. | can see the wrougiain
bridge and, behind it, the city skyscrapers with their illuminated signs. In the facing shed,
within Kraftwerk Bill&s industrial neighbourhood, some people are partying. | view the
lights from the windows shiningpaquely next to the burning cigarettes. From the outside,
the music is muffled, hearing it from afar gives me a sense of peace, like something that | can
observe flowing and imagine fading out in the darkness. | simply watch from my state of
seraphic medétion, while a river of objects and reflections flows muted in my mind. But |
have no strength left to think, so | close the door behind me and, when I lay down, | have just
enough time to observe the desolation of the shed embracing the dark, beforendpecom
vapour in one of its inscrutable corners.

Genesisnvolves many digital devices with different functions. As summarised in Figure
the avatais VR glasses (Fig.o, on the left) provide an antenna that sends the widé® to

a wireless receiverhen to diversity and video switch located in the performance hall (Fig.
10, on the right). The switch sends the information to two v&teeaming serverisone for

the sequence view and one for a test vidpassing by two LTE mobile routers. The welsite
programmed in JavaScript, creates a link to the video server whenever somebody has an
available ticket or joins the game instantaneously apigk usef The audio connection
works on an audio stream client running on a commercial server embeddia: iniebsite,
which accesses the usgsowsetfs microphone. The four working stations in the control
room (thedpartner statior®isible onthetop-left picture of Fig2) work as the corresponding
basis: they receive the plageispoken language, ava@video and microphone inputs. On
the other hand, the arm interface is done in Arduino, whereagiftband devicé through
which the avatars can send messages and regulate theifcha®s) i is designed in
AutoCAD (Fig.11). A Max/MSP patch manag#sose predetermined messagesatribute

38



AVATAR USER
performance hall website

glasses view——» » screen
headphones microphoﬁ
microphorN //speakers
S~ A AUTHORS
wristband device ~udio ~——»control room

streaming client
(server)

sabessaw

Figure 9. Hardware and software: main functions and connections, stressing the related subjects and locations.

bars regulation. Through thaode.scriphobject, it uses the Node runtime environment to
link to the website and reports data on the interface. Moreover, a moving camera broadcasts
a live stream of the performance on YouTube, as already sthtEa(2, top-right corner)

Thus, hardware sk and transmit data, whereas software and programming language
organise them in digital objects, strings, or discrete units within a defined structure. All these
devices are essential for u&einteraction. This accessibility has its own rules linked to
digital language and its application. Firstly, it refers todinetadaté filiterally beyond or
with data) is a common name for descriptions of documents, records, and data: it is data about
datab[Buckland,2017, p.111]. This principle implies the uniégliscretisation and allows the
possibility of reorganising them into branched and easily recognisable structi@esdsis
this process involves physical sources, which are further described, catalegaged
fragmented through JavaScript and Max/MSP. Figarshows two excerpts of the website
source code in its last update after the performance. On the left, it reports one item with the
related characteristics (such as ID number, name, amount) anddhdagppicture (image);
on the right, one usé game description (listing ID number, date, email addiassmber
of items used). Each of these data is a digital input to be processed by the system and
represented as a unit. The overall timeline includes each game as a slehotipmathin
the whole performance week. The website inventory entails the #ethsises a graphical
discretisation visualised through the interface (as pictures with a caption and branched
categories). The storage room organisation also reflects theédgeouping on the website
(Fig. 14). Its categories refer to the first catalagyimade by the setesign team. Still, they
show significant similarities with the authéifinal catalogue: furniture is in the tomht
corner, materials are mostly in the bottom, and tools, food, clothes, and paint are in a single

¥The technical aspectsd description refats to the in
47 The email address is obscured due to privacy reasons
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Figure 11. Wristband device construction steps: AutoCAD project (on top- left), electronics assembling (on top-
right), and final result (on the bottom).
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"id": "1115",

"name”: "Screw 4x58",

"amount": "2",

"category”: "Tools",

"amountUsed": 8,

"lastAdded": [],

"provisionTime": 98,

"image": {
"fieldname": "image",
"destination": "static/images/",
"filename": "1115 small.jpg”,
"path”: "static/images/1115_small.jpg”

¥

Ts

"id": 332,
"timestamp”: "2028-84-30T10:45:00.000+02:00",
"booked”: true,

"used": false,

"guickBooked": false,

"base": "based",

"email™: "es@ ,
"player”: "",

"kicked": false,

"confirmed": true,

"location”: “online",
"itemsUsed": 4,

"now": true

-

Figure 12. Website source code: examples regarding one item (ontheleftyando n e u s e r &(sn the aghtk

node.script >

Global Stats

tats

@ Process Running l
= |
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hunger: 4
thirst: 4
temperature: 4
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“You can talk to me and tell me what
to do”

“You can use material to build a
room or walls with me”

“You can use material to build a
room or walls with me”

“There's a new item in the hatch. If
you like you can pick it up”

“There's a new item in the hatch. If
you like you can pick it up”

“the video should be back soon!” “the video should be back soon!"

“please, refresh the page” “please, refresh the page” “please, refresh the page”

“I can't hear you. Can you
re-/unplug the microphone?”

“I can't hear you. Can you
re-/unplug the microphone?”

you need to find them in the room

Figure 13. Max/ MSP:
Node.js running
control room (on bottom).

process
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“You can talk to me and tell me what
to do”

“Build something together with me” “Build something together with me” “Build something together with me”

“I don't want to paint” “I don't want to paint” “I don’t want to paint”
“| can't hear you" “I can't hear you” “I can't hear you”
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to do
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“Build something together with me”

“You can use material to build a “You can use material to build a
room or walls with me” room or walls with me”
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“There's a new item in the hatch. If
you like you can pick it up”

“the video should be back soon!” “the video should be back soon!”

“I don't want to paint”
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“I can't hear you. Can you
re-/unplug the microphone?”

“I can’t hear you. Can you
re-funplug the microphone?”
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Figure 14. Highlights of some of the items as stored in the dedicated space on the 1st floor and their collocation.
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squaret? This similar grouping suggests a disposition conceived in relation to the following
digital inventory already. Thus, ited@sataloguing implies discrete units associated with the
metadata encoding, in a real dimension projected towards virtual realithe@ither hand,

a Max/MSP patch mediates the avatagamer messages sent through the wristband device.
Figure13 showsan excerpt of itfunctions: onap-left, the connection to the websiteough

the runtime environmenNode.js; next to it, the avatd a t t with thecdrresponding
numerical valug4® on the bottomthepopu p messages appeamwheng on g
playing° In this case, the content fragmentation is related tilajectoriented prograd
wher e fian obj e cnithatassaiatgs daiagmthethe wpenatpns that can use
or affect t heng,pdd Tha thd atatdsfeedbgch implies fragmented
units rooted in each objestfunction and including numerical values.

The mentioned processes recall a concealed second order of interaction, which does not
belong onlyto humanbeing® will but also to digital mearisunderlying mediation. The
outlined aspects concern the fundamental straktuganisation and not the qusliof each
gameds experience. Still, it is also because of this structure that players and avatars act in a
certain way. Avatars adapt their behaviour to a limited quantity edgiremessages, and their
physical needs relate to numerical values modiéiahfough thewnristband deviceThese
aspects suggest a radical shift in their social response and bodily perceptigh @©h ghe
other side, the graphical interface mediates gadmelgtionship with avatars and items. It
follows an encoded perceptiarf the avatams persona and the itedsligitalisation in
predefined categories. Thus, the logic of discretisation implied in the interaction with space,
objects and subjects regards the conversion of physical data in digital signals. Through this
processthe dirtual shiftotakes place. Figures remarks the control room and hardware
setting on thend floor concerning the virtual shift summarised in Figuseltems access
the virtual world from the catalogued inventory, passing through the hatch. ¢/&Rin
glasses, avatars actions become mediated by the interface. This process is also geographical,
regarding the control room and items storage room on the bui@defgand the performance
hall on its right. Thus, the feedback process does not invailye the communication
between gamer and avatar, but also the continuous interaction between different areas and
people, continuously communicating through this process{kfHatch and VR glasses are
the primary devices through which subjects and objedfil their virtual shift. The gamer is

48 The final grouping of the author, which | assisted and happened during the last days, shows once again the
construction and soci a)lForiexamge, gacdéning (im dask green), kitcheneaad ( ¢ f .
bathroom objects (in light blué) which | initially reportedi are included in Accessories, whereas an entire

section is dedicated to walls (in light brown at bottlefit), a small part of the whole items.
“wo6Badeindicates the avatar to whi cMaxwithayaluasf®murassoci a
for energy, thirst, hunger, and fatigue.

The figure reports the patchédés presentation mode, w
picturebds poor quality. |t doe sxtemalaind pahtial avertigweftient er n a |l
wristband devicebds functions. This interface runs on

messages sent directly by the avatar (zf. §hus, it could refer to additional messages automaticaltygem

a specific event happens (e.g. the game starts) or, more presumably, manually by the authors if needed. The

first four messages might refer to the former category, the others to the latter. Authors insert additional messages
through t hbg e&tte xitne dihted lmst square. Also, the 61 donc¢
external influence, trying to limit this frequently happening action from the fifth day. It has not been possible

to retrieve more information about the patch (or pas} underlying the overall process.
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Figure 15. Control room main functions and connection with the receivers, camera on the balcony in 2nd floor of the performance hall, VR glasses charge position and hatch as
viewed from inside the performance hall.
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virtual < real

VR GLASSES
CONTROL ROOM/WEBSITE Interface Avatar
_— Gamer — PERFORMANCE HALL
ITEMS STORAGE ROOM Item Hall
HATCH
real » virtual

Figure 16. Airtual shiftAprocess: scheme showing the entrance in virtual reality through devices and areas.

the central pillar of these shifts as the first data receiver through the Internet connection. Not
acting in Kraftwer Billés physical dimension, he/she relies on the embodiment in/of the
avatar to access the virtual reality.

The outlined principles are also attributable to what lan Bogost @alls operationg
about videegame environment s, -making thahprileges disoete, me an i
di sconnected actions over doett p.slmi nTlse s &, fi gn
bi asedo, t hus r-baked mediatiorgand fiotitioas perceptipnuahdanmply an
active role of 't he g a mialectic batwedniuritioperptionshaad v i r t 1
subjectivity that constitutes simulivap.i on fe
133]. Thus, the gamer refete pre-existing habits which relate to the immersivity degree.
These tangencies betwearitaral values follow @ranscodingprocess through informatics
devices. With Manovich:

In new media lingo, tdranscodésomething is to translate it into another format. The computerisation

of culture gradually accomplishes similar transcoding iatieh to all cultural categories and concepts.

That is, cultural categories and concepts are substituted, on the level of meaning and/or language, by
new ones that derive from compuieontology, epistemology, and pragmatics. New media thus acts as

a former of this more general process of cultural reconceptualisatiooz,[p. 46]

In this acceptation, theomputer laygsandcculture layedare blended towards creating new
meaningsGenesidragmentation of objects, bodies, and interactions helps redefine cultural
entities and the transition to a virtual new world thanks to digital language. This redefinition

is related to each ugsrbackground, which evolves from a predetermined concepfion

space, itemsand people (cf. ®. For example, a chair might be equally used for sitting, to

reach a very high place, or to be destroyed: gamers still recognise it as a chair, with a standard
function or a renewed one. Social interaction follows dlamprinciple: fiby replacing the

rigid culturalstructural codes of identitgonstruction by flexible and recombinant digital

ones, we construct and present selves [ €é&] tF
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are invited to meet others in radily different ways [Gottschalk,2o10, p.522].5' The new
dynamics born within these factors are not digital anymore but belong to a merger of the real
and virtual dimensions. This revaluation regards the outside @sandes, following the
dnembranémetaphor theorised by Castronova:

The membrane can be considered a shield of sorts, protecting the fantasy world from the outside world.
The inner world needs defining and protecting because it is necessary that everyone who goes there
adhere to the differa set of rules. In the case of synthetic worldsowever, this membrane is actually

quite porous. Indeed, it cannot be sealed completely; people are crossing it all the time in both directions,
carrying their behavioural assumptions and attitudes Wit As a result, the valuation of things in
cyberspace becomes enmeshed in the valuation of things outside cyberspace. i47]

This two-way connection shapes the virtual world over time, as perceived by avatars, authors,
and staff livingin the building and as experienced by the gamers through the digital interface.
The creation of defined space findsraisson détre precisely n the virtual contact between
users: information packets sorted by the network switch materialise in a new form resulting
from thevariousinteractions. Therefore, relationships between people and apaedrom

the events happening during the week|egths a tangible trace. The next part studies these
not defined and potentially infinite possibilities

is statement, referred ®econd Lifeoutlines a similar logic of possible freedom offered@snesis

rrtheless, the performance is not only about meeting but also boredom and loneliness coming from such an
unexpected and possibly distant environment [Appendix.Il.
52The author generally refers to synthetic worlds as
accommodate | ar ge nu mbzaeos,p.4]ddkingpspecificllgaboufid€oeganies, many v a ,
of which taking place online.
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5. AVATARS AND GAMERS

April 26-29, 202071 Beginning of the performance

In the days leading up to the performance, the avatars have two rehearsals to test how the
game works and take a tour through the inventory tools andsh@hnical aspects. The
closer we get to the beginning, tlm@re tension arises, as usual in this kind of situations. On
April 26 night, we all gather in Kraftwerk Bille. While anxiously waiting, the staff performs
the last checks on the instruments, and the avatars wander alone in the items storage room
in their intimate rituals. Immediately before the start, | learn about the traditional good
wishes in German theatrical tradition through Max, who gives me his hand, hygsane

tells me to say the wordbiothree times in a row. This catapults me into the suggedance
between authors, stafdind performers, which similarly takes place for abgumninutes

before the beginning. Max is the first to enter, followed by Carola and Fabian, igach
minutes apart. Yana is the only one to start later;.gs a.m. Afte the first technical
problems, Alex and Carl are in turmoil and talk on the phone with Dominic, who manages
the website. In the first slots, a living room prototype emerges in the middle of the hall,
consisting of a sofa, tahlend chair. | follow somelays, then | realise that it is inconvenient
going home, and | think of staying there for the night. Alex will do the same, so we decide to
take two mattresses and some blankets from the inventory. He will sleep in the control room,
whereas | in the nexine. | find my comfort zone in a corner after cleaning up pieces of fallen
wall and dust. The partly torn wallpaper represents a beach with a palm tree in the
foreground, | feel to be in a liminal area between Miami agdsabedroom where some kid

hung aGrand Theft Autgooster. Cosy enough.

The next morning, | get up early and meet Alex, who tells me that he had worked through
the night due to technical problems. Then, | have a coffee and eat something on the first floor.
There are tables with stove, a coffee machine, water, and other food for refreshment at the
items roonds end. Jette, Lisa, Vituand Francis, who take turns in carrying items to the
hatch, are usually there nearby, as the avatars in the short breaks. When | go back to the
contol room, | also find Carl, who had gone home for the night. Heinrich, who found a place
in a corner where the avataimooms are located, arrives shortly afterwards. In the first days,
Alex and Carl continue to look after solutions to the impending teahproblems, while
Heinrich follows the performers more closely. Everything is very hectic, and it is difficult to
get in touch with them. On the other hand, | find a place on a stool in front of the computers,
where | can simultaneously observe the arsitperspectives, the total overview and listen
to the playeréspeech. There is also the audio of the performance hall, which | can hear live
anyway being next to it. Overviewing the performance is like watching a looped movie, which
slightly changes for each slot depending on players, avaacscurrent state ohe space.

After a while, it becomes simple routine: | sit down, note hour, avatand description of
the event, then | report similarly another slot and so on until lunch, dinner or break time.
Fortunately, what happens is always so new and excitirntghigroutine is somehow fun.
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In a break, Alex asks me what | think about what is happening. | tell him that I like how
new rules are being restablished in the hall. He nods and says that it is like being in a rave.
Being in a rave... | look at the betkxt to the control room stations, the cups scattered
around, the beer crates to be consumed, the people sleeping on the sofa on the first floor, the
large amount of hardware, and the industrial shed itself, where we are livirad.is true,
we areall in a rave. And it is not so striking that this crazy environment with its own rules is
totally normal to us: we are adapting to spaces knowledge from within, renovating its content
as another organic source of the evolving system.

As stated in the previts chaptersGenesisnvolves the relationship between three different
communities, which influence the space definition and relate to each other in different ways.
The schemeén Figure17 summarises these relationships: the authors and staff define the
game® form, based on consequent slots and defined settings; the avatars are considered as
part of this setting and receive guidelines from the authors; space evolves through thé gamers
instructions and the avatérseaction. Thus, the process at issue ive® continuous
feedbacks between gamer and avatar, who are the main subjects involved in the performance
evolution. On the other hand, authors and staff participate by linitige neighbour spaces

and occasionally entering the hall. Chaptergards tk analysis of the interplay, and Chapter

7 the authors and staff communitdel/namics. Instead, this chapter focuses on avatars and
gamers separately. The performaiscavailable data highlights different avataisaracters,
implying their behaviour, rel interpretation, necessities, and background references. Also,
four gamerétypologies emerge from the play, hypothesised for outlining the most relevant
tendencies.

Authors / Staff Gamer

FORM | CONTENT
slots | slotsacontent
space setting | space fulfilment

Avatar

Figure 17. Roles of the subjects involved in the performance definition and evolution. The solid arrows
emphasise the feedback relationship between gamers and avatars during the performance, whereas
the dashed arrows indicate the rules imposed by the authors to the other subjects before the
performance.

Avatars

Albeit the avatar and the gamer act together on space, oa@ctsother gameavatar
systems (cf. §), each of them manifests specific features which influence the system
outcome. The avatars state the relevance of their background and personality: none of them
considers himself/herself entirely a virtual entity but always referaxmgvirtual aspects
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and human nature. The following considerations derive from the analysis of the afpendix
interviews and the game video sequences described in Chapter

Carola talks aboufthe human being behind the avatpkppendix Il.2]. Her londiness
perception inside the hall highlights the virtual sgad®llowness and emotional distance
when digital influence takes over. This feeling disappears when establishing a connection.
To not surrender to this inhuman state, she frequently useslht&r @at the desired dish or
generally escape boredom. Also, she symbolically connects to loved ones outside the hall
through significant objects. When not controlled, she frequently plays with the squthrel
gloves puppet, a present from her pareméglable in the inventory, which previously entered
the hall. Also, she forces a gamer to let her prepare breakfast with coffee, cereals, milk, and
fruits on Monday. Her character shows assertive emotional behawvioumparticularly
interested in actingraspace setting but searching for human conneétiéor example, on
the third day, she voluntarily asks for a more detailed explanation of the gamer feelings by
sending a pojup message. Through this action, the gamer changes his mind and remains
there b share his emotional insight into the pandemic period.

Yana manifests the split awareness between &pade/sical perception and ganters
screenview pictured in her mind. The last image changes for each gamer, requiring a mental
twist regarding the perpédon of herself. This consciousness might shift to a deep inner
experience, like the symbolic interaction on the last day afternoon: the player becomes a
voice-over which guides her by attributing conceptual meaning to objects and actions. She
tends to mi the borders between her everyday life and the virtual space. Some interactions
are explicitly in line with this attitude, such as when, on the third day afternoon, the gamer
sets a snack time with chocolate milk while watching TV and reading Vice. Shabds
the transitioning process from outer @enesisreality in detail, highlighting a routine
beneficial for entering virtual space and setting her mind to it. Her character is the most
related to a canonical actor, considering thatfeguently asstatesthe performancevith
a job. Also, despite the piece concept, she constantly thinks about the artisticGpnoatuce
[Appendix 113]. Also, she manifests a significant gestural expressiveness, outlining a
procesés fulfilment by stretching her agrand hands or talking without words through rough
melodic patterns.

Max remarks that avatars are always human beings and not playing a role. He focuses on
not performing but letting people play with him since creating a character would pose many
guestionsnot related to the performance concept. Nevertheless, he is the most active avatar,
feeling responsible fofkeeping the performance aliveven when there are free slots
[Appendix 114].54 To this purpose, he imagines impersonating one of the gabraviours
previously experienced or fulfilling unfinished actions. For example, he builds an
unassembled tent left aside during the first night. These factors highlight tHéereal
expertiseof Max as a directoke feels virtuality in the playedpresence, from whose audio
connection is impossible to escape. This constriction becomes fun when someone knows how
to play, therefore pointing towards a goal and making sense of the game. Thums hie
get players into the game by instructing them. As Carola, he wants to live the performance

53 These aspects recall the isolation and inner dimension she already facedptanceFor information about
the piece, see the cwmjjoserds website [Schubert,
54 Not by chance, he defin€@enesims a 6éshowd in the interview.
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flow limiting the interruptions as much as possible. Because of this, he acknowledges the
distance attributed to his character by the other avatars.

Fabian knowledge about video games strongly influences his avatar conception. He states
the continuous comparison between a vidame character and his way of acting. For
example, he looks at the objects around the hall to offer a stimulus to the play@rtrast
with the other avatars doing the same, he thinks about the environmental storytelling offered
through videegames$landscapes. Also, in the idle mode, he thinks about how a-galee
character would act, performing short and useless acti@hsasfistanding or moving in a
rule set without doing anything, sittirap the bench and smokinfpr examplé [Appendix
I.5]. He privileges constructive interactions instead of people not considering his needs and
existence. He also testimonies the amface his fears when confronting the destructive
energy of some gamers. For example, this happens in violent actions occurring on the night
between theith andsth day. The friction between these attitudes and his reluctant feeling
culminates in the kickut of the gamer asking dangerously to cut a pluggeddigiable.

The outlined facets show different behaviours lying in between a-gde® character
and a human being. Avatars reflect their expertise outside the performance: Max, as a director
and a prformer in longterm shows; Yana, as an actor of interactive plays; Fabian, as a video
gamer and an actor; Carola, as a performer experimenting within intimate and immersive
dimensions. Furthermore, they process the performing task through their themayhtseds,
frequently disregarding the rule of obeying given orders. This dynamic becomes an integral
part of the performance itself. Figur® shows how avatars and gamers define their
relationship. The case in the middle outlines an undefined actigmight happen when a
gamer does not interaicbecause having insufficient knowledge about how the game works,
being uncertain on what to do, or only not playingnd the avatar awaits orders in his/her
idle mode as a virtual character. When one ofdlsshjects remains in this passive state
while the other manifests a clear withe interaction moves on theakis, unbalancing the

avatar + gamer

A
c
=]
@
o
o
S
o E .
avatar control gamer inactivity _ _ virtual avatar gamer control
d »
on gamer < undefined action > on avatar
c
2
8
v

avatar 0

Figure 18. Scheme showing the extreme cases involved in the interaction between avatar and gamer: in the
middle, where the avatar awaits orders and gamer does not know how to play, evolving in the X-axis towards
the only avatar activity (on the left), or solely gamer awareness (on the right); on the Y- axis, where both express
their will, in accordance (on top), or contrast (on bottom).
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dominance dynamimn the left, the avatar manifests a strong will, making his/her human
needs more evidently; on the right, the gamer has a clear purpose on how playing with items,
avatars, and space. The former is the case dbtreng ladyplaying with Carola: the avat
takes over the game or acts in an unenthusiastic way because her feelings do not match the
gamer ones. She also plays some games wishing specific food and obtaining it through
insistence [Appendix It]. On the other hand, the gamer conducting a sltftasasic rule
of interaction and might enhance profound emotional experiences. On Sunday, when Yana
experiments the surreal training, she only obeys, observes, and deeply lives the events
described by the gamer [Appendixzll. This option could also bkearmful, such as when
gamers force Fabian to destroy objects and against his will [ApperslixREegarding the
Y -axis, it shows when both subjects have a clear purpose: it might be the case of a productive
collaboration (on topj when their wishes match or unresolvable friction (on bottoni)
when their needs strongly differ. The f or me
[makes] sensbecause he room became an instrumento: hi
construct, or play through a clear gaalfulfilled by the gamés attitude [Appendix I4].
The latter case regards controversial experiences, sometimes resulting in the gamer kick
outss

The lowest value of avatd@rwill, resulting in a digitalike character, is the possibility
nearest to thauthor®original purpose and the video game concept. The middle part is also
relevant to Schubert: it showian insight and a memory which the player will continue to
have, a chance not used or the impossibility to connect through thesgtppgndix 11.1].
The other cases are outside the authoosicept, involving the performérsleterminant
influence. This further layer of decisions broadens the range of interactions between human
beings through feedbacks and digital interface. Naturatlyst of the actions liéen the
shadings of the extreme cases shown in Figgignd continuously move from one situation
to another. For example, the gaseanitial loss might improve towards a better knowledge
of how to interact within the same play;adynamic of control of one of the two mentioned
subjects could turn to collaborative interaction, domination of the counterpart or
unresolvable friction. In a rapidly changing relationship, these categories could even be
snapshots of an entire slotilSthey outline a general trend, highlighting the core dynamic
of each gameavatar system.

Gamers

The approaches of the avatar and the gamer differ regarding how they access virtual reality.
Avatars act within a physical hall and perform as virtuatattars. They wear digital devices

but use them only to answer. Instead, gamers approach the virtual world through the interface,
the embodimenin or of the avatar, and physical entitteasmagination. Thus, the default
setting implies the gamer as a hurbaing and the avatar as a virtual character. Nevertheless,
gamers often perceive the avatar as a human being and try to collaboratg.(dhes
guestionnairé open answers and the chat show how real and virtual enpaaseption

55 This extreme possibility happens when the gamer asks Carola to hug and kiss Yana{@&ay and when
Fabianbés disregarded need to relax and have a constr
the gamer kick out of the game on the cutting cable requestyDayo).
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includes various gaers perspectives. When asked about the relationship between them and
their avatap® they answer:

- | only realised after the game that there was a human behind the avatar. | felt bad for giving him
nonsensical commands

- Ithought [that avatarghould just be me, so | di@rthink there is a relationship. And talking to myself
was a bit weird.

- | felt very conflicted between wanting to be entertained and imagining how the avatar feels.

- The avatar had been another person the entire ltidiéné feel like | Gvathe avatar like in games.

- lwould have liked to hear some spoken words from my Avatar from time to time. In that way, | would
have felt more connected

- | felt close to my avatar and enjoyed every (positive) feedback on its success irsaioigtiing or
understanding the situation. Still, | felt distant because the avatar does not talk back, but only writes
feedback. Strang@Appendix I1.1]

Or, when asked how it makes them feel during and after the game, answer:

- Itis a bit strange to know that you say to the avatar to do something and the avatar just does it. At the
same time, you exactly know that it is Human.
- | felt awkward. It wasét a comfortable experience. | dbknow if | pitied the avatar more or reflect
more on my stupid actions. You realise that, when you rule over a hlanstadduring an hour, even
prepared before, you experience emptiness when the game starts
- Hearing his breathing, hearing how fast he was drinking made me feel a bit more siomgtashan
| had realised befor¢. é | found mydavatabvery sympathetic and friendly Gt a strange feeling to
be so connected so qui c kKAppendialiel yet be so di sconne

Or, talking in the chat on Mayat 10.37 a.m., theyreport

Gabriel: Should we feetogethedwith the avatars?
Gabriel:  Are vedthe community?
b: 1 dond know, | feel connected... | dérsee them as machines.
Gabriel: Ok. | was confused by the teravatad
b:  You can also just let them go to betien ifs late and tell them [something] without them
having to actually DO something.
b: Yes, humans are called avatars.
Gabriel: | also feel connected, especially since | started hearing him/her breath.

Even if gamers generally know thawatars are human beings, they always refer to virtual
aspects. They manifest a wide range of relationships: stating control as in a video game;
requirement of a more visible human behaviour to establish a connection, for example
through speech; acknowlegilyent of communication through the feedback dynamic; feeling
guilty of wielding power on another human being; searching for entertainment as in a play,
and, at the same time, being worried about av@tamstrol These statements recall the
guestionnairé diagram shown in Figurs), highlighting four possibilities of control and

their quantitative values. Presumably because of the mentioned difficulties in wielding

56 All the testimonies reported in this chapter refertoghe e st i onnaireds open answer s
For more information about the questionnaire, see zfbte

5 These four categories reflect salient gamersd behayv
purposes (conflictive); not showgnfriction but a good affinity (collaborative); explicity manifesting a

cooperative intent (collaboration); finding a god communication through the feedback process
(communicative). Thus, the question aispestiva(loyorebt ai n a
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How did you feel controlling an avatar?

40 M 1 (notatall) M 2 3l 4 W 5 (very much)
30
20
10
0
Comfortable Conflictive Communicative Collaborative

Figure 19. Questionnaire excerpt: bar chart representing an estimate of g amer s& percept i «
avatar.

power, interacting, and communicating, the Comfortable and Communicative fields are
focused on the central values. On the other side, most of the gamers feel a collaborative
interaction instead of a conflictiteend, as outlined by many other testimorifes:

- My avatar here was quite helpful. She would suggest things to me when a task required a tool and try
to answer my questions. As | played only on the last day the game was running, | asked her to
remember sgwarios she had experienced earlier, and then reproduce those. Through her
writing/drawing, we also tried to communicate about her experience, length of time spent there, and
other personal aspects. She didadmit to having personality/character/identibyt still recounted
earlier moments. The tasks | asked her to do required some amount of knowledge,&ughcasse
experimentall¥d Since she could execute these commands without resistance or requiring more details,
it was certainly aonstructive collaboration.

- | understand that more interesting situations might have raised from a more direct control, but |
couldni get over the (slight) feeling of violating another human even though | know that the avatars
retained the ability to refe. Nonetheless | still found the experience interesting and valuable despite
(mentally and personally) insisting on treating it as more of a collaboration than a control situation

- | was happy to create some sort of partnership. And since it was hesJavhsth couldidodthings, |
could not go into details through our communication it was clear that | formulated my needs and
qguestions as precise as | could, but it was his/her duty to solve problems creatively. We had a good
time though

- | felt more likea team being able to construct things at a location only one person is present. Felt more
comfortable when | found out my avatar can communicate with me. Maybe the position of power is
less important when both sides agree on the roles and means of editabtand have the option to
disagree).

- | was in control of the proceedings, but my avatar corresponded to my ideas and questions. Without
their creative personality and cooperation, it would have been much less constructive. It was a healthy
flat hierardy where two people work together on one project with clear roles to each of them

- lkepttrying to find out whether thiavatadstill had enough strength and desire, whether he had other
wishes or wanted to implement my idea. | found it great thafewata®was willing to share his own
ideas and became a-ptayer.The gamdluctuated between giving instructions and creating something
together[Appendix Ill.1]

to five rating for each category) and confirm or refine the original hypothesis. This methodology refers to all

the following charts.

#The results of anot helHowlveuld you Heacrite tharblatientwithtydueavat 2@ st i o n
confirm this statement, where many gamers describe t
and 6constructivedo. For more in8f ormation about the q
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Did you have a goal in your play?

110 responses

® Yes
® No

Figure 20. Questionnaire excerpt: pie chart showing how many gamers have a goal during the slot.

These statements also show the adtactive role in helping players and are in line with the
collaboration reported on the top of Figui®& Not every player has a clear goal since the
beginning, as shown in the pie chabbbve Some 6them define it during the game; others
continue to wander around without a clear purpégdbeit having a goal could be incisive
regardingdmake sense in a gad{dppendix ll4], the other cases are part of the range of the
interactions as well, and eglly important in the overall space definition. Besides the
outlined high degree of collaboration, gamers descriptions highlight other possibilities
entailed in Figura8 scheme, also showing the transitioning between one state to another:

1 From misplacema to collaboration:

- [l felt] very uncomfortable at the beginning, | s&tto enjoy it once building and interacting with
other avatars towards the middle of my slot.

- | got comfortable quite quickly. | wanted to continue afterwards. |@ekpect this, but | actually felt
close to my avatar, as we had a bond and | needekaa@aae of her. Very interesting, since | didn
know her at all[Appendix 11.2]

9 From collaboration to avatar dominance:

- It was a bit boring most of the time. The avatar seemed to engage with the activities a lot, which was
cool, but the activities wernot interesting to watch. The communication with the avatar was really
cool. We would decide what to do next together based on what the avatar wanted and what | suggested,
but once we decided on what to do next, my role in the play seemed irrelevgranfiyplll.2]

1 Between collaboration and gamer dominance:

- [I felt] ecstatic at first (discovering the potentiality of this virtual artistic device), then uncomfortable
of being hidden as a player and engage (at a small scale, but still) in a relation that felt like going in a
single way only. | tried to balance that gasi of power which was mine by trying tiuildd
something, inside out and outside[iAppendix I11.1]

59 As the avatars state, sometimes the gamers need to betiedtta play, with a loss of time and quality
[Appendix 114]. Albeit the length of the slots is useful to show a snapshot of a relationship and allow the space
to be fulfilled by different gamers, many of them manifest the difficulty in understandirgathe in such a

short time, made worse by the occurring technical problems. Their testimonies also highlight how time seems
to be neveiending when the game is senseless, or too short when it is enjpppndix Il1].
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1 Not connecting with the game:

- | was really excited initially and thought the whole set up was very innovative and interesting, really
well made in a way. But | was also craving for a little narrative/purpose/background information, some
rules at least or goal, this way | would have bathething to do or aim for or even be able to break
the rules or anything. But the narrative/overall setting was so vague, or maybe just the very general
tasks to build a utopian space with very known and daily accessories was not so interesting to me whe
left alone. If communication with the others would have been allowed or made a more central aspect
of the game/work, maybe that would have been different. Like that, | was quite lost in it and became
bored quite quickly[Appendix Il1.5]

Did you engage in collaborations?

110 responses

| cooperated with my avatar 99 (90%)

| cooperated with the

o,
avatars of other players 58 (52.7%)

| didn't feel any kind of

- a,
cooperation 8 (7.3%)

Figure 21. Questionnaire excerpt: bar chart showing percentages of three options regarding collaboration
between gamer and avatar.

How did you interact with the space around you?

110 responses

Exploring the whole area 73 (66.4%)
Stay in already established places 16 (14.5%)
Change or interact with existing places 64 (58.2%)

Creating new spaces
| wasn't interested in the space
Trying to exit the setting

46 (41.6%)

7 (6.4%)
7 (6.4%)

Figure 22. Questionnaire excerpt: bar chart indicating the percentages of six ways in which gamers interact with
space.

The questionnaire data allows analysing the mentioned aspects in more detail. The bar
charts in Figure1 shows once more that many gamers feel cooperation with their or other
avatars. This constructive social attitude contrasts with the control tendency,swelarly
expressing a human relationship. On the other hand, Figuratlines the interaction with
space, oriented mainly towards exploring, defining it from scratch or modify what already
there. These trends might be linked to a clear goal or iegptluring the slot. According to
all the considerations done so far, it is possible to recognise four gamer categories according
to those already stated by Edward Castronova about virtual Worlds:

6o Castronova borrows this quote frdpesigning Virtual Worlddy Richard Bartledoo3, p.130], reviewing it
in a slightly more general acceptation.
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1. Explorers: People who come to see whahere and to map it for others. They are happiest with
challenges that involve the gradual revelation of the world. eyt the world to be very big and
filled with hidden beauty that can only be unlocked through persistence and creativity.

2. SocialisersiPeople who come to be with others. They are happiest with challenges that involve
forming groups with others to accomplish shared objectives. They want the world to have extensive
social infrastructure and shared activities: towns, clubs, arenas, weddingag parties.

3. Achievers: People who come to build. They are happiest with challenges that involve the gradual
accumulation of things worthy of social respect. They want the world that allows all kinds of capital
accumulation and reputation buildinghey want the ability to increase the power of their avatar, to
build new structures, to hoard wealth, and to change the world itself.

4. Controllers: People who come to dominate other people. They are happiest with challenges that
involve competing with otérs and defeating them. Also describedigrieferso they wantworlds
that allow users to intervene in the activities of other users, so that a record of domination and control
can be established. To them, it is all sport. [Castronoxes, p.72]

Albeit these categories allow a further observation of general trends regarding interactions
with space, itemsand people within the performance, they do not descBeeesis
comprehensively. In fact, they consider the social dynamics of a persistent onlime ciby

almost completely absent in this case, mainly due to the short playtime of tHé Isiatising

a clear connection between players over time and not beingdamggoals a relevant factor,

it is necessary to redefine concepts likeap [the virtuaworld] for other®, fiaccomplish
shared objectivés obtaining fisocial respect within the game andihoard wealto.
Destroying option is missing also, which might reflect an achieverbuos, the mentioned
categories can be reviewed as follows:

1. Explorers People who enjoy exploring inner or outer spaces and revealing them to
others.They want the world to be filled with hidden objects that can only be
unlocked through persistence andativity.

2. Socialisers People who come to be with avatars or other gamers through avatars.
They are happiest with challenges that involve forming groups and shared
activities.

3. AchieversPeople who come to build or destroy. They are happiest with chedleng
that involve the fulfilment of a goal worthy of social respect, especially outside the
game.

4. Controllers People who come to dominate other people, avaiarther gamers.
They are happiest with challenges that involve competing with others andragfeat
them.

1 This consideration is inferable due to many factors. Firstly, the events analysed in the next chapter do not

show significant evidence of anteraction between players over time. Avatars also state a few exceptions,

recalling gamers who replicate the same action or follow a goal over different slots, playing in the same room,

or knowing how space evolves through the live streaming [AppendiXgn, the chat available to gamers

shows only in the last days a communication oriented to a shared will. On, Ntayexample, they talk about

buil ding a place to sleep, they discover thg)avatars:
For further information about loaerm onlinecommunities development, s&éae Social Structure of Online
CommunitiegBainbridge,2020].
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The bar chartgn Figure21 confirms a high percentage of socialisers (with both avatar and
gamers,to a different extent). Moreover, Figure2 shows examples of explorérand
achieverébehaviour (respectivelyn the answergexploring the whole aréand &creating

new spacdy. Finally, the avatafdestimonies reported in the previous paragraph outline the
Controllers categor{?

Traces of thesaypologiescan be found in avatars tom relationto the previous
descriptionsMax is an achiever, preferring clear goals and trying to direct the game; Fabian
is an achiever too, who also appreciate social interactions; Yana is a socialiser and an
explorer, liking to discover new dimensions inside amalnd her; Carola is a controller at
times, who generally enjoys human contact. Besides these examples, all of them can shift
from one category to another, depending on the situation. Albeit they frequently enjoy the
interaction, avatars do not recogntseeplay but letting gamers play with them. Their role
implies receiving orders and reacting consequently: despite any detialang, they are
still avatars. Each of them also tends to observe what is happening from an external
perspective. Yana talks avabout picturing the gam@srcomputer view, whereas the others
know how to influence gamers through his/her point of view [Appendix Il]. These aspects
suggest that it is not only the gamer perceiving an embodiment in the avatar but also the
avatar reembalying in himself/herself as a controlled/observed being. This process occurs
due to the performedperception of the live streaming camera and the g&msereen view.
Furthermore, it confirms the garmavatar system hypothesis, outlining the two poles
different perspectives regarding the different access to digital means. The gamer perceives
both visual and auditory perspective of an obexgrders character, whereas the avatar only
hears the voice and sound environment of the gamer, at most imagimndpisiber
perspective might appear. Therefore, the perfordmecgption of virtuality is not passive but
becomes increasingly lived in being playing observarst players of themselve$:

% Although important in the game concept, not active gamers have not been considered due to their scarce role

in space definition.

SProbably due to this dynamic, Carola talks about t hi
every feeling as bigger than in real Iife; Max analys
and Fabiang able to face his fears and reshape his perception of society [Appendilk4).Il.s].
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6. SPACE DEFINITION

April 30, 20207 Inside out

Onthe secondloor balconiesthere is a small door leading directly into the performance

hall just after the control roomThis entrance has been left ajar to allow cables passing
through. Alex and the team charge of the documentary sometimes cross it for shooting
footages and pictures. Approaching that threshold, the sounds coming from the hall become
sharper, among the dis@®oped musid probably due to occurring malfunctions of the
players, as Alegaysi the musical instruments used, the speechless phonemes of the avatars,
and the noises coming from the various interactions. At the same time, the closer you get to
the door, the greater the sense of mystery connected to the unknown world thaigis taki
shape behind it. Having watched most of the performance from the control room screens, |
associate each sound with the picture of what is happening, although | cannot hear what
gamers say. The world dbenesisis developing its distinct sonic landscapsearly
identifiable tothosewho live nearby.

When | decide to enter the hall on the fourth performance day, | realise that the direct
perception of events is quite different from how they look on a screen. In the absence of the
user® audio, that sounstape appears rather silent and repetitive when totally devoid of
words. This makes it particularly suggestive and ethereal, as suspended in an intangible
dimension. The looped music of discs, videotagraskeyboard samples enhance this feeling
and remain in the background, whereas avaigestures acquire depth. Walking along the
second floods corridors, | observe from above these primordial creatures walking around
through roughly delineated but cldarecognisable areas, looking for some hints, capturing
a subject of interest, and then interacting with it slowly, silestigypulousiytrying to trace
the next move. Colours are incredibly vivid and generate kaleidoscopic shades on surfaces
while blured by the fog machii@e mist, making the landscape evanescent and indefinite, at
times impenetrabléivatars occasionally appear as the only moving elenfesmsed in this
static audiovisual landscapét is precisely this stillness that renders a dimengeyond
time and space. | observe its symbolic, mythified, objesaghland virtualised living
inhabitants returning to life when crossing the hatch, as new creatures ready to endlessly
reborn in one or another overworld resulting from the projectesystAnd, above all, |,
defining which are the boundaries and, at the same time, secretly conspiring against any
given order.

When | go back to the control room, | find Alex and Carl joking in German, as they
frequently do while working. Although | undenstialittle of their puns, the atmosphere
amuses me. Their hearty laughter can be heard all over the building, they do not seem to
care abou it. Sometimes, Alex looks at me, and suddenly in a serioygusaftes their
bizarre behaviour by saying that lielps to release tension. These tones and statements
remind me of the inevitable distance between the scholar and the studied environment that
scientific and ethnographic research carries with. From my stool, | am isolated in the space
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of analysis and orgasation of facts, far from the surroundings. | feel as defragmenting
events, arranging them in a precise order that gradually takes shape in relation to facts.
During the week, my world coincides with that partially filtered and reorganised
performance. hlone inhabit that world. And only from that abyss of solitude | can connect
with all the inner selves that are simultaneously flowing in communication with it.

The interaction between garmavatar systems and the virtual world is the main factor that
influences the space definition. The relationship between these two poles, analysed in the
previous chapter, generates various dynamics that modify the objects position, assembling
and usage. As shown in the following excerpts, items and relationships lsayeificant
link with common habits, but their function frequently evolves towards unusual actions. This
principle depends on the digital means that come into play once the avatar crosses the hatch
and the gamer connects to the website. As a transcodity, @ach subject and object
maintain a strong connection with its original affordance and his/her agency and background
(cf. & & 85). Of course, spaée open editability and the authédeclared intention to avoid
predetermined structures are an indgart ofGenesis Still, the virtual world embeds this
freedom within specific thresholds. Therefore, the present chapter first identifies the
performancé structural elements, which both influence and reflect the overall évents
dynamics. This formag¢volution is mainly attributable to the avatasshedule and iterds
progressive entrance, respectively underlying the cyclical éstefsetition and objecfs
accumulation within the space. Secondly, the garaealysis shows interacti@necurrene
and variety, outlining their evolution over the week.

The most relevant predetermined factoiGanesisevolution is the slofsorganisation,
related to avatagsschedule. The interactions depend on which and how many avatars
perform. As showrin Figure23, avatars inside the hall are usually two or three, rarely four
(from 18:45 t0 20:55 and22:00 t0 00:40), one (fromy:55 to 5:25 and from6:30 to 7:15), or
zero (froms:25 t0 6:30). They rest minutes everygs minutes sloti.os hour in betwee the
working period and/7 hours to sleept Even if the option most sticking to the authiors
concept would have been to let them stay inside the hall continuously, this sciiedvda
freasonable compromise for making sure that avatars fstaythyo [Appendix Il.1]. Also,
it guarantees different combinations of avatars and the possibility to interact with another
avatar most of the time. The schedule organisation outlines the emergence of a temporal
structure, which frames the interactionfieToverall cyclical repetition shows significant
differences in the first and the last days. Except for Yana, the ad@parsing entrances and
closing exits occurs minutes apart from each other, recalling a mirror organisation. These
shifts also relatéo the cumulative form principle stated by Mark Spicer, whictucial
feature [€é] is the abi |l i tograduallypooq pprz@xt]ili’ce par t

% These data have been retrieved from the schedule given to the avatars during the days immediately before the
performance, hung i n t hpgerfoprmancé, this pten slighily chaongesmaccorBingrtoi ng t h
the avatarsé needs and to the fact that Alex and Hei
% The author adapts the concept defined by Peter Burkholder regarding art mysit tp pop-rock,

progressive rock, pogtunk and techno music. Even @enesids not a musical piece, the concept has been
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Avatar Schedule

Day 1 Day 2,3,4,5,6 Day 7

Yana ] | || | | NI
Fabian [ ] | NN | ] [ ]
Carola. ] | | | | | | | | | | |
Max [ ] | | | | | | | | 10

0 3 6 9 12 15 18 21 o0 3 6 9 12 15 18 21 0 3 6 9 12 15 18 21 24

Hour

Figure 23. Avatar schedule over the seven days. The blocks correspond to the performing period.

Iltems Entrance

Day 1 Day 2,3,4,5,6,7
Violin \ A R O N S A D 1
Keyboard [ A U O O ) o 1
Piano [ A R e 1
Shelf, cutlery, and bottles \ AU 5 R T S Y N D 1
Golden foil [ AU 5 O O O Y O D 1
Table, couch, and chair | A O A 1
Light [ A Y O S ) A Do 1
0O 1 2 3 4 5 6 7 8 9 1011 1213 141516 17 I8 19 20 21 2223 0 1 2 3 4r-------=--=--=-- 24
Hour

Figure 24. Entrance of some items as selected by gamers during the first day. The dashed lines highlight their
permanence inside the hall for the whole week.

Static background (circularity)

/ \\

Space definition (directionality)

N
/

Figure 25. Genesis form: scheme showing the merging of repetitive patterns (pink circle) and evolving space
definition (black arrow). Slots (in blue) take place within this basic structure.

-
S -

Slots —— |

In this case, théavatars paéfulfilment takes place once all of them enter the hall, then
becomes cyclical. Still, their reiterated schedule is always different due to the items
progressive hoarding and space development. Objects continuously grow in number and

retrieved because Schubert comes from musical composition, and the mentioned genres strongly influence his
wor kés for mal mpositdrpleappeoach [Dreaxds; Hud, 2015].
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never leave the hatluring the performance (Fig4), while areas and actions continually
change. Thus, it is possible to observe two different kinds of accumulation within repetition:
the avatars layering, perceivable only in the beginning and the end, holds the same pattern
and becomes embedded in the static dimension of the virtual space; on the other hand, the
items staggering underlines an egeowing accumulation that starts from the beginning and
continues over the whole performance. Within this trend, the climaxidesaevith the
maximum number of collectable objects at the end, when the last space setting occurs. Figure
25 highlights these trends. Space evolution follows a directionality principle through items
accumulation (black arrow). In contrast, the av@atarhedule defines the background by
repetitive patterns that recall circularity (pink circie)The overlapping of these parts and
layers determines the structure in which each slot takes place (blue vertical lines). Therefore,
each slot reflects a specificoment of the performance timeline, when a certain number of
items are in the hall, specific avatars perform, and a determined space setting occurs.

These quantitative considerations enlighten the formal background in which the slots take
place. Still, tle performana@ primary goal is to describe each interadiagquality(cf. 81):
within this structure, space evolves with its own rules as defined by playing human beings.
The timelines reported in the first appendix shgyy selected interactiorf8.Eachvertical
line corresponds to one interaction, occasionally enriched by the relative snapshot in the
figures. The underlying tables highlight the ewsritour, the controlled avatarchannet?
the interaction category, and a brief description of the ma&mts. Boxes in blue evidence
interactions related to the pictures. The nine categories refer to the overall trends, as follows:

1 Constructing assembling furniture or different kinds of material to establish an
area, identified by the gamer and recogisg the next ones.

1 Artwork composing an object with artistic value made by assembling items,
painting or modifying the structure of present material.

1 Music playing an instrument or reproducing music through keyboard samples,
projector speakers einyl, CD, DVD and VHS players.

1 Playing ludic experiences with games, sports, board games or improvised
performances without artistic intent.

1 Partying having fun with the avatar or other gamers by drinking together, dancing
or celebrating an event.

1 Caring: taking care of avatars by feeding, clothing, warming up or making them
relax in different ways.

“This kind of structure recalls the o6ergodic formbd
systems based on discrete elements evaluated quantitatively in relation to digital means)chtdek their

linear concatenation and circular repetition [Beferag, pp.78-81]. In this case, the circularity strictly relates

to virtual reality and fragmentation to the slots and items digital transitionfcfAgain, these aspects are
relatedto Genesisnsofar as it involves discrete digital structures, recalling the musical background of Schubert.
97 This selection highlights space evolution and the quality of the overall plays. For example, frequently
happening hugs have been evidenced atign relevant. Also, some games are lost due to technical problems
or a low audio or video resolution.

% Chr corresponds to Max, GHo Carola, Ch to Fabian and Chto Yana. It has been evidenced only when

the avatar plays with a gamer: only this caselsvant for space development, the core concept of the piece.
The avatars also act when not controlled joining other games, fulfilling orders of previous gamers, cleaning or,
especially Max, performing to animate the show [Appendix II].
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1 Connectingestablishing a connection with avatars or gamers by meeting, physical
contact or verbal/written communication.

1 Violence acting against anotheuman being or item by disturbing or destroying,
having the goal to domingter not caring about things or people.

1 Conceptual:aiming to break the fourth wall by surpassing the setting boroters
communicating conceptual reflections beyond sfro®teridity .%

Each category might involve one or more avatars:playing instruments partying, and

constructingtake place usually betweenmore players,whereasconceptual,violent, and

artisticinteractiongendto beindividual. Generally thesenteractionslo not persistoverthe

slotswilfully. Nevertheless;ategoriedike constructingind amoreeffortlesscontinuitydue

to thesamearticlesimpliedin diverseprojects.Thecontinuougransitionof objectsfrom one

function to anotherdefinesthe hall through gamer$ and avatar$ actions. This process
impliesthe acknowledgementf closedsystemsomposef differentelementsUsersuse,
modify, or destroythem mostly without a long-term project. Also, interactionsdependon

their goalandwhatavailablein the hall andinventory.Interactionswith objectsandhuman
beingsdeterminghe entiretyof the performance.

Thes el ect ed pl (&ig.s6phighiights the overallrends occurring over the
seven day# The initial overall fall is ascribable to the growing number of free slots related
to booked but not used tickets. The first days are characterised by mpkigadg, and
constructing interactions, moved by thecessity to build recogsable areas and easily
interact through games or instruments. Parties play an important role also, especially during
the second day when Carddirthday takes place. This trend decreases on the third day and
sees a rebound on tfeurth day when constructing a vast area in the middle of the hall. The
fifth day shows a high degree of violence during the night. Then, artworks and playing
interactions prevalil, returning to collaborative and sharing moments. The last day shows the
lowest value of constructive dynamics since space is well defined already. On the other hand,
except for the playing categ@sydecrease, partying, artwork, music, and violence reach a
high value. This tendency highlights the creation mood as well as theccagpériences
manifested in the end. Hereafter, the analysis of some perfortaamnaeerpts shows facets
and development of the mentioned categories.

% These categoriesst and on a di fferent | evel in comparison to t
chapter. For example, controllers could be addressed to violent actions as well as achievers with a clear
destructive goal; destructive slots are not alwaysdntrast with the avatar will, and sometimes show a
collaborative intent; socialisers might interact by playing an instrument, partying, taking care of each other, or
simply connecting; explorers are frequently related to construction, but also to cdrargaterk or conceptual
messages.

7 The graph shows every single avatar involved in each interaction and controlled by a gamer. For example, if
two controlled avatars join a musical interaction, it counts as two. This approach is useful to highlightihe ac
number of gamers involved in each category. The reported trends are an estimate that does not consider the
whole plays and the videos lost due to technical problems. Nevertheless, through the considerable number of
shown interactions, it is possible fanalyse the general trends and make data accessible, reflecting and
guestioning the considerations done during the obsenvatlono. For the sake of clarity, some categories have

not been reported: caring and connecting interactions happen too fitgqlieing the seven days, whereas
conceptual ones are too scarce to be functionally represented in the graph. For more details about these
categories, see their analysis reported below.
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Interactions Magnitude (percentage values)
100
90
80
70
60

50 ’_‘\\

40

30 \ —

o N |
D1 D2 D3 D4 Ds D6 D7
e Artwork Playing Constructing Music === \/iolence ==@== Partying

Category D1 D2 D3 D4 Ds D6 D7
Artwork 8 9 5 8 13 9
Playing 12 7 9 8 12 4
Constructing 11 10 3 12 4 3 2
Music 16 13 2 4 I 7
Violence 10 I I 0 13 0 12
Partying 7 6 0 3 4 3 4

Figure 26. Appendix timelines analysis: magnitude of six interaction categories over the seven performance
days. Values are reported in percentages in the line graph and real values in the table.

Constructing

During the performance, identifiable areas move, merge and are dismantled, redefining their
borders and connotation. As stated, most of their setting occurs until the fourth day, except
for a fewsignificant ones built later. Defining recognisable areas results from the gamers
primary necessity. As highlighted in Figure, the first action is illuminating the dark space
through a floodlight. Then, during the first four hours, a living raowith a table, a green
couch, a wooden chagnd a light in the middle and a kitchefi with furniture, cutlery, and
bottlesi appear.! On the second day, gamers refine the kitchen with pots and furniture and
set up a table where tools will find collocatid@oth these zones remain in the same place
for the entire performance. Instead, the wallvhich is the first constructed element,
assembled using electric drill and scré&iisand the tent already selected during the first
dayi start their transitionhirough different places and modifications. The former, edited in
variousways during the fourth day, converges in the room in the middle of the hall
(namedxastl®by the gamers), whereas the latter moves in different locations until becoming
part of a garden zoneOn the third daya mattressa pillow, and sheetcompletethe bed

7t As Horowitz states, the authors set the bathroom reported imtakntes with a bucket and toilet paper in a
hidden cove. Also, staff members complete the kitchen.

72 As it will be also treated during the next chapter, Juliette Krauss does this action, who has previously worked
on the item selection and organisation.
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Figure 27. Performance analysis: main spaces definition over the seven performance days. The colours outline
one area's development, which shares one or more parts with the previous pictures.
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arrangement, defining a rough bedroom where avatars rest at times. Furniture and a couch
previously used a& sculpture compose a second living room next to the hatch. The vast area
built on the fourth day is théastlé formed by several furniture and wooden boards arranged

on a rectangle, which embeds the first living room, the bed, and the walls. Ganwrslya
embellish and frequent it during the following slots. On the final days, the most important
emerging areas are the third living roonvhich becomes a cosy TV place with a blue couch,
cinema seats, carpeand shelfi and the garden zorie composedof all the plants and
gardening tools located around the hall. Moreover, the inflatable unicorn and a toy tunnel
enrich the playground, which assembling starts with the inflatable pool and sand entrance on
the second day. Finally, the canvases createld tafie or fabric of different material are
minimal spaces hosting different interactions, mainly regarding painting or writing.

These areas are explicitly recognised not only by the gamers who design them but also by
the next ones searching for a kitchen to cook, a bed to rest or a couch to play, smoke or drink.
They might also stimulate specific actions related to that area,asucising toys in the
playground, relaxing in a tent area, using a tool lying on the table, or watching TV in a living
room. Gamers discover these areas mostly while playing, exploring the space, or asking the
avatar to fulfil a specific action related teetn.On the other hand, gamers could be aware of
the setting by watching the live stream or joining the ¢hkbr example, on May, they
textfrom 1o:13 a.m. tor1:43 a.m:

b: We could start a project, and | continue it.
Mario: | like this small kind 6room... Maybe we could make it more beautiful... Or we create
another room next to it. Like a bedroom?
b: I think it would be nice to have a place for everybody to sleep, yes.
b: But I actually thoughaibout freaking out a little with paint haha.
Mario:  Ités so difficult todbuilddéa room...
Mario: | ordered some walls to create a bedroom.
b: Nice!
Scrome: Hi all.
Mario: | try to build a bedroom. If anyone wants to help me, feel free!
Mario:  Anyone playing right now who can help me carrying those things?
Scrome: 148l help once | start playing in a moment.
Mario:  You see the bedrooonthe left Im trying to build.
Mario:  The carpet is the wrong way round.
Mario:  Now, the avatar ihaving a rest for five minutes):
Mario: It was a lot of work.

Or, on May2 from 3:37 p.m. to4:22 p.m., they plan:

Helena: Hil | am playing now.

Helena: We will build a garden.

Mario:  Very good idea!

Helena: Do you want to join?

Helena: Webuild a garden around a picnic blanket. You can fin!

Helena: Anybody wants to send his/her avatar to the garden and give my avatar a massage of
coursetake turns.

73 There is no evidence showing that people watching the live stream are the same playing since it is not possible
to know who the YouTube users are. Thus, this consideration belongs to my own experience of watching the
video from the control room and briefthatting with some known users.
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In the first examplethey presumably refeto the carpet with three red pillows assembled
during the sixth day7(),’* even if that area does not provide walls. In the second, they are
probably talking about the plants disposed around the blapRe®(transition area between

the last two gardenonthe bottormright corner of Figuree7. These excerpts show two
examples of borderline categories among constructing, conneetiioigcaring. Gamers
establish a relationship starting outside the play, share the areas setting and regard the avatars
wellness through a bedroom to rest or a relaxing place to have a massage. Furthermore, they
outline that assembling a few elements commonly related to a specific place is enough to
define it. For example, some plants make a garden; three pillows on a cdrpet,stove,

and cutlery, a kitchen; a couch, and a table, a living room. Within an empty and undefined
virtual space, gamers necessitate reference points presumably related to their background.
Once roughly established, they might modify, dismamtteusethem for interacting. Thus,

each object acquires a function in relation to broader recognised areas. For example, before
becoming part of the second living room, the couch lays alone beside the hatch without a
clear role. A gamer then uses it as part acalpture, putting it in a vertical positido
surround a mannequin€). A similarly isolated piece of furniture becomes the surface upon
which carving the gamé name {4) before becoming part of the castle. After replacing its
cutout pieces withailored soccer ball parts, a folding chair becomes an installation and loses
its sitting purpose78). Therefore, it is possible to infer that when a recognisable system
embeds an obje@ function, the action of removing it becomes destructive, sometvittes

the further purpose of rebuilding something else. Through these processes, objects acquire
different forms, many of which uncommon. Still, even if the virtual reality freedom extends
every itenis affordance, the game setting limits the cases, detiemgnihe manifestation of

a restricted number of categories.

Artwork

The mentioned objedisevaluation is a fundamental aspect of the artworks realised during
the performance. Gamers frequently aim to construcssaifding units using various items
found in the hall or ordered from the inventory. These assembling might have an artistic goal,
where aimed at beauty or manifesting a conceptual insight. Occupying part of the hall and
defining a limited area, they become spaces also. Nevertheless, gamersalaceive them

as inhabitable but to be observed and artistically enjoyed. Moreover, these compositions are
not sculptures because lying in an interactive space and being physically modifiable. Instead,
following the definition of Claire Bishop, theyeattributable to installation art:

In a work of installationart, the space and the ensembleof elementswithin it, areregardedn their
entiretyasa singularentity. Installationart createsa situationinto which the viewer physically enters
andinsiststhat you regardthis asa singulartotality. Installationart thereforediffers from traditional
media (sculpture,painting, photography,video) in that it addresseshe viewer directly as a literal

presencén thespace[2005, p. 6]

74 From now on, these numbers in brackets will indicate the related picture in the timelines [Appendix I].
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Each instattion provides various objects perceived a&iagular totality) due to their
shaping. Rather than being oriented from the beginning, gamers seem to organise these
assemblages of elements step by step. Consequently, they highlight a layeringthedcess
involves an evegrowing amount and typology of material. The first one to be realised, for
example, entails orientaglostume pants, a gong, aamsgoapbubbles tube on the inseamz).
These elements form a recognisable figure, considered g totdroelbrated with an ending
soapbubble rite. The installation shown on top of Fige8estarts with a careful disposition
of the miniature family in a plastic box with glue. Then, the gamer put it in a cage on a table
in front of a world map. The composition on the bottom of Figirentails pages ripped
from The Book of the Universe, wetitty Campari, then sfumato and finally framed with
wood and Styrofoam. Even if progressively modelled, each of the mentioned shapes reflects
an entirety born fronthegameds ideas. Nevertheless, the layers remain clearly visible in the
final installation,manifesting a stratified form in the overall development and its roioits
composition.

The most used constitutive objects are lights and mannequins: the forrealise more
visible or coloured artworks; the latter to represent human figures. The installation composed
on the third day regard both these aspects. The gamer places a trunk on an iron block and
tapes it to form a cagend make it standing stilt§). Then, he inserts Styrofoam with pierced
pieces of a broken violin around its nextkd spreads pages of a scora circle around its
base. This sculpture is entirely dismantled on Saturday, lasting three days due to-the well
made assembling. Gaméesknowledgement of a defined figure which is part of the hall
also depends on the floodlight pointing at it. The siatid seventiday installations also use
mannequins. They respectively regard a trunk on an armchair with a sink and a green costume
(70), and a sitting body with a white suit and a red helmet, surrounded by a lobster puppet,
an inflatable unicorn, and a keyboard to complete the w&ak These artworks frequently

Figure 28. Performance excerpts: different construction phases of two installations.
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imply items not usable in a standard way, such as the mentioned sink. AcojpErosith
golden fabric and a mask follows a similar principd8)( These objectspresence in the
inventory highlights the authdysaim to promote creativity beyond common habits,
enhancing this kind of outcomes. Presumably, the growing number of umsta#dations
increasingly influences incoming gamers to experiment with something sitoiards the
peak of artworks on the sixth day.

Music

Playing an instrument is one of the first action tried in the game, frequently used to establish
a connectionvith other players. Keyboard, violiand piano are the first instruments to enter

the hall, implied in solos and duos during the first morning. Except for Carola, a clarinettist,
and Max, an amateur violinist, none of the avatars is a musician. Instpsene gamers

are presumably expecting them to be professionals or virtual characters who can use any
available item. Thus, the playing interactions sound frequently rough and hard to render when
asked for specific piecés.These cases might also resultnothing happening, and they
usually follow in a more general musical instruction, elementary teaching or changing the
gamés topic. Generally, noise is one of the most frequent sonic results due to the avatars
playing difficulties or gamers experimetitan. This trend aligns with th&enesisoncept,

which considers instruments as all the available means, also beyond their common usage.
Moreover, as stated in Chaptgrsome gamers come from Schubert musical environment
and presumably reflect their persal research in the game. Thus, playing continues to be a
systematic way of interacting but also embeds various facets. For examplgsat.m. of

the first day, a VHS player left on the keyboard pitches generates a wide cluster. In the
afternoon, andter gamer replicates this principle by taping the octaves, thus avoiding
dissonance and creating a drone on one fundamental tone; shortly after, he leaves only one
pitch still. Drum sections and percussidnsgithin which bass drum, cymbals and congas are

the most used acquire an important role, presumably due to the effortless rhythm
generation. They also determine experimental outcomes. For example, the bass drum
generates feedback through a microphone inside its souifiddfter cutting out a circle on

the membrané or a deep drone using an electric planer on its surface2(day43). Other
commonly used instruments are synthetic organ, another littler keyboard, accordion, an organ
pipe, electric guitar, and recorder, also frequently mixed with @hadyjects: an organ pipe
played with the blow of cloud machine (day 15:24); a megaphone siren on which
screaming or singing a melody (d&y21:46); objects in the kitchen hit with drumsticks (day

3, 13:32); a microphone receiving a fan vibrations aruise (days, 0:48); a broken piano
played with sticks (day, 17:35); a vinyl scratched with glue (dgy2:08); chains tied on the
knees, floor tom, megaphone, and voice for improvisation fda&y25); a vibrating heart

pillow used on the electric guitar as an EBow (day2:35). Once again, all these examples
highlight the revaluationof objects, gding anotrer function due tothe situation. For
example, a knockedver vertical piano, dismantled and with broken hammers, loses its
traditional keyboard usage. Thus, it shows the possibility of being played with sticks or

75 For example, see when Fabian tries to play Anna Magdalena Bach during the first day.
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plucking the usually covered chords in tbeer part. Or, when trying to create an installation

of a seltplaying organ pipe, the cloud machine becomes a means to produce sounds,
determining a shift in its primary usage. As stated, the affordance changes due to the users
goal, view and freedom.

Besides the single interactions, gamers use CD, vinyl, VHS, DVD players and keyboard
samples to set a musical background on which conduct another action. These plays regard
dancing, creating an atmosphere or, rarely, playing on their base. As the edhiones
usually left on when the slot finishes, these tracks become part of the musical background in
a looped repetitioff. Thus, the hafs sonic environmeftrecalls the three categories defined
by Murray Schafer ofkeynote soundséignal®and&oundmarké Keynotegepresent the
@roundof a sonic environment, whidlare overheard but cannot be overlooked, for keynote
sounds become listening habits in spite of themseldwy are fundamental to define the
space but remain in the background as the mentioned tracks or actions performed by other
avatars. On the other handignal® fiare foreground sounds and they are listened to
consciously. They regard each sound madmtigh an avatatio which gamers are paying
attention. Finally, @&oundmarkfrefers to a community sound which is unique or possesses
qualities which make it specially regarded or noticed by the people in that community. [...]
Soundmarks make the acousiie of the community uniqui[1994, pp.9-10]. If observing
the performance from a global perspective, soundmarks are identifiable in the mentioned
looped inputs, as well as the silence emerging from their absence. These sounds characterise
the static ad circular dimension of the space, continuously repeating itself overtifinese
three layers are continuously overlapping in relation to the list@émgestion, depending on
the sonic experiené basic dynamic and the events happening around theravitars are
in contact with the sonic environment of the gamer also. The audio signal transmission occurs
from the avatas microphone téthe gameds speakers, and from the gademicrophone to
the avatais headphones. The former channel makes theahdlhactions sound available to
gamers, whereas the latter transmits the gamsss sounds, involving orders, room noises
or played music. Reproducing music for the avatar offers other possibilities of interaction,
such as playing a track to let the aratancing alone (day, 20:54), playing a piano piece
for the avatar lying on an armchair (day16:45), improvising while the avatar is playing
congas and the gamer is singing in a jazz style fdag:41). Once again, these aspects
highlight the tweway connection between gamer and avatar, which does not involve only
the gameids immersivity in the performance virtual space but also the @&atarception of
thesonic/playing environment of the gamer.

7 The malfunction of the disc playerghat Schubert hypothesises regarding the endless repetition of the same

vinyl tracks small fragmerit enhances this loop.

7lrefrk to the definition that, adapting Murray Schafer
sound (or sonic environment) with emphasis on the way it is perceived and understood by the individual, or by
society. It thus depends on the relationdtgpween the individual and any such environment. The term may

refer to actual environments, or to abstract constructions such as musical compositions and tape montages,
particularly when considerethylas an artificial enviro
78 Due to the lack of an online community (cfsBable to define and legitimate soundmarks, | refer to my,

Schubert, and avatars experiences because living the hall or neighbour space and constantly listening to its
sounds.
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Partying and Playing

The categoriementioned above refer to the spatial and sonic backgéewharacterisation

in or around which each interaction occurs. On the other side, the following ones emerge
from the setting and are mostly temporary, inherent to the slot in which they take place.
Partying and Playing category highlights two different kinds of entertainment, regarding
ludic or recreational interactions.

The most relevant parties happen during the second, fourth and seventh nights. The first
one coincides with Cardls birthday andnvolves the realisation of a celebration writing on
a canvas, followed by toasts and dancing. The second one concerns a group of people joining
the game from the same room, trying to set up a rave party with techno music and drinking.
The third one regasdthe conclusion of the performance and the chaotic and primitive
atmosphere spontaneously arising from the noise sounds played before*he end.

The Raying category relates to gaming, sporting, and performing. Gamers play sports and
board games after @ering or spotting inherent items, mostly with at least another avatar
except for a few cases like the sandcastle construction, toy tunnel crossing, puzzle fulfilment
or domino singleplay. The table soccer and sibg-side tandem bike frequently dranens
attentiori° towards uncommon applications. For example, the former is used with tubes and
soap bubbles (day, 18:43), the latter with a plant in the middle and an umbrella on the
handlebars (day, 17:27). Other games entail means found in the roguh as skating on a
wheeled table (day, 23:12); using a bra as a jumping rope (day7:58); playing four in a
row on a door (day, 9:17); making a shoppingart run and trying to jump in the pool before
the time to play finishes (day 11:38); playing basketball with a soccer ball and a cradle as
a basket (day, 15:28).

Performances also regafolayingbbecause enacted for similar purposes: set for fun and
not for making art! Among these: yelling while playing melodica and running with a raised
Goku doll (dayr, 11:17); lighting the flare and wandering around with music (glay:15);
exchanging terrain sacks with milk (dgy20:44); performing a parade with flowers and
cymbals while another avatar accompanies with bass drum rhythm, (cy8); wearing a
shark costume showing a sheet with the writlidon shark Jesdgday 5, 17:18); pretending
to be a priest through a dedicatmmstume (day, 22:09); riding an inflatable unicorn and
caressing its neck in a sexual way (dago:14); kissing a mannequin with a spooky mask
Gs a friend(day6, 20:59); wearing a tent by breaking its upper part with a crowbar fday
22:46); askingto play electric guitar with anger and break it on the mixer {day.55).%

79 As it will be discussed in theext chapter, all these events involve different relationships with contexts
external to the virtual space: respectively Carol ads
playing in the same room, and Schubert intervention during thiedfya

80 Are also used boccia play, puzzle, chess, ping pong and badminton, soccer ball, golf balls, bowling pins, soap
bubbles, origami, table soccer, and digeside tandem bike. In some other slots, items are not used, such as in
thumb war and morra.

81 Some interactions are in between the two categories analysed in this paragraph, as the many slots played with
the mirror ball, used both as a ball for playing or as a tool for dancing; performing events within a party, as the
6zombi e danc édésixthday;meking fgures with hands in front of the mirror on the sixth day;
using puppets as marionettes, like the lobster play on the first day, lying a child mannequin on a bed on the
fifth, and the fight between a mouse, a bear, and an owl oetleath.

82 The last action, which is borderline between playing and violence, is not realised because too dangerous.
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What makes the performing events different from gaming or doing sport is establishing a
context in which a scene can occur. For example, the religious performances require the
dedicated costumes of a shark Jesus or a priest with stole and Bible; the Jimi Hendrix re
enactment needs an electric guitar violently played. This aspect refers to a rough dramaturgy
organised by gamers, which seems to conceive a general purpose andetaited plot.
Narrativity and roles evolve during the play depending on the items discovered in the
inventory or space. Thushatherlayer of interactionis observablea play inside the
performance, which explicitly aims to attributelzaracter to avatabeyond their standard
role and create a representation ideally superimposed to the game setting. Other irgeraction
typologies follow a similar principle, having a purpose even if without a theatrical approach.
In these cases, it pakke to recognise what Grant Tavinor defimsgemergent narratii@n
video games assmall local narratives strung together into an arc that is unique for a
particul ar pl ayer. [ é] Though they may sha
players, tle sequence and combination of their activities are unique to their character, and
this constitutes the story arc of their charazfeoog, p. 123]. Once again, this concept also
involves the avataéactive role: considerinGenesiss aspatial stordi namely responding
fito alternative aesthetic principles, privileging spatial exploration over plot develapment
and beingiheld together by broadly defined goals and conflicts and pushed forward by the
charactes movement across the map [Jenkau®y, p. 124] T they provide hints to players
by pointing at certain items or places [Appendix Il]. Thus, if the gamer directs and plays the
plot simultaneously, the avatar fulfils the gameeprogrammedintelligence role by
expressing a visual preference. The ggnovides an overall arc regarding each slot, which
depends ommicronarrative§ as memorable moments related to sensations or perceptions
that shape the play@remotional experiencév{, p. 125]. Nevertheless, the performaiise
events happen extempaoepusly, without a recognisable directionality or logical
consequentiality. There is no planned resolytamd plays seem to be concatenated events
happening one after another. Thus, except for the general interaction with space, a plot is
absent even wimethe gamer has a clear purpose. These plays still submit to the general
performance fragmentation and do not question the prerequisites of the medium in which
they take place. Performing inside the performance or playing inside the play remain events
embaealded in the virtual reality dynamics and, flowing in the overall timeline, reflect one of
the playeréexperiences within the game.

Caring, connecting and violence

Caring, connecting, and violent events explicitly relate to hubgamg impulses. The first
two categories reflect a collaborative intent, whereas the last one implies acting against
avatars, objects, or any established order.

Caring takes place mostly in relation to the energy bars and is functional to strengthen
human charactedperception. Gamers tend to respect their avatar needs and invest items and
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time for their healt3 Feeding is the most frequent way of caring, continuously executed
over the week. Many meals happen at the usual time for breakfast, lunch, dinner or even
snack, manifesting a coincidence with gamer habits through the embodiment. This trend also
relates to days of the week, as the Sunday cooking session and eating on the couch (day
10:25). Some gamers show an outstanding high consideration of theGayéigsical state.
For example, on the third day morning, the hangover of Carola is treated with a dedicated
breakfast during the entire slot. More creatively, another gamer provides a singing show
while an avatar eats, then offering food and even sfeaing her (day, 11:05). When not
used for parties, alcohol might assist the relax after finishipgject frequently combined
with a cigarette. Alternatively, it outlines the enjoyment of a particular atmosphere, like that
created in a tent filled witthe cloudmachine mist (dag, 20:40). Both these events express
a rite, stating a task completion or enhancing the calm moment within a space. Relaxing also
involves lying on the bed, couch, tent, chaircarpet for some minutes or watching a movie
or adocumentary. These plays are frequently enriched by other enjoyable actions, like eating
cereals and chocolate milk, reading Vice, and holding a puppet in front of the T\4,(day
16:11), Or sitting on a chair and observing the falling fakew thrown by mother avatar
(day 7, 16:39). Finally, caring regards massaging, which takes place usually between two
avatars; reading a book, which concerns gé@nepeech, being the avatar not able to
pronounce words; doing exercises such as stretching and runnargnglep; regulating the
temperature through clothes, practising sport, or using tools like heater or hairdryer
Connecting category entails the human relationships between gamer and avatar and
gamers through avatars. Firstly, gamers might try to knove inésrmation about the avatar.
Not being allowed to answer or speak, the avatar usually communicates the impossibility to
reply or writes the general nand&vatad Still, external information fulfils some gamérs
curiosity on the sixth day. They share tietrieved data through the chat:

b: [ figured that actually one of them can play the guitar pretty well...
b: I googled their names.

Mario:  Where did you find their names? Are they artists from Hamburg?
b: Inthe@boubsections.
b: Berlin, alsoMunich.
b: Actors and performance artists/musicians.
b: Yana Thoénnes, Carola Schaal, Fabian Oehl, Max Pross.

Mario:  Ah, thanks a lot#

Writing is the most common way to reply to gamers questions and communicate with other
people inside the hall. This kind of exchange has different implications, involving different
means nobnly to ask the avatar for information or personal details. kamgle, a gamer
communicates affection to other avatars through the@&dave youwbwritten on a sheet of
paper (day, 0:35); a blanket on the ground reportdtzank yowmessage for the avatar (day

6, 15:41); a door becomes a canvas on which wdit@ppy birthdag(day 3, 20:12); Fabian

BSome questionnaireds testimonies evidence gamers anrt
the avatar is not working agmected or manifests disappointment [Appendix 11]. This behaviour is presumably

related to the consideration of the avatar as a virtual character who is supposed only to obey orders.

84 Lacking a widely shared online community overviewing the chat f.t8is consideration is not relevant

for further interactions. Note also that the chatos
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draws a graph about his experience intensity and hasetoact the action on the peak (day
7, 8:30). Another level of interaction involves contact beyond sight. The freélyuen
happening hugs and shaking hands refer to this category, as the body exploration through the
senses when touching VR glasses of other avatarsi(dayso; day 2, 4:40), asking for
describing the clothédexture (days, 2:54), or the smell of anothavatar (days, 17:46).
Some gamers might push this principle too far, asking to sexually interact with another avatar
by kissing or having sex with him/h&rThrough the embodiment, these interactions try to
further push the game limits by acquiring alactive and sensory dimension otherwise
absent: gamers feel touch or smell throtkgdir imagination anthe avatais feedback. When
not related to temperature regulation, the customisation of the @wvau#it follows the same
principle but about appeance (day, 20:53). Another way of socially interacting is drinking
together, beyond relaxing or partying. For example, beer or alcohol exchange highlights the
will to meet somebody else by sharing an object. This usual way of communicating might
evolvein different and unusual interactions, such as howling while lying on the ground (day
1, 23:20). Finally, at times avatars are asked for their opifii@m creating a name, such as
dGustav(day1, 14:40), on their favourite place (day 15:27), on what kind of room do they
want to build (day, 17:37) T or share intimate states of the gaméor example, about his
deep fears about the pandemic (day2:50).%¢

Contrary to the mentioned categorieglence outlines a disconnection between gamer
and avatar, or gamer and space. Most of these actions regard cutting or breaking objects by
throwing them away or using tools, such as a drill, saw, crowbar, and hammer. Particular
examples are the swordsmareltlimg with all the objects encountered in the hall (day
20:39) and the piano breaking with the hammer (day:.04). Violence can also involve
avatars, annoyed through an iténas slapping with a wurst (day 20:51), constraining
someone with ropeape or handcuffs (day 22:13), or moving the bed when another avatar
lays on it (dayy, 22:28) T or manuallyi as the fights for the mirror ball (day23:13). Itis
also possible to disturb another avatar with noise, such as screaming, Qreakitiing
something. For example, a gamer orders to destiray & wake up an avatar who is sleeping
and not paying attention to her help request (glay2:30). As already stated, the violence
peak is observable on the fourth night/fifth morningring consecutive slots, Fabian dances
on a broken table, generates feedback with a microphone inside the bass drum, and breaks
objects against the wall. The last request of cutting the plugged light cables follows with the
gamer kick out. Some other pkgntirely imply a violent mood, as in the fourth day early
afternoon, when a woman asks to destroy or cut different objects and kiss or have sex with
other avatars while searching for techno music

85 |t has possible to retrieve two of these rejected orders: on the first dap@tand the fourth day at:25.

This slot recalls what Gottschalk defines as Ohyperrg
that individuals need little encouragement to quickly reveal sometimes exceedingly personal and intimate
informaton about themps®l veso |
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Conceptual

This category outlines those actiogsestioning the performance established limits or
communicating conceptual reflections beyond s@aamateriality. Some gamers, for
example, try to exit the hall without success. These actimffiment occurs on a more
abstract level. For example, theeaming of some social or political messages goes beyond
the simple interaction between users: the dekiAVE NO ONE BEHINDOwritten on white

fabric on the first and the third days refers to a slogan relatédetoo3o Agenda for
Sustainable Developmentulplished by United Nations, which aims to end social and
economic inequalities between Countries; the phéxaasformation no@written on the
avatafs palm 42) remains visible for next players, recalling a revolutionary turn which could

be both personal and social; the ciral@ddrawn with lather on the ground on the seventh

day is the symbol of anarchic movemer#s){ the wordGVENCEREMOSbcarved on a

shdf with a planer presumably regards the hymn of the ChileanMefy party Unidad
Popular (dayy, 12:30). This kind of messages could also imply a philosophical reflection
about the game prerequisit€®r example, writingyou are able to act responsilythout
authoritarian lawg(day 1, 13:34) or trying to writedhe limit does not exié{day 7, 14:53)

show a critiqueof the game rules about space limits and avatar obediktwreover, some
gamers aim to transfer subjezéad object8role to anothemedium: writing on the mirror

ddm an avatd (11) highlights the avatar function by superimposing the concept on the
reflected image; the Polaroid pictures impress figures of objects and avatars on another layer,
which is static and in contrast with tgame flowing?” a frame at the avait@rface height
represents a symbolic picture not directly accessible by the gam®erSurpassing the
borders might also imply communicating with people outside the performance hall, as the
authors, staff, or anonymoasquaintances. Gamers leave thanks to organisers on the hatch
on the fourth day where cameras are supposed td la@d a date request for an unknown
person saw at a bus stop in real life written on a bus stop sign inside thyhdlrally, an

entire game might imply metaphorical actions, which acquire significance for the performing
avatar. On the seventh day afternoon, the gamer asks to reach the place where the avatar had
the greatest emotional response and observe the object relatecattaiigdes to an old Mac
computer on a shelf and looks at it. Afterwards, the gamer asks to move the Mac where the
avatar was and vice versa, considering the replacement as a symbolic shift. The avatar
observes the object as herself laying on the groundddeiad, and the Mac is supposed to

look at the avatar in the same way. In a further step, the gamer asks Yana to compose a piece
on the keyboard. This action establishes the avatar as a female composer, among other greats
like Wagner and Stockhausen. Tharger indicates these dogmas as an omniscient being,
and the avatar lives his plot on the moment. Thus, she makes a spiritual journey, implying a
role turn and a new identity fulfilment: from a virty@érforming character, she acts a re
embodiment of herdfeas a composé®. These interactions outline another communication
level, expanding the space rules and borders to an abstract dimension. Also, they frequently
determine a role turn: about the avatar as a concept or a willing character; about the authors
or people outside the room as subjects with whom interact; about the gamer as an unknown

8 The Polaroid does not work, so the pictures are unavailable. The conceptual intent is still relevant.
8 Yana herself recognises this play as a strong emotional experience and an inner journey [Appendix II.
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director, beyond the given order. In this case, the layering process refers to different ways of
communicating and superimposition of different meanings. Each réaiuantails the
charactergfunction and the game rules but tends towards new dynamics and conceptions

The mentioned categories and subcategories show a possible grouping of all the available
events of the performance. They also outline the layerirdjfierent kinds of interaction
which, happening consequently or simultaneously, dé€heeesidorm and content. Some
of them show multiple facets due to different goals or unclear irteRts.example, putting
the Bible on a stove to burn it has thmbavalent nature of violent and conceptual action;
searching for the highest place where to put a chair show both a conceptual éime for
highesb and the constructing wish; it is not clear if hitting various objects around with a
fencing sword has theogl to destroy or to play. As shown, gamers conceive items as part of
a system which is inhabitable, observable, modifiable, usable, or destroyailseparated
unitsi to embed in a further system or singularly employed to interact. These processes
ewlve from the possibilities offered by the space when a gamer joins the play. The
performance dynamics often determine a redefinition of the objertstion so that they
diverge from common usage. Besides those already stated, Bigurgyhlights other
examples, reporting the transit from a hypothesised standard function to the enacted one.
Interactions might persist over different slots, involving the same object or similar content.
Usually, this connection seems not explicitly planffe@he continuityarising from this
attitude results still fragmented, not regarding the gaorethe slofi as a whole. The shert
and longrange relations already highlighted mostly regards the emerging areas in the
Constructing section. The ones reported hereafteraskeference specific objects, showing
random enactments of these connections in relation to previously made actions. The many
canvases realised during the performance through different material are privileged supports
to enact this kind of interactionallowing direct communication through words. Figgee
shows two writings made on different days on a bedsheet. The relation between their contents
testifies a discourse between two unknown users: thémgxig hardfollows Geid fruchtbar
und mehret echd (be fruitful and multiply)i which refers to the biblical Genesis excerpt,
presumably in an ironic way. Some other ldagn trends manifest a development related to
a specific dynamic. For example, the piano in Figurémplies playing during the whole
performancé even when brokehbut also brutal actions. Its progressive destruction outlines
growing violence in its regard, presumably related to the previou®sistdt observation.
Finally, Figures2 highlights diferent functions of the golden foil both in the short and {ong
range. Except for the waves made by three avatars as a pteginly defines an area or a
background, being a fabric and due to its visual impact and versatility. Thus, it creates a loose

8 The timelines report these interactions with more than one label.

% There are a few cases in which actions intentionally persist over time. Among those, a gamer asks for a
distinctive sign to recognise the avatar in a further play, and the avatar draws twavlildspbecomes his

name (days, 15:56). On the last day, the avatar let the gamer recognise him through this secret coge (day
1:24). Other gamers try to stimulate next reactions by creating a guest book anrmass (days, 12:11) or

reporting the equest to leave a message on a sheet of papes,(day7).
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Pot: from utensil to musical instrument
Caring A Playing

Book: from reading to bricolage
Caring/Connecting A Artwork

Domino blocks: from game to heart picture
Playing A Connecting

Pillow: from cushion to installation part
Caring A Artwork

Pieces of cutlery: from utensil to message
Caring A Conceptual

Figure 29. Performance excerpts: uncommon usage of different objects: transit from a (hypothesised) standard
category to the enacted one.

9 Day 5, 22:26
Writing Aeid fruchtbar und mehret eucha(be fruitful and multiply) on a sheet
covering the bed

9 Day 6, 16:40
Writing Arying hard&besides Aeid fruchtbar und mehret euchdon the bed sheet

Figure 30. Performance excerpt: writings on a bedsheet made in two different slots on days 5 and 6.
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Day 1, 9:40 Day 1, 10:35 Day 4, 13:44 Day 5, 4:04
Removing lower piano cover ~ Removing upper piano cover  Piano knocked over Broken piano

&2

e

2122,
firstly set on a
column
placed in the
& corner
9:58,
installation
with piano
Iy
> -
(@)
10:17, 19:56,
three avatars installation with
making waves mirror, trunk, and
spooky mask
14:10, 22:02,
moved with a installation refined
crowbar in with ladder and
front of TV arrows
~ 1211, 23:02
% on suspended keyboard playing
Ia) tape around
performance
columns

Figure 32. Performance excerpts: golden foil story during the whole performance.
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connection in the content but a strong one in the form, always manifesting a random evolution
of its state.

Randomly generated interactionsvithin one slot or between more slots at a different
distancei reflect a specific virtual space development. Borders and rules of the game
influence this intrinsic formal organisation, recognisable from a broader anaBeners
actions become part of this structure by assembling, destroying, or interplaying, as shown in
the various mentioned categories. They normally transit from one state to another, as objects
and avatar do. Generally, plays evolve from the perfocemaalfs current state, connecting
to the previous setting and evolving other gameactions. These dynamics establish
structural treads, clearly visible from an external overview. Nevertheless, the studied cases
rarely reflect a planned performance depenent over time but mainly stick to their slot.

The growing quantity of items and avatsivaman nature also generate an increasing number
of variables, so that it becomes increasingly challenging to control space evolution. This
entropy also regards thvery system of the game, which is unknown to gamers. As in video
games, the underlying structurefisreprogrammed in hardware and software, leaving no
space for the player to redesign the complicated game rules. [They] do not reveal their
internal algorihm, which is called élack box®d [Nam, 2019, p.53]. In Genesisthedlack
boxorefers to the hardware and software used: virtual space exists through those devices and
their binary architecture. Thus, space responds to codified principles behind its physical
nature, even if not directly programmed. Players cannot edit the gameraodks and fulfil
actions within weldefined boundaries. The experiment exists precisely because of these
borders and manifest recurrent typologies of interaction concerning those boeders.

As stated in Chaptey, gamer refers to units with a fiifent magnitude, in order of size:
to items, systems, and the whole hall. Each of these units is subject to a layering process that
defines its structure and remains visible in the final assemblage, reflecting the various
interactions. Even avatars, wheeahe means to fulfil an action or communicate, follow a
layering principle in their staggered and regular entrance in virtual space. Thus, entering
Genesiamplies referring to new rules related to the digital means structure. This process
regards the dcretisation noonly of digital units but also of items and avatars. Crossing the
hatch determines each physical emstyntrinsic fragmentation and a further redefinition
from this undefined structure. The renewed function partially refers tadgsension habits.
Therefore, the gamer and even more the avatdro is the only one living the virtual space
both directly and continuouslyexperience another reality or see his/her reality from another
perspective, which would not be possible to discovieemstise. Finally, a defragmentation
of the various units within space occurs. This new organisation does not follow a defined
computer logic but a randomly enacted human one. Thus, it is impossible to establish the end
to the process but only overview hawecontinuously changes and endlessly reorganises its
shape over time.
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7. OUTER COMMUNITIES

April 1-3, 20201 Catharsis

During the second day, Alex and Heinrich leave the control room to deliver a gift for Carola
in the hatch. She is celebrating her birthday during the performance, and some
acquaintances arrange party through the game. | feel disappointethdse attitudes
apparently out of the experiment assumptions, so much so that Carl, observing my
expression, jokingly suggests to reporting in my notebook that it is all fake. Returning then
serious, he acknowledges that it is actually a very special moment. Over tifi@ndays, |

realise that this exchanging process between the virtual and the outer worlds is indeed an
integral part of the performance and a valuable source for its evolution. When | am not in
front of the computers, | continue to observe what is hapgemound me. The four avatars

are in close contact with the staff located immediately outside the hatch, through which they
enter and exit the performance hall; they frequently meet the authors also, to discuss what
happened in their slots. On the otland, the staff members sometimes reach the screens in
the control roomi considering that they are usually watching the limited broadcast on
YouTube without audiband the authors join people around the fifigior tables to talk with
avatars and staffThese micrecommunities belong to the physical environment they have
settled in over the last month. From that specific area, they move to other ones establishing
a contact: we are all immersed in our own space and, simultaneously, in the whole space of
the performance. So, what are we? Real or virtual?

The performand® spirit extends inexorably toward our routine, blurring the everyday
perception. We are contaminated by the hall contact, like a virus that expands from what we
see through those screens.ti@en those monitors have a boundary function anyraace
that virtual creature, as much assisted as observed, has finally assumed its oamdvisl|
now coming back to claim the soul of its creators. As in a cosmogony, men have generated a
virtual space in which they can acquire a renewed free will. Recognising that space, they
spontaneously pursue a connection with it in order to define thvair selves. This process
does not involve friction but fluid and aimless streaming in a physical and temporal space.
On the fifth day, after entering the performance hall several times, Alex returns to the control
room dressed in the same pants he had wlarmg the game. When | point this fact out, he
realises it and wisely acknowledges tkanesiss changing us, inside and outside. This
prophecy sticks in my mind as a point in a flow, which enlightens our ongoing changing
habits and, at the same tintkat we are not nearly aware of how this process is happening.

During a lunch break, | meet Max. It is just him and me, and | take the opportunity for
posing a few questions. The conversation is somewhat fleeting, he seems on another
dimension and impatiéno get back to his task. When | ask how he is doing inside the room,
he tells me that it is a lot of fun. Alex and Heinrich also seem to be enjoying the game and
frequently grab the opportunity to perform as avatars by filing some gaps. So, as the
techncal problems diminish, the control room becomes more and more empty except for Carl
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and me. On the other hand, the fifisior tables and the performance hall become
increasingly crowded. The population Genesisgs moving. So, | realise that everything
related to space is part of space evolution. Unwritten rules and social dynamics that have
slowly come to define us have changed our nature as inhabitants. Voluntarily, we have
catapulted ourselves into that virtual reality, sacrificed the body, seemg¢hendand enjoyed

the abyss. Finally, we have accepted the border. From the rules we have defined, from that
methodical and meditative repetition of events, catharsis finally arises. | cannot say what
moves the circumstances, if the @nderception, as ahasm beyond which things will no
longer be the same, or the need to celebrate, live, or simply surrender to the moment. The
fact remains that the last slots are a continuous ascesis between disorder and absolute: from
a guitar played with a vibrating heand an accordion to the feedback of a switebed
microphone oscillating in front of an amplifier; from the continuous background loops from
the deep bowels of the performance to Alex entering the hall and playing the gong loudly and
at regular intervals And also dance, fog, yells, alcohol, and broken objects: from what
expected to the most nebulous chaos. | stand still in front of the screen for at least an hour
and a half, watching that series of events while | feel the stomach rising into my thdoat an
the entire body tingling to the point of absence. Then, slowly, all the stimuli fade away, and
the avatars exit the hall one after another until only Max remains. Maybe due to the lack of
ideas or to the burden of being the last one, his gamer seergs catmsy in taking pictures

and arranging open maps on a table together with an inflatable watermelon and a crocodile
puppet. After the final crescendo, that slot is a sudden jump into nothing, to which | cannot
give the faintest attention. Then, Max estde hatch and closes the door behind him. The
last image glimpsing through his glasses is a steady, bright light against a dark, opaque
background, in which only a few shadows are discernible. | cannot find any idealism in that
light but only a profoundense of transience.

A few weeks later, on my way to Aketo realise the interview, | see the same pants he
had worn during the performance laying outside the house, ready to be given to charity. Just
as those pants would have remained out there foresbme yet,Genesiswould have
continued to inhabit our consciences as a trace in the memory, marked by months of devotion
and tending to a cathartic state where nothing else exists. Volatile virtual spirits, inhabitants
of empty space, castaways of idgnsitretched towards a mythical world: that is what we
have been. And still bodies, bodies so alive...

The membrane principle stated in Chapter meaning a tweavay relationship between

virtual reality and outer world$ involves the many contexts gréating around the
performance. The first microommunities to be entangled in this dynamical exchange
process are those already outlined in Figureborn and evolving within the performance
experience: authors, staff, avatars and gamersqkf! s stown in Figure33, each one of

these groups belong to different areas: the authors overview the performance and assist the
gamers from the control room, and frequently reach the tables on the first floor for

9" Due to the lack of an online community, gamers might not be considered as an organic social group.
Nevertheless, they are described as one unique category because sharing the same sieaa# artdnaction.
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refreshment or talking with the avatars; thefstabves around the storage room to pick up
items and bring them to the hatch, and awaits for ga@edsrs from the firstloor tables;

the avatars work in the performance hall and live the neighbour areas before and after
performing; the gamers play frotheir home station and join the performance hall virtually
through the website. In line with the (re)definition of objéeisd space&sunction over the
performance week, virtuality achieved through digital technology mediation is involved in
the (re)costruction of social worlds related to it [Pink et alqi6, p. 120]. Social
relationships frequently regard contexts outside the performance, which are related to gamers
interactions as a reference background or in the attempted communication withreople
strictly pertaining to the game.

Communities of play and practice

Communities hold different kinds of connection with the performance space, which is the
central pole around which each person interact. The working group inside the building
(namely authors, staff and performers) and gamers playing through the websitestnani
different social behaviours depending respectively on the physical or digital connection with
the virtual space. This dichotomy is strictly related to the categories considered by Celia
Pearce ofcommunity of practiceanda&community of pla@ The famer generally defineSa

group of individuals who engage in a process of collective learning and maintain a common
identity defined by a shared domain of interest or actijitpog, p. 5];°* the latter, related

to technological mediation, specificallpolvesic mpr ovi sed i nteractions
play-based emergence. Players are inventing new games and new play activities out of an
underlying instinct to optimise for intersubjective fléWwWhile they are not necessarily
setting out to create negames or game mechanics, the unconscious-guetieof achieving
intersubjective flow becomes the driver for emergent, spontaneous, and unanticipated
behaviouo [ivi, p. 133].94 Following these categorieauthors and staff are not playing but
collaboratiry towards the performance enactment goal. Their tasks are practical and aimed
at the game setting and assistance. They also live the project continuously since months
beforei in meetings, rehearsals, and settingi ignd during its happenirigin providing

what is necessary to make the game work. Still, their activities tend to specific goals: the
authors, to defining the performance before its start and monitoring it afterwards; the staff,
to managingthe logistic part and then taking care of items delivery. On the other hand,

92 The author refers to the term defined by Jean Lave and Etienne Wenger in relation to learning processes in
communities, then applied in Internet studies and comypugetiated communication¢gi].

BAFl ow i s a psy tithdhe individialddses sackaof tieme and beaemes completely absorbed

in the activity at hand. Flow is achieved when the level of challenge is maintained in balance with the level of

s ki iVilpast]f

“The author borrows the Oo6play communitydéd concept, d
fembraces the players more than 1b78). Mdreowwerc ¢hes addss t owar
Afobviously, communiti es laydharg@muahdntcommen, anchothe coutdmevaruanguet i e s ¢

that play is a type of practice; however, the adoption of a new term suggests that play practices warrant their

own understanding of how communities form and are maintained, a subject that becomeanhaperntinent

in the context of teiwilprsol oBhewa,l ltyhenedpladyd drgdpt i s
concerns of digital networks.
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Control room Performance hall

Assistance and overviewing Virtual space
Communities of practice Communities of play
Authors >
Staff >
Avatars
Gamers

Figure 33. Communitiesatypology and main location, taking as a reference point the performance building.

gamers participate in the performance specifically to play. They interaichgnpvising
through what they can retrieve, adapting to the situation to maintain a proper flow and,
therefore, frequently changing goal. Intersubjectivity is firstly related to the controlled avatar
and takes place mainly within one slot (d).85roupsemerging from relationships between
different gamers adt as commonly happens in wdlased video gamésiias a microlevel,
shortterm social network[Taylor, 2006, p. 42], thus briefly interacting or trying to fulfil
together a transient goal. If the gams not in line with the avatar and, consequently, the
game flow results interrupted, the performasceverall concept is still flowing, also
embedding such a disconnection. Finally, performers fulfil both the practice of working and
playing by particigting in space definition. They recognise the job task as a fundamental
part of the process, also expressing fun in some actions and an active role in virtual space
development [Appendix II]. Figurgs highlights the mentioned relationships, showing how

this social behaviour relates to the area to which communities usually belong. The
performance hall represents the junction point between physical and virtual spaces, being
simultaneously the room in which performers and objects are located and the patteal s
through which they become digital avatars and items. As a physical space, it relates to the
close communities that, practically involved in assisting and overviewing, undergo the
performance schedule and live in the @&ablonic environment. Thus, th@ping process

stated in the previous chapter involves their routine also, there transferring the floating
atmosphere emerging from that virtuahty.

95 This development is increasingly visible in people living the building, as highlighted ietlihegraphic
documentation reported at the beginning of the chapter.
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Nearby communities

This polarisation process becomes evident when, as highlighted by the arrogsras &

some people from the staff try the game and Schubert and Horowitz join it as avatars, so
approaching virtual space. The former case is observable in the plays of Juliette Krauss, Lisa
Clemen and me: the first one assembles the first wall padsghrscrews and an electric

drill (day 1, 17:27) and constructs a seesaw with a rope on a beamy(dayo); the second

one tangs fairy lights between two columns (day 1:46); the third one composes an
installation with a red light and paper inside a half rubbish bin{day.56). Knowledge of

the inventory and the continuous space setting overviewing inevitably influence the staff
members. This conscious participationwhich is also part of the range of possible
interactionsi significantly highlights the movement of a community living the space
physically towards virtual reality.

On the other hand, authors interact within the space when performing. This possibility can
occur by replacing the avatarsvearing the same clothéor playing when the avatars are
not supposed to be in the halvith a randomly chosen dress. Figggeshows two excerpts
of Shuberds performances (day 13:33 h; day7, 23:13), with a neutrakuit selected by the
author. In the second picture, he plays the gong when not controlled in the last slots, before
the avatars finally leave the hall one after another. It is the moment in which there is the
highest number of avatars and items, and tbés shre particularly dense due to noise,
dancing, breaking objects and yelling: repeating that specific sound in a regular rhythm
significantly underlines the climax through a spontaneous interaction.

The relationship between performers represents anetugal dynamic. It takes place
mainly in the performance hall and the area immediately behind it, where their rooms are
located. When not working, they can meet and discuss outside the hall, getting to know each
other and develop trust and team u#fitiven if the longer period to get in touch in kit
is before the start dbenesisthey can often talk when their long breaks coincide. Due to the
continuous participation in the game, they develop an ambivalent relationship, beginning
outside it and cdimuing inside, and thus related to both virtual and physical social dynamics.
During or after the performance, each one of them recognises the hall as an intimate place to

Figure 34. Performance excerpts: two games in which Schubert joins the performance during days 6 (on the left)
and 7 (on the right).

9 None of the avatars knows the other performers before meetiGgmesi§Appendix I1].
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be joined regularly and where to make routine actions like sleeping or eating [Appendix Il].
Except for Fabian, avatars acknowledge shared practice and spatte getimes them as a
community. This process culminates in what they perceive as a particularly intimate moment:
on the last day, while not controlled, Fabian, Carola and Yana sit together in the third living
room, and Carola lies her head on Fa@samolder, establishing a physical and spontaneous
contact {9:48).

These interactions highlight a growing interpenetration between virtual space and nearby
physical areas beyond digital borders. At the same time, by opposition, they enlighten the
emergence o defined environment within the hall, with which it is possible to entertain a
dialectical relationship. On the contrary of wehsed video games, characteristics such as
fiseltidentification as a member, repeat contact, reciprocal familiarity, shaosdddge of
some rituals and customs, some sense of obligation, and particip#taxinets, 2010, p.

10] are not met by online gamers but by all the people living virtual space physically during
its existence (and before): avatars, authemd staff. The continuous connection with space
provides a social substratum filling the lack of a gadmsmunity, which is almost absent

due to their fragmented and temporary interactions. Thus, Genesis arises as a hybrid
environmenthatis subject to a transdukal process:

Transculturationexpresses the different phases of the process of transition from one culture to another
because this does not consist merely in acquiring
involves the loss or uprooting of a previous culture, whichiccdae defined as a deculturation. In

addition, it carries the idea of the consequent creation of new cultural phenomena, which could be called
neoculturation [Ortiz, 1995, pp.102-103].

This process sees a progressive development, being virtual space established over

time. Its identity is simultaneously fulfilled through the uédragmented play$ within
gameravatar systems, as shown in the previous chaped the relationships with nearby
communities taking place in the meanwtiilerho acept and recognise the hall as a specific
context with which interact. Thus, virtual space becomes the place in which communities of
practice and play can mutually redefine their nature: the former towards the performance
rhythm; the latter aligning to thgame rules. These transient contacts, happening over
different periods, leave a physical trace in the space and might persist as a significant
memory.

External contexts

Computermediated communication hosts setintained culturgand is itself conceivable as
a cultural artefact in so far as its implications also depend on the offline context in which it
is used[Hine, 2000, pp.14-40]. Relationshipsthat gamers hold with virtual realitywvolve
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Figure 35. Instagram stories: two examples shared by gamers to show their interaction.
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other environments outside the game also, which might be still digiedarding social
mediai or physicali regardirg a faceto-face meeting? Backgrounds influence is one
aspect of these dynamics and might emerge from interagtongent?® For example, the
gamer assembling the sculpture with a mannequin, tape, a broken violin and scores on the
ground (days, 14:15) is a violinist and multimedia artist who frequently represents distorted
bodies and instruments as a ufitye also states énintention to construct something with
an aesthetic value. This kind of reference is also observable in the musical interaction with
the electric guitar, played with a vibrating heart pillow and an accordion on its neck, (day
22:35). In this case, theagner is a composer and a guitarist who frequently uses noise and
expresses a clear pdetermined goak® The pillow has the function of an EBow, and the
accordion is an experiment to generate another inharmonic layer. Furthermore, the two
gamers playinghe bass drum, piano and then knocking it over the groundy(day4) are
percussion dué.' As evidenced in the Instagram story shown in left Figgrehis gesture
is a homage to Simon SteAmdersefds Piano Concertg2o14), which takes as a starting
point the audievideo recording of a grand piano falling on the fl§8r Another Instagram
storyshown in right Figurgs gives evidence of the relationship with the artistic background
of the gamer, who similarly uses concentric circles as an expeassians (day, 7:37).'%

Also, this kind of interactions with external contexts could occur before the performance
i as the event promoting done by authors and perforinersafter iti communicating a
message related to one or more ganmié® left picture in Figurg6 shows an implicit
invitation made by the avatar Carola Schaal on Ax&jlwhen her birthday takes plate.
Not mentioning the celebration, Carola is talking to her acquaintances, who are already aware
of what that date means. response, they set up a party by writing on a ca@iveburtstags
Partyd(birthday party) and organising an area with a table and a candle holder {dap).
She also receives some presents: a friend of hers plays a fugue from home while she lays o
an armchair (day, 16:45); the authors deliver a sparkling wine bottle to the hatch (not
included in the inventory), opened within the hall for toasts. Finally, she thanks all the people
contributing to the event, sending a message to the cited pedplaso, to all the Facebook
contacts that can read the post (Big.on the right). Communication through social media

97 For further information about this aspect, consult the bdetnographywhere it is already att ed t hat fa
majority of people who belong to online communities meet other online community membets-faesec e 0

[2010, p. 14]. Itis not possible to retrieve evidence of gamers-fadace meeting, except for known ones.

98 This emergence as already bestated in relation to avatdrsegarding how they characterise their behaviour

(cf. 85) i and author$ concerning the relationship with institutions and previous works (¢f. §

9% The following information has been retrieved by talking to the gamew,lylersonally know, on December

20. The gamer prefers to remain anonymous.

100 The following information has been retrieved by talking to the gamer Luca Guidarini, who | personally

know, on December. He kindly allowed me to report his identity.

1ot The reCavert duo kindly allowed me to report their identity on Decembefor more information about

the project, see the related website [Colombo & Maqustim).

102 This story also shows a chat discussion about what to do with the piano, outlilning acshionrgty

interaction.

103 The artist Dariya Maminova kindly allowed me to report her identity on Decemb&he also states the

recording of some excerpts to be further shared on social media. Thus, she aims to share the experience with
herreatlife environment. For more information about her projects, see the related website [Maminoya,

“The following data regarding Carolads acquaintance:
December1 and by the interview [Appendix H]. She kindly allowed me to report her Facebook posts.
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implies transferring the game content to another-bhesded platform, thus involving an
external audience. In these cases, relatiosshigdiated by digital platformssuch as social
media or, intheauthor®interaction case, game virtuality itsélre a mediation to connect
with known people or make others aware of the special event.

The various mentioned communities are considler as satellites of the performance,
mutually related and highly significant for space definition. The multifaced quality of
connections is referrable to th®ocialitie® principle mentioned by Sarah Pink et al.
concerning digital technologies commurtioa:

The concept of socialitieefers, not to a specific type of social relationship per se, but rather to the
qualities of social relationships. It is an open concept that enables us to recognise that social relations
between people are multiple, can be fluid, and change at diffextsst Hence, it also allows us to
conceptualise how the ways in which people become relatémbenectedto each other through and

with digital technologies might be similarly changinge {6, p. 107]

This general concept helps to identify the many interactions happening in the performance
hall and around it, characterised by a fluid interpenetration: gamers adapting to space
dynamics and rules according to what they can retrieve and to their backgaoitimors
establishing a connection with all the people similarly involved in the setting and relating
with external institutions and contexts; avatars maintaining a double facet in between
performers and virtual characters, implying both the mentionedndigs; staff organising

the setting and being continuously in touch with items and people around the building;
authors and staff joining the game at times. All these communities are in various and
continuous relationships with each other, at the samedimtibuting to space definition.
Therefore,Genesisproves to be not entirely sealed within the virtual world: the aseptic
setting is a means through which socialities can redefine themselves with new
communication ways. Participation results as trandientgamersi who refer to other
contexts outside the gameand continuous for avatars, auth@sd staffi mainly related to

virtual space dynamics. It follows that the more the immersivity is extended over time, the
more it is established a sedferential social groupghatbelong to the inhabited spateas
implied in the persistency principle regarding online communities; the shorter the
immersivity results, the more the users tend to connect their experience with other social
contexts outside thengual reality.

All the performance events and interaction enacted through different communities
described in the previous chapters reach their climax in the last hours. This series of episodes
is the endpoint of a ongeek accumulation, thus releasingigngficant amount of tension.

It emerges from partial crescendo, reached over the last slots. The interaction with the electric
guitar at22:35 previously described precedes the keyboard setting on the golden foil on the
floor, played with the feet. Meanwd, Fabian makes a turneuh microphone oscillating in

front of a speaker to generate regular feedfxichpulses. Then, Max tapes all the keyboard
pitches and Carola, wearing a tent as a bat costume, refuses to destroy the guitar on the mixer
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but yellsin the meantime. Ab3:11, Alex enters to play the gong aroymhhancing the
tension, while avatars are in the middle and dancing or standing still together. While the
keyboard droneluster keeps going and the feedback and the vibraagtplayed guiar

are occasionally heard in the background, some plates are broken. Then, slowly, everything
calms down. At3:15, the keyboard is disconnected, and Carola goes outside. Shortly after,
Max and Yana blow up an inflatable watermelon, and Fabian sits enftheith a beer until

exiting the hall at3.30. Meanwhile,only a music box sound is audible in the background,
contrasting with the loud noise of some moments before. Then, Alex comes out, and only
silence remains. Yana follows at:45. In the last mintes, Max makes pictures with a
Polaroid and puts the watermelon, Germany maps, and a crocodile puppet on a table frame.
Then he exits shortly after midnight. The accumulation process developing over the
performance week reaches its climax betweens and 23:15 when the match between the
highest number of avatars and items inside the hall happens. The presence of Alex is also
relevant in increasing the number of events and establishing a connection with the external
areas.

In terms of actions and sourthjs kind of chaotic moments emerges at almost regular
intervals during the second, fourth and seventh days. On the other hand, caring, connecting,
and playing interactions continuously take place over the whole performance; gamers create
communal places ainly during the first four days; artworks are particularly numerous on
the sixth day. These trends become normative: the more the performance progresses, the
more recurrent typologies of interaction emerge, and each game becomes a variation of the
same ctegory. This perception implies a circularity taking place at different ranges, while
space variety keeps progressing through items accumulation and different reconfigurations.
When the climax finally occurs, it embeds this implicit normative processaaiide same
time, its collapse, determined by an unprecedentst unpredictablé quantity of events.

The following minutes are a gradual return to the initial state, establishing a-foaoed
circularity. But now, that virtual world that is goingdsappear implies all the relationships

and events that happened in one week. Presumably because of this, the last light seems so
intensely shining, leaving a sense of vivid transiency and entirety.

L

Figure 37. Performance excerpts: snapshots of the last slots, showing the avatars gathering (on the left) and the
final frame (on the right).
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CONCLUSIONS

Genesisshows various influence rooted in the social experimentbut also involving
significant performativeaspectsThe author® settingdoesnot avoid a theatricaloutcome
entirely becauseof the homeaudience stagepreparationand actor® interpretationof the
avatats role. Neverthelessdue to reattime interactivity with avatarsand space,virtual
immersivityandsocialinteractionprevailon otherfactors Digital devices from VR glasses
and pop-up message$o screenview, vocal communicationto headphonesserversto the
websitethroughreceiversand switchesi filter and fragmenteachinteractionin codified
units, further transcodedaccordingto environmentatules. This processs in line with the
hall setting,specificallybuilt to mirror eachphysicalentityds virtual shifti namelyavatars,
items, and space.The hatch standsas the primary thresholdthrough which reddining
materiality and habits. Also, closed borders (both physical and temporal) and aseptic
prerequisitef the hall imply a spaceout of ordinary time and space thus fosteringthe
projectiontowardsanothemworld.

On the other hand, involving human beings as avatarsenhancessocial relationships
remotelyenactedThefirst-persorview andthedynamicof controldetermineastrongsense
of embodimentwhich canbein theavatari whenperceivedasanobeyingorderscharacter
i or of theavatari whengamnersconceivehim/herashumanbeings.Furthermoreavatars
oftenmanifestaclearwill, whichbecomesnothewariablein thegameravatarrelationship.
Thereby differentkinds of interactionoccur,frequentlychangingwithin a singleslot: from
thedomirationof gameror avatari respectivelywhenthe avataractsasanobeyingorders
characteandthegamerholdsapassiveolei to collaboratioror friction i whenbothgamer
andavatarmanifesta clearwill. The gameravatarsystends internaldynamicsare projected
towardsobjects spacepr othergameravatarsystemsprogressivelyefiningthe spaceover
time.

Therefore,socialdynamicsleavea tangibletrace on recordedfootages which standas
evidenceof the whole process.The analysisand documentaon refer to these stored
memories providing a reconstructiorof the performancepostfactum From this external
perspectiveit is possibleto infer a formal structuresimultaneoushpresentingcyclical and
linear principles: the former, regardingrepettion of interaction$ typologies and slot
distributionovertheseverdays;thelatter,concerningtemsaccumulatiorand thus,theever
different spacesetting. On the other hand,gamersmainly focus on the playing moment,
adaptingto whatis happenig andretrievableinsidethe hall. The shortlength of the slots
andthe few numbersof recurrentgamersdeterminethe lack of a plannedcontinuity. Each
interaction results as a snapshotof the entire process,being highly significant in the
performanceevolution inasmuchintrinsically transient.Within this narrow range,gamers
movestrictly from a givenstateto another.

So,thereis nota persistenbnlinecommunityrelatedio Genesisinstead peopleliving in
the performancenall andthe neighbourrooms establisha close connectionwith the game
overtime.Besidesavatarsalsostaffandauthorsdeeplyinfluencethegamefirstly, theyplan
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andsetup the performancesincemonthsbeforethe beginning;then,they adaptto spaceby
continuouslyparticipaing in assistanceandchangingtheir habitstowardsthe performance
articulation. They manifesta deeppermeatiorwith the virtual environmentalsovisible in
the author® tendencyto play as avatarsand staff to participateas gamers.Thus, the
performance hall progressivelybecomesa gravitationalpole, expandingbeyondits own
physicalandconceptuabordersOutercontextsaresimilarly involvedin thisprocessFirstly,
thebackgrounddf eachsubjectinfluenceshow relatingwith spaceauthorsdefinerulesand
stagein relationto previousvirtual reality experimentstechnoculture and urban social
movementsgamersmanyof whichreferringto theauthor®artisticenvironmentpring their
knowledge and habits inside their play; avatar® background influences their role
interpretation.Secondly,gamersand avatarssharecontentsrelatedto their plays through
socialmediaor messagekeft insidethe hall.

The virtual shift processentailsa transculturalinterconnectiorbetweenvarious social
environmentsnotonly belongingto thehall butinfluencedby andtendingto abroaderange
of contexts.Genesisvorld becomeghe axis aroundwhich subjectsgravitag, filtering and
redefining each interconnectednetwork through its specific rules. The performance
transcodesand redefinesevery action, giving the possibility to widen pre-existing social
dynamics. The new world progressivelyestablishesits identity as an organic being,
expressingvivid andpulsatingfacetin variablespaceorganisation.

Future perspectives

The present text lay the foundations for further studies on the piece, making the vast amount
of data accessible in line with the autlimencept. StillGenesideaves the field open for
several other insights.

In the artistic field, emerging possibilities could be examined again through new
performances. The modification of certain parametessich as slofsand performands
length, sie and appearance of the room, objects availabt®uld provide additional
comparative data for future research. More significant setting alterations would be considered
unrelated to the original concept, although equally incisive in the developmenttmf poe
experimentation. Moreover, the refinement of technical aspects and éavedatsol
dynamicswould lead to a broader and more functional range of data in light of what
happened

In the scientific area, the results obtained could be compared withvetinks by the
author or others showing similar aesthetics to confirm, question, -evataate their
effectivenessScholarsmi g h t investigate the rel at-i onshi
cultural context and the performance conception, linking someta$Erh as the industrial
appearance of the setting, the autonomy of the piece concernisgtprdes, the fusion of
human and technol ogi-tbeamlo ménatcdorex,pegiaeaecsd
conceptual matrix, and the explicit salfalysis wil 7 to broader trends underlying the
realisation of the piece.
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APPENDIX

The Appendix provides three sectiaesated to the material collected and realised to fulfil
the documentation task in relation to the ethnographic methodology.

Appendix lentailsthe timelinesstudiedin Chapter6 and mentioned in Chaptgrand.
They report331 interactions selectedto give a comprehensiveoverview of the events
(accordingto what observe@nd notedn loco andavailable recordinganalysis) and make
the huge amount of data easily accessiBEchday consists ofwo parts. The first one
provides a graphical representatiorsefectecevents on the time axi¥ertical marks show
when interactiors happened, while pictures highlight some snapshots from the video
recordingsThe second part includes details aboutgheteractions: timecontrolled avatds
channel(Chi= Max; Chz = Carolg Ch3 = Fabian Chy = Yang), category(cf. 86), and a brief
description. Boxes in blue evidence interactions related to the picalsessignalled in the
timelines through numbeebovevertical marks.

Appendix Il documentghe authos and avataégperspectives, useful for understanding
the compositional process and the perforherxperience during the play. Each text is a
transcription dthe recorded interviewsshich occurredon the date reported in the titldhe
author explains the proj@stconception angurposesthe role of virtuality and immersivity
his personakxperiencealuring the performance, amelchnical aspect3.he avatarsiescribe
their physicalor digitally mediatedrelationship withpeople,perception of virtuality and
immersivity, emergencef communitiesandattitude in performing.

Appendix lll reports the questionnaissopen answers. Eveniifo gamers fulfil the form,
only betweerss and88 responses result in these sections (cf. n8feThe five parts show
a selection of the responses, skimming the repetitive contents to restrict the still vast amount
of data and show the overall picture. An asterisk marks texts translated from German
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I. TIMELINES



DAY 1, MONDAY 27.04

1. 0:00; Chr 2. 0:15;Ch 3.  0:34; Chr 4. 1:.02; Chr-2-3 5. 2:22; Chi-3 6. 13:29; Chr 7. 3:52; Chr
Start Naked avatar First light Living room Golden foilsetting Kitchen Bathroom
1203 4 5 6 7 8 9 J10)( 11
imali | | | | [ I | | 11 | 0 |
Timeline ——j | 1 I B | T 11 | I | R
0:00 1:00 2:00 3:00 4:00 5:00 6:00 7:00 8:00 9:00 10:00 11:00 12:00

8. 9:40;Chy 9.
Dismantled piano

11:15; Che-4
Brown tape canvas

10.

11:27; Che
White fabric canvas

I1. 11:40; Chr
ddm anavatad

12.

12:25; Chr
Totem sculpture

14:00; Ch2
TV-keyboard space

14. 14:10; Chr
Golden foil on TV

(Timeline) — } |

12:00 13:00
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0:00 Chr Start (1)

0:34 Chr Constructing | First light (3)

1:02 Chi-2-3 Constructing | Living room with table, couch, chaand light in the middle4(

1:26 Chi-3 Partying Dancing and bow

2122 Chi-3 Constructing | Toast andjolden foilsetting §)

3:19 Chr Caring Wearing clothes

3:29 Chr Constructing | Kitchen withfurniture, cutleryand bottles®)

3:33 Chs Pianoin

3:52 Chr Constructing | Bathroom )

4:07 Chr Caring Jacket to cover another avatar

421 Chi-3 Playing Jumping interaction

4:36 Chr Playing Waves withgolden foil

8:34 Ch2 Keyboard in

8:59 Chy Music Keyboard setting and playing

9:36 Chs Music Piano session with specific requests (Anna Magdalena) and then improvisation
9:40 Chy Violence Piano partially dismantled)

9:58 Chz Artwork Installation with golden foil, CD, bananand strobe light on the piano
10:04 Ch3-4 Music keyboard and violin, solo violin, violjrand piano

1017 Chz-3-4 Playing Measuring each other aggdlden foilwaving

10:35 Chy Violence Removing another piano cover

10:55 Chz Music Noise: violin andvHS player laying on keyboard keys

11:02 Chz-4 Violence Screaming around

11:15 Chz-4 Constructing | Creation of a canvas on the ground with brown tgpe (

11:17 Chs Playing Yelling while running around with Goku doll and playing melodica
11:27 Chz Conceptual Writing . EAVE NO ONE BEHINDSon white-long fabric, then soap bubbles oniib)
11:40 Chi Conceptual Writing on the mirrord@m an avatai(i1)

11:58 Chz Music First keyboard sample music

12:25 Chi Artwork Totem with oriental pantspray and gong, then performingdatualéwith bubbles (2)
13:00 Chy Electric guitar in

13:34 Chy Conceptual Writing 6you are able to act responsibly without authoritarian dmsmelton
14:00 Ch2 Constructing | TV in, creation of a space wiffiv, keyboardand amplifier (3)

14:10 Chi Constructing | Golden foilmoved witha crowbar in front of the TV and dancing4)

14:15 Chi Music Keyboard pitches taped

14:40 Chr Connecting Asking to write his desired nhame (Gustav) after trying to finthis real one
14:42 Chi Artwork Colouring shoes with red spray

14:48 Chi Music Removing tape on the keyboard except for one key

14:50 Chi-4 Connecting Hugging and touching the otlierglasses

15:36 Chy Organ in

17:00 Ch2 Playing Lobsterpuppet playing

17:12 Chi Artwork Picture made with coloured tape on the wall

17:20 Ch2 Artwork Sewing machine sculpture

17:25 Chi Conceptual Writing on the black meltodMiguel was herébelow the other writing
17:27 Chy Constructing | First wall, then bringing carpet, plantand chandelier in the living room
17:33 Chi-2 Music Organ and violin interaction finishing with a fuck off with the ring finger
17:45 Chi Fog machine in

18:00 Chz Playing Boccia play

18:32 Chs Music bass drum in

18:35 Ch2 Mirror ball in

18:54 Chi Music Vinyl player used for Hot Tuna disk

18:57 Chs Music Playing conga on a keyboard sample

19:00 Ch3-4 Partying Mirror ball usedasa ball and dancing

19:15 Chr Tentin

19:21 Chy Connecting Asking information about the avatar

19:30 Chi-4 Connecting Beer exchange

19:44 Chi Caring Carpet setting and relaxing on it

19:48 Chi-3 Playing Playing morra

19:52 Ch2 Music Whistling a song previously played

20:00 Ch2 Connecting Asking to hug and kisanother avatar (command rejected)

20132 Chi-4 Partying Wearing funny clothes and dancing

20:50 Chs Music Megaphone and accordion

20:51 Chi Violence Slapping another avatar with a wurst

20154 Chi Partying Making the avatar dance with music playssim gameés home

21:00 Chy Music Jam session with congas and keyboard, then congas fiteyedandaster
21:56 Ch2 Artwork Lobster in a paint bucket, then writing with a finger soaked with paint
23:12 Chi Playing Wheeled table in and skating on it

23113 Chi-3-4 Violence Fight with a mirror ball

23:20 Chs3-4 Connecting Drinking together and howling while lying on the ground

23:30 Chs Table soccer in

23:40 Chy Violence Using a drill on a can

23:51 Chi Violence Sawing on a hospital chair abdss drum to remove the pillow inside, then relax
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DAY 2, TUESDAY 28.04

15. 4:20;Chg 16. 7:46; Chg 17. 9:03; Che 18. 9:16; Che 19. 9:40; Chg 20. 11:47;Che 21. 12:11; Chr 22. 14:26; Chr
Sleeping Morning coffee Kitchen refined Tent space Table frame in Walls Columns taped Blue couch in
15 16 17 )18 ) (19 20
Timeline H—— HH — —— - ]
0:00 1:00 2:00 3:00 4:00 5:00 6:00 7:00 500 9:00 10:00 11:00 12:00

23. 14:55; Chr 24. 17:47; Chr 25. 17:54; Chg 26. 18:20; Chr 27. 19:00; Ch2 28. 20:00; Chy 29. 23:50; Ch3
Tent moved Sandcastle Smile on a carpet Sculpture Board tools table Partywriting Tools table
21 22 23 24 )0 25) (26 27 28 29
imeli | | | [l | (]| | | | | | | | | | | | | | |
(Timeline) —— T 1 T NIREE 1 | 1 1 1 1 1 Tt | | T
12:00 13:00 14:00 15:00 16:00 17:00 18:00 19:00 20:00 21:00 22:00 23:00 24:00
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0:03 Chy Artwork Sculpture with a chain around amplifier and broken bass drum

0:09 Chz Music Playing cymbals and bongo with a pirate flag occasionally waved

0:37 Chi Artwork Red velvet chair with mirror ball on it

420 Ch3 Caring Flowered couch in, used to sleag)

433 Chr Violence Inspecting the doors around the hall, askingofe@akng them with an axe

440 Chr Connecting | Asking for touching the gamér eyes, then to play something for him

7:30 Ch2 Caring Breakfast

7:46 Chs Caring Morning coffee witha stove on the ground §)

9:03 Ch2 Constructing| Kitchen refined (7)

9:16 Chz Constructing| Tent space in the cornerg)

9:40 Chs Table frame in, next to be the tools tahig)(

10:25 Chz-4 Playing Coffee, then playing together with the mirror ball

10:41 Chz-4 Music Organ fourhand

10:52 Chy Inflatable pool in

11:47 Chz Constructing| Living room with walls ¢o)

12:02 Chr Music Amplifier on keyboard pitches

12:11 Chi Constructing| Tape connecting the columns, then golden foil on the suspended tape (

12:52 Chz Caring Pasta cooking and coffee machine settingfernext morning

12:56 Ch2-4 Constructing| Construction with a belt

13:11 Chi-2 Music Organ pipes playing

13:17 Chz Playing Avatardarms and trunk wrapped up

13:32 Chi-2 Connecting | Toast

14:10 Chi-4 Playing Playing chess

14:15 Chi Playing Lighting the flare and wandering around with music

14:26 Chr Light blue couch in412)

14:55 Chi Constructing| Tent moved at the beginning of the long white fabrix) (

15:01 Chr Caring Running after balls to warm up

15:05 Chr Conceptual | Writing GAPRUEBGH0n long white fabric

15:12 Chr Artwork Cutting vinyl with an electric saw and using it to embellish and prepare the piano
15:23 Chr Artwork Painting a bottle in white, then putting it on the table as a decoration

15:29 Chi Artwork Red spray paint on a pirate jacket and a vest, then hung on the wall to create a compos
16:45 Chz Music Playing a fugue from home for the avatar laying on an armchair

17:47 Chi Playing Sandcastle inside the inflatable ponf)

17:54 Chy Artwork Smile made by a child on a carpet with green paigi (

18:20 Chi Artwork Sculpture with a raised couch and a mannequfij (

18:41 Chr Music Playing congas while the gamer improvises singing

19:00 Ch2 Constructing| White wooden board on thrext tools tablex7)

19:29 Chz Music Piano and violin played with a stick

20:00 Chy Constructing| Preparing Carofs party with writing on a canvas and a table with a candle hal8gr (
20:30 Chi-2-3-4 | Partying Carolds birthday party, dancingresents, toast

21:45 Ch2 Projector in

21:46 Chy Music Singing on a megaphone siren

21:57 Chy Constructin ;Ir?fﬁc film around columns, hanging the accordion case d&é@made with duttape on
22:02 Chs Constructing| Continuing to wrap up the plastic film around objects

22130 Chr Artwork Writing GMAGICbon a white fabric hung on a fake wall

22:59 Chi-3 Partying Long and articulated dance on classical music

23:35 Ch2 Caring Coffee poured in a bowl, plamoving, clothing and objects grouped in a corner
2343 Ch2-3-4 Music Low drone with a planer othebass drum and electric guitar

23:50 Chs Constructing| Tools table completed with tools on i)
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DAY 3, WEDNESDAY 29.04

30. 2:42; Chr 31. 10:27; Che 32. 11.00; Che 33. 11:30; Che 34. 14:15; Chr 35. 15:20; Chy
Watching from the bed Space setting Bed completed Living room # Broken violin sculpture Costume sculpture
30 31 32 33
Timeline — ——H HH——
0:00 1:00 2:00 3:00 400 5:00 6:00 700 500 9:00 10:00 11:00 12:00
36. 16:11;, Chy 37. 17:10; Chr 38. 19:00; Chy 39. 19:27; Chy 40. 23:26; Chy
Watching TV Tent with a swimsuit Writing desk besides sculpture Embellishing the writing Shopping cart sculpture
34 35 36 37 38 39 40
imels I [ | | | || | | | I | | 111 | | | |
(Timeline) 1 | 1 1 1 I I 1T 1 | |
12:00 13:00 14:00 15:00 16:00 17:00 18:00 19:00 20:00 21:00 22:00 23:00 24:00
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0:00 Chz Connecting Communication through writings on a sheet

0:36 Chy Fairy light in

0:53 Chy Conceptual Writing behind the white fabri@MAGIC§ a question mark andkave no one behidd

2122 Ch3 Bed in (without mattress)

2:42 Chr Caring Watching a projection from the begbj

2:54 Chs Connecting Making the avatar touch his face and body

3:02 Chs Caring Sticking on a wall and raising arms and legs as physical exercise

10:11 Chs Caring Initially not knowing the game, then asking for food and beverage

10:19 Chy Caring Breakfast

10:27 Chz Constructing Space construction with flowered couch and table with candle halder (

11:00 Chz Constructing Bed completed with mattress, pillow and shegt3 (

10 | cr | consmating | LR G  a elvet abri. orange chalr and & vin, then reading on the aahc

12:11 Chy Connecting Guest book on yellow podtnotes

12:20 Chy Constructing Orange thread around all the four columns adding to filmtapel

12:28 Chi-4 Playing Ping pong playing

12:30 Chi Violence Breaking a tray to weak up an avatar who is sleeping and not helping

12:34 Chy Second tent in

12:50 Che Connectin Communication between _avatar and gamer, then the gamer talkinghabfaars and
~onnecting problems for the pandemic

13:18 Chi Constructing Pumping the inflatable pool and putting water inside

13:39 Chr Conceptual Photo with a Polaroid

14:15 Chi Artwork Sculpture witha mannequin, tape, broken violiand scores on the grournghj

15:20 Chy Artwork Hanging a costume on a column and then cutting the belly out to make asface (

15:56 Chi Connectin i?nsglsr?grtz;iﬁ:zggg;:inhtg rne;:r(:];gnlthe avatar in a further play, the avatar draws tw

16:11 Chy Caring Watching TV and reading Vicg()

17:10 Chi Caring :—rilaevtlgg g—seat on a chair inside the inflatable paad watching the tent with a swimsuit o

17:46 Chr Connecting Asking for olfactory and tactile feelings, then mirroring movements of another avatar

17:58 Chz Playing Playing with a bra as a jumping rope

18:26 Chi-2 Connecting Interaction with flowers

18:43 Chz Playing Playing table soccer with a tube and soap bubbles

18:58 Chi-2 Music Playing tambourine and recorder

19:00 Chy Writing desk in, put beside the column and a sculpt8 (

19:07 Chz Connecting Writing @please leave a message a sheet, then playing three in a row

19:27 Chy Artwork Embellishing the writingleave no one behidavith flowers and mannequingg)

20:12 Chy Connecting Writing chappy birthdagon a door

20:30 Chz Connecting Gamerintroduces herself while the avatar is wandering around on a bike

20:38 Chs Playing Vaulting horse with anothevatar

20:44 Chi-3 Playing Exchange of terrain sacks with milk

21:08 Che-4 Playing Shortly playing chess and then riding the hibgether

21:23 Chy Artwork Mannequin head on the grill

21:53 Chz2 Caring Shortly cleaning the hall, then asking for windows

23:26 Chy Artwork Sculpture with bopping carand flashing light4o)

103



DAY 4, THURSDAY 30.04

ARAA W,

SweeT/

TR v ¥

41. 9:17;Chg 42. 9:38;Chy 43. 11:30; Chy 44. 12:25; Ch2 45. 13:18; Chy 46. 13:32; Ch2 47. 14:18; Chr
Playing four in a Writing on palm Drawing an avatar Cutting the couch Parade with flowers Playing the kitchen Bach andCampari
row on a post it and cymbals
41 ) (42 43
Timeline —— | | ——H H—H-H
0:00 1:00 2:00 3:00 4:00 5:00 6:00 7:00 8:00 9:00 10:00 11:00 12:00

48. 14:38; Chr 49. 16:00; Chr 50. 17:05; Chy 51. 18:28; Che 52. 18:48; Che-3 53. 20:21; Chi-2-3 54. 22:15;Chg
Avatar framed Fairy lights on Table in a fakewall Continuing the wall Waterproof fabric Castldconstruction Carving gamés name
railing cover curtain
44 45 (46 47 )48 49 50 51052 53 54
e — S L A £ e B S | T
12:00 13:00 14:00 15:00 16:00 17:00 18:00 19:00 20:00 21:00 22:00 23:00 24:00
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Thanks for the authors and staffitten and left it in the hatch, where cameras a

0:00 Chs Conceptual supposed to be

0:50 Chz-3 Music Playing keyboard with cymbals, then cymbals with a vinyl

112 Chz-3 Partying Dancing together

1:46 Chy Constructing Fairy lights hung between two columns

3:10 Ch3 Constructing Constructing a seesaw with a rope hung on a beam

7:16 Ch3 Caring Morning coffee

9:01 Chy Caring Enjoying a cigarette

9:17 Chy Playing Playing four in a rowon a door 41)

9:29 Chy Caring Changing shoes for running aftgretching

9:38 Chy Conceptual Writing dransformation nodon palm to let it visible fofollowing players §2)

10:59 Chy Connecting Climbing a table to looktanother avatar from above

11:05 Chz-4 Caring Singing to another avatar while heeisting, then offering food and feeding her

11:25 Chz Playing Playing football

11:30 Chy Artwork Drawing an avatar on a peisiand hanging it on another avakaglasses43)

1138 Chy Playing Ell;c;/p}ﬁiins%ggrtun with megaphone siren and jumping in plo®l before the time td

11:43 Cht Constructing Hanging fake reindeer head on the wall with nails and hammer

12:25 Ch2 Violence Throwing items away, searching for techno music and cutingusobjects §4)

13:18 Chy Playing Clothing the avatar, then performing a parade with flowers and played cympg,

13:27 Chz-4 Music Bass drum rhythm to accompanying the otheatats parade

13:32 Chz Music Playing objects in the kitchen with stickg)

13:44 Chi-2 Music Playing the bass drum, the piano and then knocking it over the ground

14:18 Chi Caring Playing a Bach disk, drinking Campari and smoking a cigar (

14:38 Chi Conceptual Raising a frame to represent a picture with the avatar ingide (

15:21 Chy Artwork Repairing a house pictured with a tape on the wall

15:24 Chr Music Music made with cloud machine music as an installation

15:52 Chr Caring Cleaning up

16:00 Chr Constructing Hanging fairy lights on a railing and adding a spotligfgf) (

16:30 Chi-4 Connecting Searching for help to find water

16:41 Chi-4 Connecting Communication through writings on paper

16:49 Chz Artwork Picture withtape on the ground

17:05 Chy Constructing Space in a fakavall cove with a glass door, table and armchso) (

17:23 Chr Caring Child playing with his mother, writingstay at homa@on a wall

17:53 Chz Caring Cooking potatoes and eggs

17:59 Cht Playing Child playing four in a row with the avatar

18:28 Chz Constructing Continuing the wall construction connecting other payt$ (

18:48 Cho-3 Constructin Qrdediiggthrgsi mztgrapr;ci)r?; f%%rri%g a wall perimeter cove as a curtain; some gam

2021 Chi-2-3 Constructin Con;truction ofvastroomin the middle {he &castl®) with boards, furniture and
~onstructing moving the bed, cougland table in43)

21:37 Chr-2 Playing Shopping cartun in which one avatar pushes the ottiggn exchanging

22:15 Chz Artwork Carving games name upon furniture with a planga)

22:26 Chy Partying Slot played by a group of people, trying to set a party with music and dancing

23:00 Chz Constructing Golden fabric hung on high threads

23117 Chz Connecting Avatar explaining how to retrieve items

105



DAY 5, FRIDAY 1.05

55. 0:48; Chz 56. 3:16; Chg 57. 7:37,Chs 58. 9:10; Chy 59. 10:43; Chy 60. 11.00; Chg
Microphone on a Bricolage Concentric circles Niche with microscope Embellishing sheets or Miniature family
fan painting the ground
55 56 57 58 59 ) 60
e ] H———— | | ——+
0:00 1:00 2:00 3:00 4:00 5:00 6:00 7:00 8:00 9:00 10:00 11:00 12:00
61. 13:22; Ch2 62. 15:23; Chy 63. 17:27; Chy 64. 20:11; Chg 65. 20:47; Chr 66. 22:26; Chy
Pirate flag and violin Cosy tent setting Bike embellishing Ladder and golden Garden zone Writing on a bed
assembly fabric sculpture sheet
61 62 63 64 65 66
imeli I I | | | || L] | | | I |
(Timeline) T Tl 1 | 1 T | | T 111 |
12:00 13:00 14:00 15:00 16:00 17:00 18:00 19:00 20:00 21:00 22:00 23:00 24:00
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0:07 Chr-2-4 Partying Dancing and drinkingogether
0:35 Chi-4 Connecting Writing d love yowbon a sheet and giving it to the other avatar
0:48 Chz Music Building an instrument with a microphone on a fag) (
0:53 Chr Caring Midnight snack
2:10 Chs Partying Imagining to be in a ravearty, yelling and drinking
2120 Chs Violence Walking on the knockedver piano
2:5 Ch Violence Dancing on a broken table, then generating feedback with a microphone in
- the bass drum
3:16 Chs Artwork Bricolage by cutting out two circles frombaok cover £6)
4:04 Chs Violence Breaking the piano and yellingive la libert®
4130 Chs Violence Asking for cutting the cables of a plugged light, gamers kicked out
7:37 Chs Artwork Painting concentric circles on a shegt)(
9:10 Chy Artwork Sculpture with golden foila microscope, masland a lighten plantsg)
. Spilling alcohol on sheets on the ground, then embellishing them with Styrd
10:43 Chy Artwork and wooden boardsq)
. Representing a miniatufamily inside a birdcage between a world map and
1100 chs Artwork folding chair 60)
11:42 Chy Violence Misplacement, then using a saw to cut a table
11350 Che Constructin grt:?twhmg a thread between two columns and hanging white and golden cl
12:14 Chy Playing Playing with origami, domino, candleand a toy tunnel
12:32 Chy Caring Putting candles on the sand while readiing Book of the Universe
12:37 Chi Violence Taping two other avatars
. . Freeing the avatar taped before, tis#oking two wooden blocks on avaiar
12:49 Chi Playing tibias
12:58 Chi Violence Hitting the wall with two hammers
13:05 Chz Caring Laying on the light blue couch
13:22 Che Artwork Moving pirate flag on t_he iron block to make a sculpture with a violin, then
- letting the avatar sign it€)
13:39 Chz Caring Laying on the couch while the gamer talks to her
13:50 Chr Music Singing
14:26 Chy Connecting Explainingto the gamer how to play
14:50 | Chr Playing Laying a mannequin of a child on a bed
14:53 Chr Music Asking for playing a Bacinventionbut the piano is broken
. . Tent setting on a corner with plants, golden fabric, red light and a sheet wit|
15:23 Chy Constructing avelcomeéwritten on the top2)
16:02 Chy Playing Table soccer play
16:15 Paint banned from the inventory
1718 Chr Plavin Writing dém shark Jes@®n a sheet and showing it to the others while weari
7 —aying shark costume
17:27 Chy Artwork I(36|;<)e embellished with a plant and an umbrella, then picturing another avat
17:35 Chr Music Broken piano played with druis sticks
17:42 Chy Connectindviolence Wrapping a present with a pageTdfe Book of the Universad destroying it
afterwards
1755 Chr Connectin Ssrr;gtr asking for avat@ name, what he wants to do and information about
20:11 Chs Artwork Ladder on a table with golden fabric and puppets on as decor&tjon (
. . Garden zone made by a tent with grass, plants, palm tree pastérg/lasand
20:47 Chi Constructing folding chairs 65)
22:03 Che-4 ViolencégPlaying Fighting with pillows
) L . Performing like a priest with the other avatars and then writjog erklaert
22:09 Chi-3-4 Playing diese arbeit fur gdion fabric
22:26 Chy Conceptual Writing Gseid fruchtbar und mehret edgin a sheet covering the beb)
22:36 Chi-4 Violence Fighting for alcohol
22148 Chr ViolenceConceptual Putting the Bible on a stove to be burned
23:23 Chi ConstructingConceptual Searching for thaighest point where to put a chair
23150 Chr-2-3 Connecting Exploring the other avatars touching their face

107



DAY 6, SATURDAY 2.05

67.

4:11; Chg

68.

8:26; Chy 69. 10:15;,Chg 70. 12:42; Chr 71. 13:32; Chi4
Towards the Origami on the H Cinema seats in Green objects Carpet and red
highest place signal sculpture pillows
67 68 69
Toncine —|-——| ] H————H | |
0:00 1:00 2:00 3:00 4:00 5:00 B:00 7:00 3:00 9:00 10:00 11:00 12:00
| 4
73. 16:40; Chr 74. 18:07; Chy 75. 19:56; Chg 76. 20:53; Chi 77. 21:21; Chg 78. 23:40; Ch2
Answering on the Garden setting Sculpture on the Clothing the avatar Assembling a Replacing pieces of
bed sheet golden foil handbag folding chair
70 71 72 .73 74 75 76 77 78
s || - L e o
12:00 13:00 14:00 15:00 16:00 17:00 13:00 19:00 20:00 21:00 22:00 23:00 24:00
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0:20 Chr Conceptual Writing &indnes$on the wall

0:29 Chz Caring Midnight snack

0:57 Chz Partying Dancing with Edith Piaf in the background

1112 Chz Music Playingtheviolin while following another avatar playing thecorder

1:45 Chi-3 Playing Trying to blow up soap bubbles with an opened umbrella

2:16 Chy Playing Putting on the lipstick in front of the mirror and playing wiitle hula hoop
2122 Chs H signal in

2140 Ch3 Caring Avatar writing what he can dthen ordering a book to read as the gamer is use
3:16 Ch3 Artwork DIY composition with pieces of a book of German politics

3:54 Chy Caring Warming feet up with a hairdryer

400 Chy Caring Reading books and watching images

411 Chz ConstructingConceptual| Constructing the highest plaagyj

8:26 Chy Artwork Origami unicorn and bird on the H signag)

10:15 | Chy Constructing Cinema seats in, with the light blue couch in front of the @oJ (

Composing a sculpture just with green objects, a sink and a mannequin on ar

el - Artwork armchair, then pictured¢)

13:32 | Chi4 Constructing Constructing a space with black carpet and three red pillows on the grajnd (
1503 | Chy Playing Playing badminton alone and singidiggle Bells

15:08 | Chy Artwork Writing BAO VIdwithin a heart, then pictured on a cloth on the ground

15:15 | Chy Caring Eating with another avatar and watching a video cassette on the blue couch
15:22 | Chy Playing Making figures with hands in front of the mirror

1527 |Chy Connecting Asking for the avatds favourite place

1528 | Chy Playing Playing basketball with a soccer ball and a cradle as basket

15:38 | Ch2 Artwork Polaroid selfieaccumulating red clothes and putting the photos below them
15:41 Chy Connecting Writing @¢hank yodto the avatar on a cloth on the ground

1545 | Che Artwork t(?}zrzﬁjc;smg a line on the ground with photos and red objects, to be continued
15:57 | Chi Playing Playing domino alone rounding the table to change player

16:29 | Chy Conceptual Asking for a date on the H signal, reporting her number atspo (

16:40 | Chi Connecting Writing drying hardbesidesseid fruchtbar und mehret euin the bed sheety)
17:23 | Chr Artwork Writing &ackebin different ways around the hall

17:37 | Chs Connecting Asking the avatar if wanting a garden or a bedroom, he decides a garden

. . Garden setting with a cloth on tgeound and plants around, then sitting in the
LR Chs Constructing centre and drinking a beer4)

19:34 | Chr-2 Playing Playing badminton together

Sculpture on the golden foil with a mannequin sat on a chair, a spooky mask
bible pages on the groungk)

19:56 | Chg Artwork

20:01 Chy Conceptual Trying to exit the room

2014 | Che2-4 Playing Riding an inflatable unicorn and caressing its neck in a sexual way
20:37 Chy Artwork Violin into the cradle

2040 | Chr Caring Fog machine into the tent, then drinking a beer insitfetite mist

20:46 | Chr-3 Partying Dancing together, performing@@ombie dancg

20:53 | Chr Connecting Clothing the avatar with yellow rain jacket, silver fabric and silver capp)
20:59 | Chr Playing Taking the spooky mask from the sculpture and kissitasig friend

21:01 Ch2 Caring Massage time

21:21 Chz Artwork Assembling a handbag with tape, fabric and climbing rgpp (

2202 | Ch Artwork t%c;rrlltiggiirr‘\tgi;ntgztsi(t:l;\llﬁthuI;rcc))cvtshgng?hlcei?aflllﬂljder, mannequin arms and ribbon,
22:29 | Chr Caring Massage time

22:45 Cht Artwork Television with a white owl

Cutting out squares from a folding chair and replacing them wiaflaxed soccer
ball, taped on the missing parts)

2340 | Che Artwork
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DAY 7, SUNDAY 3.05

79. 2:08; Chg 80. 2:58; Chr 81. 8:30;Chy 82. 10.05; Che 83. 10:55; Che 84. 14:57;Chy 85. 15:56; Ch2
Glue on vinyl GAdwith lather Avatar insight graph Sculpture Living room 3 Metaphorical Mac Making a puzzle
79 80 81 82 83
Timelin [ I I || | | | [ | | | |
Hmene I I B 1 | I | | | |
0:00 1:00 2:00 3:00 4:00 5:00 6:00 7:00 500 9:00 10:00 11:00 12:00
nw_.re
/‘L.‘ |
PR ‘ Lﬁf “
L,
86. 16:00; Chy 87. 17:28; Chi 88. 17:51; Ch2 89. 23:08; Chr-2-3-4- 90. 23:13; Che 91. 23:40; Chr 92. 24:00; Chr
Garden Vinyl and brush on Pillow in tape heart Alex Alex playing the Watermelon and End
the wall Ending chaos gong maps
85 86 87 ) 188 89)(90)(91)(92
B e o e e e oL N e S I N I R I AN
12:00 13:00 14:00 15:00 16:00 17:00 18:00 19:00 20:00 21:00 22:00 23:00 24:00
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0:17 Chy Artwork Assembling a heart picture with domip@ces
0:27 Chy Artwork Taping a sock on a column
0:33 Chy Violence Tying an avatar with a rope, then linking different things around the hall with it
0:35 Chy Artwork Drawing a tree and colouring it
0:37 Chy Caring Doing pushups, squatstretching
0:42 Chy Caring Doing the dishes using a water container
1:24 Chr Connecting Drawing two lines when the avatar is asked to write his name
1:38 Chi Playing Interacting with the mirror ball and then with a squared mirror
1:59 Chy Connecting Bringing another avatar towards téend of the roo then running after him
2:08 Chy Music Putting circles of glue on a played vinyl, then scratched manyally (
2:18 Chi-3 Connecting Drinking together in the garden tent, one avatapigrolled by more than one person
2:49 Chr Music Playing the snare drum with an empty bottle of beer
2:58 Chri Conceptual Writing the GAdof anarchywith lather o)
7:54 Chy Caring Morning coffee
8:25 Chy Music \l)/lolijsécal soloimprovisation with chains tied on the knees, floor tom, megaplzome
8:30 Chy Connecting Drawing a graph about some avatar insights, then reproducing the action on th&p
9:30 Chz Artwork Clothing a doll beside a unicorn, theovering it with a blanket
1005 | Ch Artwork Helmet with Christmas ball besides lobster puppet, manngapihkeyboardg?2)
1025 | Che Caring Sunday morning relaxing by cooking and eating on the couch

. . Placing a carpet withlack and white squares under the blue couch and an orange ¢
10:55 |Ch Constructing (33)
11:35 | Chy Playing Fight between a puppet mouse, haad owl
12:00 | Ch2 Violence Breaking a bench with a crowbar and a hammer
12:30 | Chi Conceptual Writing §VENCEREMOSbon a shelf with a planer
13:08 Chz Caring Resting
13:28 | Che Caring Ordering something to eat while resting, then cooking a soup
13:40 | Chi Caring Eating can food
13:50 | Chi-2 Connecting Communicating through words made by letters of a board game
14:01 Chz-4 Violence Trying to tape another avatar who is doing something else
14:22 | Chi-4 Caring Peeling potatoes and eating together around a table
14:50 | Chi Conceptual Writing d am watching yo@with black tape on the ground
1453 | Che Conceptual Searching for a way to wriiéhe limit does not exiéeven if the paint is over
1457 | Chy Conceptual gt:;ibuting symbolic meaning to a Mac computer and a piece composed on a keyb
15:41 | Ch2 Caring Hearing a story read by the gamer laying on the bed
15:56 | Che Playing Doing a puzzle§s)
620 Chy Constructin sGtg\L(le&\)Nith green carpet, plants, black stools, fake petals on the ground and a big
16:39 | Chi Caring Throwingfake snow from a ladder while two other avatars are lying underneath
16:55 | Che Artwork Hanging a vinyl on a tape between two walls
16:57 | Che-4 Music Playing a rhythm on a pole with hammers
17:28 | Chi Artwork Sculpture with a vinyl hung with glue dhe wall and brushg@)
17:40 | Chr Artwork Writing YOLO with cutlery on the ground
17:51 Ch2 Artwork Drawing a heart with tape on the wall with a pillow, a puppet and sexy man pi@giye
18:21 Chr CaringConceptua| Watching the turnedff TV for ten minutes, then switching it on with a beer
19:48 | Ch2-3-4 Not controlled avatar on the couch, intimate moment
19:56 | Chi Artwork Installation with half rubbish bin, red ligtind paper inside
20139 | Chz ViolencegPlaying | Hitting furniture with shammer and then various objects around with a sword
20:43 | Chr Connecting Pointing at another avatar
2111 Ch2-4 ViolencdPlaying | Offering a flower against the destructive actions with the sword
22:13 Chy Violence Wearing handcuffs
22:20 | Chr Violence Breaking an electric guitar
22:28 | Chi-2 Violence Moving the bed with an avatar on it

. . Vibrating heart pillow on an electric guitar and then with an accordion on it, then
22:35 | Che Music . )

throwing the guitar away
22146 | Ch2 Playing Wearing aent by breaking its upper part with a crowbar
Chr-2-3-4- | |- ) Chaotic moment with noise music, dancing, geagndin the background (played b

2308 pjex o ¥iclenceFanying Alex), breaking plates, yellingnd drinking (?9)g ° ’ Py /
23:13 | Ch Alex playing thegong 6o)
23:20 | Che Connecting Trying to create a band
23:30 | Che PlayingViolence | Trying to break the guitar on the mixer, but the avatar cannot do it, it is too danger
2340 | Chi Plavin (Bgell)nop, inflatable watermelon, Polaroid, crocogilpet, maps of Germany on table
24:00 | Chi End ©2)
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II. INTERVIEWS



Il. 1 Interview with Alexander Schubert , 14.05.2020

Luca Befera Could youexplainthe genesis abenesi8

Alexander Schubert Alexander Schubert: The project is a folleyw to Control, which
happened two years ago and similarly applied a-pesson view accessed from control
rooms. InGenesis | reconsidered that approach further through a different perspective.
Control had performative aspects and dealt with one person going thdiffigient power
situations in a staged setting. Inste@énesiexcludes every dramaturgy, performative and
theatrical parts using empty space to display specific dynamics. Also, it aims to take my role
as a composer and artistic head out as much abjgoddhe process of removing influences

and reducing my impact happened sbgpstep. Afterwards, the experimental sides got
broader, and it was unclear how the project would have developed. This dynamic also
happened to a certain degree for the previmases, but they were still offering certain
regulations andmuch more specific or concrete setting t@nesisFocusing on openness

or participants without narrative and performative aspects, we aimed at something that was
the opposite of works we hawlone so far in order to get the broadest insight

LB: Are there anyimilaritieswith Acceptancer Unity Switcl? Is it possible to relate this
project tothe error aesthetiimprovement?

AS: More than theGerror aesthetit | see a continuity fronthe other works regarding
virtuality, distancecloseness of control, and how much is needed to be in a specific space or
close to the body to feel something. There are similar levels of virtuality in relation to
different settings, interactions, and tlemm as an artificial entity disconnected from time
and space. Ii€ontrol, people get controlled and then control, basically to access different
perspectives. On the other sid&;ceptancevas a very physical and bodily experience,
extreme for the performer. There was a natural environment, enriched with artificial wooden
sculgures and a digital light rendered in the e@enesisis quite the samechallenging
events happen in rebfe, but there is always something missing. This lack was perceivable
from the control room or acting as an avatar in the hall, hearing all theaods, voices and

so on. The activity was there, whereas the room itself was very quiet. It had this hollow,
virtual, or empty atmosphere to it. It is interesting how people relate to this atmosphere,
perceiving something missing or engaging in it. Thigeas reflects a contrast between
something real and physical and something distant and artificial. It regards the activity within
the room and how users connect witle setting from somewhere else and from a laptop.
The browsers made it very distant, tidjiand virtuaJ even if people could recognise human
being®presence

LB: In which ways virtuality influenced the interaction between players and withapace

AS: The disconnection of the players to the space allowed several layers of distancing. For
one side, it was almost anonymous, evident for the people instantly playing just logging in
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and also fothosewho bought a ticket by only leaving the email. The dynamics were different
from a physical interaction or relle meeting. The open space prost online
communitied facets and lowecontrol mechanisms displayed and made perceivable. One
chance was to create something obvious out of it, as happens in online communities. Still,
there were also people trying to help, take care, or constructingrsOlad destructive
behaviour or, in general, a negative attitude towards the game. Someone else was in the
emptiness of not knowing what to do with the offered freedom, as in the idle mode. The
whole range of those ways of thinking and interacting waseasting to me.

Also, the experiment showed what people came up with using the room. In that way, we
tried to make it possible to build something and establish rules and goals without explicitly
giving them as prerequisites. There were just some indisaiiiothe FAQ saying that it was
forbidden to harm somebody else. It was interesting to see which rules or ideas people come
up with or see how people cope with the fact that there are no given rules. For some of them,
this lack of information or orientath was too much. | like the idea of creating a space where
things are not clear and rules are not known. That was also where the experimental part of
Genesiould happen. It is something that | have imagined since | was a child, how would
the world be isome rules were not applied. | liked to make something similar happen in that
context. Then, some people used that freedom, and some did not. It was also interesting to
see the expectations that people had towards the interaction and themselves. Same playe
even had the feeling of being judged.

Going back to virtuality and the possibilities of the space, in the development of the piece
there was a constant balancing between two sides linked to the primary references regarding
computer gamedinecraftand The Simswas it an experiment where people constructed
something out of elementary elements? Or a social one with a given setting and people
interacting with the avatars? Eventually, we tried to fit both under the hood. Most of the
people chose social eraction, and that was totally fine

LB: Were he setting and thigemsbgrouping related to these gaals

AS: The location, absence of liglanditem selection shaped how the piece would have
also beenlt was impossible to be out completely

LB: Were there other inputs coming from the outside? For exasgtes people from the
staff played; Carolas birthdayoccurred, entailindperreatlife social contexthrough social

mediaalso; you, Car] and Heinrich brought a present for her inside the speaateprovided

in the inventory.

AS: As | said, there were some influences from perforémrauthorébackgroundWe were
human beings acting in that situaticafter all. Events such as Car@adrthday were
probably conscious, butthink that the present was not so influential for the préect
outcome It was to make something nice for her, | do not see any specific reason to speak
against it.

LB: Did you calculate human interaction comingrifrother sociamedia environmen®s
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AS: Not much the setup already provided people idé&xchange or the outside overview
through the YouTube channel, the chat, and Facebook and Instagram groups. Thus, there was
the idea to make it possible to accessidhiover or beyond just playing. However, the
integration of existing networks had not a specific goal

LB: What about the avatars acting outside of the strict rule of being con®rolled

AS: There were several reasons for this. Firstly, they were humagsheo it was almost
impossible that they would not have done it. Secondly, we did not have much time to rehearse
due to some circumstances, and many parameters remained unclear. Finally, due to the last
minute changes, avatars entered the technologhddirst time two or three days before the
project started, which is insane.

So, there were various reasons why we had to adjust the project as it went on. But even if
we had more time, | do not think we could have solved everything. After a reheagsal, w
discussed how the avatatksnowledge should interact, and we rsadi that it is hard to
answer. Adjustments, details and every huttahuman or humaito-avatar interaction
were so subtle. But we tried not to allow too higtel instructions. For example, the order
duild a houséwould have requested more specific nstions. Still, whether the avatar
knew how to pour a glass of water or not, it was debatable if the gamer should have requested
to bring the bottle, screw the cap, fill in water, screw the cap again. | personally liked the idea
of very detailed descriins, this is how | entered the project.Gontrol, there were very
detailed instructions already. But whether that project was less fle@ibhesisieeded more
space, allowing highevel instructions through which it could be easier to interact. It was
something in between Minecraft and The Sims also because of this more open format.

On the other hand, higlevel instructions were about making it easier to control avatars,
which should have been in the foreground but not involving personal wishesvathesa
will should not have been part of the reactions. If somebody would have asked for drawing
a pig on a sheet of paper, not wanting to do it would not have been a good reason to reject
the order. The gand original concept did not provide the penfars wishes. The only
actions to avoid would have been those implying hurting somebody or damaging the setting.
Another grey area regarded the perfor@gaénterpretation of théestructiodprinciple.

We also debated how far the avatar should have tegonsible for making a show,
performance, or generally delivering an interesting product. Here again, different
perspectives met each other, and | strongly believed that even if a slot was boring and people
did not know what to do, that was also finadidl not think that the avatar had to offer
something or put on a show, the goal of this project was not entertainment but displaying a
space of possibilities. How to use it was in ugbkends. Even if the player found it boring,
that does not mean thatwas a waste of time or slots. It was still an insight and a memory
which the player will continue to have, a chance not used or the impossibility to connect
through the setting. For me, it says something. Especially witlitickets over seven days,
it could work for some people or not. | also like this boredom and emptiness that could arise
in an idle situation, even if the player is online with an avatar. Nothing happening as in a non
place zoned out of the setting. As a metaphor, it works for mel Aacdhot think it would
have been boring because it usually happens, people might have experienced that. It was
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important to make it possible for this sort of things to happen. But, as | said, it was challenging
for the performer. There is always a gregaaabout what needed to be sure that a player can
use the settings if she/he wants to, to make it technically possible without giving too explicit
inputs about what to do

LB: Werethe avatafeelingsconsidered as part of the performance?

AS: Yes,aspects like where the perform@limit was, what did they want to destroy, what
made them sad, what did they want to change in the room, or in which kind of interactions
they felt uncomfortable were definitely part of the friction. As | said, there més which

were not black and white. One of the core components was the friction between an artificial
avatar and a real human being

LB: And the avatars had to choose between these states in the meantime.

AS: Yes, they chose during the performanéeyway, | think it could be possible to
formalise theavataréperformative aspesttodevelopa kind of rules book.

LB: What were the most important aspects of the performance that you defined over time?

AS: Mainly taking the physical audience and the avatapeech out of it. Going from the
starting ideahat| proposed, those changes were made over thsijastontls through the
rehearsaand so on. Taking the speech out made it more abstract right away.

LB: I noticed that you made the avatars participate in the setting preparation, asking them for
putting the black foil on the roof to obscure the performanceAlath, they slept just behind

the hall. You also participated in the performance and liwgtie place most of the time.

This kind of immersivity is frequently present in your piedaisl you consider it irGenesis

also?

AS: Yes. For the performers, it was a balance between-tirhdl hardcore approacéh24-

hours and/-days never going olitand good work conditions. Never going out would have
been good on several levels, but we opted for a more reasonable compromiserfgrsumaki

that avatars stayed healthy. Thus, that sort of immersivity was definitely a goal, and for this
production was the maximum we could go for.

About me, it was partly about practicality, | had to be there. Probably, if | had had more
time off, | would have gone home more frequently, but | liked that there was something from
me also. Even though | had been outside most of the time, | also enjoyed going into the hall
to do maintenance, clean up or work as an avatar sometimes. Entering that worldeeas a f
of the piece not entirely perceivable for the majority of the players. It was a particular feeling
to construct and live an environment out of time and space and existed on its own always in
the same way, where the light did not change, and the rkepicrepeating to a certain
degree. Even if there was a specific evolution, it was verycselient. This aspect of

117



engaging in something like this, letting it go or surrendering to such a place is definitely
something that | find interesting, and | hdaen dealingvith manypieces

LB: Were you searching for some kind of beauty?

AS: The question about whether the performance was beautiful or not, hollow or poetic is
something that drove me in a way. | think that it is hard to say if that place waguiem
a way it was very sad also. Aspects such as nobody speaking and people acting like robots
are inhuman, probably the opposite of a social setting. On the one hand, it could display
something that recalls society or other contexts as well. Ootliee, virtuality, technology,
and many other aspects implied things to be artificial and distant.

Visualising this and making it perceivable reflected the negative paseoksisOn the
other hand, it was beautiful that space did exist without the raimtst surrounding it. Once
entering, | felt like one could have sucked into it and forget to get out again, like a dream, an
alternate or an escape space, something like a paradise. | left behind a lot in that projection
space, even if not spending so fditne inside the hall. | was supervising all the technical
stuff, and when going in, | actually forgot everything and just stayed there living in the
moment. There is something poetic and beautiful about constructing this space out from zero.
Hence, beingirtual, it had a very unsocial sidand, at the same time, it was a projection
space to leave other things behind

LB: In my experience, it was beautiful to walk around the room after the perfornaatioe,
synthesisof all peoplés interactions, problemsnd thoughts over time. Also, it was there
just for that night.

AS: And that is the thing, nobody else sawPiople asked Wve planned to exhibthe final
result like an artwork. But for mé& never had been like theEventhough | liked the effect
of constructing spaces in there, | nelaad the final goalo create an artwork, it was just a
point in time and | like the fact that thiast settingdisappeared before anybody else could
see it. That is also why we took awéwe tphysical audience from the hahdno spectators
could enter the hall and enjoying it. Tlaispecincreased virtuality: no onanewwhere this
happenedandit was gone before there was any chaewer tosee isfinal result

LB: Can you give me soe more information about the technical aspects?

AS: In general, the avatars had a camera and a microgiathesent wirelessly to the control
room. The control room sent thasignalsoverthe server anthe Internet tahe browser of
peoplegjoining thegame There weraup tofour slots available at any given momeigch of
the four players, who could be anywhere, perceivedaihd@iovideo image ofan avatais
first-person perspectivn the other hanglayers used tlirelaptopds microphone andent
the spoken commands to the avatar.

LB: Which software, programming language technical equipment did you use?
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AS: The arm interface was done in Arduirggeaking through the arm interface and
transforming into Mag message$lax seminformationfrom the room through the website,
which worked with JavaScripthis isonly abroadperspectiveimplying a lot of hardware
andseveral other stageBne camera sedatato a wireless receiver, which went to a diversity
switch pasig through a videowitch. The latter sent part of the information to lecahtrol
screens and part of it to two vidstreaming serveiisone for the sequence view and one for

a test vided which went through mobile LTE routenshich provided a link to the video
thatuses could acces The website that Dominik programmed created links or access to
those videos whenever somebody had an available ticket. The audio connection worked on
an audio stream client that ran on a commercial server embedded into the toehsites

the browsets microphone On our sidewe had four computers that would work as the
corresponding basis: they received the spoken language of the playet Hredrgicrophone
inputs from the room and avatars. So, we established four working statiorgpattrer
stationg) for the avatars. Tdrconnections were built through those four statishenever
somebody had an available ticket so that the audio connection and the video link were
accessible directly through the video server. Then, some compidetisedstreaming on
YouTube and so on.
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II. 2 Interview with Carola S chaal, 13.05.2020

Carola Schaal: Can youtell mewhat you want to know from each perfornaerd what will
you study?

Luca Befera First of all, im going to examine iGenesiss a performance or an experiment;
then, what is the role of virtuality in redefining the and interactions; finally, the relationship
betweendnned and @uted performance contexts, regarding authors, avatars, and gamers.
These dynamics involve each per&®background: the auth@msxperiences and aesthetic,
which determine the setting; the gamers -téaj the avatar§ way of behaving and
acquaintances. The connection between these communities defined the performdnce itsel
including those which broke the given rules. Your birthday is an interesting example of what
| am talking about

CS: I had never actually thought to discuss with Alex in advance if it could be acceptable to
play this real moment. On the other sidenkeer stopped me from promoting my birthday,

even if he usually controls everything. For example, he did not object to the Facebook post,
which reported that it was possible to book a slot on that day. | did not mention my birthday,
but he knows when | atvorn, and it was clear that people would have thought about it. Alex,
Heinrich, and Carl decided to prepare a surprise package also, putting champagne and glasses
in the hatch. This wish was also out of the game. | always had the feeling of existing as a
human being, and the birthday celebration was alifeamomentthat | brought into the
performance week. So, close friends booked a slot oz8theof April.

LB: Did you act by yourselbr you obeyed the received orders during this event?

CS: | did what the players asked for. My sister prepared the Gebwi{siatpday] Party

canvas through Yana. Then, somebody brought it to the kitchen and my gamer, a male user,
realised that it was mactual birthday making me ansvwgesbor odto his questions. Then,

he wanted me to open a bottle of champagne and drink it more and more. Other players
agreed on drinking, it was really in the gar@aly the author8presenivas out those items
werenot in the inventory

LB: Did you feel like Carola during the play?

CS: Yes, | did. V\hen | think about tyself as one of the avatars, | recogmiwo layers: me

as Carola and me theavatad mole. Especially in the free slots, there were some moments

in which | was pure Carola, with all my fears. Of course, | could not always stay in the avatar
role because there was time to think, and | was forced to handle loneliness. Sometimes it was
tricky, wearing the headset was like observing through a microscope, where it is possible to
put objects and see them expanded. It was pretty intense. Also, | felt a bit caged, so that this
loneliness was much bigger than | usually feel it. These moments alswextwhen | had

a player. Sometimes, | felt lonely whether | saw other avatars, and | could observe the room
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expanding. Of course, these moments depended on the players also. If there was a tiny bit of
connection, then loneliness was gone, and then Idoalate to lovely moments of pure
intimacy with them

LB: Did you always obey the given orders?

CS: No, | did not always fulfil theg a me r s § likevkaliam evas trying to. We never
discussed strict rules on how the performers should behave, #odédamyself to press
odif the human being behind the avatar, Carola, did not want to do something or was not
in the right mood. So, | disagreed with Fabian, sagim@was another possibility that the
gamer had to face: if my avatar did not want tostmething, we could find another way
together. It was not a moment of quality if | always pushed my borders to fulfil the @amer
wishes. So, | did not fail, but | just had a different way of dealing with the situation. For
example, there was a very bagilady who | forced to change goal because her feelings were
very different from mine. Unlike other inspiring players, | was not motivated to interact, and

| did not want to do something exclusively to create a nice time for her. This character is in
line with my real life: | am demanding with myself, and | expect the same from friends and
colleagues. So, | did not deliver this lady a show. | have known Alex for such a long time,
and | am aware that he has the same attitude. He likes not to satisfyigreawdmpletely,

| appreciate that. IAcceptancefor example, it was interesting to leave some people in the
audience not completely satisfied, someone even said that the performance was boring. These
aspects are also related to the lack of voice udmgéing actors like Max and Fabian to
make a show out of it. Still, this overacting would have been unacceptable for me, it would
have brought to a game quality loss

LB: Did the authors communicated with you during the performance?

CS: Yes, Alexand Heinrich interrupted me a couple of times in between a slot, | found it
disturbing and it took away a lot of energy. AtceptancegAlex had to trust me, there were
no connections between us for five and a half days. So, we talked about it in advance, and
when we started to shoot, he could not intervene, | loved Gelmesis| was already aware
that he could have mentioned somstrietions during the performance days, and when he
did it, I felt limited. It was also a lack of trust, | did not like it.

| also did not like the restrictions of Heinrich, who intervened when | used the megaphone.
| know that it was annoying and loud,tbwas in the mood to use it, and it was part of the
interaction with the gamer. | did not understand why she warned me, | felt like a scolded kid.
Those two interventions were aldaring the performancen between a slot. It was like
being at the concestage when somebody tells you that there is a wrong note. Maybe people
do not get it, but someone wrote something on paper and just put it on my music stand. The
performance is running. Of course, Alex and Heinrich also mentioned a lack of time to talk
about these aspects before the performance, and we had to take care of the black foil on the
roof.

LB: We also managed the items photos together for some days
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CS: Yes, | assisted you in this task, there was a lack of time. Even dréaviongtime
performance, | would have preferred to let part of these settings go. For exdh®le,
performance hall was a bit too clean to me, it looked like someone arranged and directed it.
Maybe there should have been something like a messy corner.

LB: Did you ever élt observed?

CS: As Yana and Fabian stated, we always felt observed because of-tiosir streaming
documentation. This outside overview also influenced the flow, | had the feeling that
somebody could intervene.

LB: Did you have the feeling thtte performance hall was becoming the avataome after
a while?

CS: Yes, it started with the green sofa in the middle of the room, and it became stronger with
the bed. Then, on my birthday, some close people ordered a few things from the inventory as
a present. For example, | always knew where the toy squirrel was. There is a special
connection to this puppet, coming from mum and dad. If there were some free slots and | did
not feel too tidy up, I just searched for this puppet and did some funny thihgs as using

the wig for preparing a lovely hairstyle or taking a carrot and just laid it next to it, so that it
could eat. | knew that my parents were watching the live stream, so it was also a kind of
communication with them to show that | was takaare of the present.

In general, | always knew where things were. For example, if someone asked for,the saw
| just started to walk if the gamer was inspiring, otherwise, | would let him/her order it
again. We spent much more time in the performanoenrthan everywhere else in those
seven days. | also find it very interesting that quite many players asked about or mentioned
going to my favourite place. When | went there, | was also showing them my aesthetic point
of view.

LB: Were you aware of thether avatai@state?

CS:. Yes, | always knew when one of my colleagues was in a free slot and faninateatic
mode. Yana told me the same, she knew when | was pretending to press the witestixand
buttons even if nobody was on the other side. The same with Fabian and Max.

L B: Whatis your opinion about theelationshipbetween avatars?

CS: In general, we liked each other, for all the four of us it was a very good relationship,
even if Max was a bit more separat€hce, a special and intimate interaction occurred
between th three of uswWe were in a free slpand | sat beside Fabian, then Yana joined us.

| could not go on watching a documentary about Greece and Rome, we had seen it too many
times So, | individually decided to put another one on Norwanich was still in plastic.

We were sittingin between the hall watching this documentary while Max was walking
around making noise. Then | put my head on Fabighoulder. | always had the feeling that
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| had a really good connection outside the perfareaavith him and | just took the chance

to get some physical ctatt It was purely human, and he also enjoyed it. | am sure that |
would not have done it with Yana or Max, something would have avoided this dation.
human beingsaused this atmosphetet brought avatar Carola relaxing on avatar Fabian
shoulder.

LB: Did something similaalso happemhensomeone controlled y&u

CS: Yes, sometimes. For example, it happened twice when Yana was singing and talking in
her fake language in front of mand | left even if the gamer did not ask me for it. | highly
regard Yana, but | could not stand it, | was so nervous and triggered on a very personal level
that it was hard to repress that annoyance completely.

Furthermore, seeing tli&eburtstagPartydsign, a very nice and smart woman asked me
about the celebration and my physical state. When sheegaliat | had drunk too much,
she made me prepare a hangover breakfast, asking for what | would prefer. | had coffee and
sausages with mustard, ketchapd mayonnaise. | was thankful because | needed that snack.
Then, | turned around, and she saw Fabian on the sofa in a similar condition. She made me
prepare the remaining two sausages for him, and Falpéayer told him to eat if he wanted
to. Sq we sa on the sofa to have breakfast together. At that moment, | had the feeling that
both gamers did exactly what we would have personally.done

LB: Did you know some of the players? How did you feel about being controlled by them?

CS. For me, it was a very comfortable and touching situation to have the voice of a close
friend right in my ears. It was an occasion to spend an hour in such a unique situation. | also
talked to many gamers who knew somebody personatheiigame. Some pe@plvere just

aware of names as Yana Thonnes and Carola Schaal or belonged to the Neue Musik bubble.
Others who knew the avatar personally suffered to give orBersexample, a good friend

of mine controlled me. At a certain moment, | turned around, saalld see who | was.

When the slot was over, she had to shut down the computer immediately and go running. She
did it for the two of us and to get rid of the feeling that she controlled somebody. On the other
hand, my sister told me that she liked it. 8las some employees, so maybe she is used to
giving orders. But she struggled when recognising that she was asking a woman to dance,
like a logical consequence of the party. When sheseshthat Yana was doing everything

she ordered, she got the tasteredlly controlling somebodyShe recogrsed it the next
morning. Other composers and artists needed to create a space of freedom for thinking and
acting, which was controversial, knowing that it would end up in giving orders.

In general, there are prefaees in physical interactions, and somebody liked to dominate.
Feeling joy in giving commands is not a deplorable thing, even if the abuse is always close.
For example, you can nicely dominate people just to create a tense atmosphere. | am sure that
thosepeople are aware that they have to balance on anaergwmountain path, trying not
to fall and damage somebody, mentally and physically

LB: Did you fdt a link betweergameréactions over time?
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CS: Not really. For exampleconstructionsstarted when somebodydught alreadyfixed

wall cornesinto the room. Themgther gamers rarely continudte saméuilding over time.

That was also related to the time availalfidty-five minutes was a teshort time,and

gamers would hae needed to observe at least one slot before playing to create continuity.
Is there a particularly significant moment for you?

LB: In the last hours, | enjoyed the ecstatic, confused and noise moments. Everything was
going towards the end, addilfpjects, strange actions, and disorder. It was compelling to
me, | stood two hours in front of the screens without moving. A friend of mine played with
you in that period.

CS: I could not share all his destructive eneiayd ljust biokethe bed. | likedt more when

we made the drone sound with a vibrating heart on the guitar. Then he asked for an
outstanding costume with a tent shell, so | cut a hole with an iron bar and wore it. He was
excited and asked me to go in front of the mirror. | really likesiteamwork and sharing his
euphoric moment. Creating that loud drone and walking around with that absurd costume
was much stronger than destroying things to me.

LB: Do you want to add other significaihiboughts oexperiences?

CS:. Generally, the mosixhausting moments were the ones with three, four, or five free slots

in a row. It happened to me on Saturday: there was nobody except for four quick users over
the whole day. In general, being bored is a very positive moment for me. But in those
moments) could never relax because of the setting force, | had to be something, and | found
it very annoying.

Also, on thexgth, there was a very caring Danish Guy who wanted to talk about his fears
of the pandemic situation. He told me that he wouldhawe entered the game withouath
isolation. Then, | was sitting, and he asked me if | was thirsty or hungry. After argtaad
minutes, he was about to leave stating, and he wished me all the best. But he was just shy, so
| allowed myself to interveneylpressingnod He repeated his wish to leave, and | asked if
he was sure. At that moment, he decided to remairactogallywanting to go. So, we had
kind of a talk, where | answered juseanddod He did a sort of monologue about the
pandemic,DenmarlGs situation his isolation, andleeping difficultybecause of horrible
dreams. When | asked for more details, he gave them to me, realising that | was interested. |
just laid down and pressed those limited communication possibilities, but it Was sti
touching and unique situation. | also had the feeling that if | had not reacted, he would just
have stepped out. But | did not want him to leave. He also mentioned his name, no one else
did it. He asked for my name too, but | could not answer. Wherelsody tried to know it,
| just wrotedAvatag | did not have a real name in the game.

Finally, on Monday, | did not want to eat in the performance hall, so | brought my
breakfast, and | ate in my oteur break in the afternoon. Then | thought that is wa
necessary to include eating during the play. On my birthday morning, | told Francis and Vitus
that | would have breakfast in the installation with coffee, Cini Minis, muesli, amitk some
fruits. Having this plan in mind and being persistent in makiegnessages blinking, people
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asked many questions about what | wanted. | started with thirst and got coffee, then |
continued with hunger and did not stop bothering the gamer until | received the planned meal.
| found it interesting to be very clear areeghe gameéseaction to my anger if they did not
satisfy me. After this experiment, | stopped bringing my breakfast. Sometimes | even did not
eat during the lunch break because | wanted to cook something inside tloe htdbught
somebody would havappreciated cooking together. Of course, in the meanwhile, | did not
build up the room also because it takes time to eat or cook something, but | thought that it
was also part of the game. | think that Fabian sometimes had the feeling that he needed to
push people to create something. For me, it was not my responsibility. Maybe | used (or
abused) it in the strongest way of the four avatars, but it was great that we had completely
different characters.
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Il. 3 Interview with Yana Thonnes , 14.05.2020
Luca Befera Could you talk about your artistic path bef@enesi8

Yana Thonnes | am a director and a performer. | have my own company, The Agency,
founded with three other women,which | have been working for five yeak&e are doing
immersive shows where the audience walkound and always hgsarticularparts For
example spectators participates a customer of a fictional corporation. As a director, | want
people to have veryailored experienceto adapt or access them easily in that world.
However, how people participate is very different from l@@enesisvorked.When Heinrich
explainedt to me, | was very interestéecause of this discrepandyhen, | wondered about
what gamers would have done. My pie6eaudience entails people from theatre,
performanceand dance, going to a show, sitting dowand waiting for something to be
delivered. Even if they participate, they do not have to be invemistead Genesientailed

a creative audienceFor examplethose coming fronthe Elbphilharmonie musicontext
showed very originahteractions

LB: Are you used to immersive performancéshis lengtt?

YT: No, we did some durational shows, which lasted six or seven hours at the latest. Also, |
enacted on¢o-one performances similar in the relationship with a single person but different
in having the performer as a guide.Genesisthe person changezhchhour, and it was
challenging to recognise what the gamer wanted, where he/she wantedrid gow | could
cooperate with them. It was much about understanding pedipt®.l could let it go to the
situationand surrender to what was happening thiicked something in my head.

LB: I noticed thatou tended to guide peophath thegesture. Do you think it depeedon
your expertis@

YT: It was a mixture of my background and the attempt to bring a rhyabmexample, tb
da-dad gesture showedamersthat we had finished somethiffj They usually reactedby
thinking aboutwhatdone and whatio do next.lt was quite helpful for me to communicate
with them somehow when we fulfilled something, giveaghance to progress from those
facts. They were not really in a computer game afteaal this gesture highlighted a new
achievement, like collecting coins. | felt it was good to give them this moment of satisfaction.

LB: Someone also reacted by drinking a beer or smoking a ceyareén perceiving that
action was over. Did yoconceive these relationshipswaual or human?

YT: Somehowvery ambivalent. Performing, | always tried to be in the two worlds. On the
one handit wasa physical and haptic spateat | could touch anohfluencedmy body. For
example, it transmitted cold. At the same time, | imagined the plasemrsen viewwhich

105 The performer refers to the gesture implying stretched arms, hands and fingers, usually towards an object.
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was much more virtual. | always had this split awargneish changed regarding the player

and the perception of myselfwas aimingor a VR experience, but it was something that |

had to construct in my emtalattitude while playing. Of course, | mightyenteracted with

space just as an industrial hall where we built up things. Instead, it was a wonderland to me,
where lendlesslylooked aroundo those fascirtang things

LB: Was it something improving over timar it was always the same feeling?

YT: | think it depended othehour of theday, butl also got used to.it can remember every
time | went into the hatch and made the door go down again, thifdiqagow it is here.

LB: As a gate into another world.

YT: Yes, exactly. It was helpful to have thiansitioning processvaiting until the light was
dark,going in, putting something here and there, asking myself if | was,readythen the

gate took one second to go up and one second to go d@ehehsieto accesafter a while.
Sometimes, when | felt &aused, it was harder to take this virtualityto accountand it

became weird. But, as long as a person connected and | heard someone, | was there somehow.

LB: Did you feel intimacy with the gamers?

YT: Yes, so much. Of course, it dependedwdrat people were looking forFor some of
them, it was Wwat they were into,of example, when asking to touakiatasbface. It was

easy for me to understand when a person wanted to go in that direction. There was one
intimate interaction that I still cannot understand why happened. | think he was an Italian guy
with whom | did some random things with the tape. He wasrdgring anything but just
asking for it. He also took endless time toud@expectedhings, which is something that |

also really like.We arranged a golden fabriend he asked me to write his initials on the
door, GB, I think. Thenl found a roseandhe wanted me to put it on the door as well. He
was always very gentland | felt a connection that had nothing to do with these actions.
Finally, he asked me to put my initials as an avatar close to his, sa tgofirmation of his
intents. And | still cannot say why this relationship came up, | think it was just a matter of
voice and talking to each other.

LB: Were you performing or joining the experience as in re& life

YT: In my approach as a performance artist, | believe that whatever youesxggein that
space, as a performer or as an audience member, it is nedes #hexperience. It is
something that can potentially live into your rétd, leave a trace on you, create knowledge
and it can touch you somehow. Performances are an itmgresvironmento unfold these
possibilities that we usually do not consider in real life, it would be very confusing to be as
opened all the time.

During this week, we had a very special moment on Sunday. We were all the four avatars
in the hall and hree of us, Carola, Fabigand me, did not have a playiewe beame really
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sensitiveto understanavhen someone had a player. Only Max, who were running around
and destroying thingsyas controlled The three of us were sitting on a sofa in one of the
living room settings, watching a VHS tape Norway an embarrassing and hilarious travel
documentaryfrom thegos. Then | came to the point that it was just a jolived in that
setting with strange flatmatesaiting for someone to login to do something with th&iris
feeling probably depended on the persistent rouths», doing it all day long maalit part

of our lives. It became difficult for me to say if it was a performance or something else,
sometimeghese two aspectaemged For example, in everyddife actions | found myself
thinking about my avatar perspectigad view It was a trace inde and outside our life,
frequently with a strong emotional response and, at the same tiragularjob. After a
while, it becameordinaryto me.

LB: Did you play with yourself as a gamer?
YT: No, | was aware only when playing with someone, gajoelleagues.
LB: Did you feel like being watched because of the camera overview?

YT: No, it was immersivéheatre to meThe camera overview regarded feformancé
artistic productwhich usually relates to the audieteexperienceni my performeds and
directoiis practiceThus | associate@enesiés live streanwith a film from a certain point

It was hard tqustify why | was doing it and what meant during the performanaeis still
an open questiorif | had known that it was raéra documentation, maybe it would have
beendifferent. | could sense that Alex had another approach tautiencé experience
He told us that even not played slots would have been in the documentatiompageitis
outcome So, | started toelatethe documentatioto the artistic product.

LB: Did you perceive the will of an online community?

YT: Not really, people would have needed to interact more with each tthers hard to
develop a social group in a gheur slot andvith many new inputs to manage. Instead, they
focusedonly ontheir slot Of course, this could be a community behavemsiwel| but | did

not feel thagamergeferenedeach otherSome peole evenasked me if the objects inside
the hall had been brought there by other people. Sm®rscame again and again, but it
did not make a community.

LB: How did relationships between avatars evolve? Did you have a sense of a grpwing
avataréhomeuwithin the hall?

YT: Yes, totally. Since the beginning, | had the feeling that we were wonketigogether,
andl always felt very safe with everyone. | hadouple oflifficult momentgustwhen Max
was destroying things. In the overalperiencewe found a way of being there togetheand

we assisteceach other. For examplencel madea coffee out of the settingnd | shared
another one with Fabia®r Carolahandedover the blanket while she was on the sofa. These
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little gesturesenhanced our mutual presence amcreased cohesion. A very significant
moment was the one on the couch | mentioned before. It was curious to share these
experiences without talk also.

LB: Did you feel connection or interference from the environmentaritsie performance
hall?

YT: It was getting more and more weird to me to go outside. We were wearing sunglasses in
a spacehatwas usually dark. Actually, each morning it got worse, | was getting up feeling
like a mole. I loved when Vitus and Francis weéealing with the inventoiiy averyrelaxed

way. Also, sometime<Carl was alone in his offigeand | alwaygperceivedcalm from him.

With Lisa and Jettat was different They had their own dynamics and a stronger emotional
connection with the projeat,was possible to sense it. Sometimes | wentand they were
sleeping or other people | had never seen before wargdering aroundhe building So, |
enjoyed most a concentrated or egsyng atmosphere, whereasgaygly or emotional
backstage comked melt was difficult to deal with these situationfie fifty -five minutes
inside the performance hall, mayb&er a tense experience. We hatundtwo-minutes
breals between the slots taskssuch as time for going out, removing glassex]jcharge
batteries reducethe total duration offive minutes This short periodcould give you
somethingpositiveor beoverwhelming. Two people asking a questias alreadydo much

So, | tried not to conmunicate, | could not process that.

LB: In these two minutegou were still inside the hall mentally.
YT: Yes, exactly.
LB: Did you feel that going outsider a longer periotroke the flow of your performance?

YT: No, for meit was importanbnly to eat something warruring the lunch break, | was

not really going out of the performance, it was like working and going to the calttesuid

not break the flow because | was not doing something different, and even if the setting was
different, thee were still people engaged with the praject

LB: Do you want to tell me something special that happened during the performance?

YT: Yes, two special sessions occurred on Sunday. The gamer wanted me to reach my holiest
place in the first one, where waldan exciting trainingFirstly, he askedor reachingthe

object that gave me the greatest emotional response. | was looking for a particular keyboard,
but | could not find it.So, wandering aroundl found a Mag¢ and he told me ttook at it
meditatively The object stodon a shelf, | asked if to lie down on the flpand he answered

no. He then wanted me to place the object where | was and vice thardang about the
objects perspective from my previous positiokfter a while, he askeme to go to the
keyboard and take the red paint. We did not ltaeur anynore butl saw a lipstickpassng

by a makeup case. He was so ambitiansihe wanted to push it somehow. He asked me to
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play something meaningfiid me and associat® composés namewith each white key.
After stating that we usually remember much more male compdsensanted the red colour

on each white keto enlighterfemale composeit®o. This playwent on and on and until he
came to the point of me being the next fen@mposerThat wasmy music and | had to

feel how personal it was, perceive each soand do as | likedbecause it was worthy for
everyone to listetn. Moreover he wanted me to go to the other avatars, look at the person
behind the persorsayto stopwhatever they were doingnd request their attention to my
music, which was more importam/henl foundthe piecés end, ke calledit Opusr, which

| wrote on the keyboard beside my nainehich was®a Finally, he askeébr pladng me

in front of the mirror and ligsync my name after Wagner and Stockhausesstablish my
relevance among theggeat composers. | was thirsty, so we went to the kitchen to drink
some milk. After that, we returned to the keyboard to waitwh the audienceosition. Iput

a drop of milk orthe keys to remember each sound, how good it veasl whaitit meant to

me | did this actiorwhile drinking the milkio have a remembrance of this experieéncay

daily life. That person was awesome. He played an esgssion like this without stopping,

it was like David Lynch having a training sessiéte could not know that heada female
avatar and | asked myself if he prepared the plalso, he was the first one on Sunday
wanting me to wear a dredswas unclear if | was a male or a femalgh my previous
clothes.

LB: Do you still remember that moment when drinking milk?

YT: 1 do! | also took the keyboard with me. The other significant play | would like to tell you
was very different and a bitexpy. There was a person who did not communicate taaily
used very few words. He was a mand lalsoheard a woman in the background. Firstly, he
ordered some gnocchi and pasta sadeewas not talkingo me at allfor the first minutel

was just sanding there. After a whiléehe asked me toook the gnocchi, so | thought he
ordered them and went to the hatch. He was quite impatient with the boiling process, which
| think he forgot after a while. Then antedme to take the handcuffs and, agaweht to

the hatch by myself. | found real handcuffs there, which were quite stroaigthem on both

my wrists and remained like this for arousdvenminutes Afterwards, le did not do
anythingexcepffor letting mestand inthe centravhile raisingmy armsto make them visible

to the screen viewAfter some minutes, | heard heavy breathkig did not hurt mgbut his
behaviour wasreepy somehow. This person created an atmosphere just tatkimg a few
times and not describing anything in detajl he really communicatedthrough not
communicating. It was brutdbut | was not anxious, it was just a frame of the situation.

130



I1.4 Interview with Max Pross , 15.05.2020
Luca Befera: Could you talk about your artistic path bef@enesi8

Max Pross | had been a performer in the SIGNA group for five years, where we did
immersive shows lasting even one week-futie or nine days. Some were very heavy, but
still different from Genesishecause having a story, and resulting very clear. It was a long
timeago. After that, | did not perform much anymore, but | worked as a director and assistant
director. Heinrich remembered my plays with SIGNA, so she called me for this project.
Genesisvas an interesting occasion to do a hardcore performance again

LB: Did you ever tried virtualeality means?

MP: No, it was the first time. It was strange becatise audio connection waaways
working, andit was not possible taun away from gamer#t was difficult to understand how
to get users into the game and makgayer out of themit was a learning process and one
of the core tasks to me.

LB: Did you perceive the gamer asaudiencanemberor asadirector?

MP: Both at the same tim&lany other pieceprovide this interactivity bubotto this high
degreeof freedom Therefore, the spectator is also a credenertheless, he still looked at
an artwork in which insert many inputs. In this acceptatiba,gamer was a spectator
personallyconsidered mostly this last perspectieeause | had to do sometipiior him/her,
and | feltresponsible fomaking the performance world. the gamer became aware of the
rules and mastered the gamewsesa directormore But this was rarely the case.

LB: Was virtuality a meato enhancentimacy or distanceetween avatar and gamer?

MP: For me it was very intimateAs | said,the avatar could not run away from the show
and there was a ofte-one relationship, whereas there is an audienceally. The dstance
was never there to mas a performen wascloser than usual.

LB: Which was the difference between performing and having a human relationship?

MP: Of course, ltere was a difference. | was alone in this,ralld |1 could get clever as a
performer andmprovelive interactions But as an avatat was a victim of the spectator,
more than performance in presence. | did not have any meatisect or constructhe
performance because it was virtual, and | was played. | only had psychological
communication to use. Sometiméprovoked anger, made gars look at things, angave
themtips by turning to a certain point.

LB: I noticedthat you were acting consistently when not controlled also. Why?
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MP: For the performance ide#, was necessarp give the impression that something was
still going on. | did not stop working evavhennot haing a player. Since we had tifiree
slotproblem keeping the performance alilbg acting in a kind of selfnodewas important

to me In general, | pretended to be the player. So, | did it to keep up the perforifilbinee,
spaces, and somehow fulfily task. Of course, it was making decisidmst nobody stopped
me, so | tried to develop my own behaviour

LB: Did you ever have thenpression to play with yourself, also when controlled by someone
else?

MP: No, | did not play with myself. | put myself into extreme situations, but | always let
people play with me. | did not look to my joy during the performa@tieerwise) somehow
analysed theplayeits control mechanisrand what people do when they have this power.

LB: What is your opinion abogfamerscontrolling people?

MP: It wasfascinding, | got to knowthemquite well. If gamers wanted to talk, | let them

talk. They told me lot about themselves. Then, there were the lost gamers, maybe the most
uninteresting, like people unable to manage the virtual aspect. They could get angry, still
telling a lot about themselve®n the other hand, some gamiansw how to playas avoman
whotook care of me like a little do@he most interestingerethemany artiststheycreated

great atmospheres. Then, there was this couple, a little bit sadistic, who made me eat row
potatoes. Itvas a human study, also for the avatar.

LB: Did you feel an improvement in your way of performing?

MP: It is very hard to say. Of course, | tried to. For exampédtedmptedo makegamers
check therules it was boring to play with someone who did not understhach Then |
developed sensitivity about whthe player meant. There could be very defined commands
or someongenerallyasking for a hammer. In this case, | went to the hammer and took it. |
did not want to be more stupid than | whsing bothan avatamnda human being during

the performancsdf | stopped to basstupid, lwould have to create a concrete role, and many
guestions would come oukollowing this evolutionwe ended upperforning differently.

We had to develop these capacities during the shayett@ feeling foit because people
telling usexactly what to deveredeficient

LB: Did you feel that the performance hall became the avdtarse?

MP: Yes, | got this feeling, especialjuringthe night. | got used to the hours of the clock.
The night began at:30 p.m. when Fabian came. Then, it started the rush overawatihd
1:00 a.m.,whenCarola and Yana went to bdetom then on, there was a distinctive morning

feeling,it was the most sial momenfor me.

LB: In which ways?
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MP: We hadunique players, sometimes quet Of course, everyone was sleeping,
everything was calpand there were many other influences. But | do not know why it was
such a special atmosphere. It was also moreasdrated, artistiand the players knew what

to do. When the players knew what to, dowas beneficialfor the game, something was
really happeningand there was profounddevelopmentSomething ofGenesisvas there.

LB: Did you perceive annline community growing up over time?

MP: Partially,in asmall group of people playg a lot. They were not necessarily the most
inspiring players. For me, an interesting playet ttaexperiment on what he/she could do in
the room and how tmteract wth the other players. Sometimg&ople wrotdo each other,
that made a lot of fun.

LB: What about the relationships between avatars?

MP: For being there an entire wedékwvas necessaystrongtrust. Within the shoywwe took

care of each other, we were very reliable. We liked each, @heit wasessentiato have a

good situation inside the performance sgacene. Therewe could build ugonfidenceout

of the general friendlineskroughan underneath communieat. Of course, we had different
artistic views, but we managed to leave them outside the performance. We were very
different | was the one considered much distaetause | did not want to take breakhen

| am in the showl am in the show. It is veryritating if, somehow, | stop beintpere it

takes me out of it. It is not a joke for me.

LB: Which kind of interaction did you have with the authors and the people outside the
performance hall?

MP: It washelpful to talk with them to havéeedback considering that the rehearsals had
been very short. It wasrucial to build trust lasting one week. And the days before the
performance were important too, to get used to the room.

LB: Were you searching for beauty within the performance?

MP: Beauty is a&complicatedconcept. | did not look for beauty but for pictutkat inspired

the playeréthoughts and emoti@nSo, | tried to arrangehings where they could be funny

or interesting. | did it imagining/here a hypothetiglayer would go. Oourse, | got to know

the playersand llearnedhow to arrange objects. For exampigany of them did artistic
works, so | took the playaifunctionality, adapted itand did it myself.l also finished
incomplete slots. Moreoveyou probably readed that | cleaned up a It night. | wanted

to pushthe hallout of a rubbish situation, which was one of the most relevant problems to
mei even if artistic. People were nobdnsideringhe followingplayers andleavinga mess

was not their concern at alfhey did not think thathere were only fiftyfive minutes to
finish something.
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LB: Would you like to tell me other particular experiences?

MP: On Thursday and Friday nightse had players with a very concrete image of space,
about how the room could sound and ldokhesemomens, everything made sense because
the room became an instrument tha could develop, build and playin a musical or
installation way. Thesgames had a clear directioand became professional, for example,
as artists or musician&nowing how space could sound, they extend the experience to a
broaderextent than just music. It was relatechtmw they talkedand | moved through their
commands, earything was clear and made sense.

LB: I would like to talk about my play with you also. | was the one trying to construct a
treasure huntingand at a certain momentused a halcut paper rubbish bin. Maybe | was
wrong with thepronunciation of the wals,and you did not understand me, especially when

| tried to make you writégamblingdon a sheet of paper to report the clue.

MP: In that play | had audio problemsndl could not understand yaworrecty.

LB: When you threw the marker away becaakthese interference$ perceived that we
established a connectiofit that momentl realised that you did not want to write anythjng
or we could not communicate in that wep, | tried to do something else. How did you
perceive that interaction?

MP: Yes, | threw the marker away because | did not understand what you wanted me to
write. | had the impression that | was losing you if | had not put something ihtstéad of

trying and trying again, | tried to surprise you, get you into the play agathprovoke a
further action.

LB: It worked When you did it, | consideredbing something else that could be better for
both of us. The following nonsense actions became sensible and beautiful to me.

MP: Yes, nonsense is something that happened #ldtit was not just nonsense, but a
surface behind whiclaysnot intended sense.
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. 5 Interview with Fabian Oehl , 19.05.2020
Luca Befera What is your artistic background?

Fabian Oeht | decided to be a theatre actdter performing experiences at schdsb, |
studied acting in Leipzig fromoog to 2013. | knew | could work in movies and television
with that education. After four years, | had my fits¢atreemployment in Heidelberg from
2014 t02016. Inthat period | realsed my need to discover motavas disappointed by State
funding usagefor the German theatre systeand not artistically satisfiedSo,| quit and
decided to be a freelancer. Since then, my main work coudtittude in theatre. | met
Heinrichin Heidelbergwho proposed me to joinpmoject in Sweden with her. That was the
beginning of my performingrt experienceand | started to think aboather possibilities as
an artist and an actofo, | appied my educatiorlessi techniques such as essential
bodywork, standard movementsddanguage awarenessand Ibegan to think differengl

| did three performances with Heinrich bef@enesis| wasworking for the theatre and a
few TV showsthen so thisprojectarrived in a period of artistic thirst/]so worsenedy the
pandemic. Wwas tryingto find a balance between satisfying waookpush myself and more
common performancds earn more money. SGenesisvassomething | was waiting for.
Having the feeling bdoing a meaningful thing igenerallyvery important to me but very
rare. At the same time, | cannot siach intense playsvery month.

LB: Did you have other experiences in immersiveideo gaméasedperformancs?

FO: No, not videogamebased pedrmances and neither logrm oneswith this peak of
intensity.

LB: Do youknowthevideo gamesvorld?

FO: Yes, | play video gameand | have been doing it for more thanyears. | regard it as
an art formthat became a economicindustry similar to films. | also read videgame
reviews, | am very informed about it.

LB: Was it relevant for your when performing?

FO: Totally, | wasconstantlycomparing thgiececoncept with computegame genres.

LB: What was your relationship with virtuality? Did you percelueman interaction or
digital mediatior?

FO: Choosing between these two parameters, | perceived human interactiom dibreot
think to be in a computer game while performimg just consiering what people could do
in the gamesSitill, as both actor and avatamvas mixing virtual ideas and beinghuman. |
do not know if Ibehavedlifferently from othes becaus®f my computer gameéknowledge
Initially, | triedto bean avatar as a folaing-order characteperhapgecause | kow what
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an avatar does. | alwayisoughtthat whennobody contrd an avatar,it get into the Gdle

modej standing or moving in a rule set without doing anything, sittnghe bench and
smoking for exampleWhen the player comes back, the avatar throws the cigarette away and
waits for commands. But #se virtualaspect became more and more humahs a
performer, my own needsame through, getting morelevant developing during the week

and evergetting over control.

Sometimes, | also thought abdnaw computer games diretite playethroughnarration
For examplethey often providenvironmental stoglling, letting gamers discover the plot
through details o& landscaperlhis dynamic alsaccurred mn Genesis Gamers could see a
broken glasstwo racks and a ball and immediately build a story from those elenTdray
could think about who was thettbat someone lost the gapme maybesomeone got angry.
People asked us a ldr going through the room to sc#éme possibilities Through how |
used my camera and looked at things, | could influencelthyer attention Most of the
time, they were notelling me where to lookAs we advanced looked at things around:
when other avatangassedy, | pointed at them; when there was a loud soutahKedin
that direction. So, bffereddramaturgy to help people getting an idascomputer games
hints. Anyway, | always felt like a human being andwbblly a digital entity.Significantly,
| was making decisions everg seconds irg5-minutes slots, computer avagarenot doing
it with this frequency.

LB: Did you perceived intimacy with players?

FO: | had a very strong connectiah times | could often feel that it was present on both
sides becausgamerghanked me or offered a beer. There was also a perceivable connection
throughvoice, someoundednore kind and | did not want them to leavihere was a special
relationship if someone wagentle | felt that we were playing together, and human aspects
arose. Insteadpmeother playersounded not really interested in interactibherewasno
connectionf someone neglected communication, as in reallliifghose momentsfelt more

like a digital avatamotformingabondas well busstill following the rules. These cases were
part of the game, but | found them very boringlol not know if theoutsidé€s perception
changedthis was my perspective

LB: When | played my slot, &lso realisedhat establishing a connection made the game
more interesting. Since you were playing during the night, did you perceive a particular
atmosphere?

FO: Yes, a specific atmosphere came up from Thurg@ayhe first nightthere were hardly

any peopldérom 2.30 a.m The next nighhothing wagyoing on, but | still had a lot of energy.

| have a vague remembrandethink | was chilling or hanging around, mosthjithout
sleeping. On Wednesday, | got more tjradd| started sleeping when no one was there.
Becuse of the limited amount of people playing during the night, | had the opportunity to
rest,and everything was very relaxed. On Thursday had workedour days alreadywith

a fewhours of sleefy in my casealso becausedid it during the day. So, dtarted to feel



tirednessn my body.Authors and staff assisting the performance were also not there for at
least a couple of hours.

At 2.30 a.m, my nerves were down alregdynd one guy wasexperimenting with the
room possibilities. Br example, he wk the microphone and wanted to have feedback in
front of the speakers. The microphone was already loud fangs| hadalready hadso
minutes of loud music while Max was throwing things against the wall. This combination
turned the whole perceptioand something was opening up. | danced on the table until it
broke down. | was a little shockeout nothingbadhappened, just glasses shattsrn the
floor. Theadrenalingwhich wasalreadyup because of the music and this guy getting more
aggressivebecame even higheHe wasworried about meut not very empathetic, not
unfriendly but still on the controlling side. He was trying something in that room, not in a
destructive wayStill, the airwas tense andtressful.Thinking about it akrwards, it was
also arexciting, darkromantic and crazy atmospheasd | am proud that | experienced it.
But at that moment, it was too mydlam not the person who likes to party, go to clubs, or
have a wild nightl was tired and a little bit drunk after a while, 1 understood how to let
people give me beers, it worked sometimes.

After one houranother guyoined the game asquick userFirstly, he made me sing and
play loud musiclt was enough for me alreadgnd he asked if | was tired, | regd yes. So,
he let meike down forten minutes without doing anythingespeang my recover.While
relaxing, | heard what | had sung before in the backgrdumaas playingthe recording of
what | did. | thought he was listening to what he had regterche was imrtionally and
creepily let méhear it. It was weirgbut he could do it, he could record usthgsetechnical
possibilities,evenmixing it. On top of these slotsnatherviolent gamerwanted to throw
something against the wall andt the plugged light cablesie was not getting that | was a
human beingor maybe not paying attention to it. That was too much, he was aggressive and
had masculine energy alsas | will call it from nowonbecause it was always teaplaying
in this way There was no sensitivity anymore, it was all very darid Ifinally kicked out
this person | felt so disconnected, nobody was watchiagd these two guysnacted
destructive actioneven whemunderstandinghat we were human beings.

The next day, whehrecovered, | readed that Ifaced with my personal fears of being
controlled andloing something that goes against my moral compass. sa@dhat | do not
like to damage the hall whereslept and lived butreatesomething in it Then, | reaked
that in our society there are people whaim to create and people who want to destroy
because they do not have a relation with what is in front of them. | was soceaapicechend
this concept This feeling of disconnectiobecameweird, and | had to deadith it. Later on,
when | was thinking about it, | felt like being rapied little bit, because | knew that | could
always leavel also felt dirty to go as far as possibléese aspects have a lot to do with me,
thatdestructiveenergy is something thaperceive as negative.

Coming back to the computer gaiméopic, | know that there aneanydestructive people
there, especially when you play together onliBeme are not interested in achieving
something together but just to disturb and give yowaa déxperience. Not intentionally, |
associatethis image withthosegamers| was afraid that certajpeople would havgotinto
this behaviouagain,joining thefollowing nights with tle sameapproach. After allalmost
nobody watchedluring the nightand manyquick users could join the gamortunately,
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nothing likelyhappered On the contrary, there was a sessidth Alexd friends from the
Neue Musik environmerit ashetold us. They played in the same room, exchanging roles,
teling us storiesand creating a play with a pope to chase. Tlgamewas totally the
opposite, it was very creative even if they did not build anything, theyfvenely. One of
them asked me if | had free will anghen | answeredog he started toraler things. Buhe
was just playing with control.

On Saturdaya guy askedne to take the hammer to destroy somethirgpt frustrated
with my fearsonceagain, but it was fine in the end. And then the last day, | was prepared
for everything, destong was not a problem anymore except for dangerous actions. There
werestill bad energies, but | was also dealing with my bordehsch were stressing me
because | wanted to perform as fapassible Thus, | also confronted with my dark side, it
was amixture. Max told me that he perceivedstlatmospherebut | think in another way.
He was a different character and hambtherway to deal withit, generally more open. |
thought a lot about these dark energasjsometimes | also felt a little bit kka coward.
But the most important thing was seethis lack in society and to make it visiblEhinking
aboutthis experience now would be more open and much less stressed. | know that those
peopleexist These energies were a disconnection from wiaathappening.

LB: Did you perceive an online community behaviour emerging from the interactions over
time?

FO: Rarely For example, o Fridaynight, | had the feelingf cooperation between players.

| made an installation in a corner with a guyingdight, a gold foil, anda floating violin.
Some slots latet played with a womarand | had the impression that this guy was with her,
| heard his voice in the background. Also, this woman was continuing his Wwerés the
only time when | recognéxl a construction intentionally continued some slots later. From
my perspective, people were not able to continue what they were building. [THesh a
gamer who controlled mduring Carolé birthday andn the last slotin both his gameshe
wanted tochallenge me omho could holdthe breath longer. Hasked for lookingn the
mirror to recognsewho | was. It was a gooehding, he was a caring player. Another time,
whenthe authorséfriendsjoined the gamehey toldme that they had watched thes stream
and wanted to build a living room becaudadked,even if we had a bed. These players were
consideringhegames history | had the impression that peojpliel not recogise spaces but
just wondeed aroundwhen not aware of the streamir§p, tis continuity wasnfrequent,
and | was missing it.

LB: Did you perceivea developingelationship between avataaadthe hallbemmingthe
avataréplace?

FO: Not much. There was a kind of community betw&&x and memaybe during the
night.But even in that case, | felt disconnected because | did not know what he was thinking.
Also, | was notawareof the other avataégeelings, | just knew they were the@ometimes

we metfor smoking a cigarettesharedsomething to eatndcleaned up togetherhat was

it. In the last days, | think we all enjoyed a particular moméren sitting on the sofand



watching a documentaryVe did not havenanyplayed slotghen, it was a slowly ending.

So, weenjoyedtheidle mode togethemwith thebackgroundmpression that we were leaving

that place soorAt that moment, the first natommanded contact happened when Carola laid
down on ny shoulder When some player orderedto hug someone, itever feltlike a real

hug but distant. It was not a negative fact but part of the game. In general, it was good for me
when | was alone in the rogeind somebody came, but the interactions between avatars were
the same during the whole gantteeyneverreally changed. Of course, it helped to know that
there were other players in the room when | had to do something Bairtdid not have

that home éeling during the performancBEven if sometimes it was perceivapiewas still

a working place. As an avatar, | was inside the process slot after slot, hearing my feelings
and thoughts and just going drfelt it like home only &er the performancewhen | was
walking through the room without my glassé&$enit became more emotiondfter all, |

slept many timegonce for two entire houysnd had many experienciéere

LB: Did you enjoy the game?

FO: Allin all, I would say yes, it was very spat In particular, | loved when people built
something, know how to use the inventory or hagbal | think it would have been laetter
experience if people would halad this behaviouall the time. | enjoyed the music sessions

or every time that somee was trying something that leads to something else. It was also
lovely to go through the room with people who could have strange ideas. Nevertheless, about
half of the time usersdid not know how to playThese slots werehallengingand affected

my endirance. Anyway, | never questioned to wear the glasses and go into the room, this
thought was senseless to riibose moments whesverything worked wellvere enough to
justify everything else. Of course, it could take tiraed | had to pass throudjard,static

or boringslots. Many aspects mighinprove to makehe gameamnore enjoyableFor example,

more hintsmight allowgamers to interaghore consciouslyBut | also understand that one

of the purposes wasot giving advice and lettingeople be overwhelmed. The technical
problems also caused frustration in both gamers and avatars becacmadveotinteract
properly or fulfil an action. In general, makj the game more constructive would be better
for me.

LB: Which kind of relationship did you have with peoptenediatelyoutside the hall?

FO: | communicated a lavith themwhen leaving the slot. | was alwagmokinga cigarette

and talking to Jettd,isa, Vitus, Francis, Heinrich, Alexand you. Every time | came out, |

had a small talk, commenting on what hamgeksitting for a little while or having a coffee.
They told me that Max was never going there, just exiting for five minutes and going back
again.It wascrucialto get out of the game for a few secofatsme | needed these breaks

for stepping out completely for a momentedlly enjoyedhis connection, especially when
nobody was joining the game and | was leaving therbatiinutes earér. It was a essential

part ofliking the wholeexperiencel had no interest in beirgpntinuallyin the performance,

it was beneficialto change the batteries. | was not afraidhe performancéoad but just
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loved being a full human for a few minutesxiting the @game mod@ andoffering myself
again to someone else.

LB: Do you want to add something?

FO: One last thing. | saw a fifteeaninutes video abouvomen living inGerman society,
continuously asked for going out, scared of wandeairogind in the nightand so onl am

not a womanand | cannot say how they fedinyway,no womencontrolledme during the
aforementioned dark momengs)d lunderstoodheir situation bettethrough thosgames

The performance newly shaped my perceptdrthings around meand | have a new
emotional experience that | can use. | am still thinking about why | got triggered by those
situations What happened is still resonating in me.
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III. QUESTIONNAIRE EXCERPTS



lll. 1 Relationship between Avatar and Gamer

Question

Do you want to add some more information about the relationship between you and your
avatar? For example, how did you experience your position of power?

Answers
(selectionfrom 64 responses)

- |l only realised after the game that there was a human behind the avatar. | felt bad for
giving him nonsensical commands. During the game, when | thought the avatar was
purely virtual, | loved the way he interpreted orders and gave them his own faceythe wa
HOW activities were implemented. Or also tiday6 avatar didi like fish and didd
smoke*

- | was very concerned about the avétaondition and it took me a while to read that
the avatar wanted me to be in control.

- | had the feeling that my avatar had very clear pfansvhat he/she wanted to do and
was only waiting until | guessed the intention. Plus: the view | had was so pixelated and
manipulated that | could only guess what | see (no chance to really intethdhevi
roonYitems lying around). There were no other avatars...

- | didna feel like needing power or having power. Maybe becaimseised to interaitg
with my team as a collaborative bats

- | thought they should just be me, so | didihink there isa relationship. And talking to
myself was a bit weird.

- Like a leftwing 4o0-yearold bourgeois, not very well, | was not prepared for that. When
| realised what it was, | could relax and build things: the possibility of smashing things
had crossed my mindifelt a bit as in théo Harvard experiment simulating a jail, with
students impersonating prisoners and guards.

- | felt very conflicted between wanting to be entertained and imagining how the avatar
feels.

- There was a moment where | wanted to usgaaating to paint something. So | ordered
the red paintingout my avatar refused to use it. | tried painting different ohbjantsthey
refused to all of them. | could even see a painted wadl they still refused to do it. Also,
the interface to use the inventory was a bit confusing, and when you tried to search for
categories of objectd didnd work.
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| was a bit shy sontienes especially when he showed thirst. Because all the ligaids |
found so far in the space where inside alcohol bottles, so asd digint to harm him by
getting him drunk, | couldh fulfil this necessity to drink. So only on this partfelt
awkward.

| was very hesitant to give direct commandstead! askediican you do this, could you
maybe do thatT which made playing the game more difficult. But it was still very
important to me, to keep these polite phrases. In the end, | felt that@ Heattked my
Avatar enough. | hope that my Avatar had equally asmfun playing the game as | had.

| didn& decidewho the executive was... | and my orders or the avatdhent into action.

It felt strange tanavigat®a seemingly human being. | felt the urge to make him/her feel
comfortable: i.e. as s/he showed to be hungry on the control panel, | was contracting on
finding food.

The @osition of powebwas strange. It was necessarygive order8i that is in a way
morbid 1 but at the same timé did not want the avatar to febke a slave. So that
borderline is strange if you try to be a good person.

Ecstatic at first (discovering the potentialitf this virtual artistic device), then
uncomfortable of being hidden as a player and engage (at a small scale, but still) in a
relation that felt like going in a single way only. | tried to balance that position of power
which was mine by trying tduildésomething, inside out and outside in: watiydourd

human avatar by playing a game myself (a bit toq latéortunately), while letting her

know and thus, an invisible and miesensitive feeling (which | believe video games are
commonly creating, bpeing kinds of instant meditation devicesgould have played
dmybcharacter for experimenting a bit more in this empathetic way.

| was in control of the proceedings, but my avatar corresponded to my ideas and
guestions. Without their creative persotyaind cooperation, it would have been much
less constructive. It was a healthy flat hierarchy where two people work together on one
project with clear roles to each of them. Effect: we got sh*t done! :)

It is more difficult to controlsomeonéverballythan with a controller or with my own
body (control over body, over every move). Avatar could not act as | want. Regarding
theposition of power, | know the avatar is a human and has his own will. So, there is not
a feeling to be moréowerfuld There areules and some things he can do, some not.

Unlike in a similar command scenario where | directed other human avatars, my avatar
here was quite helpful. She would suggest things to me when a task required a tool and
try to answer my questions. As | playedly on the last day the game was running, |
asked her to remember scenarios she had experienced earlier, and then reproduce those.
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Through her writing/drawing, we also tried to communiediteut her experience, length

of time spent there, and other pearab aspects. She di@nadmit to having
personality/character/identity, but still recounted earlier moments. The tasks | asked her
to do required some amount of knowledge, suchilamprovise experimentaly Since

she could execute these commands without resistance or rgquioie details, it was
certainly a constructive collaboration.

He was setting clear boundaries (e.qg. it was not allowed to nail something. into the walls),
plus he knew the hall much better than me which was important because | found the view
was poor. lWwas rather interested in finding out what he wanted to do (it was: rolling a
cigarette, lol) and how he was interpreting my instructions.

The avatar had been another person the entire tidiénd feel like | vaHthe avatar
like in games usually.

| felt a desire taactively work against the inherent position of power artdract in a
cooperative situation. | understand that more interesting situations might have raised from
a more direct control, but | coul@nget over the (slight) feeling of violating another
human even though | know that the avatars retained the ability to refuse. Nonetheless |
still found the experience interesting and valuable despite (mentally and personally)
insisting on treating it as meiof a collaboration thanaontrol situation

| understood that | could take over a sort of crazy total control, but | was happy to create
some sort of partnership. And since it was hest@ who could&@obthings, | could not

go into details througbur communication it was clear that | formulated my needs and
guestions as precise as | could, but it waghhbisduty tosolve problems creativelyWe

had a good time though. Thank you for creating this possibility!

| felt more like a team being able tonstruct things at a location only one person is
present. Felt more comfortable when | found out my avatar can communicate with me.
Maybe the position of power is less important when both sides agree on the roles and
means of collaboration (and have tiption to disagree). Overall, | really liked the setting

as there was n@oalbbut things to create.

It was strange to give orders. At the same time, | felt like creating something. | kept trying
to find out whether théavatadstill had enough strength and desire, whether he had other
wishes or wanted to implement my idea. | found it great thadawgarowas willing to

share his own ideas and became glayer. The gamefluctuated between giving
instructions and creating something together.

The position of power changes over time. When the interaction, stagglifficult to
know exactly what wédoth want (avatar and 1), and how to interact. As soon as time
passes, everything becomes easier because it is possible to aslkVatdlie necessities
and ask for stuff.



| would have liked to hear some spoken words from my Avatar from time to tirtieatin
way, | would have felt more connected.

Encouraged my Avatar to communicate with other Avatars and owners to assert the
overriding importance of the music she was making as a new female coiinposieard
Wagner style.

| felt the need to checkbout avatars needs alid not want her to do things she does not
want. Also, there might be a gender thing. | had theftiggd (m) had afemaleavatar. |

might have been less concerned if | hathale avatar. Also, | wnderedaboutdhank
youdresponss from her, where they about thanking me because | commended them, or
because of the task | was giving, or because I3k yodmy s e | f €

Thanks taGenesisl understood: there is my idesnd there is the realisation of my idea.
| was the Ideaand my avatar was the realisation of my idea. Thank&émesis |
understood howvbig the gap between your idea antk realisationcould be | liked the
process of feeling this distance

The relationship with my avatar was friendly and constructive, it listened to me and
always answered fast and did what | asked for, although I1Gvessling comfortable
sometimes to make the commands. | think | needed more human than an avatar to feel
myselfmore human as well...

| felt close to my avatar and enjoyed every (positive) feedback on its success in doing

something or understanding the situation. Still, | felt distant because the avatar does not
talk back, but only writes feedbacktrange.
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[ll. 2 Impressions During and After the Game

Question
How did it make you feel during and after the game?

Answers
(selectionfrom 88 responses)

- The first timg very weak due tocommunication difficultiesbut much better when |
played the same avatar the second time.

- Atfirst, | was a little bit nervoudn the endand after the gaméhad lots of ideas.

- During the gamgel was fascinated and curious and reaflygd Then | observed,
researched in thiackgroundand repeatedly tried to get hold of an interrupted slot to
correct things, change things, aget more into the flow. My first booked session was
jerky; after thatit worked bettef

- In the beginning, | felt a little bit lost, but thg®t better over time.
- Exhausted| had to quitto m before the end.

- Excited during the gameAfter the gamgel thought about what | could have done
differently.

- It was very exciting in the beginning. Then | got used to the sityamahit was fun to
interact and create frora distance. Improvisation was needed boild the artistic
meaning of the installation without things | had planned to have, which were out.
Afterwards, | was happwith the result and the fun | had. | completed an installation that
Maximedes started to build up, without the constructive help of the human avatar we
would not get it doneVe needed his skills and knowledegpecially about theiolinés
fixation between a chair and a stand, a commaeravatar could not have bealple to
doit.

- Very uncomfortable at the beginning. | started to enjoy it once building and interacting
with other avatars towards the middle of my slot.

- The first time was really early on, the space was almost empty and éeltkost that
time. Thesecond time was on the last dagd | had fun exploring.

146



| had a lot of fun during the game. After the game, | had a lot of questions about borders
and controlling. It is a bit strange to know that you say to the avatar to do something and
theavatar just does it. At the same time, you exactly know that it msadu
In the beginningit was strange, but with a godlcompletely forgothetime.

Excited, overwhelmed at first, stressed because of the time limit (so much to do!). Then
| got really into the fun of playing a game, having fun became the most imptitag.

Isolated but together.

Challenging and stressful but satisfying (after reflecting about it).

During: happy, stressed. After: melancholic, feeling loss.

During: lots of fun and because of the time limit very focused. After: happy, because the
avatar and could construct something new and fill some empty, unused space with
something | considered cool. | was happy to see that our installation survived mostly until

the very end.

| felt sorry for thedperformeréwho were locked in that space many hours a daméory
days with little sleep.

During the game: at first exciting but after a whillst a bit of interest. Limited options.
Small room.The onnection was interrupted for a short timMide vView was not clear
(visualisation could be better). After thengex | cancelled my second ticket.

Not completely involved. But wanting to stay longer to explore.

During the gamel found playing surprisingly stressing always having to give
instructions, pretending | had a goal initialAs | was acclimasing, time was passing
by, and | had a lot of fun, | also toldanypersons about it afterwards.

Okay, excited at first, bored after a time and in the end a little lost.

Stressed, uncomfortable, guilty... but I liked it.

It took me a few minutes tonderstand where | was and what | was doing during the
game After this, | was happy because | felt that it was a great time spent with the project.

At first, | felt very inhibited and didih know what to do. The more the hour went by, the

more comfortale and close to the avatar | felt. I think | am enjoying moreitiemoryd
of playing than actually playing.

147



At first, it was very difficult to control an avatar because the avatar waited for my
instructions, that was stressful. | was very happy wheravatar thanked me for what |
made him/her do.

| got comfortable quite quickly. | wanted to continue afterwards. I@ehkpect this, but
| actually felt close to my avatar, as we had a bond and | needed to take care of her. Very
interesting, sincedidn& know her at all.

| was very excited beforehand because | realised that | was about to meet a person with
whom | was supposed éplayd During the game, | quickly felt connected to theatad

| also received feedback from my avatar through hagdals, which was very nice. In

the meantime, | was sometimes worried thathwatabwas KO, even though he gave

me feedback that he could continue. Hearing his breathing, hearing how fast he was
drinking made me feel a bit more compassionate thaml Irbalised before. After the
game, | was a bit sad that | had only bookédwur and couldd try more. | found my
Gvatabvery sympathetic and friendly&ta strange feeling to be so connected so quickly
and yet be so disconnected. It was an excitigereenceand | found it interesting to

meet a person in such an unusual way.

Feelings changed over time. In the beginning, | felt uncomfortable and kind of confuse.
Then, when | understood the mechanism, | felt excited. During the whole baas
wondering about doing something extraordinary (I cod)dn

It was fun to be able to build something, having all those resources. | was sad that | did
not have more time to play.

The Camera settings made it feel quite distant and rather not tethnec

| was glad | sought to find some closure to the experience for both of us within the slot
and to allow it to spill forward into space. | later watclieel playand could hear my
avatafs ongoing composition.

| felt awkward. It was@t a comfortable xgperience. | dod know if | pitied the avatar
more or reflected more on my stupid actions. You sealat, when you rule over a
humandavatad during an hour, even prepared before, you experience emptiness when
the game starts.

It was a bit boring most of the time. The avatar seemed to engage with the activities a lot,
which was cool, but the activities were not interesting to watch. The communication with
the avatar was really cadlVe would decide what to do next together basedhat the

avatar wanted and what | suggested, but once we decided on what to do next, my role in
the play seemeidrelevant.

148



lll. 3 Reflections and Regrets

Question

Do you reflect or regret something you did (or did not do)?

Answers

(selectionfrom 84 responses)

No.

| controlled the avatar from above. If | had known during the game that there was a human
behind it, the encounter would have been more at eye level, in team mode. Moreover,
such a@gaméraises the question of boundaries. On a small soadg | hug another
avatar without being asked? This idea can be taken further and intensified. Watching
other players just towards the end of the week, | was annoyed at the destruction. For
example, the mirror made for nice moments and communication atieher player
orders a golf club and smashes the mirror. The first half was creatigdé)e last few

days were destructive. A pity, really...

dreedin@oneself (the avatar) is tim@nsuming

| thought the items were in the room, it took time to understand thawireprovided.

Regret to sit there for an hour, waiting, on a Sunday morning instead of sleeping longer
or take the dog for a walk :(

That | was not observing what happened inrtdmm before my slot.

It was hard to finatie plans within the given timeslot.

| regret hugging other avatars (Corona).

Yes, | wish | had messed more with the other players to tesotitexts limits.
Talk with other avatars @ difficult though maybe ifs not possible).

| would have liked to put even a bigger message in the space to address important
guestions of our time.

| was notwell prepared for the play and choosing objects.

| regret petitbourgeois empathy that blocks me whikginning.
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- Not really, | didr@ have a goal in mind.
- The stuff I got broke down.
- | was thinking abouRhythmo by Abramovic.

- Most of the thingsdve asked was supposed to be harmless, fun or nonsense. Si, | don
regret that part. Jubkecause most of my indications were improvisedtaatlEnglish is
not my mother tongue, maybe some part of the indications may be misunderstood.

- Yes, | reflectecbn the game and was very interested in what other players didvadter
Thats why | played more slots. | regret that | codtdmish the spaghetti cooking :)

- | regret not sharing my feelings enough with the performer, especially not thanking
enough, or complimenting them for their very thoughtful and collaboratiferpence.

- | could have done bigger and challenging things.

- | regret not exploring the space more or engaging in artistic activitietdret wasa
much timedue to some technical difficulties early on.

- One hour goes very fast!

- Being caught by a feeling of incarnation and friendship that was artificial/on which 1
projected myself. | wish | could have kept objective.

- | still want to tape somebody to a wall. Like that banana art meme? Yeah. In all
seriousness, | actually regremtrtaking another slot earlier, because | would not have
thought it would be so much fun.

- I should have met with friends there to collaborate and achieve greater actions.

- The only thing | wasi particularly excited about was attempting to create a aogin.
Not only would it require more time dedication, materials, and expertise, it was pretty
unstable, pointless, and messy. The directions to my avatar were dipuiléhis thing
here, drag this thete | did this quite early, then abandoned it fapre interesting
experiments. Having another avatar work and communicate with my avatar, having my
avatar perform, having my avatar remember, and having my avatar communicate to me
werevaluable and interesting

- No, I regret more that | didhunderstando much what this was about and had no real

goal. But it was also too wide/open for me to just set one for myself, especially since
collaboration and communication with the others dideem possible for me.
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No. Well, there was a point when we had a dndaincing with another avatar. | was
thinking of giving a kiss, but | was not sure about it. | am still not.

| shouldhave done more things. More disruptive things. | regret that.
Most of my actionsvith the avatar were without any meaningstsenseless play

| was very sorry that | used drinking water for the plants and then had to see that the
avatar was very thirsty.

| kind of regret that | did@ explore more of the space.

| really wanted to write a message on the walt there was ngosay paint left.

At some passages, | was a bit mean to the. avatar.

Before the game, | decided to treat theatadblike an avatargive clear instructions, and

not be so emphatic for quickly reaching my gd&ut | couldr@ keep that up for long.
Humanity interferedé I n retrosipgbavdgivenl even
more breaksé whether the beer was really
whet her the drink should have been wateré
No, but | find this a fascirteng question. | did ask my avatar to engage with other avatars.

At first, | thought there was a language challenge and then realised that she was possibly
mute. | asked if it was difficult for her to talk to the others. Shefseaigh, and | changed

tactics. She saidthank yowwhen | made an accommodation like this.

| should have pampered the avatar with more alcohol!

Yes, directing an avatar!!!! How may it feel in this situation?

| regret that | could@ make more mature decisions during -troeir ply. It felt like |

was thrown into an avatar and unprepared mentally to work out a reasonable game
solution. Or maybe there is a momeviten we lose our reason and are strapped

rational thinking?

| regret that | did not see any artigpierspective in this project, it was rather superficial.

| drew a smile on a carpet.
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4 Messages for the Avatar

Question

Do

you have a message for your avatar?

Answers

(se
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lectionfrom 85 responses)

Thank you!

| was fascinatetly how | got taknow Fabian without talking directly afmw hands can
show emotions judike faces.

You were so kind!!

If I had known that you were not only virtual, | would have thanked you more. So now:
thank you for the encounter and the experience | had with you!

It was fun.

Sorry.

You communicated very efficiently, even without words. | would be curious to
understand your hidden agenda (it seemed that you were not very happy being part of this

game).

Thanks so much for collaboration and intelligence and emgat the artistic goal. And
for the knowledge where to find what in the scene (violin, bible).

My last question wagiCan you kill him®. 1&m pretty sure her answer wage, and
then it cut. | just hope she didn(And give her all my bestishes for whaks coming!)

| hope you are not too exhausted.

It is time forarevolution.

| hope it was a nice experience for ydlease let meedpaint the table.

| hope your hears are fine after the feedback and keyboard performances (sounded like

the volume was a bit high). And | hope you had fun, besides my nonsense indicaions ™
By the way, wadt alcohol n those bottles?



Thanks Y for Y the Z game ¢!

Thank you so much for the experience! | hope you had as much fun as | had.

|l might have been very demanding the | ast
think he kicked me after that, being really tired. But | am happy that we also put some

very simple actions into play.

Thanks for making this experience possiblebiud be quite interested in the reflections
of the avatars.

Thank you, we made something great!

Hi! You dond know meandl dond know you; | felt and spoke, you touched and moved.
The least | can do is to thank you.

Hi Carola )

Thanks for being subissive enough to give a slice of avatar realness.

Hey, my friend! It was so cool to build something with you. We worked so well together
| wanted to continue. Maybe next time. Aperhapswith reversed roles. Or in a
completely different setting.

Many thanks for your performance and energy! Even if your singing and percussion
playing was heard live just by yourself, | think it was a wonderful and surreal

performance!

Thanks for playing with me, | would like to know how it wasbe played by me in
compaison with others.

Your dedication and commitment are admirable. Thanks! (Also, to the composer and
production team!)

You did a great job, but | did not understand the mission.

| am very sorry that | used drinking water for the plants and then Isae timat you were
very thirsty! :( Everything else, | directly told the avatargame.

| wonder how the experienckiring the whole weelwas for her. Probably exhausting,

confronting or maybe horrible. | would actually like to know more about her own
perception. A big thank you anyway!
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- Dear person who built the little camping area in the corner. Thank you for playing along
and trying to implement my idea in the shortest possible time. | hope you are well after
this project! It was nice to watch ypandl think you are very brave, patiemind strong
and smart.

- Itwas an amazing experience to interact with you while | was looking through YouTube
your activity and movements. Sorry for timattress.

- | hope you enjoyed your composition. | dahd | hopepossibly you feel the power to
compose as you go through life, if you wish. Your creativity is always important and
worth asserting.

- Thank you so much for doing all this for me!

- Hey! I would love to know you better. And your hands are beautiful!

- Dear aatar that made a genesis altar with speaker, plant, artificial head, two drums and
an armchaii thank you for executing my actions and listening to me. | am sorry |
commanded you so stupidly.

- Thanks for letting me in your brain for a while! | hope yaidhed the puzzle!

- Cute guy!

- Thanks, mate, lots of fun, tried to take cafrgour needs as good as possible!

- You did a great job, and it was a nice hour to connect with you, some level of intimacy.
| appreciate it much.

- Thank you for this greaxperience. But why didhyou paint the door? What a pity!
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lll. 5 Additional Considerations

Question
Add something about your experience.

Answers

(selectionfrom 55 responses)

- Should be repeated. An overview in rate (mine wagslelayed) on a second monitor
would have been useful.

- Had the feeling of being part of a huge special Event.

- 1l would be happy to see a detailed evaluation of this experiment published. And it would
also be great to be able to look at some scenes agaiwaftls*

- Not my thing.
- Itwas awesome. | told many people about it.

- It was a very frustrating experience, | missed some cooperation (with the avatar, other
players, etc.). And | didihhave the feeling that | was empowereda®atésomething.
Ilwoud be curious to hear about others exper.|

- Next time it would be great to have better technical visualisation and better light. Better
transmission. That was a problem sometimes. Mist of my time maybe. And maybe some
more cameras for the speicis to swich between the scenes. More visitors in the chat
might be nice. You made great photos! Unbelievable how they found all the ordered
things in such a short time! Do it again! Would be fine for me if some people would be
less destructive... Thanks everybody involved in this project!

- Didnd really feel like controlling a video game avatar. | was always aware that |
instructed a human being. Maybe | would have acted differéntiyntroling arobot or
not knowingit was a person.

- Did everybodywash his hand before doing that? Watch out the Corona. Love on the team
who set that up!

- It is a very rich experience, playing with listener/viewer as Schubert does: is a very
powerful experience. Some of its ethical and political implications are to be deepened.
To resume in a few words: | have some doubts or/and critiques regarding thenesysG
face the media we use and the dispositive on which our activities aresswoturally
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framed, and the fact we still having a white/European point of view, even being left
winged (which empathy couldlso bea symptom, a feeling vith finally helps to
reinforce exploitation and inhibits revolutionary action). It is a long subject to deep in,
hope | will cross Alex soon and discuss it over a beer.

- Thinking about the perform&perspective occupies my mind. | would really like to
know more about the experience of the people behind the avatars. | wonder how it must
have been to have given up so much of your free will. How were people treating them?
What have they learned about some of the gantgcs?

- It helped to discover your own mifimbrders/limits/archetypes. It was cool & nice to have
this experience. Thanks to the whole team

- There was some collaboration with others, but not nearly as much as | would have
thought, and I still wonder why.

-l actually used the avatar to place a kvaiithin the work.Dond hesitate to get back to
me on that. After my first session, | started thinking about who igEDRe6in all of
thisé Is it me gi visngthoserrdersk s heactingtthereouttor at ar
reacting or enacting? Etc.

- | was surprised at one poiot hearing my voice as feedback. And just before me, | was
hearing the voice of somebody else. That was kind of disturbing.

- | wonder about a sciendition tale in which | can speculate about the potentialities of
virtual love (as a general way, at its very state of emotion) and empathy, from a human
player to a human avataHow can youd&ontroB@layd with love, and can it be
communicable?

- [IN-GAME] On the one hand, | felt thasual®technical imperfections (for lack of a
better word) was artistically interestingecause it made me feel like | controlled
somebody on the moon. On the other hand, | knew that &idwhich made it somewhat
frustratingto make out what the avatar wasuadly looking at. Especially when working
with bright lights it was almost impossible to tell what was going on. | hope that this gets
a future replay because the experience in itself was dope. But if so, | would very much
wish for a more solid resolutioof the stream. [SPECTATING] Another thing that |
found to be very cool as a concept was the possibility to spectate not only an overview of
the whole spacedfiad but also the avatars POVs. What | would have wished for was
an option to switch between #he available cameras manually. The asuotch (or was
it controlled by a director?) threw me off tictiorbway too many times. Other than
these pointsl really enjoyed the experience much more than anticipated hoge to
get a chance to dive mit again.
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Tiny family!

Due to the optical filter, identifying objects in the world had been hard. \Blauldked

to interact with the existing environment more. Also, the items in the inventory were a
bit overwhelming; choosing my five items took quieme time. But all in all, it was
amazingly reabed!

It made me think a lot about human interaction and human rights (and the anatomy of
will). Taking control so directly (even though it waswith power abuse intentiopstill

was uncomfortable for mé&et,in a way my life is also indirectly (to a smaller or higher
degree) a result of takingontrobbof others. And the same of others taking control of me.

| was really excited imially and tloughtthe whole set up was very innovative and
interesting, really well made in a way. But | was also craving for a little
narrative/purpose/background information, some rules at least or goal, this way | would
have had something to do or aim for or even be @bbreak the rules or anything. But

the narrative/overall setting was so vague, or maybe just the very general tasks to build a
utopian space with very known and daily accessories was not so interesting to me when
left alone If communication with the bers would have beealowedor made a more
central aspect of the game/wprkaybe that would have been differdnike that | was

quite lost in it and became bored quite quickly.

Very strange time perception.

Wild but useless.

For me onehour was quit@long time. | didid really make a plan of thing that | wanted
to do before, so | kind of improvidéwhich was fun!) But on some poinfs run out of

ideas for things that | could do.

| also imagined how it would have been for me t@bevatar. What an experience this
must be!

| would have loved to be in that building fwvo/threehours and watch the avatars being
controlled live from the sit.

It was good. | enjoyed a lot. However, the bars going up/down accordingly to the avatar
feelings didd work!!

The camera could have been better. But thank you in any case!

| thought it was amazing to make this technically possible, but | think the experience
would be even b&tr when the quality of the personal view | saw was in HD. There was
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always a kind of delay where you had to work withwas the same if | wanted to use
my vision from the game and the external total view orYthelube stream. But | really
loved it!

- It would be great if you could publish the technical documentation so that people can
replicate the experience more easily. Thank you for such a unique experience!

- | steered my avatar via my smartphone. Maybe nmstaarbidea. Next better using a
tabletd notebooké and more ti me!

- Technology and multimedia have been widely used as cognitive itodlrts to enrich
and connect our perception amtlerstanding of intellectual. Genesisl, asanaudience
membey found no satisfaction but entertainment in it.
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