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766 Anolyses of Designs

maior examples of digital art. These works usually make use of real-time
computer graphics, full-body motion detection and image processing
technologies to create hutnan-sized, immersive experience. The top-
ics in discourse are undoubtedly diverse, but they are all embodied
with the support of digital technology. Sometimes, even a website, a

mobile application, or a video game can be intended or regarded as

a piece of art. Examples include Han Hoogerbrugge's series of interac-
tive Web comics Modern Living / Neuroticct series (1,998-2001) and Erik
Loyer's interactive storytelling app kfuen & Lulloby (2OO9), both men-
tioned in Chapter 5. Another equally atypical work is.Jason Rotrrer's

Passage (2OO7), wl-rich is presented in the form of a classical and pix-
elated platform garne, but airns to deliver a poetic, poignant message

about life.
Among the numerous works of digital art that have emerged in recent

decades, ttre corpus to be analyzed in this chapter highlights only
those featuring animated phenomena and exemplifying the four prin-
ciples of technological liveliness in terms of the four variables. They
irrclude the interactive installation Text Roin, the itrteractive Web comics
Modern Living / Neurotica serles, and tlte expressive art-game Passage.

Althor.rgh these different works run on very divergent computer-based
platforms, animated phenomena are indispensable to their creative dis-

course processes. This cltapter looks into each of these phenomena
closely.

Camille Uttertrack and Romy Achituv's Text Rain

Interactive installation is one of the malor formats emerging in digi-
tal art. It usually involves the use of various sensors to detect users'

full-body motion and real-time rendering engines to generate dynam-
ically composed, human-sized images. The coupling of motion input
with sensory feedback not only makes the installed or proiected images

highly responsive but also lets the audience participate in making the
work's meaning. The responsive and participatory nature of interactive
installation has caught the attention of many artists. Key precursors

such as Myron Krueger have inspired countless successors: Woltgang
Muenctr and Scott Snibbe among others. Ever since Krueger's early
work VIDEOPLACE was shown in 7969, various interactive installa-
tions have been included in canonical international art festivals such

as Ars Electronica and SIGGRAPH Art Gallery. Quite a few of them were

acquired for the permanent collections of prestigious art museums and
galleries. Among the array of highly regarded salient works in the Hall

of Fame, Text Rttin is chosen to be includ.: ::-. :

been widely discussed and closell' exanlin.a :" :
critics, such as Jay David Bolter and Dia:-.= '.: :

work, Windows antl Minttrs: Intarttctittrt l): i:i':
of Transparency (Bolter & Gromala,2003 . I i- :. :

its influence here with respect to art theor::: ,:-.:
section focuses on how this exceptiotlal ""'-:" -
liveliness in terms of the four variables.

The work shows a human-sized prolec:: :'- :

ters falling like rain or snow. A particil'::--: . ::
screen sees his or her immediate mirror illli:: ::
and the falling letters shower on his or her lr-::
body movement will cause the proiected :r:'.,
falling letters - catch them or let thent go. .:- :l:::
string of letters, which may form a ver\e tr':- j :

(Utterback, 2OO4, p.221).Hence, the audienc= ,

part in uncovering meanings made bv the :=r.l ::

Variety of liveliness

Text Rain presents participants rt'ith their :'";:" :
image on the proiected screen. The itnage :: ''-
ping horizontally the moving images caf'tL:::
camera on the screen. When a participant :::r':
the prolected image will lift his or her riqil: ' ':-
installation works as if the participallt is 1--' * : :
mirror. Hence, the participant can 'move' h:: - 

I

the proiected image to catch, lift, and then 1=: ':
all moving images on the screen, includitl: :'= :

mirror image, demonstrate both prin.ran'3I-.i i:-
When the proiected image moves ill th. :'':

off and fall from the proiected bodv as ii :'-' :

of the installation would spontaneoush' t:'= l
cal stance to perceive this seemingh' tlar''li: ::
action and reaction between, for instan.e ::
are clear and direct. Meanwhile, each rain;::: '

a poem, and sometimes a participant nlisi.t: r'::
holcl on to a word or a phrase. Such actirr. :::-
or bizarre posture so that an observer l: :::-:
tional stance to read which word or phra>. :-= :

Here, the participant's action and tl.re cau::l: : - -

undivided attention. This is the prinrarr. 1'".= ::
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On the other hand, participants and falling letters also contribute to
the secondary liveliness of the work. Since different letters fall cease-

lessly and randomly all over the screen at seemingly varying speed due
to motion parallax (a visual effect that things in the front are moving
faster than those in the back), they actually compete for the audience's
eyeballs. An audience might be distracted by the falling letters over the
whole screen, iust like gazing into the rain in real life. Sometimes, partic-
ipants become excited enough to dance and strike different poses in the
virtual rain. They move rhythmically and gracefully. Some even bring
their own little props such as umbrellas or cloths in order to generate
wavelike patterns from the falling letters.r These moving patterns are
not related to any obvious goals but just engross the audience in a trans-
forming whole. These visuals correspond to the secondary liveliness
of the work. With both the primary and secondary liveliness, the
installation immerses its audience in the holistically lively virtual rain.

Pattern of engagement

Making use of real-time live video capturing and processing technolo-
gies, Text Rain is able to detect and respond to users' full-body motion
input without an intermediary. Whilst a participant stands in front of
the screen and moves his or her body, the proiected image irnmediately
nlirrors those movements, together with the reaction of animated letters
in real time. During this apparently direct interaction, nearly all motion
qualities of motor input are continuously tracked by the system. For

instance, a pafticipant can tilt his or her hand slowly until the caught
letters finally start to slip and fall. Meanwhile, looking at the projected
image, he or she is always free to lift his or her hand again to stop the
letters from falling off his or her hand. With continuous motion-based
input and simultaneous animated feedback, participants' motor and
sensory experiences are coupled all the time. The coupling engagement
allows one to move the body with impulsive desire and continuously
evaluate the posture. A participant will become accustomed to'catching'
or'fiddling'with the virtual rain very soon.

The interactive environment in Texf Rain is also able to sustain user
engagement. In the moments of inactive use (say, when there is no par-
ticipant, or when the participant just stands still) letters keep falling all
the same. Since the words from the poem are randomly selected and
let fall, the resulting raining pattern on the screen is constantly chang-
ing. If the participant misses a particular falling verse of the poem,
one can wisttully wait for it to reappear somewhere some other time.
The participant's engagement is temporarily inclined to perception of
constant changes. Once the verse shows up again, the participant will

trave a felt want to resume action to holJ l: .
the coupling of action and perception agairl -:
environment features both coupling and s,-r.:'.:.
ment. Users facing the Text Rain etlvirontt--c:: ','

rain's autottomous and reactive behavior is i :-:
action and perception, resulting in an itltir-.::= :

Level of understanding

As a poetic work of art, Text Rain is expresstr. ':

and metaphorical levels of understandins. ',\'',

and then sees his or her mirror image doirl: t:.=
letters, one immediately blends ttre senst-rl:: .:
anchored by the it.rteractive animated r-isu;.r :
remembered sensorimotor experience in act':,.

Figure 8.1 Two levels of conceptual blendi :.i
diate blend (above) results in an embodied c :.:
and then the metaphorical blend (belorr r r-i: :'
of receiving poetic messages via the bodr.

Elastic anchor



dpoq aql ura sa8essau rtlaod Surllatar Jo

lq8noql aarleur8erur ruln:r1red e sp1ar,{ (lrolaq) pualq lutlroqdulau aql uaql pue

'urer lpnurl aq] u1 8u1:uep;o ldatuot patpoqua uu ul sllnsar (a^oqe) purlq alelp
-attrtrrl aqJ 'ulDtr ixal u1 areld 3ur1e1 spualq lerqdetuot Jo sla^al orltJ 1'g atn8g

af,uauadxa
lolourlrosues

Joqlue r$sel3

JoJ I'g arnSrg aas) uleJ IenlJE uI af,uauadxa Jolotulrosuas paJaquauaJ

s,auo qll^r 'uaaJf,s aql uo slensrl paleurtup alllf,eJalul aql dq paJoqJue

sr qfrq&I 'aruaFadxa JolorulJosuas aql spualq .{1a1eparuur1 auo /sJa}}al

Surraruroqs eq] ur auBS aq1 3u1op a8eurl Joulur Jeq ro slq saas uaq] pue

sa^orrr luedlllued e uaqM 'Surpuelsrapun Jo sla^al lerpoqdelaru pue

alerpatrrrrrr qloq sl1elua ]l 'allssardxa sr utDY ryal'1re ;o >1ro,u f,Ilaod e sV

Sulpuuprapun Jo Ia^a'I

'drqsuolgelar aleurllul ue ut 8ut11nsar 'uotldaorad pue uotlre
dlpoq rraq] qllrnr alqpedruor sI Jolleqaq a^llJear pue sno(xouolne s,uler

Ipnur^ eq] leq] IaaJ III,! luauuorr^Ua uruY lQl aqt 3u1re; srasn 'lueul
-a8e8ua Jo suratled Suturelsns pue 3u11dnor qloq sarnleal luaulrorl^ua
Sur8ueqc-raaa aq1 'acua11 'ute8e uorldatrad pue uollf,e;o Surldnor aqt

ur pa8e8ua auof,aq pue ll ploq o] uollre atunsar o] ]uem ]lal e a^uq

69I uorssatdxT a41oat3

y1u,r luedrtrlrud aql 'ure8e dn smor{s asla-\ lir;; :

;o uorldauad o1 pauryrur dlrrerodual sr luerul
'aur] raqlo aruos aJaqMauos readdeal ol l! jc,l
'uraod aq] Jo asral 3ur1e1 relncrlred E slssrui
-3ueqr dlluelsuoc sl uaaJtrs aql uo u:a]]ed Buru
puu pa]f,alas dyruopuer are uraod aql uorl spji
11e Surgu; daal sra11a1 (1p1s spuels lsnI tuedr_rq:r
-red ou sr araq] uaq,rrr 'des) asn alllJeur Jo stu?Li-r
Jasn ulelsns o] alqe oslE sI ulov $a! ur luauluo

'UOOS u\Je.\ UIel JEnIJ

,3urql1e:, o] petuolsnlf,e atuof,aq 11r.lr luedr--rue.i
,(lsnonurluoo pue aJrsep a,trslndutr ql1-rr -ipcq ;
luatua8e8ua Surldnor aqJ 'aurl aqi IIe paydnor
pue Jolour ,sguedoryud /Tleqpaal palpuruE ir
paseq-uorlou snonulluof, qll^l .pupr{ laq l. sitl
aq] dols o1 ure8e pueq raq Jo srq Url o1 ae,l s_ie
palralord aql le Suplool ,alrqMueal^i .1ye1 pue Jl
]q8nel aql IBUn .,(y,rao1s puer{ raq ro srq llrl uel
rog 'uralsds aql dq pa>ller} dlsnonuquor a:e tn
uolloru 1e .(1reau 'uorlceralur parrp ,illuarejde s

sJallal paletulue Jo UollJear aql qllM laqla8Lrl 's:i
dlalerparuurr a8etur palcalord aqt '.{poq raq :c, srr

Jo ]uorJ ul spuels luedrcrlred e tsllqtl ..uerp:ur

uorloru dpoq-1yny rsrasn o] puodsa-r pue tsi?p ,-r

-olour{fa} Surssacord pue Suunldef oapL\ a_rrl f
lr

'urer Ienurl d1a,tr1 .{lletqsrloq aq} ur aruarpnp sl
aq] 'ssaullalll drepuocas pue dreurgd aqt ql.
ssaurlalrl drepuotas aql o] puodsar:or slpnsl\
-suerl e ul af,ualpne aq] ssor8ua ]sn[ ]nq sleoi snc
are suralled Suraotu asaqJ r'sraual 3ur11e; aqi r

aleraua8 o] Japro ul sqloll ro sellarqun sp q_rns

Surrq ua,ra auro5 'd11n;arer8 pue dllerruqliq: a_

aq] ul sasod ]uaJeJJIp a{rr}s pup afupp ot qin..u:
-:r1.red'sJrutlatUos 'JJtl Ieaj ut ulpJ aq1 olur buizei
aq] ra^o sragal 3ug1ey aq1 dq pelrertsrp aq tq;rur
s,af,ualpne aq] roJ aladuo: dllenpe iaql .r1teq 

a

Suurour ale ]uoq aq] ul s8ulql ]eq] lJaJJa Isnsll
anp paads Surdrerr dlSururaas ]E uaarfs aql la-\!r i
-aseaf, IIeJ sra]]al luaraJJrp aJurs 'Ilo.u aq] _jo ss

o] alnqrrluof, oslp sra]]al 3ur1pg pue stuedrtruej



170 Analyses of Desigrrs

Divine light
experience

Figure 8.1 ((lontinued)

the integration diagram). In the blend, tl're outer-space representation
link between falling letters and falling raindrops is compressed into a

concept of virtual raindrops. The outer-space link between the mirror
image and the participant is compressed into an inner-space identity
relation. As a result of the blend, seeing a projected image of oneself
catching the imaged rain is equivalent to oneself being in the rain. The

elaboration of this immediate conceptual blend results in an imaginary
space in which the participant can dance in the virtual rain wittrout
getting soaked.

The metaphorical understanding emerges as the participant notices
that letters caught on his or her silhouette seem to form meaning-
ful words or phrases. Ttre text, in the original version of the work, is

excerpted from Evan Zimroth's poem Tctlk, Yotr (1993), which implies
an imagined narrator 'conversing' with the reader in accordance with
bodily actions such as 'turning around'. Whenever the participant reads

the line of letters held by the body silhouette and makes sense out of
it, he or she feels as if he or she is hearing someone whisper through

the body gesture. The experience nla\- t.'. .:,:=:
receiving via the body gesture a celestial :--:)i
'divine light' frame is invoked, includin: : i-.
beam of light carrying an immateriai and .'. <:, );
and triggering metaphorical blends tsee i::..:
relation between the virtual rain and til. :.-.-

into a new concept of poetic rain, n-hich ;.::-
sages. The action of outstretching arms all: -
may be analogical to the action of enlbra'-l::
sky. This particular blend is not predeter::--r:-=

possible elaborations as well. Hou'ever. a .'-'---
work at the Boston CyberArts Festival si:::.'-:-
falling letters with her face up (Figure S.l ; =:
pretation that the work evokes a metaph,-:.::
receiving celestial and spiritual messaSes r':a ::=
ment. The animation of falling letters, ani ll= '.-

them, generate an imaginative integratioll 5:1-.1 :
spiritual.

t,

FigureB.2 In Text Rain (1999), a ladv i.:. r-u

up. Image courtesy of the artists (Utterhr.\ ,: - .

Somethin8 kom the sk!

Elashc anchor
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Degree of liveness

As an interactive video installation that proiects the participant's real-
time moving images on the screen, Text Rctin is intended to be a

platform for live improvisation betr,veen the system and the participant.
As some documentary videos on one of the creators' official web-
sites have shown (please visit http://camilleutterback.com/projects/text-
rain/), many participants enioyed taking part in the performance, with
their own creative inputs. For example, someone brought in a real

umbrella to perform 'dancing in the rain'. Several others stood hand
in hand and made wave to bounce off the rain. They all actively
participated in creating anirnated phenomena in the performance facil-
itated by the system. When it comes to liveness, the only stored visual
components are the typographic characters of the poem. The partic-
ipant image captured and projected in real time interferes with the
motion of the falling letters on the fly. In other words, the installa-
tion demonstrates a very high degree of liveness, which means that
the work opens up nearly endless contingencies for participants to
intervene.

Han Hoogerbrugge's Modem Living / Neurotica series

Like many works of arl, Text Rain is exhibited publicly in an art gallery or
similar setting. In contrast, another work to be discussed here emerged
on a strikingly different platform. It was originally intended to be shown
on the Web. Since 1997, the Dutch comic artist Han Hoogerbrugge
has used the Internet to publish interactive animated comics on his
website Hoogerbrugge.com. The first work of the project, Modem Living /
Neurotica series (1998-2001), featuring nearly 100 short animated films,
addresses small observations from the artist's personal life, which also

resonates with some users' lives, including workaholism, social impo-
sitions, and the like (please visit http://ml.hoogerbrugge.com/). Apart
from a few simply looped animated sequences, most of the animated
comics are interactive. The collection can be seen as a documenta-
tion of the artist's experiments with mouse-mediated interaction. They
are inspirationally successful in remapping conventional mouse action
like point-and-click to different intentions. For instance, in #43,'Itch',
a mouse click makes the character (a self-portrait of the artist) 'itch'
wherever the mouse pointer is located. Through various couplings
of motor action and animated feedback, the peculiar work mobilizes
motor-sensory connection and proiects an expanded illusion of life.

Variety of liveliness

Within the archive of animated comics in J{'r';,'-'
both primary and secondary liveliness are fEn'3s
seen in many pieces in which the character l=r'l
mouse pointer. For example, in #61, 'Dro"t-ni::i

pointer to play hide-and-seek with the chara"-l=r '

into the water on mouse-over and rises el>errl'
mouse-over action seems to drive the characer :

'Obedience', keeping the pointer o\-er the .h3:l
him to his knees, and after a kon'torv he in.rn:l
All these action-and-reaction animated phen::r
dynamic tension between the mouse pointer an

ever it iumps away or kneels don'n, the char:;:
user's attention to a clear result. This intera-t1
primary liveliness.

On the other hand, some other pieces sh r"1' '

displaying multiple reactive characters that dlstr'

animated objects all over the frame. In =6O \i
characters line up to form four ro'tts. \\-hen :l'
the characters, they stand up and then bend d:'
ing a wave like those spectators make in sP'rt1n

similar to the magnification effect in the dtr.:k -:

Guy', when a user runs the pointer across th.
they swell up and vomit home appliances - r^'a:

toasters, and the like - in random order. Ther=

happenings and movements in the flsnlg rtli:
over, the action-and-reaction relationships in lh
That is to say, one can reverse the pointer n.'t

the animation would more or less rerind "'-:tl
ing its starting appearance. Hence, the or-erall ::

show any clear direction of progression but :'::
gent nature echoes secondary liveliness. T:. :
pieces presents not only the multifaceted nl ''::
the holistic animacY of life.

Pattern of engagement

ln Modern Living / Neurotica series, most anillls::
The system usually considers the position .': :h=

of a click in user input. For example. in --'.'
tion of the pointer determines lthether the c:-::
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or the picture in the background is in focus. In #87, 'Vaudeville',
many rdummy' versions of the character travel across the frame at var-
ious speeds. A user can point and click on any dummy head to pop
it open, like in a classic carnival game. Whether a head pops open
certainly hinges on where and when the user clicks. In these interac-
tive pieces, a mouse-over or click action usually sets off a corresponding
animated feedback. Strictly speaking, the input and output sections are
alternating. Yet there are pieces involving more continuous input and
simultaneous feedback. For instance, in #97, 'Rash', when the mouse
rolls over the character's head, spines grow out of its head around the
pointer. When the pointer moves away from its head, the spines recede.
A user on one hand has to continue to move the pointer and on the
other inevitably gazes in awe at the spines that go in and out of the face.
One's motor action and sensory perception are coupled continuously
throughout the game.

In case of no user action, most pieces iust come to a halt. Even though
a few pieces do show some changes, like #63, 'Perfect Day', in which
the character keeps swinging along the background music, the audio
and the visuals are ,ust in very simple loops. The environment does
not exhibit really perceivable changes until the user resumes action and
moves the pointer. Hence, the enduring interaction of Modern Living /
Neurotica serles largely hinges on coupling engagement, which forces
users to take action in order to experience the pieces but loses their
attention during the moments of inactive use.

Level of understanding

As mentioned, many pieces in Modem Living /Neurotica serles remap con-
ventional mouse actions to novel meanings. These new mappings are
formed with the help of immediate conceptual blending. Furthermore,
some pieces even provoke metaphorical understandings. To illustrate,
I focus on an example. In #83, 'Possessed', the character sits behind a
task table facing the user. It seems as if he is using a computer mouse.
When the user rolls the mouse pointer over the task table, the charac-
ter will move his mouse to follow. This interactive animated figure acts
as an elastic anchor, capturing the sensation emerging from the sen-
sorimotor experience. It follows that the immediate blend lets the user
understand how to control the character in an intuitive way, just by slid-
ing his or her mouse to a desired spot. The mechanism is like controlling
a shadow puppet with moving rods. The analogy mapping between the
elastic anchor of moving the character and the sensorimotor experience
of controlling a rod puppet is compressed, together with the analogy

link between the character and a rod puppet fr:I
output of the blend is a concept of r-irtual puppt

(see Figure 8.3). Hence, when one moves the p-- j

moves his hand.
What makes 'Possessed' eccentric is the sr

appear on the character's face and the curiotls r:

user moves the pointer around. This effect rnar I

frame in the user's mind, suggesting a metaprh:

with an imaginative but familiar scenario - net

tracted by the many unexpected pop-ups and h
the mapping between the character and the u:et

rnouse, is compressed into an inner-space idtnt

Figure 8.3 Two levels of conceptual hleni' :=..:.
Neurotica.series. The immediate blend ral'rr-. :..'- '

of moving a virtual puppet, and then the n.:::- .
irnagined reflection of how hyperlinks distr:.1 -.: -:--

Elastic anchor
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Elastic anchor

Figure 8.3 (Continued)

link is compressed between the elastic anchor of bizarre apparitions on
the character's face and the sensorimotor experience of unexpected pop-
ups when browsing the Web. In this case, the character's head is also
analogical to the user's mind. The output of the metaphorical blend
is a novel concept of how the Web materials affect our thoughts (see

Figure 8.3). The interactive comic acts like a mirror reflecting the men-
tal status of the user. This example shows a typical way in which Modern
Living / Neurotica series resonates with our personal experiences.

Degree of liveness

Although Modem Living / Neurotica serles is intended and regarded as a

series of interactive Web comics, it also opens up possibilities of impro-
visation between the user and the artist, with the support of interactive
multimedia technologies. An example best demonstrating this idea is
#71,'El Mariachi'. The piece features five identical characters on stage,

each of which is holding a guitar in a different pose. A user can roll

the mouse to cast a spotlight on any particular d
acter will start to play. Although all characters i

each of them makes a different sound. Hence, I
the user is like playing a real-time sound synthel
instrumental tracks. The result is a live performr
user on the fly. In this performance, the stor€l

short audio clips and a few animated drawings

Meanwhile, the spotlight effect is added to the r

Hence, this particular interactive piece from ll
series can be called highly live. It allows users

clips coupled with the animated visuals in arr-v t
opening up almost unlimited possibilitis for c
audiovisual performance with the five simple tri
characters.

Jason Rohrer's Passage

Art takes many forms; so does digital art. Int€r.
interactive Web graphics, as exemplifred b1' Icr
ing /Neurotica series, are two common approadrcl
they occupy very different spaces in art practi
art practitioners are also interested in other di1

as video games. Like their physical counterpaflt
pit players against each other within the 'magk
rules, and conditions. Although as mentioned
tives such as sandbox games, which do not impo

framework, do exist in practice, they still motiv
in order to entertain. On the contrary artists

self-expression. They may not be very keen on m

tive, but more interested in the meanings t}r,
them. This is the reason why the following G
this chapter. A very distinctive example isJason I

game Passage.

Rohrer is an independent game designer, n'ho
games that have been very well received on tl
both the indie game and academic game stu
of his notable works is Passage, an expressiee

reminder of mortality for gamers to meditate m
http://hcsoftware.sourceforge.net/passage/)- As I
ator's statement, 'Passage is a game in which yo

very end, and you are powerless to stave off this

Web surfing
experience
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2OO7).ln other words, no player can win the game. The concept of 'win-
ning' violates the basic premise of the game, making it more a work of
art than a game. He believes that computer codes could 'make us cry
and feel and love' and intends to turn video games into artistic vehi-
cles fbr exploring the meaning of life (Fagone, 2008). Hence, Passage is

imbued with evocative metaphors of 'life is a iourney', which is pre-

sented literally, visually as a long horizontal screen of a maze. A player
starts the game with a character walking alone in a rflaze with many
obstacles. The character's position on the screen gradually shifts from
the left edge to the right within the flve-minute game time. Simulta-
neously, the character becomes increasingly older in appearance (going

bald and grey-haired, hunching its back, etc). Along the way, the player
accumulates points. One may also collect treasure chests lbr additional
points, or walk with a companion for double points. However, once the
character bumps into his spouse, the couple walk hand in hand and
become less agile in collecting treasures. Players have to make a trade-
off. Lastly, the most poignant part is that no Inatter how many points
one has got, the character has to die after reaching the right end in five
minutes.

Variety of liveliness

Unlike most other maze games, Passage does not involve any computer-
controlled adversaries who disturbingly challenge the player character.
The only character other than the player character is his potential
spouse, who contributes only to a minimum extent of primary liveliness
to the game. In the beginning, the lady iust stands still in the maze.

Once the player character walks close enough to her, she snaps to the
player character and they start walking side by side. The couple shows

a magnetic type of action and reaction in the game. The dynamic ten-
sion is clear and directional. Besides, when the player character, with
or without his spouse, is exploring the maze, an observer may take the
intentional stance, speculating whether the character is looking for trea-

sures nearby. In other words, ttre game characters always direct viewers'

attention toward some objects or certain parts of the maze, giving the
game its primary liveliness.

On the other hand, secondary liveliness is not prominent in Passage.

As mentioned, there is no non-player character (NPC) wandering in
the game environment, which is a main difference from other ordi-
nary maze games. In fact, the only active element in Pas.sage is the
player character (the spouse only snaps and attaches to him). Players'or
viewers' attention is always focused on the protagonist, without much

distraction from other obiects. Although ttre ma:
and unnoticeably to the left like a camera Pannl:
the transformation is too subtle and also tt-: ci

secondary liveliness. In this sense, the Sam. .:
focused attention whilst overlooking their Pen!:l

Pattern of engagement

As a mini maze game llke Pac-Man (198,0'. i 'ii:
to control the motion of the main character :r
namely up, down, Ieft, and right. In the conlPutr
arrow keys to move the character. This kind t't r:
closely related to motion, because a control hnl.t
is not moving with the character's motion in an'..

of finger motion like direction and force do n - t

on the resulting character movement, e\cePt Illi
ter changes direction. In the mobile version. h:
are turned into four touchscreen buttons arrari:i
accordingly. This button arrangement allos's t!:=

'slide'across the screen, thus to'steer'the dir+:::
ous'way, and the character keeps walking ani l'-

The player feels as if he or she is directins tr,
by moving a flnger around. This fairlr- motic:r-r'
achieved in the computer version if the touch::
in laptop computers nowadays) is taken into c--nl

motor action can be coupled with percepti:r
Hence, Possage is able to manifest a couplins pa:

Since there are not many active elenlents :i
that the game cannot sustain a plaver's eng;:r
input. This is actually not the case. If the rl-:'.
and the character stands still in the nlaze til=
ative to the game view would incrementallv il
regular time intervals. That means even thou:h :
position in the maze does not change, the scr-:
to the game camera's panning movement. I:l ti
dering on the right side of the screen gets r-=a

those on the left side become hazl'. In si'tc:t :
still shows endless transforrnations rvithout a:-" :

the constantly changing game environnleni. :h'

ally turns from a young guy to an older nlan r: c

If the player resumes control, the camera c.nt1ll1

ter again. Therefore, Passage engages its plavr:: :r
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of use, active or inactive. With both coupling and sustaining patterns of
engagement, the game environment contains temporal affordances that
closely match players' scales of bodily action and perception, as well as

enduring agency in which one can perform continuous appraisal with
respect to his or her felt wants, easily resulting in a sense of intimacy.

Level of understanding

Although Passage only involves two characters and a passage, there is a

wealth of metaphors provoking multiple levels of understanding. At first
glance the work looks like a primitive maze game with the player char-
acter wandering and searching around. Yet the presentation of Passage

differs from an ordinary maze game in at least two ways. First, the screen

is intentionally made to be exceedingly wide such that only a horizon-
tal slice of the maze can be seen. Second, in the early stage of the game,

the far right end of the frame seems to shrink and blur. Those visions
will become clearer and clearer only when the character moves forward.
These nuances render an immediate conceptual blend in Passrz.ge more
compressed than those in other maze games or platform games. In Pas-

.sage, when a player presses an arrow key on the keyboard, the screen

scrolls and reveals more walkway ahead of the character, and also in
front of the player. Compared with a f,xed overview of the maze in such
maze games as Pac-Man, this incremental unfolding is more reminiscent
of our sensorimotor experience of exploring an unfamiliar walkway in
which the further you move, the more you see. This action-perception
coupling in the game environment acts as an elastic anchor to the
immediate blend. The identity link between the player and the char-
acter is compressed into an avatar relation in the blend, an embodied
extension of the player in the virtual space. The representation link
between pixel graphics of the maze and an unfamiliar walkway is com-
pressed into a virtual passage. The output of the blend is a new concept
of exploring an imaginative maze, as illustrated in Figure 8.4.

As mentioned, Passage is imbued with metaphors related to the con-
ventional saying 'life is a journey'. First, the game presents the view in a

long horizontal slice, and the character gets older and older as the game

time goes by. When the character walks from left to right in the maze
(and also on the screen), it becomes obvious that space is a metaphor for
time. It then follows that the journey on the wide screen is a metaphor
for the character's lifespan. In the end, the character approaches the
right edge and then leaves only a gravestone, a conventional symbol of
death. The five-minute journey represents the character's short life. Sec-

ond, in the course of his journey/life, he may meet a lady. One could

approach her to establistr a life-lons colllrtr:'
alone. The two options correspond tLr t',1 :-:-.

lifestyles. In a relationship, the character i: -::-.::
passageways aggressively and collect treai'i::r i
the couple can only go througt't the rrlsill)::.,
tion echoes with the colnmon frartle of llllr- :.:
author's intended imaginative perspectisr : -

commitments limits possibilities. These r'-r--: ::
secondary blend of the gan-re with a stor\' --': :i:
Figure 8.4, the analogy link betrveen tlte 5::.=-
marriage, and another between a narrl-ir :-'::-
or business opportunity, are compressed l:--:

the new blend, together with the represetll;:: .

Figure 8.4 Two levels of conceptual blendi :,. :

ate blend (above) results in an enlbodied; '::-.:
passage, and then thc metaphorical bl!'nJ :. :

how marriage and farnily coillmitlrellt lirl::' :'

Elastic anchor

lav?:.'
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Figure 8.4 (Continued)

In the blend, the message: 'Till death do us part!' is invoked. Whilst the
integration diagram here only depicts one possible imaginative blend,
the work also provokes other metaphorical understandings such as the
adventurous and treasure-hunting lifestyle of the celibate. The analysis
here only emphasizes one possible interpretation of the game.

Degree of liveness

Compared with rudimentary action games like Pong or Pac-Man, Passage

has relatively more stored visual assets (e.g., character graphics, maze
terrains, audio, etc.). The pixel graphics of the characters and those
few treasure chests were pre-rendered and stored. The structure of the
maze together with its modular components were defined in advance,
whilst the full rendering, especially the shrunk andhazy effect, is likely
to be generated on each instantiation, because the final view depends
on how a player navigates in the maze. Furthermore, the compositing
of characters, items, and the maze onto the screen display is definitely
executed on the fly during game play. In other words, the only stored

visual materials are still images of some modularl
a moderately high degree of liveness' Although
that usually have myriad divergent outcotns
losing, there are still a few contingencies in d
the character may die anywhere in the maze- (

treasures and score high, but be alone till death-

ner and walk straight back to the start point t
over. Every game in Passage is a moderatel,v liw
the player and the system. When the charrte
the player is a performer. When the player obca

ing environment and the aging character, he or
of the audience too.

Summary

Not all works of digital art rely on animated pher

discourse, but quite a number of them entail va

elements in their presentations, which can be t

physical materials. This chapter introduces for r

tive works that foreground the phenomena of I

Their initial stages of presentation are diver-,
lation in physical space, through a Web puHi
to a mini computer game. Both their forms and

Nevertheless, they unanimously span a wide tE

technological liveliness. The corresponding vC

Table 8.1 as follows.

Table 8.1 The four variable values of selected worls t

Artworks Variety of
liveliness

Patternof lldt
engagement un r-

Text Rain Primary
(catching,
holding)

SecondarY
(raining,
waving,
dancing)

Coupling Immr
(body (d.il
movement sirtE
and mirrored \{cra
image (t,.(
motion) fr.d
Sustaining
(continuouslv
raining)
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Table 8.1 (Continued)

Artworks Variety of
liveliness

Pattern of Level of Degree of
engagement understanding liveness

Modem Primary
Living / (iumping,
Neurotica hide-and-seek,
series etc.)

Secondary
(simultaneous
up and down,
swell up and
vomit, etc.)

Passage Primary
(striding)

Notes

1. For a look at how participants 'creatively' play with the 'letters' rain,
please see the video documentation on one of the creator's website: http://
camilleutterback.com/proiects/text-rain/

Implications

In the previous three chapters, we have conduct
array of digital media artifacts which belong to il
including user interface, video game, and digitl
monly separate groups of artifacts generally co

in terms of both the creator's motivation and d

tion, but the works included in the corpus rcr
liveliness. As the analyses in previous chapters

erties of these artifacts with respect to the fot

exemplify the principles of technological livefi

immerse their users in a virtual environmerrt r

secondary liveliness; they entail coupling and/o

engagement that match users'bodily motion I
in a sense of intimacy; they anchor sensation fu
blends yielding embodied concepts of virtual sp

ration of metaphorical blends; they Senerate q
real time, supporting users to explore diverse pr

In short, they all rely on animated phenomen

immersive, familiar, embodied, evocative, and d
ence. This study is not intended to be an exhr!
media artifacts, and inevitably there are nrirr.T

that demonstrate comparable values in those for
of controlling the corpus size, they are not incl
the best representatives of their kinds are cow
that technological liveliness is pervasive in g
and communication, entertainment, and cre-i
corpus in this book epitomizes its perv-asimess

On the other hand, there are many other Q
do not exemplify every qualitative variabl'e- 0

Alternating
(click and
then pop up)

Coupling
(roll over and
spines come
out)

Coupling
(sliding finger
over
touchpad to
steer)

Sustaining
(maze view
continues to
pan; avatar
continues to
age)

Immediate
(puppeteer the
character)

Metaphorical
(the Web
surfing frame)

Immediate
(navigable
virtual maze)

Metaphorical
(the marriage
frame)

Highly live
(animated
drawings and
audio clips)

Moderately
live
(animated
sprites, some
contingencies
but
convergent
outcome)
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