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top 
Jeffrey Shaw 
with Tjebbe van Tijen 
Continuous Sound and Image 
Moments 
1966 
animated-film installation 
16mm film 
b/w, sound 
loop 
music by Willem Breuker 
stills of the hand-drawn images 
collection of the Netherlands 
Film Museum. Amsterdam 
© Jeffrey Shaw. Tjebbe van Tijen 

bottom 
Jeffrey Shaw 
with Tjebbe van Tyen 
Emergences 
of continuous Forms 
1966 
expanded-cinema installation 
and performance 
film projection on multiple 
screens with inflatable 
elements 
dimensions variable 
installation view 
Better Books. London. 1966 
© Jeffrey Shaw, Tjebbe van Tijen 
photo © Pieter Boersma 

Jeffrey Shaw's Apparatuses: On the Virtual, in situ 

Among Jeffrey Shaw's various artistic pursuits, some 
of the most significant involve explorations of the 
apparatuses and of the new narrative forms that 
have developed out of the use of digital techniques 
and interactivity. To conceive of the production of im
ages no longer simply as the process necessary for 
the genesis of those images but rather, as itself the 
result of a work, and to make the reception of images 
into an activity upon which the very actualization of 
those images depends: These projects involve a re
thinking of our contemporary relations to images and 
the transformations that those images and those re
lations have undergone. 

There is neither representation nor experience 
outside of an apparatus. In fact, the apparatus is the 
very condition of their possibility. At once machine and 
machination [in the sense of the Greek mechane], the 
apparatus sets out to produce specific effects of an 
order which is just as much aesthetic as it is social. 
More than a simple technical organization, the appa
ratus puts different instances of enunciation and fig
uration into play: it assigns a position and a role to the 
subject of the scene; it determines the functioning of 
the gaze and of specific behavioral and perceptual 
processes; it is the result of very particular economic 
and institutional constellations. 

Artistic installations, above all those of experi
mental cinema and video, have had the task of ana
lyzing what constitutes the foundations of the domi
nant mode of representation since the Renaissance. 
To be precise: It isn't cinema or painting or the photo 
that is submitted to a meticulous re-examination but 
rather, it is the entire ensemble of mythic and non-
mythic apparatuses that is brought into considera
tion, from Plato's cave to Brunelleschi's tavoletta, 
from the camera obscura to Durer's perspectival 
gateway, from panoramas to contemporary surveil
lance systems. The entire history of representations 
gets rehearsed every time in these theatres of see
ing, whose heuristic function thus becomes quite 
clear. 

This critical, analytic and reflexive dimension of 
the installation has been essential to Jeffrey Shaw's 
oeuvre since he began working with it in the 1960s. In 
combining various elements of the cinematic appara
tus in new ways so as to allow unique configurations 
to develop out of them, as well as by coupling that 
apparatus with other onginary apparatuses of rep
resentation, the artist has repeatedly exposed the 
limits of the standard regulations of traditional cin
ema and in so doing, has created extraordinary com
positions Multiple screens, environmental projec
tions, interactive scenes - the image is exceeded in 
every one of its dimensions, even at the level of its 
fullest and most complete nature Since the installa
tion Emergence of Continuous Forms [1966), wherein 
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he projected a film onto a series of semi-transparent 
screens that were set up at intervals over the length 
of the gallery, up to the series of panoramas in Place 
and the projection dome EVE, Jeffrey Shaw has re
peatedly used such deployments/unfoldings of the 
scene to explore various forms of an expanded cin
ema, as well as to explore other ways of seeing and 
other ways of making things visible. 

The Event of a Screen 
The screen is no longer this singular, fixed, and two-
dimensional rectangle that one forgets behind the 
projection of the film. It now has an autonomy, it has 
taken on a life of its own, one whose properties and 
transformations, or even possible movements, it con
fers onto the representation. The image is the 
screen, and this screen is event. The frame is often 
effaced, its own boundaries blurred with those of the 
different materials of which it is comprised, drowned 
in the curls of smoke, taking on the forms of a gelati
nous liquid ... As such, the flatness of the screen-
image is also called into question. In Emergence of 
Continuous Forms for instance, the spectator can in
flate one of the screens and so can distort the image 
and at the same time give it volume. 

As for the opacity and the transformability of the 
screen, they are put to the test in the many works 
that experiment with the relative transparencies of 
different materials. In order to achieve visibility, one 
must "make" a screen, produce an "arrest" of the 
image [arret de I'image) and not simply a freeze-frame 
(arret sur I'image) of it, or one must intercept the 
beam of light. The images of the film are in fact noth
ing other than this meeting of light and extremely di
verse varieties of material. It is in this way that the 
film projection becomes the performance, a specta
cle unto itself. In the semi-transparent dome of Cor-
pocinema (1967), the materials-turned-events that 
are produced by the various actions on the inside of 
the dome are what make the film and the projected 
imagery visible on its surface Using these ephemeral, 
malleable screens and a minimal level of consistency 
(smoke, gelatin, blown-up tubes, blotter-screens ...), 
Shaw gives body to the projected image, all the while 
highlighting its essential fragility, its ontological indis-
sociability from the surface onto which it is projected, 
and its pure condition of interference Above all, it is 
the process of its materialization that is at stake. 

A Viewing-window. The Impression of Totality 
At the very moment when the calculated image and 
interactivity are once more gaining control over the 
scene's three-dimensionality and allowing it to be re
alized through the presence of the visitor, Jeffrey 
Shaw is submitting the screen to an entirely different 
kind of treatment, one wherein it is conceived as a 
viewing-window At first glance, it might seem that 
this treatment simply re-ascribes a value to the clas

sical principle of the cinematographic frame as a 
"window" open onto the world. However it does noth
ing of the sort since, unlike with cinema, Shaw's treat
ment of the screen does not involve a fixed gap con
fronting the gaze of the spectator, one in which the 
scene would come to be inscribed autonomously from 
the spectator but rather, it involves a frame whose 
displacement is contiguous with that of the specta
tor and over which this spectator has control. 

The viewing-window does not function like a kind 
of developer for a scene waiting to be discovered, one 
that is already there. It only ever reveals a temporal 
and spatial fragment of a whole that concerns what 
is possible. It is doubtless the case though, that one 
does get an "impression of totality," an impression 
that is made even stronger by the movement over the 
length of the scene that is added to the practically 
limitless variety of directions that the exploration can 

Jeffrey Shaw 
with Theo Botschujjver, 
Sean Wesllesley-Miller, 
Tjebbe van Tijen 
Corpocinema 
1967 
expanded cinema 
eventstructure 
installation view: 
Amsterdam, 1967 
© the artists 
photo © Pieter Boersma, 
Jeffrey Shaw 

EVE, extended virtual 
environment 
1993 
computer-graphic installation 
inflatable dome, motorized 
pan-and-tilt projection 
system 
900 x 1200 cm (variable) 
installation view: ZKM | 
Center for Art and Media 
Karlsruhe, 1993 
© Jeffrey Shaw 
photo © ZKM | Center 
for Art and Media Karlsruhe 

EVE, extended virtual 
environment 
1993 
installation view: ZKM | 
Center for Art and Media 
Karlsruhe, 1993 
detail 
© Jeffrey Shaw 
photo © ZKM | Center 
for Art and Media Karlsruhe 



top left 
Jeffrey Shaw 
with Theo Botschuijver 
Viewpoint 
1975 
slide-projection installation 
retro-reflective projection 
screen, augmented-reality pro
jection console 
screen: 300 x 400 cm 
installation view: 9th Biennale 
de Paris, Musde d'Art Moderne 
de la Ville de Paris. 1975 
© the artists 
photo © Jeffrey Shaw 

bottom left 
Jeffrey Shaw 
with Theo Botschuijver 
Viewpoint 
1975 
detail of the projection console 
© the artists 
photo © Jeffrey Shaw 

top right 
Jeffrey Shaw 
with Theo Botschuijver 
projection installation 
for Genesis world tour 
The Lamb Lies Down 
On Broadway 
1975 
three screens, 
six light projectors, 
over 2000 lights 
300 x 1200 cm 
performance view 
© the artists 
photo © Jeffrey Shaw 

bottom right 
Jeffrey Shaw,Theo Botschuijver, 
Sean Weliesley-Miller, 
Tjebbe van Tjjen 
MovieMovie 
1967 
expanded cinema performance 
air structure, film-slide and 
light-show projections, smoke, 
balloons, performers, sound by 
Musica Elettronica Viva 
approx 900 x 700 cm 0 
performance view: 
4th International Experimental 
Film Festival, Knokke-le-Zoute. 
1967 
© the artists 
photo © Pieter Boersma 

take. But the immersion is permanently contradicted 
by the presence of a frame that, even when expanded, 
is affirmed as a cut and focuses the gaze. To be at the 
center of or within the scene and to find oneself dis
placed there is not necessarily to confuse the image 
and the world. Total vision is never more than a desire 
and in any case, is one that falls within the purview of 
the scopic drive on which cinema is founded 

This work on the panoramic apparatus has its 
complete genesis in Shaw's oeuvre, whether in the 
semi-circular screen of Diadrama (1974), in the circu
lar platforms of Inventer la Terre, Revolution, Alice's 
Room, and The Virtual Museum, in the tiny ballerina 
figurine spiraling downward on her revolving table in 
Disappearance or again, in the photographic reflec
tion of the surrounding gallery-space in the virtual 
sculpture, The Golden Calf The hemisphere is the 
model for the virtual architecture in Points of View, 
and the projection space EVE is a globe nine meters in 
diameter As for the piece reconFiguring the CAVE, the 
cube of virtual reality has the capacity to absorb the 

spectator into the scene with an entirely different 
perceptual intensity, but it is then the spectator's 
manipulation of the interface that curbs the effects 
of immersion. 

These circular environmental installations place 
the spectator at their center. However, the over
hanging design that characterizes the traditional 
Panorama is replaced here by the dominance of ex
ploration, the control of the scene's actualization. 

Simulating the Act of Making the Film 
Viewpoint (1975) inaugurates - and at a time when 
computer technology and digitalization were not yet 
possibilities - the complete co-dependence of the 
image and its spectator, as well as the requisite con
tinuity in the apparatus between the exact place 
where the image was taken and that of its viewing. 
The screen reflects the projected image exclusively in 
the direction of the point of view from which it was 
taken Thus for the "well-placed" spectator, the vir
tual image forms an exact substitution for the actual 

Jeffrey Shaw 
with Theo Botschuijver 
Virtual Projection Installation 
1978 
computer-graphic installation 
augmented-reality pan-and-
tilt visualization system, moni
tor, tripod 
100 x 100 x 200 cm 
installation view: Melkweg, 
Amsterdam, 1978 
© the artists 
photo © Jeffrey Shaw 

Inventer la Terre 
[To Invent the world] 
1986 
computer-graphic 
video installation 
augmented-reality visualization 
system in steel column 
with terrazo and bronze base 
installation view: La Villette, Cite 
des Sciences et de Plndustrie, 
Paris, 1986 
Collection of La Villette, Cite 
des Sciences et de Plndustrie, 
Paris 
© Jeffrey Shaw 
photo © Jeffrey Shaw 

portion of space that it is representing, in a seamless 
continuity between the actual and the virtual spaces. 

This assimilation of the location of the shot, of the 
source of the projection, and of the privileged point 
of observation is what is so exemplary in the appara
tus of Place. A camera is situated on the round, mo
torized platform where the spectator is placed in 
front of three video projectors that are projecting a 
120-degree image onto the screen. In this apparatus, 
the camera is made to depart from its usual function: 
from an instrument of appropriation and capture, it 
turns into the very interface that allows the platform 
and thus the viewing window to pivot and so allows 
the full 360-degree computer-generated panorama 
to appear. Indirectly then, the manipulation of the 
camera is precisely what makes the image come into 
being. As such, the simuiation of the conditions of the 
shot gives the spectator both the illusion of produc
ing the scene on-the-spot as well as a certain 
amount of comfort in a feeling of power, whereas tra
ditional cinema simply allows him to be all-seeing 

A Heightened reality. The Virtual, in situ 
This "expanding" of cinema finds another extension 
in the hybridization of photographed or filmed scenes 
and images, models, or other kinds of digital informa
tion. With his Virtual Projection Installation from 1978, 
Jeffrey Shaw proposed a system of "see-through 

virtual reality," a form of "heightened reality" wherein 
the spectator takes in the physical space of the per
formance together with a graphically still-basic 
synthetic image that is superimposed upon that per
formance space. A principle that he will later develop 
with the sculpture Inventer la Terre, a column opened 
at its center acts as a control tower that rotates and 
whose manipulation allows the viewer to observe the 
actual space of the Musee de la Cite des Sciences et 
de I'lndustrie in Paris, at the same time as he views 
the overlapping images of a virtual panorama. In this 
way, it is about complicating our relation to repre
sentation, not simply by expanding the field of vision 
at a mental or perceptual level but rather by adding/ 
interweaving different levels of reality, of hetero
geneous spaces and times. 

We could just as well be discussing "heightened 
virtuality" in relation to these experiments. The 
Golden Calf for example again takes up the model of 
the panorama by inverting it to produce a subtle fu
sion of the virtual and the actual. The environment of 
the viewing space, previously photographed and then 
animated by a mobile digital viewing window at its 
center, constitutes a virtual panorama encircling the 
digital model of a golden calf onto which the 
panorama is reflected. Since the position of the small 
viewing-window coincides once again with that of the 
shot, one is able to explore the digital reflection of 



above 
Jeffrey Shaw with 
Dirk Groeneveld 
Legible City 
1989-1991 
computer-graphic installation 
modified bicycle, projection 
screen 
dimensions variable 
installation view 
collection of 
ZKM | Media Museum, Karlsruhe 
© the artists 
photo © Jeffrey Shaw 
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above right 
The virtual museum 
1991 
computer-graphic installation 
back projection screen, 
rotating platform, chair with 
rotation-and-tilt sensors 
300 cm o x 150 cm high 
installation view: 
Ars Electronica, Brucknerhaus, 
Linz, 1992 
collection of 
ZKM | Media Museum, Karlsruhe 
© Jeffrey Shaw 
photo © Jeffrey Shaw 

right 
The Golden Calf 
1994 
computer-graphic installation 
modified LCD monitor, pedestal 
dimensions variable 
installation view: 
Wilhelm Lehmbruck Museum, 
Duisburg, 1997 
collection of the National 
Centre for Photography, Film 
and Television, Bradford 
© Jeffrey Shaw 
photo © Jeffrey Shaw 

one's actual location simply by manipulating the re
flection. A glimmer of a past time but one calculated 
in real time, of something actual but already in flight 
within a simulated reflection of its own image on a 
virtual golden calf I 

By reproducing the particulars of the visitor's 
precise location within a virtual space and by estab
lishing continuities between the virtual and actual 
space, as in the piece The Virtual Museum, Jeffrey 
Shaw plays with a deeply paradoxical kind of depen
dence' The nature of virtual reality is such that it can 
do without a concrete and existent reference. 

Engagement with this paradox does not involve 
the creation of a simplistic, illusionist dynamic but in
volves rather a desire to inscribe the installation 
within an actual reality. Jeffrey Shaw has adapted 
certain of his pieces not only to the architectural 
contexts of their presentation but also to the social 
and historical contexts of the installations' different 
venues As such, he has produced a version of Legible 
City for each city in which the work has been shown It 
is the same for Place whose every version is deeply 
influenced by the place in which it is exhibited' actions 
relating to the mine in the Ruhr area in Dortmund for 
instance, or those relating to the migration of immi

grant communities chased out by the "gentrification" 
of certain urban areas of Melbourne in Australia. It is 
through film that Shaw makes narrative elements 
arise, in ail its possible sites. 

Narration in Fragments 
Different forms of narrative are at work in most 
of Jeffrey Shaw's installations: autonomous micro-
narratives in Viewpoints - actions and events pre
recorded in the venue of the exhibition itself-which 
the spectator can access in no particular or prede
termined order; varied, if not downright contradictory 
personal opinions that occupy various positions in the 
virtual space of Points of View, narrative lines to fol
low/read in the calculated streets of Legible City; 
performances to discover in the panoramas of Place 
Ruhr or Place Urbanity Parallel narrations respond to 
the multiplicity of points of view, often in the mode of 
a fragment, without links but with passages and with 
possible leaps from the one to the other 

For Place Urbanity, the spectator will move from 
one panorama to the other and in so doing, will be
come aware that it isn't enough to be placed at the 
center of a space in order to take part in it. Each 
panorama consists of a particular neighborhood dis

Place - a user's manual 
1995 
interactive computer-graphic 
and photo installation 
cylindrical screen, rotating 
platform, three video projec
tors, custom user interface 
900 cm 0, 320 cm high 
installation views: 
Tngon Personale '95, 
Neue Galene am Landesmuseum 
Johanneum, Graz, 1995 
© Jeffrey Shaw 
photos © Croce 8 WIR 

trict where the spectator finds several people who, 
hanging upside down, are all teiiing a story or joke 
that is well-known to the inhabitants of the place. 
The success of the joke pre-supposes this common 
understanding, this degree of the "well-known": a 
minimum of codes, of languages, and of shared expe
riences. So, the art-work itself can become the place 
of a collective experience of recognition, of identifi
cation. This embeddedness of the various works in 
their immediate contexts involves a level of interac
tivity that puts into play various narrative forms of 
address and of complicity through the gaze, a com
plicity that is not only on the order of form and tech
nique, but one that is also based on a specific 
rhetoric, for example the ancestral rhetoric of the 
storyteller or of the witness. 

What makes Shaw's approach so innovative from 
a cinematic viewpoint does not so much lie in his ex
ploration of some of the most advanced techniques 
available, as it does in his invention of interfaces that 
operate and direct the most varied of systems, from 
traditional optical apparatuses (mirror, periscope, 

etc.] to the most sophisticated of industrial 
processes (flight-simulator platforms, virtual-reality 
systems, etc). As well, Shaw's innovation lies in his hy
bridization of the entire gamut of audiovisual tech
niques as well as everyday objects like bicycles or 
armchairs with different kinds of cinematic machines. 
It is by conceiving of unique combinations of appara
tuses that pertain to various modes of representa
tion, both old and new, that Shaw is inventing amazing 
machines for seeing: thus, the mill of Revolution marks 
out images like so many photograms, recalling the 
gearing of the film in the movie camera. 

Finally, just as in the nineteenth century the ro
tundas of the Panoramas were invented as a generic 
proposition, Jeffrey Shaw creates architectures/sys
tems that respond both to the exigencies of the par
ticular project, as well as to the perceptual conditions 
of these new works that the virtual environments are. 

Anne-Marie Duguet 

Translated from the French by Sarah Clift 



Jeffrey Shaw 
Place Ruhr 
2000 
interactive computer-graphic video installation / circular screen, rotating platform / 
one projector / custom user interface / 900 cm $, 320 cm high 

Place Ruhr 
2000 
screenshots 
of the video panoramas 
© Jeffrey Shaw 

Place Ruhr 
2002 
interactive computer-graphic 
video installation 
circular screen, 
rotating platform, projector, 
custom user interface 
900 cm 0, 320 cm high 
installation view 
collection of the Museums of 
Dortmund 
© Jeffrey Shaw 
photo © Franz Wamhof 

Situation 
The Jahrhunderthalle was built on the grounds of 
the Mayer S Kuhne cast steel factory in 1902 as an 
official exhibition hall. Later, it was used as a power 
station HQ, and then as a workshop and warehouse 
for Krupp. In 1994/1995, now under a preservation 
order, the building was renovated as a venue for 
public events as part of the IBA project "Stadtpark 
West." Most of the buildings on thedisused indus
trial site surrounding the hall were pulled down and 
an urban leisure park is being created 
Scenography 
Two locations in the area surrounding the Jahrhun
derthalle have been composited in this scene-one 
is still in its original industrial condition, the other 
belongs to the new recreational park 
A West Lights advertising poster is attached to a 
wall - it shows a man offering a cigarette to a female 
window cleaner who is dangling on a harness outside 
his window Thick red smoke is surging out of the 
roof and windows of the former porter's cottage, 
causing a red haze to drift across the landscape. 

Situation 
The Kaiserstuhl coking plant, situated on the 
grounds of the "Westfaienhutte" steel mill, went 
into operation in 1992 It was a "future-oriented" 
plant, using the latest in process-engineering 
equipment and environmental technology, and was 
one of the most efficient coking plants in existence 
it employed just under 500 people. Despite this, it 
was closed again in September 2000 for private 
company reasons Now a tourist site, it has been 
retro-fitted with new features such as a vast solar 
cell installation, planted grass, and theatrical night
time lighting 
Scenography 
On one side of the roof of the furnace, fires are 
burning along the two parallel rows of furnace lids 
that are now hidden under a cover of grass On the 
other side, a worker is re-enacting one of the for
mer procedures of the coking plant - wearing the 
characteristic clothing of his trade he is pouring 
gray sealant around one of the still exposed furnace 
lids, causing smoke to billow up 

Kaiserstuhl coking plant, Dortmund 

Situation 
Within the confines of the small cemetery in the 
Dortmund district of Huckarde there are rows of 
memorial stones set in the grass to commemorate 
a tragic mining accident in the Hansa Mine on 
16 March 1944 Ninety-four miners died as a result 
or several firedamp explosions, in some cases, their 
remains were not retrieved until 1952 The bronze 
figure commemorating the dead men was unveiled 
m 1952 
Scenography 
A flock of white doves fly down and individually 
settle on each of the memorial stones before flying 
off again Cemetery, Huckarde, Dortmund 

Jahrhunderthalle [Centennial Hall], Bochum 



Situation 
The old cycle racing track in Hoesch Park was built 
around 1939 as part of a Third Reich job-creation 
scheme. No races of any consequence were ever 
held here. Today, the track and the stands are in a 
state of disrepair; trees are growing through the 
cement. 
Scenography 
A Dortmund football star walks around the grassed 
area of the cycle track in a large, transparent 
inflatable football. Black-and-white geometrically 
patterned flags flutter on the flagpoles at the 
entrance 

Old Cycle Track, Dortmund, Hoesch Park 

Situation 
This "welfare building" - a social center with a swim
ming bath and steam laundry, childcare center and 
school of domestic science - as built in 1906 for the 
miners of the Minister Stein pit and their families in 
the district of Eving, From the 1960s on, it was used 
as a day-care center for mentally handicapped 
children, and later as a school. Between 1989 and 
1992 it was restored as a building of public heritage. 
Most of the surrounding houses with their orchards 
and vegetable gardens were renovated likewise. A 
large immigrant population now lives in this area. 
Scenography 
One of the vegetable gardens is full of ripe water
melons, an unlikely sight In central Europe. The 
garden owner, ethnically recognizable as being of 
Turkish or North African origin, pulls one from 
the ground, cuts it in half in his hands, and proudly 
presents its juicy red flesh to the camera. 

Alte Kolonie, Eving, Dortmund, Nollendorfplatz 

Situation 
The Dortmund docks, the starting point for the 
Dortmund-Ems Canal, were built between 1895 and 
1899 They were opened in August 1899 by Emperor 
Wilhelm II and extended between 1907 and 1924 
After being damaged during the war, they were 
restored and later continually adapted to changing 
modes of bulk transportation To this day, mineral oil 
and secondary raw materials such as scrap metal 
and paper are the goods predominantly handled 
there Its ten harbor basins make Dortmund the 
largest canal port in Europe. 
Scenography 
A group of cheerful young Moslem women come 
around the corner and walk along the pavement 
past the camera. Behind an opposite wall, a claw 
arm is lifting and sorting pieces of scrap metal It is 
Sunday - except for a fire engine passing in the dis
tance, there is no traffic 

Kanalstrasse at the petroleum docks, northern inner city, Dortmund 
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Situation 
In 1996, as part of the Ruhr Triennial, a design com
petition for the development of the Schurenbach 
slag heap was launched The artist Richard Serra 
won the commission for the final design of the loca
tion, conceived a leveled-off summit of black rubble 
and a 15-meter-high, 50-tonne steel plate that is 
widely visible as a landmark It refers to the two ele
ments that once dominated this landscape coal and 
steel The Schurenbach slag heap was opened as a 
site of artistic interest in 1998 Serra's object has 
also attracted the activity of graffiti artists 
Scenography 
A golfer, standing on the summit of the slag heap at 
some distance opposite Richard Serra's sculpture, 
swings his club and hits a golf ball that strikes the 
steel plate 
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Schurenbach slag heap, Essen/Gelsenkirchen 



Situation 
Villa Hiigel was built from 1870-1872 as the Krupp 
family residence according to plans by Alfred Krupp. 
Until 1945, it served several generations of the 
Krupp family-later Krupp von Bohlen und Halbach-
as a domicile and venue for official functions. During 
this time, it underwent many alterations. Alfred 
Krupp also planned and laid out the surrounding 
parks and woods from 1870 on. The Villa remained 
largely undamaged, and after 1945 was at first used 
by the Allies as the headquarters of the "Coal Con
trol Commission." Later it was put into service as a 
museum and is, among other things, the headquar
ters of the Alfred-Krupp-von-Bohlen-und-Halbach 
Foundation. The Krupp logo flutters on a flagpole in 
front of the building, while two black sphinxes guard 
its rear entrance. 
Scenography 
A group of elderly men and women are picnicking on 
the lawns behind Villa Hiigel. The tablecloths spread 
out over the grass have various black-and-white 
patterns printed on them (the same as those used 
for the flags at Hoesch Park], Two children suddenly 
appear out of nowhere, a boy dressed as a cowboy 
chasing a girl dressed as a Red Indian. They run 
between the picnickers, then vanish into the back
ground again. 

Villa Hugel, Essen 
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Situation 
The urban enhancement project CentrO, located on 
the former Thyssen industrial site, forms an integral 
part of plans for a "New City Center" in Oberhausen. 
CentrO consists of a shopping center ("Experience 
Shopping"), the Coca-Cola Oasis, the Oberhausen 
Arena, a promenade, a leisure park, and a business 
park. It was opened in 1996. Further projects are 
located next to it or are still in planning (a center 
for environmental technology, the Gasometer Exhi
bition Center). With investments totaling one billion 
euros, CentrO is the largest structural-transfor
mation project to take place in the Ruhr area since 
the Opel factory was built in Bochum in the 1960s. 
Scenography 
An inline skater circling around the camera shows 
off his skills. He is wearing the latest in wearable 
computing - a head-mounted display, a miniature 
computer on his belt and a keyboard strapped to his 
arm. He is also wearing a T-shirt sporting on its 
front the picture of a female window cleaner from a 
West Lights advertising poster (also used in the 
Jahrhunderthalle Bochum panorama) and on its 
back the slogan "God's Back." 

Situation 
The Hansa Coking Plant was built in 1927/1928, at a 
time when older, smaller plants were being replaced 
by modern, efficient coking piants in a process of 
rationalization and company mergers. The plant 
employed up to 1,000 people. The plant closed at the 
end of 1992. In the care of the Foundation for the 
Preservation of Industrial Monuments since 1997], 
its uninhibited growth of vegetation is being con
verted into a large "walk-about sculpture." An over
grown railway track passing through the plant is a 
feature of its landscape 
Scenography 
It is winter and there are patches of snow still on 
the ground. A pack of apparently wild German Shep
herd dogs are running about between the railway 
lines and the trees, sniffing in the foliage. Like 
ghosts, they keep materializing out of the back
ground then vanishing again 

Hansa Coking Plant, Huckarde, Dortmund 

Situation 
This monumental building was planned before World 
War I as the administration block for the Hoesch 
Union, and built in 1916-1921 The monolithic con
struction, influenced by the industrial architecture 
of Peter Behrens. was an extremely modern building 
for its time, a perfect functional building replete 
with pneumatic dispatch system, telephone net
work, and heating system However, even as early as 
1926, it seemed oversized and rather too pompous. 
Striking features are the decorations, which glorify 
the mining and steel industries, and the lettered 
frieze extolling the virtues of labor and deeds 
Today, the building is under a preservation order 
and houses the Dortmund Social Welfare Office 
Scenography 
A 1930s Mercedes limousine of state is parked in a 
driveway The headlights facing the street are on 
The surrounding area is deserted A woman, com
pletely naked rides a yellow bicycle along the street 
past r.he Welfare Office 

Social Welfare Office/War Pensions Office, central Dortmund, Rheinische Strasse 

CentrO, Oberhausen 



Jeffrey Shaw 
Place Urbanity 
2002 
interactive computer-graphic video installation / circular screen, rotating platform, one projector ' custom user 
interface / 900 cm 0, 320 cm high / DVD version published in (dis)LOCATIONS (ZKM digital arts edition, 2001J 

Place Urbanity 
2002 
screenshots. joke te'!s~s 
© Jeffrey Shaw 

Melbourne is noted for its ethnic diversity, and it 
also has the reputation of being the comedy capital 
of Australia. Place Urbanity presents fifteen 
360-degree panoramic video recordings made in 
various suburban locations in Melbourne where 
many of these ethnic communities are concentrated: 
Chinese, Macedonian, Greek, Italian, Vietnamese, 
Turkish, Russian, Jewish, Aboriginal, African, Serbian, 
Indian, Australian, Egyptian and Lebanese. 

The work allows the viewer to rotate the projected 
image within a surrounding 9-m-diameter projection 
screen, and in a virtually reconfigured Melbourne 
landscape navigate between fifteen cylinders on 
whose interior surface these panoramic recordings 
are viewable. In each of these suburban situations a 
comedian who is hanging upside-down tells ajoke 
Thejokes of the comedians, as members of the 
various ethnic communities represented in their 
panoramic surroundings, critically comment on their 
identities within the Australian social and geographi
cal context 

Place Urbanity 
2002 
interactive computer-graphic 
video installation 
circular screen, 
rotating platform, projector, 
custom user interface 
900 cm 0, 320 cm high 
installation view: 
Festival Exit, Maison des Arts 
de Creteil, 2002 
collection of the Australian 
Centre for the Moving Image, 
Melbourne 
©Jeffrey Shaw 
photo © Franz Wamhof 
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