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This project is incredibly powerful and is the only piece in the exhibition that is working with narrative and memory. 
Wandering through a deserted village, meeting avatars (bots)

5
 who, (understandably) ignore you, makes you feel that you are 

in a dream – where time has stood still. Held in these moments, the art work allows you, or rather your avatar, to wander. 
This is a most disconcerting experience and a very powerful narrative emerges. The voices are quite literally held within the 
‘virtual fabric’ of the brickwork. 
 

THE AUTONOMICAL GRID 

The Autonomical Grid (2008) created by inWorld artist and educator, Kisa Naumova, can be ‘rezzed’ almost anywhere and 
covers an impressive geography. In the project description Naumova writes: 
 

The Autonomical Grid is a self preserving synthetic ecosystem of digital life – created from altered versions of 
Conway’s original algorithms in the Game of Life – that simulate a different kind of virtual existence, and reactively 
regenerate to form a contained entity that asks us to question what ‘Second’ life is when experienced in a space that is 
shared by our own creations who take on a life of their own. 

(in Doyle 2008:10) 
 

  

Figure 4. Inside the Autonomical Grid (2008) 

 
It is an interesting experience teleporting into the centre of the Autonomical Grid from the Water Gallery space on Kriti 
Island. In Figure 4 it is almost possible to see my avatar, Wanderingfictions Story, if you look closely enough at the centre of 
the image. Either rezzed as spheres or cubes, watched carefully, the ecosystem quietly replicates, expands, contracts, changes 
colour from white to black and back again. 
 

WATCH THE WORLD 

Watch the World (2007) by Robbie Dingo takes it inspiration and fundamental concept from the imaginary picture space of 
Van Gogh’s work Starry Night, painted in 1889. Dingo explains that it was shot on location in SL and then post-produced; 
‘the Sim in this work was on temporary loan so it's all been swept away now, leaving only the film behind. It was always 
intended however that the video would be the end product, not the build’ (Dingo 2007). Recreating the picture space in a 
virtual 3D space provides a kind of double virtuality. Lindstrand suggests that: 
 

[…] before the invention of linear perspective, spatial experience was detached from imagery. Once the tools to depict 
three-dimensional space on a two- dimensional surface were developed, architecture and the understanding of space 
leaped into a new era.  

(Lindstrand 2007:354) 
 

                                                           

5 Bots are avatars who are pre-programmed and do not necessarily have a real person controlling them. 
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The possibility for a viewer to imagine him/herself walking around inside a painting opened up a whole new chapter in art, as 
well as, causing a fundamental shift in the experience of space. There is a potency to what Dingo has produced in Watch the 

World (2007) on at least two levels. Throughout the machinima piece, Dingo allows us to see the construction of this virtual, 
imagined space and to watch, literally, the artist re-create the landscape of the painting itself. In fact, it seems that the process 
of creation within the platform holds the biggest fascination for Dingo. Placing his avatar into the film space changes our 
relationship to what is being created. The use of Don McLean’s song Vincent (1971) provides a lyrical backdrop that 
perfectly matches the reflection upon real, imagined and virtual space.  
 

PING SPACE 

The final project, Ping Space (2008), consisting of two cubes on Kriti Island, connecting real and virtual space. Each cube is 
40x40x40m with a void interior other than small sound emitting objects; one cube is placed at ground level, and the second 
cube is 300 m directly above the first. Of the project, which is a work in progress, Angrybeth Shortbread explains that the 
sound generated is: 
 

[…] a mixture of organic pink noise […] water/wind and binaural beats - sine wave tones of sound that range from 7 - 
30 hz difference. The type of beats and other sound design within the void is controlled by an external source outside 
of Second Life […] Avatars flying around inside the void will also be sending data back out to the interface - effecting 
its presentation. Between these two spaces ping playful interaction - where each space's activity affect the other.  

(in Doyle 2008:14) 
 

  

Figure 5. Inside Ping Space (2008) 

 
She goes on to say that the binaural sounds are used to explore the idea of 'virtual sound', an auditory experience created in 
the brain. The soundscape produced when moving through each cube space is quite beautiful and is entirely dependent upon 
the speed and direction of the participating avatar(s) travel in the space. Harder to tell are the subtle impacts of the other 
avatar, playing Ping Space through their interaction 300 m above. 
 

NEWS REALMS OF CREATIVE PRACTICE 

Within this paper I have discussed a number of art works that were produced on, and in, the SL platform. Two of the artists 
work discussed, DeLappe and Sermon, are well known as artists in the real world, whereas other artists have made their name 
through the SL platform through their creative and artistic practice. In fact, the art works and artists contributing to Kritical 

Works in SL (2008) discussed here have almost all become known to the author through the platform itself. Through the art 
works discussed, can we respond to the question, of how the emerging space for artistic and creative practice on the SL 
platform is developing into a new realm for creative practice? The role of the virtual artist is an interesting one, as, unlike the 
real world art establishment, the real artist is hidden behind the virtual one. As discussed previously, often the persona of the 
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virtual artist can be better known than the persona of the real world artist. A case in point is the extremely well known 
inWorld artist Angrybeth Shortbread.  
 
Playing another person through the medium of the avatar raises interesting questions with respect to DeLappe’s re-enactment 
of Gandhi in the Second Life space, although acting as though you are another person is, of course, not a new concept. Would 
the re-enactment in physical space have changed the performance? The answer would have to be, yes. Perhaps it would have 
to be geographically specific, and would attract another type of audience to the one found in SL itself. It is, therefore, the 
mediated avatar space that changes the performance work and determines our interactions with it. Second Life provides a 
third space for Sermon’s explorations of telematic shared spaces, as demonstrated in Liberate your Avatar (2007); although 
the representations of the human and an avatar sharing space, creates a different dynamic compared to the human and human 
sharing a space on screen in his earlier works such as Telematic Dreaming (1992).  
 
The Autonomical Grid (2008) and A Rose Heard at Dusk (2007), both rely on the relationship of the avatar to the space of the 
artwork presented, although the presence of the avatar in Autonomical Grid (2008) is a passive one. Here, it is the artwork 
that randomly lives, breathes, and changes, but it also the avatar’s view through both the first person and third person 
perspective that determines the experience of the audience member. Remembrance and Remains (2008) has closer 
associations with a game space, although of course, it does not operate like a game. Like the bullet time filming that has been 
explored in films such as The Matrix (1999): time here, has stood still. You are ‘in a moment’, and yet this time is disrupted 
by the sounds that are happened upon. This only magnifies that sense of the still, timeless, moment of memory.  
 

CONCLUSIONS 

There is no doubt that virtual worlds, and online gaming, are making new art forms and creative spaces available for both the 
maker and the viewer/participator. Particular to the SL platform are the discursive game/non-game elements that perhaps 
make some audiences question the nature of the space itself. The fact that a number of these pieces specifically work with the 
opportunity of interaction from the presence of the avatar or audience to trigger events, sounds, or changes in the 
architectural space and environment places this inherent opportunity in the forefront of future potentials and developments on 
the platform. This new realm of creative practice on the SL platform is developing because of the relationship of the work to 
the audience as avatar.  
 
The nature of interactive space on a virtual world platform such as SL creates a complex set of relationships for participants, 
and also for the artists themselves. As Naumova writes: 
 

[…] the virtual environments that we allow our alternate selves to inhabit are composed of ephemeral beings, in the 
form of the scripts, the prims and the animations that we litter around ourselves. These alternate inhabitants of our 
imaginations are often neglected…ignored, forgotten, side-stepped, brushed aside as a background to our avatars’ 
meshes. 

(in Doyle 2008: 10) 
 
The research being presented in this paper contributes to an emerging area of virtual worlds and creative practice. Further, the 
Kritical Works in SL (2008) project will extend to the Kritical Works in SL II exhibition in 2009. The exhibition, which will 
be presented in an Art Gallery environment, will aim to not only include the virtual exhibition on Kriti itself, but also present 
the virtual artists and the documentation of the process, from the planning stages of the virtual space through to the 
development of the virtual works themselves. The presentation of the documentation will offer a point of reflection which is 
critical to the understanding of the paradigm shifts occurring through digital technologies, and in particular, virtual worlds 
and the staging of Kritical Works in SL II exhibition in a gallery environment will further demonstrate how new virtual 
practices are transforming creative opportunities in online and virtual worlds.  
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