











Media [ mi:dis]

noun
L. The main means of mass communication
11. Plural form of medium.

III.  anagency or means of doing something.

A Point Cloud is 2 3D model made up of thousands — or even
millions — of georeferenced points and hence gives an incredi-
bly detailed representation of reality. Point clouds are typical-
ly created through 3D laser scanning techniques such as Light
Detection and Ranging (LiDAR ) technologies, although they
can also be extracted from imagery using photogrammetric
methods. Each point hasits XYZ coordinates and some attrib-
utes. These attributes can represent time, flight line, intensity
(how much light returns back from a point), color, classifica-
tion, RGB value, etc. When lots of points are brought togeth-
er into a single feature, they start to show some new qualities.

Evolution [ i:vo'lu:{(a)n, evalu:((a)n]

L.

II.

The process by which different kinds of living organism are believed to have
developed from earlier forms during the history of the earth.
The gradual development of something.

Pointillism is a painting technique practiced in France at the
end of the nineteenth century. While traditional painting in-
volves creating different hues by mixing paint colors on a pal-
ette or on the canvas, pointillists use primary colors to paint
dots. The human brain observes those points, the color, and
the proximity to other points and interprets them as a second-
ary color. For example, by putting small red and yellow dots
next to each other, one can see orange. When viewed at a dis-
tance, the human eye fuses the individual dots together into
areas of solid color.This is clearly illustrated above with an im-
age of the painting “Mont Saint Michel, fog and sun” from
1897 by Paul Signac.









MEDIA///I///CROSSROADS

LOST IN TRANSLATION

While there are obvious differences between digital art and more traditional mediums, like painting, the
fact is they’re both part of the long lineage of human creativity that stretches back over 30,000 years.
It’s high time we stopped thinking of digital art as separate or counter to more traditional formats, but
rather as a logical part of the contemporary art continuum—art that’s been shaped by and has its roots
firmly grounded in avant-garde movements of the 20th century like Fluxus, Dada, and Constructivism,
along with the disciplines of performance art, film, photography and video art.

‘The algorithm is composed of
two parts,’ says Caselles-Dupré.
‘On one side is the Generator, on
the other the Discriminator. We
fed the system with a data set of
15,000 portraits painted between
the 14th century to the 20th. The
Generator makes a new image
based on the set, then the Dis-
criminator tries to spot the dif-
ference between a human-made
image and one created by the
Generator. The aim is to fool the
Discriminator into thinking that
the new images are real-life por-
traits. Then we have a result.’

The portrait in its gilt frame depicts a portly gentleman, possibly
French and — to judge by his dark frockcoat and plain white col-
lar — a man of the church. The work appears unfinished: the facial
features are somewhat indistinct and there are blank areas of canvas.
Oddly, the whole composition is displaced slightly to the north-west.
A label on the wall states that the sitter is a man named Edmond Be-
lamy, but the giveaway clue as to the origins of the work is the artist’s
signature at the bottom right. In cursive Gallic script it reads:

This portrait, however, is not the product of a
human mind. It was created by an artificial in-
telligence, an algorithm defined by that algebraic
formula with its many parentheses. And when it
went under the hammer in the Prints & Multiples
sale at Christie’s on 23-25 October, Portrait of
Edmond Belamy sold for an incredible $432,500,
signalling the arrival of Al art on the world auction
stage.

Hugo Caselles-Dupré of Obvious readily concedes
that “for sure, the machine did not want to put
emotions into the pictures. And in research terms,
the idea of a robot having an open-world experi-
ence, and using it to make something new — that
is pure science fiction for now.’

‘It is a portrait, after all,’

says Christie’s specialist Richard
Lloyd, who organised the sale. ‘It may
not have been painted by a man in a
powdered wig, but it is exactly the
kind of artwork we have been selling
for 250 years.”

Earlier this year Christie’s staged a
symposium on the implications of
blockchain for artists and collectors.
The inaugural technology confer-
ence will be an annual event, and AI
will very likely be one of the topics
explored. Ten or 20 years down the
line — who knows? — the subject of
discussion could be virtual-reality per-
formance art, or the oeuvre of some as
yet undreamed-of robot Picasso.

The Battle of Buda ended over three hundred years ago, but you can still relive
some of its terror and glory thanks to Hungarian artist Ekho. He painstakingly
3D mapped every person, animal, and object from a classic painting of the battle

called, The Recapture of Buda Castle in 1686, by Gyula Benczur. The process was
incredibly time-intensive, one of the most challenging pieces Ekho has ever made.

The Herculean journey began as he rebuilt every individual part of
the painting from scratch as a 3D rendered object. He started with
standard simple polygonal structures, then chiseled them down to
the point that he could overlay details from the painting onto each
figure. After he had the basic design of each part rendered, Ekho
still had to incorporate Benczar’s brushstrokes onto his own blank
forms.

However, the original painting alone wasn’t enough to truly bring
the rendering to life, so he intensively layered his subjects to unflat-
ten them. Once the animation process was overthe painting came
to cinematic life. There’s a comprehensive display of the battle on
Vimeo, complete with war horns and drums in the background.
Halfway through watching, you’ll be ready to don some britches
and march yourself into battle.



The myth of the runaway movie train surrounds a
short 1896 film called L’Arrivée d’un train en gare
de La Ciotat, or Arrival of a Train at La Ciotat. The
50-second-long silent film was created by Auguste
and Louis Lumiére, a pioneering set of brothers who
were among the very first people to create moving
pictures. A few months ago, this video was actually
upscaled to 4k, 60pfs, by using algorithms.

TO-A>S

SODIUM VAPOR LIGHTS - THOSE ARE THE ORANGE LIGHTS YOU SEE ON
STREET CORNERS - EMITS LIGHT IN A VERY SPECIFIC WAVELENGTH — AV-
ERAGING 589.3 NANOMETERS — AND NOTHING ELSE. USING A SPECIALLY
COATED PRISM IN AN OLD THREE STRIP TECHNICOLOR CAMERA, THE VERY
SPECIFIC WAVELENGTH OF THE SODIUM VAPOR LIGHT WAS SPLIT OFF AND
CAPTURED ON SPECIAL BLACK AND WHITE FILM — AUTOMATICALLY CRE-
ATING A PERFECT MASK OF THE SCENE. THE REMAINING LIGHT WOULD BE
CAPTURED BY REGULAR THREE STRIP TECHNICOLOR FILM WHICH WAS REL-
ATIVELY UNAFFECTED BY THE YELLOW/ORANGE SODIUM VAPOR LIGHTS.
ONLY ONE SODIUM VAPOR PRISM WAS EVER MADE IT WAS LOST.




THE FIRST PICTURE EVER TAKEN

This photo, simply titled, “View from the Window at Le Gras,” is said to be the world’s earliest surviv-
ing photograph. It was taken by Nicéphore Niépce in a commune in France somewhere between 1826
and 1827. The process of taking a photo used to be much more complicated. To capture this moment
in time, Niépce wanted to use a light-sensitive material so the light itself would “etch” the image for
him. After much struggle and trial and error, he finally found the perfect formula. According to the
University of Texas at Austin, he developed some sort of combination of bitumen of Judea, a type of
asphalt, and spread it over a pewter plate. After letting the image sit in a camera obscura for eight hours,
the outdoor light eventually did all the work for him. And thus the first known photograph was born.
Niépce himself called it heliography, or “light writing.” When you look at the photo, it’s nothing much:
just a grainy view of a roof somewhere in France. And yet, you can thank it for the fact that you have
thousands of photos on your iPhone today.

INITIAL REACTIONS TO PHOTOGRAPHY

“The most important and perbaps the most extraordinary triumph of modern science.”

-Edgar Allen Poe
“Glorious things” Art’s most mortal enemy.” “Painting will become dead and obsolete”
-John Ruskin -Baudelaire -Delaroche

Reactions to the invention varied widely. On one hand, there was wide-eyed astonishment and enthu-
siasm. At the other extreme, there was outright denial and hostility. One outraged German newspaper
thundered, “To fix fleeting images is not only impossible ... it is a sacrilege ... God has created man in
his image and no human machine can capture the image of God.”



Industrial Light & Magic (ILM), and Epic Games (maker of the Unreal Engine), together with pro-
duction technology partners Fuse, Lux Machina, Profile Studios, NVIDIA, and ARRI unveiled a
new filmmaking paradigm in collaboration with Jon Favreau’s Golem Creations to bring The Man-
dalorian to life. The new virtual production workflow allows filmmakers to capture a significant
amount of complex visual effects shots in-camera using real-time game engine technology and LED
screens to represent dynamic photo-real digital landscapes and sets with creative flexibility previous-
ly unimaginable.

“The Volume is a difficult technology to understand until you stand there in front of the ‘projection’
on the LED screen, put an actor in front of it, and move the camera around,” says co-producer Greig
Fraser. “It’s hard to grasp. It’s not really rear projection; it’s not a TransLite because [it is a real-time,
interactive image with 3D objects] and has the proper parallax; and it’s photo-real, not animated, but it
is generated through a gaming engine.”

In a few years from now it’s going to be uncommon to find a production that doesn’t use a LED wall
in some form or another. This is the new standard.



Glitch [/glitf/]

noun

' _ OLIVIER RATSI - ANARCHITECT
I. A sudden, usually temporary malfunction or fault of equipment.
II. Computers. any error, malfunction, or problem.

III. A brief or sudden interruption or surge in voltage in an electric circuit.

Verb

L Suffer a sudden malfunction or fault

Glitches have always been a part of the digital space, its something that is bound to happen. Most
of the time its reffered to a defect or fault in a written code that might give unexpected results. But
what if this phenomena manifests in the real world? Some artists have tried or experienced this
effect, in a way they try to alter reality so that it looks artificial.

MELANIE WILLHIDE ALBUM

JUN ONG - LARGE FLOATING STAR

'MEDIENGRUPPE BITNIK - H3K






Uncanny Valley [an ken.i vel.i]

noun

L. a psychological concept that describes the feelings of unease or revulsion that people tend to
have toward artificial representations of human beings, as robots or computer animations, that
closely imitate many but not all the features and behaviors of actual human beings.

II. the dip in positive feelings toward such artificial representations.

In aesthetics, the uncanny valley is a hypoth-
esized relationship between the degree of an
object’s resemblance to a human being and
the emotional response to such an object. The
concept suggests that humanoid objects which
imperfectly resemble actual buman beings
provoke uncanny or strangely familiar feel-
ings of eeriness and revulsion in observers.



CUTE SEAGRAM BUILDING

within this field. The cute ob-
jects and field of the uncannily
cute Seagram Building are round,
featured, and made of foam and
plastic. The new cute constructs
bite away at the floor slabs, and
rest on the original plaza, recon-
sidering the relationship between
object and context

In his project, Yingjing Ma defines Cuteness: The Field,
as:

The desire to care, and cuteness, is performative, addictive.
It triggers empathy. Simultaneously, cuteness has its own
field, gradually evolving from conventional cute to con-
temporary cute and to uncannily cute. Recently, cuteness
has been hybridizing with the grotesque. Cute can be dis-
turbing, and there’s a fine line.

He also investigates Uncanniness: The Curve as:

The uncanny valley describes a condition in which as
something approaches resemblances to reality, at a certain
point, our feeling of empathy towards it drops, and we feel
disgust. Can we use the uncanny as a method of design to
disturb the elegance and silence of the Seagram Building?
This curve shows our various disturbances which attempt
to make the building cute. Our design, in the middle, be-
ing populated by just enough cute elements taking on the
quality of the uncannily cute.

Yingjing Ma defines explores the Fabrication Strategy:

This uncannily cute Seagram Building can be built with
the sheet material. To prove that, these three stages serve
as the mock-up prototypes demonstrating how the panels
work as the complexity of the geometries increase. They
are divided and combined by the finger joints, which offer
perfect solution bridging the design and build.

The following stages suggest that any space and geometry
can be treated as the combination of basic spheres and can
be further divided into panels. Thus, the whole building
can be built in sheet materials. Moreover, the shape of
building, constituted by the finger joints will largely influ-
ence the impression as well as the physical performance of
the whole building at large. The majority of the facade is
milled from foam, creating a cute, thick field hugging the
Seagram Building’s curtain wall and integrating with the
original I-Beams. Discrete panels emphasize features with-
in this field. The cute objects and field of the uncannily
cute Seagram Building are made of foam and plastic. The
new cute constructs bite away at the floor slabs, and rest on
the original plaza, reconsidering the relationship between
object and context.



Uncanny Valley
[an ken.i 'vel.i]
sculpture

/skalptfo

Uncanny Valley

examines human-ma-
chine interface as it
shifts from its original
meaning within the
context of 1970s vi-
sions of literal androids
into complex networks
of algorithms and sur-
veillance. In the words
of Claudia Schmuck-
li, Curator-in-Charge
of Contemporary Art
and Programming at

Uncanny Valley, an exhibition
at the de Young

the Fine Arts Muse-
ums of San Francisco,
the exhibition is meant
to reflect us back to
ourselves in the form
of cryptic “statistical
montages.” The show
is sweeping both phys-
ically and intellectually,
takinboth with tech-
nology and the culture
around it.

Synthesizers by Takeshi Murata




JAPAN IN LONDON: ARCHITECTURAL UNCANNY 2015 by
17 brook.lin

Manipulating the architecture elements: Scale, 2D
and 3D figure representations in the same layout, as
well as incomplete context with strange reflections. In
addition, grayscale representations hide a lot of mater-
liality so you are unable to distinguish surfaces from
eachother.





















Artificial [/a:tr'ti|(s)l/] We as a species have been depenend on the natural light pro-

adjective vided by the sun for as long as we exist. This light dictated

L. made or produced by human beings rather than occurring naturally, especially as a onr bﬂbl’t-f élﬂd € UOZ%Z’Z’O”; thl-f led to tbe SEAV Cb Qf as Zh’ll]él]"

copy of something natural. . .

I1. (of a person or their behaviour) insincere or affected. llg thO% ree th&lt CO%ldf ree %‘gf rom tblj d@p 67’16167’%:)/ * Event%&ll_y
leading us to the creation of fire and starting from the indus-
trial revolution the incandescent lightbulb. With these new

Li ght [/1axt/] innovations we were able to light up our life and civilization.

noun
These technologies have had positive effects but the negatives

L The natural agent that stimulates sight and makes things visible. Can &ZZSO 720t be Z;g'ﬂO}’fd, tb@ ﬂlghl’f/e)/ b&l.f b@@ 7 POZZ%t@d qutb

II.  An expression in someone’s eyes indicating a particular emotion or mood. . . ) )
light and the environmental effects have been showing. This

verb bhas been confirmed in a study by Kamiel Spoelstra where the

I.  Providing light or lighting; illuminate, effect of lights have been measured on the surrounding ecosys-

II. Make(something) start burning; ignite.

tem. The results show that plants and animals suffer under
the constant exposure to light, plants cant discern between day
and night while animals are exposed to more risk of predators.

In modern times we spend alot more time indoors than out-
doors, and this bas led to some adverse effects to our mental
and physical bealth. But there is a new technologie in the form
of an artificial skylight that perfectly replicates the light of our
sun and the effects of it. Something that could provide people in
urban environments better living coditions. Give every room
the perfect lighting conditions as you would in a render, you
would no longer be limited by orientation or location.







Artificial [/a:tr'fif(s)l/] Material [/la1t/]

adjective noun
L. made or produced by human beings rather than occurring naturally, especially as a L. The matter from which a thing is or can be made.
copy of something natural. I1. Information or ideas for use in creating a book or other work.
II.  (of aperson or their behaviour) insincere or affected. II.  anything that serves as crude or raw matter to be used or developed.



FAUX MARBLE

For thousands of years since roman times the carrara marble mine has been excavated for its resources
and transported around the world cladding the most luxurious buildings. This marble is renowned for
its superior veining and color grade and therefore has been used for the most beautiful sculptures by
the greatest sculptors in time. One of these artists was Michelangelo that created The David out of Car-
rara marble, claimed to be the perfect sculpture. In recent years during restorations of the statue some
cracks have been found in the ankles that could compromise its structural integrity. If done nothing it
might just break under its own weight, so for preservations sake they took down the David and replaced
it with a perfect replica. But does the replica need to be made out of real marble, now that it is replaced
by something fake why not also use fake marble? Artists have used the image of the statue in varying
contexts, a great example of this is Lee Sol and her colorful rendition of it.







LUXURY

More available goods for everyone.
More flourished economics

Ability to keep some business going on
during phone manas such as the covid

19 epidemic

PRECARITY

unemployment

Many people may lose their jobs as they get replaced with an online store that re-
quires different employees.

Workers “People who work in mining may breathe in tiny

bits of silica, and eventually, develop a serious lung
< disease called silicosis. There is no cure for silicosis.
behind a “ There & no cure for st
ung damage from silicosis is permanent, but with
proper precautions it is preventable. Stlicosis usu-
pr Od UCt? ally develops after years of exposure to low levels of
silica. However, it can develop much sooner (even
within a few weeks) if you breathe in high levels of
silica dust. Breathing in silica dust is also associated
with lung cancer, tuberculosis, and airway diseases.”
- New York State, Health Department

“Chinese workers who are exposed to silica dust in mines, and pottery and gemstone
factories suffer not only from respiratory illnesses, but are at higher risk of contracting
beart and infectious diseases and cancer, researchers in China have found.

Silica is a compound found in sand and rock. When rocks are drilled
or broken, fine silica dust particles are produced that lodge decp in the

lungs and can lead to scarring, severe respiratory problems and death.”
- HONG KONG (Reuters)

gamiﬁcation

Now, almost all purchasing mobile apps and online stores are designed
in a ways to push customers to buy more. Gamification can fundamen-
tally alter customers’ behaviour towards purchasing into more addictive
pattern.






Hubble’s main function, VOX explains, isn’t to capture color
images, it’s to measure the brightness of light reflecting off of
objects in space. In order to produce a colored image, Hubble
captures images using “broadband filtering” that captures a
general range of red, green, and blue light in a black-and-white
image. Those are then combined to create a true-color image.

Shifting each element over so they correspond to either red,
green or blue, and put them all together, you get what VOX calls
“a colorized map” that is much more useful for analysis,and just
plain pretty as well, Hubble captures color images made from

The scientists who colorize Hubble often went beyond true col-
or, in order to show us portions of the image that would never
have been visible to the human eye in the first place. Hubble does
this using “narrowband filtering.” This filters extremely narrow
wavelengths of the visible light spectrum that correspond to in-
dividual elements like oxygen and hydrogen, then shifting the
color of each image to correspond to red, green and blue. That’s
how the famous Pillars of Creation image was created

light outside the visible spectrum ( ultraviolet and near-in-
frared). That’s how we get this close-up image of the Monkey
Head Nebula, which is made up entirely of wavelengths in the
infrared spectrum

Three pillars of gas and dust sit among stars like towers of
billowing smoke. It would take several years for light to
cross from the top to the bottom of these dusty columns.
This striking image from the Hubble Space Telescope re-
mains, to this day, one of the most well-known astronom-
ical images ever taken. But if you were to peer at the Pillars
of Creation, part of the Eagle Nebula, through your own
telescope, you wouldn’t see the same thing. The images
you typically see of outer space are colorized and processed
in order to bring out the detail and highlight the most rele-
vant parts for scientific study. The popularity of the Pillars

of Creation may have forever changed how astronomers
present images of space to the public.

“Because of the public desire to see pictures like this, an
awful lot of people started rendering their press releases
using these kinds of images,” Paul Scowen, Arizona State
University astronomer and one of the image’s creators,
told Gizmodo. “It had an impact on the way the data of
Hubble was seen and digested by the public as a general

result.”

“So don’t blame NASA for a little photo enhancement touching up; they’re doing it for science.”

- Astrophysicist, Paul Sutter.



FAKE PROPAGANDA IN
THE FOOD INDUSTRY.

Adpvertising food plays a crucial role in
the food industry. Food agencies try to
project the perfect food in their com-
mercials. Nothing looks as good in real
life as in advertising. For examle, pan-
cakes absorb real syrup quickly, so pho-
tographers replace it with engine oil.
To keep cakes dry, photographers in-
terlay them with cardboard and fasten
them with toothpicks. Unlike whipped
cream, shaving cream doesn’t melt, and
this is exactly what photographers need
to take the perfect shot.



RENDER

BIG’s CopenHill proposal had a strong propagan-
da, as it was to be a public skiing area over a fac-
tory in Denmark. BIG had an ambitious design
ideas supported with perfect renders. For exam-
ple: the project chimney were to emit a ring cloud
of steam for every 1 ton of trash turned into clean
energy.

MANIPULATED REALITY

Professional photographer shots the building in
the perfect conditions and compose the perfect
scene for the building. In that sense they are strive
to reach the render quality, and many times they
success! but the builidng failed to have its ring
cloud.

HUMAN EYE

As the human eye experience the building, many
new factors appear. Maybe that what makes it
unique experience that each one should have it,
to discover the spitial experience on own. But it
also raises the question: To what extend can we
trust the renders and manipulated realities?




RENDER

Renders of the Vessel, designed by Thomas
Heatherwick, are in the perfect light conditions.
afternoon yellow light makes the form more
shinny with less appearance of the surround-
ings into the frame.

MANIPULATED REALITY

4

Although professional realty shots will look
much more different, photographer can find a
way to make their shots visually appealing. In
this case, surrounding cant be overlooked from
the shot frame, but they can be used. The col-
or contrast between the main building and the
context helped in making an interesting com-
postion.

HUMAN EYE

As the human eye experience the building, it is quite far from the renders. In this case renders can match
the reality in one hour of a certain day with the perfect weather. It’s so clear that both renders and manip-
ulated realities are not that trust worthy!
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