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An introduction 
to Beyond Data, 
a collaboration 
between two labs

By Melinda Sipos and Angela Plohman

Writing the introduction to this publication provides us with the opportunity 
to re-think the Beyond Data project, and to try to capture and present the 
process involved in creating it. It is almost inevitable that in doing this we re-
write the past to a degree. In the here and now, everything seems to be logical 
and appears as a continuous flow of activities, but there were many cases of 
improvisation, risk and unpredictability.

In January 2011, we were sitting on the stairs in the Haus der Kulturen der 
Welt during the Transmediale Festival in Berlin and decided that Baltan 
Laboratories and Kitchen Budapest should collaborate. It was a simple deci-
sion informed by personal and institutional interests, with the mutual assump-
tion that our labs had much to share and offer each other.

Our aim was to bring together our different working methodologies and net-
works to explore, exchange and build on a number of recent tools and projects 
developed at the labs. By simplifying the structure of the joint venture we can 
now identify three pillars: the goal was to collaborate; the tools were a tem-
porary, ‘in-between’ lab and a specific method; and the content of the project 
centred on data embodiment. All elements developed gradually, shifting 
between the planning, preparation and realisation phases several times.

The ‘original’ scenography was that both labs would introduce new people 
and perspectives to a series of two workshops in Budapest and Eindhoven that 
would further develop and recycle elements from our collective toolboxes, 
creating new experiences and taking the knowledge, working methodologies 
and expertise beyond the two labs. This would lead to concepts and new 
knowledge that could be built upon and shared with a wider public.

As we ‘completed’ each step, the project took on a tangible form and it seemed 
worthwhile to continue working together, adding additional phases such as 
an evaluation meeting in Budapest in January 2012, and applying to lead a 
Beyond Data workshop at the Lift12 Conference, for which we were invited 
to participate. Furthermore, we felt that the entire process developed into a 
very strong personal and professional experience that we wanted to share and 
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record. This is why we decided to create this book, which has become part of 
the process and is a lab in itself, making it possible to talk about the project 
and, as documentation, making it tangible beyond the lifetime of the project 
itself.

This book takes the reader past different phases of the project, introduces 
the different activities in chronological order and provides insights into the 
creation process in the form of photographs, sketches, and the participants’ 
personal impressions. We wanted to share our experiences with the method-
ologies we applied and hopefully pass this on to others who are interested in 
different forms of production and collaboration. We also wanted to position 
this experiment in a wider context and take a broader look at the three above-
mentioned layers of the entire project:

—> The collaboration between the two labs;
—>  The temporary lab format/methodology that we selected to explore the 

above collaboration;
—>  ‘Beyond data’ / data embodiment / beyond visualisation: the theme we 

chose to explore in the temporary labs.

This has been realised in three commissioned essays and an interview.

In his visual essay Our Driving Forces of Collaboration, Attila Nemes examines 
the components of the Beyond Data lab collaboration itself, seeing it as ‘a 
method of learning instead of a method of creating’. This was a key point for 
us as we realised in the end that the results often comprised how we worked, 
rather than what was produced.

To explore the temporary lab as a methodology, as well as other strategies 
adopted by artists and labs to share research and processes with a broader 
public, we interviewed Amanda McDonald Crowley, former director of the 
Australian Network for Art and Technology (ANAT) in Australia and execu-
tive director of Eyebeam in New York. Among other topics, we were curious 
to hear her views on exhibiting processes and on opening up the act of ‘mak-
ing’ to the public, particularly in relation to the complexities and specific chal-
lenges we have to deal with as mediators, makers and curators.

In his essay Data Embodiment as a Strategy for Citizen Engagement, Attila 
Bujdosó addresses the theme of the Beyond Data project, and discusses data 
embodiment and collective experience in the context of the work of other 
contemporary artists, including Koichi Kurita, Christopher Baker and Juhász 
Márton András, architect Ferenc Callmeyer, sculptor József Kampfl, 
and Dan Hill.

Finally, Trevor Hogan and Dr Eva Hornecker ask the question ‘How is touch-
ing, feeling or listening to data different from experiencing traditional repre-
sentations?’ in their essay Beyond Data Visualisations. They have conducted a 
number of experiments that examine ‘the influence representation modality 
has on our experience of data’. 
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Each of these essays has helped us advance the explorations we started 
together in 2011 and we see them as a contribution to the project and a 
continuation of our process. We regard this publication as the fourth Beyond 
Data Lab, and hope that new iterations and offshoots from this experience will 
continue to inspire and surprise us.

‘If I think about the Beyond Data project, it embodies all 
the different layers of a collaboration for me: 

the people with whom I worked, discussed,  
travelled, walked, ate, drank, and laughed, 
the workshops in which I participated, 
the ideas that were mostly realised, as well as the 
ideas that partially remained concepts,
the materials I bought, used or worked with,
the technologies we tried and applied, 
the cities I walked around or passed through,
and, of course, the immeasurable offline and online 
data and information that I received during this 
single year, which has become part memory, part 
projects and part creative energy. 
These are all “Beyond Data”.’

Eszter Bircsák
[PArTICIPANT]
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About the labs
Baltan laBoratories

Baltan Laboratories initiates, mediates and shares innovative 

research and development at the intersection of art, design 

and technological culture. Baltan sees the laboratory as a 

way of working. It is both a network and a methodology for 

creating and sharing new concepts, tools and knowledge.  

Baltan achieves this through:

—   the development of research projects and public 

activities for local and international creative 

practitioners to interact and innovate through the 

meeting of art, design and technological culture;

—   strategic collaborations with local, national and 

international organisations, institutes, schools and 

companies that promote new ways of working and 

create opportunities for talent development and 

 creative innovation;

—   the open dissemination and discussion of 

 developed art, technologies and knowledge;

—   the investigation, further development and 

 promotion of the lab concept through practice.

www.baltanlaboratories.org

kitchen Budapest

Kitchen Budapest is a place of witchcraft and 

inspiration. It is an innovation lab where the fields 

of art, research work, startup development and 

education complete and support each other.

This creative milieu was founded by Magyar 

Telekom in 2007, and it has two fundaments: 

open-mindedness and team-work. The team 

spirit is further enhanced by our colleagues’ and 

resident artists’ constant curiosity and desire to 

discover something new.

Based on the interdisciplinary thinking of 

these young engineers, artists, designers and 

sociologists our objective is to find the connection 

points of society, arts, science, urban space, 

mobile communication, the internet, digital 

culture and startups. We aim to give answers 

within an international context, and also to ask 

questions from KIBu’s unique point of view.

http://www.kitchenbudapest.hu
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BEYOND 
DATA
LAB#01

 Date:  September 27–October 1, 2011
 
 Location:  Kitchen Budapest, Budapest, HU
 
 Participants: Benjamin Balla
  Eszter Bircsák
  Loes Bogers
  Jeroen Braspenning
  Attila Bujdosó
  Remco van de Craats
  Zoltán Csík-Kovács
  Victor Diaz
  Gáspár Hajdu
  Jop Japenga
  László Kiss
  Attila Nemes
  Angela Plohman
  Melinda Sipos
  Dóri Sirály
  Angela de Weijer

‘It has been confirmed that sitting around 
a table,  sharing knowledge – even without 
a specific aim – is a method that should 
be used more often.’ 

 Attila Nemes
[PArTICIPANT]
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INTRODUCTION

Researchers from Kitchen Budapest and five participants 
from Eindhoven (comprising artists, designers, engineers 
and industrial designers) met in Budapest for a five-day 
workshop. This also marked the end of a six-month 
planning phase and the actual beginning of the Beyond Data 
adventure. We felt that a precise schedule was vital when 
a dozen creatives who are new to each other are brought 
together. This did not mean, however, that there was no 
room for improvisation: we often adapted the plan to suit 
actual situations as they arose.

Our main goals were to learn about each other’s different 
methodologies, share ideas and build new concepts to be 
realised during the Dutch Design Week session. To this end, 
not only the organisations and participants were presented, 
but a number of previously selected data-related projects 
(by the workshop participants) were also analysed with the 
aim of creating a new, shared toolbox that would nurture 
the creation process. Another important aspect was to 
investigate examples from beyond the art and design world 
by means of presentations by invited guests from outside 
Kitchen Budapest. The workshop schedule was thus based 
on a combination of different working sessions, which 
focused on sharing, learning, being inspired, and creating. 

Based on this range of activities (presentations, 
discussions, brainstorming, walks, hands-on experimen-
tation, etc.), approximately a dozen concepts were born 
by the end of the week, which had the potential to be 
developed into physical interfaces and experiences during 
the second workshop in Eindhoven.
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‘Collaboration took place in a generous 
and open creative environment. We not 
only shared each other’s labs, cities, food, 
and local drinks, but there was also an 
intense sharing of information sources, 
concepts, tools and skills.’ 

 Angela de Weijer
[PArTICIPANT]

‘Projects can be recycled too 
(not only industrial remains).’

 Zoltán Csík-Kovács
[PArTICIPANT]
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WORKSHOP 
METHODOLOGY

First daY
Introductory session (3 hrs)

–    introduction of organising labs 
 (Kitchen Budapest and Baltan Laboratories) 
–   introduction of all participants 
 (personal intro and one project)
–  introduction to the scope of the workshop 

(‘data embodiment’) and the workshop 
methodology 

–    lecture by Attila Nemes, program advisor
 at  Kitchen Budapest

second daY
‘recycling projects’ session (3 hrs)

–  participants’ presentations of topic-related, 
preselected projects 

–    analyse in smaller groups: each group 
selects two projects, considers them for 
equal amounts of time and examines the 
tools produced by the projects, as well as 
conceptual aspects for further development, 
and positive and negative aspects

–  the goal is to create a toolbox at the end of 
the session that we can recycle/use later

External presentation session (3 hrs)

Presentations about data-centred activities by 
invited guests (15 min lecture + 15 min discussion)

–  rADOOP: ‘Big data’ analysis made easy  
presentation by Zoltán Prekopcsák

–  hungarian Cycle Club: Bicycle Counter  
presentation by Miklós Barna

–   Development of an electronic passenger 
information system by the MÁv group 
(hungarian State railways): 

 presentation by Jándi Péter, 
 MÁV Informatics.
–  urbancyclr mobile app: 
 presentation by Ferenc Vehmann

third daY
Brainstorming session (3 hrs)

–  idea-generating based on all the drawings 
and post-it notes from the previous analysis 
session, adding new ideas, associations

–  creating clusters of post-its and forming 
groups based on similar interests

–   teamwork

Teamwork session (3 hrs)

– research
–  points of interest defined by each group
–  presenting proposals/conclusions at the end 

of the day, feedback

Fourth daY
Field trip

 –   visit to MAvIr (hungarian Independent 
Transmission Operator Company) presen-
tation and guided tour by Krisztina Kovács

Teamwork session (3 hrs)

–  3 x 30 minutes musical chairs: swap people 
between projects to generate feedback from 
the ‘externals’, and help them decide which 
group they want to work with

–  teams returned to their original set-up to 
discuss the feedback from externals

–   at the end of the day: presentation of 
concepts in as final a form as possible  
according to the following rules: using a 
maximum of three slides to indicate the kind 
of data their project is dealing with, 

  a one-phrase summary of the project  
  goal and a visual sketch
–  discussion/feedback 

FiFth daY
Teamwork session (3 hrs)

–  wrapping up the previous days’ achievements 
and briefing the final day’s activities

–  hands-on work: mock-ups, testing and 
further development of concepts

–  presentation and feedback, closing discussion
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Project by
Nerea Calvillo (ES) 

IN THE AIR

In the Air is a visualisation project that aims to make visible the microscopic 
and invisible agents in the air in Madrid and Budapest (gases, particles, pollen, 
diseases, etc), to see how they perform, react and interact with the rest of 
the city. The visualisation tool is a web-based dynamic model that builds up 
the space the components generate, and where behaviour patterns emerge 
through data crossing. The project proposes a platform for individual and 
collective awareness and decision making, where the interpretation of results 
can be used for real-time navigation through a city, the opportunistic selection 
of locations according to their air conditions, and as a basis for political action.

http://intheair.es 
http://inthear.es/budapest

rECYCLED  
PrOjECTS

We started with the notion that a common toolbox 
can be created based on selected elements of 
existing projects. We therefore presented the 
following projects to each other and analysed 
them in small groups. The conclusions formed an 
intangible toolbox that served as a basis for the 
collaborative thinking and shared knowledge.



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
1

19

Project by 
Dániel Feles, Krisztián Gergely, 
Attila Bujdosó, Gáspár Hajdu,  
László Kiss (HU)

SUBMAP

Submap 2.0: ebullition visualises and sonificates 
data sourced from one of the biggest news sites 
in Hungary, origo.hu. In the 30 fps animation, each 
frame represents a single day and each second 
covers a month, starting from December 1998 
until October 2010. Whenever a Hungarian city 
or village is mentioned in any domestic news on 
the origo.hu website, it is translated into a force 
that dynamically distorts the map of Hungary. 
The sound follows the visual outcome, creating a 
generative, ever-changing drone.

http://submap.kibu.hu
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Project by
Christopher Baker, Attila Bujdosó, Zoltán 
Csík-Kovács, Dániel Feles, András Juhász Márton, 
Eduárd Sik and Melinda Sipos

DATAFIZZ

This project focuses on the continuous flow of social data fragments 
that herald our transitions between online and offline worlds. Each 
time a person goes online or offline, servers all over the world are 
alerted, and simple messages are transmitted to that person’s online 
friends. While these transitions are largely ignored, our project 
captures this data in order to highlight and dwell within the liminal 
spaces between the physical and virtual worlds that we inhabit. This 
continuous and dynamic data flow inspired us to create an instal-
lation where such transitions are metaphorically represented and 
mirrored by a succession of physical and non-physical phenomena. 
DATAFIZZ illustrates the wealth of unstructured, invisible, and often 
incomprehensible data on the Internet. It explores the way we inhabit 
and transition between distinct online and offline worlds.

http://datafizz.kibu.hu
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Project by 
Irma Földényi, Melinda Sipos, Andi 
Sztojanovits, David Dúl, Bálint 
Ferenczi, Krisztián Gergely, Tamás 
Domonkos, László Kiss, Milán Korsós, 
Peter Palkó, Zita Galántai (HU)

BYMM

Beat Your Mouse Movement strives to balance 
the increasing number of hours spent in front of 
computer screens by offering a playful solution 
that motivates people to walk so that they get 
more exercise and become more aware of their 
health and the urban environment. Individuals 
can playfully compete between their online and 
real-life selves, and win by walking more than 
mousing. BYMM consists of two gadgets: one of 
them is a web/desktop application that tracks the 
use of your mouse, while the other is a mobile 
application.

www.beatyourmouse.com
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Project by 
Alex Berman, Eszter Bircsák, 
Zoltán Csík-Kovács, Gáspár Hajdu, 
Gábor Papp, András Turi (HU, SE)

CHROMOSONIA

Chromosonia is an installation for the facade of the Ars 
Electronica Center. We provide the means for anyone 
with a portable music player to visualise the music they 
are currently listening to on the Ars Electronica facade 
featuring three levels of mapping: perceptual, informational 
and social.
When a passer-by connects his/her music player to our 
system, our software analyses the contents of the acoustic 
signal in real time. Based on a psycho-acoustic model of the 
human hearing system and neural networks, we interpret 
the music as spatially distributed forms resulting in a novel 
form of sonic visualisation. The adaptive and highly dynamic 
nature of our algorithm makes it possible for certain 
musical features to illuminate specific parts of the building. 
This dynamic visual pattern organically reflects rhythmic 
and harmonic changes in the music.

www.kitchenbudapest.hu/en/chromosonia
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Project by 
Interactive Institute (SE)

OCEAN SEARCH

Ocean Search is a unique project that links social 
media, creative visualisation and advanced sensor 
technology. It caters to the thousands of people 
in the sailing community, with the aim of creating 
a fleet of sensor-equipped boats acting as anchor 
points for stories to be told about the oceans. 
‘Journeyman’ is the first boat in the Ocean Search 
project, which will explore new ways to observe 
the oceans, and where the tools used to collect 
climate data will be made available to sailors and 
the public, thus creating commitment, partici-
pation and awareness. Ocean Search opens up 
new relationships between research and people 
– a relationship in which people are no longer 
passive recipients, but very active participants. 
The individual will be a powerful force in the 
emerging change for more sustainable solutions.

Text taken from: www.oceansearch.org



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
1

24

Project by 
EDHV (NL)

DIGITAL FUNGUS

Digital Fungus is a result of ongoing research in 
the field of dynamic identities. A digital organism 
that is released into a physical space, it is trained 
to respond to light areas in the environment: 
as soon as an organism detects light it starts 
producing a colony. If the organism senses 
movement in the area it releases itself from the 
surface and floats to another area where it starts 
growing again. The organism depends on light for 
its energy; once the light is gone the organism’s 
remaining energy is drained, causing it to die. This 
simple set of rules results in complex behaviour.

www.edhv.nl

Project by
EDHV (NL)

DEBUG

The Debug chair designed by the Dutch 
studio Edhv was created using the 
trail patterns of insects. Each of these 
species has its own behaviour, which is 
influenced by its environment, including 
factors such as light conditions and 
obstacles that obstruct its path. Using 
a self-built experimental machine 
consisting of tracking software and 
mapping scripts, Edhv was able to 
record the unique travelling behaviour 
of various creatures such as house 
crickets, wood lice and ants. The data 
was then translated into this 3D model.

www.edhv.nl
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Project by 
Miss Milivolt (NL)

MONUMENT FOR  
THE UNSEEN

Monument for The Unseen: New Vintage 
Orchestra is an audiowalk in augmented reality 
that revives and recreates a beautiful evening 
around the bandstand that was once situated 
in the Philips de Jonghpark. It is like real life 
cinema, but only the soundtrack. Miss Milivolt 
applied sound as a construction material to 
rebuild the bandstand, revealing an unseen layer 
in the park’s history. Monument for The Unseen 
consists of binaural audio, a special recording 
technique that requires headphones for an 
optimum experience. The original building plans 
of the bandstand contributed to an accurate 
reproduction of its reverb – the ensemble sounds 
the same as it did back in the 1930s.

www.missmilivolt.com/audiovizmonument-for-
the-unseen-new-vintage-orchestra
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Presentation by 
Ferenc Véhmann

URBANCYCLR  
MOBILE APP

What started out as a hobby project by a group 
of avid bicyclists has evolved into a mobile 
application that has tracked enough bike trips 
to go around the planet. Cyclists who install the 
UrbanCyclr application on their smartphones 
simply record their routes as they ride their bikes. 
The separate routes are uploaded and projected 
onto a map of Budapest. In addition to a combined 
overview of all trips, they are also processing 
requests from bicyclists who want to see the 
history of their own trips. As they said, ‘most 
people are interested in themselves, not others’. 

www.urbancyclr.com

ExTErNAL  
PrESENTATIONS

We wanted to be inspired by and learn from profes-
sionals coming from outside the art and design 
world who daily deal with but have very different 
approach to data visualisation. We invited four 
guests to Kitchen Budapest to share insights 
into their work, and visited MAVIR (Hungarian 
Independent Transmission Operator Company).
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Presentation by 
Krisztina Kovács

MAVIR

MAVIR operates the Hungarian electricity 
network. The national need for electricity 
fluctuates constantly, and because electricity 
cannot be stored, MAVIR is tasked with delivering 
the correct amount of energy in real time. This 
involves specifying the required reserves and the 
capacities to be contracted for the purposes of 
balancing, and taking into account how fast, with 
what efficiency and at what price each power 
plant is capable of adapting to the necessary 
changes. Real-time data is key to MAVIR’s 
performance and they absolutely cannot afford 
any mistakes.

www.mavir.hu

The hungarian Power System online diagram www.mavir.hu
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Presentation by 
Miklós Barna

HUNGARIAN CYCLE CLUB:  
BICYCLE COUNTER

To demonstrate that bicyclists play a substantial 
role in Budapest’s urban mobility, the Hungarian 
Cyclist Club erected a bicyclist counter on 
a major thoroughfare. The total number of 
bicyclists who passed by since the counter was 
installed is presented on a display next to the bike 
lane, along with the amount of people who passed 
by on that particular day. The club is currently 
using the data they collect to inform the process 
of infrastructure design by the local government.

http://kerekparosklub.hu

Presentation by 
Zoltán Prekopcsák

RADOOP -  
BIG DATA ANALYTICS 
MADE EASY

Radoop is an easy-to-use interface 
for Big Data analytics and machine 
learning over Hadoop. Prekopcsak 
noted that all sectors are measuring, 
gathering, and creating huge amounts 
of data. Simple questions thus become 
very complicated to answer. Currently, 
the tools used for data analytics are 
mostly provided by Apache Foundation 
(such as Hadoop, Hive, Mahout) and 
are open source. However they do 
not have the most accessible user 
interfaces, as most require terminal 
access. With Radoop they are trying to 
make big data analytics easy, lower the 
barriers and facilitate batch processing 
for a wider group. They started up a 
year ago and currently have over 800 
applicants wanting to use the software, 
with 20 users so far, mostly US-based 
companies.

http://radoop.eu

radoop welcome screen
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8.

Output  channel  2  : Searchable  map  view

Kitchen  Budapest 2011.09.28.

Presentation by 
Jándi Péter, MÁV Informatika Zrt.

DEVELOPMENT OF AN  
ELECTRONIC PASSENGER 
INFORMATION SYSTEM  
BY THE MÁV GROUP

This branch of the MÁV Co. is tasked with the 
rapid improvement of the services relating to 
passenger transportation, including developing 
suburban transportation, introducing timetables 
accommodating most of the routes as extensively 
as possible, continuing the installation of 
ticket machines, which have successfully been 
operating on several railway stations, improving 
passenger information and certainly modernising 
the passenger vehicle fleet. A new passenger 
information service was introduced in 2009 as 
part of these improvements. The presentation 
introduced the history and current state of the 
passenger information system, details and 
phases of the development, and the overall goals.

Péter jándi, http://vonatinfo.mav-start.hu/
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DATA GRANNIES
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“NO BULLSHIT”  
INSTALLATION

One by one, visitors enter an immersive environment. They 
may or may not realise that the experience they encounter 
is derived from their own generated data. The visitor 
decides how long they experience this personal dataset, 
or interact with the dial on the floor to trigger a previous 
visitor’s dataset, connecting people in space and time. A 
Kinect motion sensor detects visitor’s movements and by 
changing their position on the dial, users can reload and 
experience previous datasets.
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TAKE YOUR BREATH AWAY

Upon arrival at the exhibition space, visitors are 
given a very simple, single use mouthpiece that fills 
containers with the air they exhale. As they walk 
around the exhibition these containers continue 
expanding with each exhalation. On leaving, their 
breath is sealed, labelled and stored with scientific 
precision. As the exhibition progresses the used air 
occupies the space in the form of these intimate data 
physicalisations. This concept embodies data from 
our own physical bodies. It emphasises personal and 
individual use of the most widespread and shared 
‘product’ around.
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WATER COLOUR MAPPER

A digital ‘message in a bottle’ that automatically samples 
the colour of the water it floats in and uploads it every hour. 
The string of samples combines to form a new map of the 
river. Although this streaming station floats along with its 
surrounding water, local conditions continuously alter its 
appearance. As the exhibition progresses the data that 
comes in will be fed into the workshop.



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
1

4
8



B
E

Y
O

N
D

 D
A

TA
 

E
S

S
A

Y
4

9OUR DRIVING FORCES 
OF COLLABORATION

Some remarks on the Beyond Data Labs

 essay — attila nemes
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—>  Collaboration has become a buzzword, but what does it really mean? 
Why do we collaborate? 

 
—>  We sign an unwritten contract offering our knowledge and will-

ingness without forced compromises. 

—>  Some members of Kitchen Budapest and Baltan Laboratories 
decided to take a critical, collaborative approach to our own previous 
work. We thought this could help improve our knowledge and help 
others better understand our production. 
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—>  We could understand our work in the context of twentieth-century 
art collectives and art movements; the ways artists collaborated, 
came together to issue a manifesto, shared outlooks, and created 
together. We could quote a long list of places, from Bateau-Lavoir 
to Warhol’s Factory, where people gathered to work and share 
ideas through art. In this, we propose that we are promulgating the 
lengthy tradition of European art movements and our (co-)work can 
be understood as an artistic approach to the world (of technology). 
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—>  Design seems to be the answer to many problems, but what happens 
when the subject of design is design itself? What happens when a 
method, which we use to take a critical approach to what we do, is 
the essence of our practice?

—>  I suggest that collaboration is a method of learning instead of a 
method of creating.
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—>  Finding interrelations between people, interests, outlooks, methods 
of thinking/creating can be quite tough. This was not a group of 
experts focusing on a solution to a specific problem, or a collection of 
specialists invited to analyse a case. We were members, makers from 
two different, but similar media labs in Budapest and Eindhoven 
with very diverse histories of creating art and technology projects. 
We came together as artists, designers, social scientists, engineers, 
and cultural mediators with a strong interest in each other’s work 
and a commitment to visualising data. ‘With a strong interest’ 
implies having an open mind, the ability to learn by sharing critical 
ideas of each others’ previous projects, and by making something 
together.

—>  In order to understand each other you must translate your work 
and make others understand your point before you can share your 
knowledge with the team – creating recipes in a reverse process. 
This inter-translation leads to a second level of understanding when 
we all try to transform the various elements into a new concept, 
something we all can deal with – combining recipes to create a new 
one. Finally, we can make the dough for the new, collective bread. 
The Beyond Data lab was also an experimental collaboration to in-
vestigate the methods we use and identify with. 
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—>  This collaboration has been a ‘learning-by-doing process’ and ‘ex-
perimental design thinking’ as well. 

—>  Collaboration should be understood as an open process, where 
people are free to join, add, comment on, and learn from the subject 
of collaboration. We also define collaboration in terms of openness, 
an extremely fragmented structure, much like a highly pixelated 
image can be recognised from afar. A seemingly hectic, disinte-
grated, hysteric structure that was able to produce a clear result.
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—>  The ‘learning-by-doing’, ‘experimental’ process becomes an 
‘ enlightenment tool’: the ‘device of recognition’.
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BEYOND 
DATA
LAB#02

 Date:  October 20–30, 2011  
Dutch Design Week

 
 Location:   Klokgebouw, Strijp-S,  

Eindhoven (NL)
 
 Participants:  Eszter Bircsák
  Loes Bogers
  Fran Castillo
  Remco van de Craats
  Victor Diaz
  Gáspár Hajdu
  Jop Japenga
  László Kiss
  Attila Nemes
  Angela Plohman
  Melinda Sipos
  Dóri Sirály
  Angela de Weijer
 
 Production:  Robert Klinkenberg 
 
 Graphic design:  Eric de Haas
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INTRODUCTION

During Dutch Design Week 2011 we presented the second part of 
our collaboration in the form of an open lab in the Klokgebouw at 
Strijp-S in Eindhoven. Over the course of nine days, we filled an 
empty space of 235 m2 with the ideas that arose from the workshop 
in Budapest, as well as with inspiration for new concepts and new 
projects influenced by the context in which we were working. This 
was an important opportunity for us to share our approaches and 
methodologies relating to research and innovation in art and design 
with a broader international (design) public. Our collaboration 
provided the public with a chance to engage with innovative young 
researchers and designers, and experience new prototypes and 
concepts before they reached their final stages. Dutch Design Week 
has a history of promoting experimentation and innovation in design, 
and we felt it would be an invaluable opportunity to showcase our 
collaboration in this context.

The first two days were closed to the public, providing us with the 
time needed to draft a plan to develop the space and explore how 
we might be able to share what we were doing with an audience. 
We spent these two days gathering documentation and building 
a wooden structure that would help us and the public navigate 
through the ideas, discussions and concepts produced during our 
first workshop week in Budapest in September, as well as in the lab 
this week. The public could join us from Saturday, 22 October, and 
engage with the works in this lab setting. 

Twelve artists and designers from Budapest and Eindhoven came 
together for varying periods and in different constellations depending 
on the duration of their stay in the lab. This meant that, at any given 
time, new ideas, discussions and projects were born out of the various 
groups in the space. 

Initially, we found that working on the formative stages and 
engaging with a public that had high expectations was quite difficult. 
We knew it would be risky to start with nothing and build up the lab 
as the week went by, and balancing the actual work with ‘exhibiting’ 
a process that was still unfolding was quite demanding. We changed 
the set-up of the space numerous times, responding directly to the 
conversations and challenges we faced on an hourly basis. As we got 
to know our surroundings, and concrete projects started developing, 
we saw several strong concepts transform into physical experiences 
that we could share with our public. We connected ourselves to the 
live data being generated in our space, and developed participatory 
strategies for engaging with an audience through our work. By the 
end of the week, we had turned an empty room into an exhibition 
space that immersed visitors in a tangible exploration of the data that 
surrounds us.
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LIVE HUMAN DATA PROCESSING

For some of the projects during Dutch Design Week, we were 
inspired to explore a number of different ways of visualising and 
experiencing a single data source. Kitchen Budapest guest researcher 
Victor Diaz set up a project using the Processing software, which 
processes tweets that include the Dutch Design Week hashtag 
#ddw11. The first manifestation of this data was in the form of black 
or grey circles printed on paper that varied in size depending on 
the country the tweeter came from, the length of their tweet and 
the number of followers they have. Every tweet was then hung on 
the wall. As we covered more and more of the walls and surfaces of 
the lab throughout the week, we created an overwhelming spatial 
database representing the scope of Twitter chatter about Dutch 
Design Week, in which the visitors to the space were immersed.

A second project took the same raw data used in the printouts, 
but instead transformed it into an impressive web of yarn that 
reflected the provenance of the tweeters and the sizes of their 
networks. ‘I like it because it has become a real spatial structure. 
It’s interesting because we use the same data as the prints on the 
wall’, says lab participant Jop Japenga. For visitors to the lab, this 
was a simple but striking way to look at the different possibilities 
and impact of designing data. What can we read into these different 
visualisations? What can we achieve if we start from an aesthetic or 
experiential idea rather than a pre-determined goal in relation to 
what the data should tell us? One visitor remarked that normally, 
data visualisations are commissioned with a distinct purpose in mind 
(to educate, for marketing, urban planning, politics, etc.). In the 
lab, we invited people to suggest their own readings and uses of the 
visualisations and spatial representations we created. In the Beyond 
Data lab we decided to work physically with generative processes 
(like the twitter feed that ejects a print each time there is a new tweet 
with the hashtag #ddw11). We had to deal with the growing stacks of 
paper, so we hung them on the lab walls, or wove coloured yarns into 
a web. Could we keep up physically with the amount of data we were 
receiving and feeding into the world? By taking digital data outside 
the massive storage capacities of the computer, and by working 
physically in real time with this data, we started to get a sense of the 
scale we were dealing with.
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‘Gradually everything around us became data 
and it was slightly frustrating to be honest, but 
extremely inspiring at the same time. This also 
applied to the way our space was transformed: 
the empty studio became  an exhibition space 
where so many ideas were born. I could still 
work on some of them. Actually this is what 
has been  happening since then, unstoppably.’ 

Dóri Sirály
[PArTICIPANT]

‘We, as participants, have been live data processors, making 
the invisible visible and tangible in the lab space. The in-
ternational crew consisted of artists and designers who do 
a lot of their work with digital tools. Now, all of a sudden, 
everyone started producing analogue hands-on embod-
iments of data, derived from the visitors, and processed in 
real-time. As the space filled, people could experience their 
impact on the lab space (by visiting) and observing the dif-
ferent types of data that any one person can leave behind. 
Did our experiences add any new tools to the toolboxes of 
both labs? Are there possibilities for deeper research and 
development?’ 

 Angela de Weijer
[PArTICIPANT]
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‘Arriving at the location itself was an interesting expe-
rience. It was huge and completely empty. I was tasked 
with thinking about a spatial way of presenting the forth-
coming installations and ideas. The job was even harder 
because we did not have that much available material and 
of course we didn’t really know what type of things we 
would like to present later. Our main constraints were time 
and material. The core structure was built of wood. It was 
meant to be a sort of hub from where the structure could 
evolve during the week. Improvising such a structure with 
what we had to hand proved difficult, but when content 
started flowing and some of the pop-up installations 
found their place in the space the whole room started to 
live. It was good to see that a lot of us helped to build it, 
and even though we couldn’t refine it as much as I had 
hoped, the process was important to structuring the entire 
event. I was slightly disappointed because by the time we 
had finished the job I had very little time left to spend on 
data embodiment or visualisation. It was only during the 
final afternoon that I finally could sit down and write a 
little program sketch based on the same data as Twitter 
Circles. It was a prototype in a 3D environment where a 
bird “drops” or “poops” a mesh every second and the shape 
of the objects changes according to the actual tweet pa-
rameters. This anecdote reveals how intense the workshop 
was, and shows how we managed to interpret/embody the 
same dataset with different methods.’ 

Gáspár Hajdu
[PArTICIPANT]
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AND PrESENTED IN 
ThE BEYOND DATA 
LAB DurINg DuTCh 
DESIgN WEEK
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TWITTER  
CIRCLES

Twitter Circles processed tweets that 
included the hashtag ##ddw11. This data 
was transformed into black or grey circles 
that varied in size based on the country 
the tweeter came from, the length of the 
tweet and the number of followers he/she 
had at the time. Each circle was printed 
and hung on the wall in the lab. As more 
and more of the walls and surfaces of the 
lab were covered throughout the week, 
we created an overwhelming spatial 
database of the scope of the Twitter 
chatter about Dutch Design Week, in 
which the visitors to the space were 
immersed.

INNER CIRCLE:  
LENGTH OF TWEET
OUTER CIRCLE:   
SIZE OF NETWORK
(NUMBER OF 
TWITTER FOLLOWERS)
BLACK:  
EINDHOVEN
GREY:
OUTSIDE EINDHOVEN
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RIBBON  
COUNTER

This ongoing installation used visitor 
presence as a data source. The different 
colours represent the time of day and 
gender. Each visitor to the lab was 
represented accordingly. Ribbon Counter 
turned lab participants into live data 
processors. The Kitchen Budapest/Baltan 
participants developed an immediate 
relationship with the visitors who could 
observe how their visit transformed 
the installation.
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MANUAL  
TRACKING

 
We placed a webcam on the balcony 
outside the Beyond Data lab space in 
the Klokgebouw, and aimed it at the 
exhibition area downstairs. The live 
stream was projected onto a wall inside 
the lab. Every few hours, one of the lab 
participants manually tracked visitors 
for 10 minutes using coloured markers. 
Each of these drawings became a map of 
the exhibition hall shaped by the visitors’ 
movements in the space. Drawings were 
made according to various pre-set rules 
determined by the lab participant doing 
the drawing. 



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
2

8
0



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
2

8
1



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
2

8
2



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
2

8
3

BETWEEN  
THE LINES

Between the Lines looks at personal 
identity as a data source, using the 
clothes that we wear to represent this 
source. The system reads from bottom 
to top, transforming the visitor’s colour 
identity into sound and  a visual landscape 
projected onto a screen. The darker the 
clothes, the slower the melody; the more 
colourful the clothes, the more complex 
the melody.
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DATASTRINGS

Datastrings took the same raw data 
as used in Twitter Circles, but instead 
transformed it into a sculptural web of 
yarn that reflected the provenance of the 
tweeters and the size of their networks. 
The orange strings represented tweets 
coming from Eindhoven, while the 
purple strings represented people based 
elsewhere. The other variable was the 
number of each tweeter’s followers. For 
example: 100 followers = 10 interweaves, 
1000 followers = 100 interweaves. 
Successive tweets from the same origin 
were treated as blocks.
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1OUT OF THE LAB

An Interview with Amanda McDonald Crowley
By Angela Plohman and Melinda Sipos

One of our aims in the Beyond Data project was to explore a way to open 
up the practice of our two labs and link the act of ‘making’ to the public 
reception of our work. Because the types of concepts we were coming up 
with dealt with real-time, physical data processing and we were interested 
in how to increase awareness of invisible information among the general 
public, we thought it would be an exceptional opportunity to create an 
open lab during Dutch Design Week in Eindhoven in 2011, and share our 
process and ideas with the visitors in the Klokgebouw venue at Strijp-S.

For nine days we dealt with a number of challenges and concerns relating 
to the opening up of uncertain or unfinished ideas. We did not have a set 
methodology about how to get the public involved, but instead had to 
devise a new plan each day because of the constantly changing shape of 
the lab. We were therefore very interested in thinking further about the 
temporary lab format/methodology that we chose to explore in the above 
collaboration, and investigating how artists, organisations and curators 
in our field have been exhibiting/showing/curating research and process. 
Which specific open or temporary lab models in the history of art and 
technology could we learn from and connect to?

To help us explore this topic , we spoke with Amanda McDonald Crowley, 
a New York based Australian cultural worker, curator and facilitator 
who specialises in creating new media and contemporary art events and 
programmes that encourage cross-disciplinary practice, collaboration and 
exchange. She has lived and worked in Australia, the USA, and Finland, 
and undertaken residencies in Berlin, Germany (1994/5), Banff Centre 
for the Arts, Canada (2002) and at Sarai in Delhi, India (2002/3). She 
was executive director of Eyebeam from 2005 to 2011. Eyebeam’s ap-
proach to curating and the way they choose to share lab research is a very 
interesting model that we wanted to examine further, as well as Amanda’s 
other experiences at, for example, the Australian Network for Art and 
Technology (ANAT).

Angela Plohman & Melinda Sipos
  We wanted to speak with you about the motivations and challenges of 

presenting and translating the work of media art labs to a wider public. 
You have a lot of experience in supporting, initiating and mediating projects 
at the intersection of science and art, and technology and art, as well as 
artistic research in labs. Could you perhaps speak about one of the projects 
you ran at ANAT, Scientific Serendipity, a programme placing artists in 
science labs? How did you present the results of this work?

interview — amanda mcdonald crowley
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Amanda McDonald Crowley
One of the programmes we ran during my time at ANAT was a series we 
called Deep Immersion. It was essentially a residency programme, but 
as we didn’t have our own venue, and were committed to supporting 
collaborative work, we partnered with other organisations to realise the 
programme. For Deep Immersion: Scientific Serendipity ANAT worked 
with artists to identify residency opportunities in science labs or science 
research partners. Traditionally, residencies for artists provide them with 
a discrete and usually solitary studio environment in which to work. We 
recognised that artists who work in a media or technological space rarely 
do their best work alone. A lab environment, where they can work with 
people with diverse skill sets in a space where they have ready access 
to technological tools is a more appropriate and rewarding work envi-
ronment. ANAT documented the research in a publication and went on 
to develop online resources. All of this was the groundwork to continue to 
grow this kind of opportunity.

However, the work developed required space that neither the labs nor 
ANAT had. When I left ANAT I went to work with the Adelaide Festival 
2002, where I co-curated the exhibition conVerge: where art and science 
meet. The exhibition was presented in the Art Gallery of South Australia, a 
State art museum. The challenge was to present work produced in an in-
terdisciplinary environment in an art context, and in an exhibition format. 
Linda Cooper, one of the co-curators, came from a science museum back-
ground, and project-managed the project and its installation. Showing 
work that required interaction in a gallery space where this was generally 
not the case was at times confusing for audiences. Gallery attendants 
usually tell audiences not to touch the exhibits, but interaction was 
required for many of the works in this show. Still, the gallery attendants 
were excited by the works and really enjoyed their interactivity, though 
maintenance was indeed an issue for a show with a long duration. For me 
collaborating – even at a curatorial level – was a key success.

  AP/MS: What was the approach to sharing lab work 
 and research at Eyebeam?

AMC: Eyebeam Art + Technology Center, based in New York, where I 
worked from 2005 to 2011, offers non-residential residencies, which are 
approximately five months long (the model is flexible to accommodate 
artists’ needs), and fellowships, which are eleven months long. During my 
tenure, Eyebeam also offered senior fellowships or fellowship extensions 
to ensure continuity among the creative practitioners in the house. The 
programmes are intended for artists and creative technologists working 
in a wide range of media. At any given time, there are up to 20 resident 
artists, fellows, and student residents (a wonderful teen mentoring pro-
gramme) working in lab environments at Eyebeam’s Chelsea facility. 

‘Lab environment’ in this context means that everyone works in a col-
laborative open-plan workspace with shared access to resources such 
as editing suites, electronics benches, laser cutters, a 3D printer, and a 
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carpentry workshop. In other words, no one has his/her own dedicated 
studio space. When we were reviewing and selecting each group, we took 
into account skill sets, methodological approaches, research interests, and 
so forth to ensure that each group was diverse enough. With everyone 
bringing different skills into the space, there was a great willingness to 
share resources and expertise. Furthermore, while residents often applied 
with a project, they were not necessarily expected to see it through from 
start to finish. Fellows were encouraged not to come with pre-formulated 
projects; rather, they were evaluated on their research, skills, and will-
ingness and capacity to work collaboratively. Eyebeam places a great deal 
of value on self-determined exploration and encourages collaboration. 
Fellows were obliged to sign a contract stipulating that their work would 
be released in the public domain, and residents were also encouraged to 
consider this approach. What happens is that unexpected projects arise 
such as the Graffiti Research Lab http://www.graffitiresearchlab.com/, Jeff 
Crouse and Stephanie Rothenberg’s Invisible Threads second life project 
http://www.doublehappinessjeans.com/, Stefani Bardin and Brooke Singers’ 
The Counter Kitchen http://www.thecounterkitchen.org/, the FEEDBACK 
exhibition http://www.eyebeam.org/events/feedback, or the Eco Vis 
Challenge http://www.eyebeam.org/projects/eco-vis-challenge curated by 
the Sustainability Research Group. The artists involved in each of these 
projects experimented in Eyebeam’s physical space, inviting groups of 
people in to beta-test or workshop ideas and, perhaps just as importantly, 
they developed online resources and shared their working methodology as 
well as outcomes.

The curatorial and technical programme team was small, but they worked 
closely with fellows and residents, as well as many other partner organi-
sations, on developing public programmes to present and discuss work 
through online, open-source, publishing as well as a pretty robust calendar 
of exhibitions and events, and many workshops. Topic-specific research 
groups also formed around topics such as urban research, sustainability, 
and sonic research. These groups met on a semi-regular basis to share 
knowledge and skills, and sometimes develop public programmes collabo-
ratively as well. 

  AP/MS: A lot of work by artists in this field is also difficult to exhibit in the 
more traditional sense. They could be considered more as platforms that 
invite participation and co-creation.

AMC: It is certainly true that a lot of work in this field is simply not con-
ducive to traditional gallery or art museum contexts for its presentation.

Sometimes artists do indeed develop platforms that really are more like a 
vessel and don’t come to life without the audience engaging with the work 
in very active ways. In fact, as a curator, I have been deeply influenced by 
several artists who have worked in this way.

Marko Peljhan’s Makrolab is perhaps one of the clearest examples of 
this. Makrolab was first presented to the public at Documenta X. I was 
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fortunate enough to attend a performance at the lab, outside of Kassel. 
The project operated as a laboratory that was based on the model of the 
Russian MIR station. It tapped communications data streams emanating 
from anything from police radio to satellite telephones. Whilst arousing 
the suspicion of some official bodies and surveillance institutions, the 
sound performances were also magical. What was intriguing was that 
Pelhjan had developed a platform that other artists could key into. When 
Documenta X closed, the mobile laboratory embarked on a world tour. 
The first stop was Rottnest Island off the Australian coast, where the 
feed from the lab was part of a museum exhibition at the Art Gallery 
of Western Australia in a show curated by Trevor Smith and Thomas 
Mulcaire, called Home, in 2000. In this and subsequent iterations of the 
Makrolab, Peljhan invited artists and researchers to do mini-residencies 
in the lab. At the time, ANAT supported one of these residencies: 
Francesca da Rimini created a wonderfully poetic, diary-like body of Web 
work exploring remote communications.

Makrolab has appeared in Slovenia, at the Venice Biennale, in the Scottish 
Highlands... It is designed as an autonomous, modular communications 
and living environment, which is powered by sustainable sources of 
energy (solar and wind). It has its own research and experience goal but 
invites practitioners (and audiences) to get involved.

Another influential project has been the Mongrel collective’s Linker 1.2 
from 1999. Developed as an off-line, free downloadable software product, 
it offered audiences a way to easily link data into a multimedia matrix. 
This was long before image-, sound- and video manipulation software 
was user-friendly. The Linker software came out of the desire, recognised 
by Mongrel during workshops, that people wanted to tell their own 
stories but didn’t have the time to invest in learning complex computer 
programmes.

By 2003, they developed a more interactive online version of the software 
which they called Nine(9). Bear in mind that this was well before the 
advent of any commercially available ‘Web 2.0’ platforms. Mongrel saw 
the need to develop authoring software designed to run collaborative 
projects that were sensitive to the cultural expressions of marginalised 
social groups. 

Radioqualia’s work also operated in this way. An early project, self.ex-
tracting.radio, was a self-generating playlist made in 1998 for compiling 
live audio streams by sound artists and netcasters into an automated 
collaborative net.radio programme, making everyone who downloaded 
the software into ‘net.radio station owners’. Again, remember that this 
was well before the advent of Web 2.0 technologies. Honor Harger, one 
of the two members of radioqualia, and I used to have long and intense 
discussions about whether this was a curatorial project or an art project. 
She clearly regarded it as an art project: the software itself – the platform 
– was the work.
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And more recently, at Eyebeam, the Graffiti Research Lab (GRL) also 
developed a work that they describe as a tool, rather than as an artwork. 
With their LED Throwies project, and again with the Laserwriter, Evan 
Roth and James Powderly were explicit that their objective was to build 
tools for other users. This objective is also exemplified by the open way 
they released each project and even the GRL concept, as is demonstrated 
by the proliferation of GRLs around the globe.

  AP/MS: One thing is the collaboration between creators and opening up 
the process, but there’s also the involvement of the public to consider. 
Exhibiting process and opening up the act of ‘making’ to the public brings 
its own set of complexities and specific challenges. For example, we found 
that the amount and type of mediation one does in these contexts is hugely 
important, although I’m not sure if we have yet found the ideal way to go 
about this. What strategies have you adopted to translate this kind of work 
for different audiences?

AMC: This is a hugely complex issue. At the exhibition conVerge: where 
art and science meet, which I co-curated for the 2002 Adelaide Festival, 
we were criticised from some quarters for not having adequate wall texts. 
Although the exhibition was in an art museum, because we included sci-
entific concepts in the curatorial strategy, some of the audiences wanted 
more factual descriptions of how to interact with the works, much as 
might happen in a science museum, rather than only artists’ information 
as usually happens in an art museum context. A balance has to be struck.

It is much easier with events than with exhibitions. ANAT master classes 
– summer schools, held each year from 1989 to 2000 – were three-week 
residential intensives where artists came together to learn new skills. 
While the lab period itself was not open to the public, there were always 
public moments when we invited audiences to see works-in-progress. 
Sometimes we did this simply as theatre-style presentations showing 
works on a screen. But in later years we staged events that were more 
interactive: the artists were all on hand to talk with audiences about their 
work at these one-off evening events, so it was much more of a social 
space. Although we had booked all the presentation spaces in the building 
– theatre spaces and galleries – for Alchemy, the final master class I ran at 
ANAT in 2000 that drew from an international pool, on the evening itself 
artists chose to show works in the lightwell and the lift, projected onto the 
building and in hidden nooks in the building’s structure. It became clear 
that the artists wanted to activate the building in unexpected ways. But 
they were also there to talk to audiences.

Likewise, for Open Studios at Eyebeam (which happen over two days 
every six months) artists install works-in-progress in a semi-formal way 
and they, or their collaborators or interns, are available throughout the 
two days. 

Another strategy we successfully employed at Eyebeam was to have ‘Open 
Office Hours’. Each week, the general public was welcome to visit with the 
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fellows and residents in the labs between 2 and 4 pm on Tuesdays. That 
way, artists weren’t interrupted intermittently through the week. I always 
suggested that curators or others who were interested in seeing ‘behind 
the scenes’, visit at those times.

MIXER was another event series curated by Paul Amitai over four years 
at Eyebeam. As Paul put it when we spoke recently: 

MIXER was a programme series that began primarily as a live audio-
visual performance event and developed into a thematic, interactive 
and immersive experience. Through various format changes... the 
intention was to provide a platform that showcased work that often 
doesn’t fit easily into existing models of exhibition, performance, 
screening or lecture. MIXER was a hybrid format that offered a 
focused opportunity for the artists to test out ideas (often works-in-
progress) on large crowds. It was highly social and participatory. 

But it was more than that; it allowed Paul, as a curator, to work in col-
laboration with the artists and often to present works and ideas in very 
new ways. For the first MIXER, he worked with Benton C Bainbridge 
to develop a ‘multimedia opera’ of sorts – a very new way for Benton 
to present work, and a much more engaged performance than Eyebeam 
had previously staged; Friedrich Kirschner beta-tested a full-body 
immersive DIY 3D Inkscanner at one of the events, literally getting au-
dience members into their swimsuits so they could be scanned in a pool 
in the venue; David Jimison and Jeff Crouse trialled several interactive 
performative projects at various events; and several artists worked with 
Paul to develop a really participatory gaming performance event called 
MIXER: Olympiad. It was a fun event. Artists were always on hand, and 
the audience was always prepared for the unexpected.

When Zach Lieberman was a fellow at Eyebeam in 2008 he initiated a 
collaboration between Medialab-Prado in Madrid and Eyebeam, to host 
a New York iteration of Interactivos?, a two-week intensive collaborative 
production workshop followed by an exhibition of the works it produced. 
Zach was particularly interested in promoting this intensive production 
model as part of an exhibition practice. Medialab-Prado advocated 
strongly for the use of multipledocents or mediators for the event, a core 
strategy they employ, which Eyebeam didn’t have such ready access to. 
But for Medialab-Prado it is a central tenet of their working methodology 
and a key way to inform and engage audiences. In an interview with 
Beryl Graham from CRUMB at the time, Laura Fernandez explains, 
‘The cultural mediators are really fundamental in the functioning of 
Medialab-Prado. They are not just transmitting discourse that is already 
set or closed, but are researching and incorporating their own research 
and ideas into the whole environment.’

The Science Gallery, Dublin, likewise employ several docents/mediators 
for their exhibitions, and when we hosted their exhibition BIORHYTHM 
the agreement was that Eyebeam would do the same. That helped with 
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some audience members, but I would still like more integration between 
the labs where artists are working and the exhibition spaces where we 
present work. We had also agreed with the Science Gallery to develop 
our public programmes for the duration of the show around the theme of 
the exhibition. One of the reasons we were interested in the show is that 
there were several artists at Eyebeam at the time working in areas that 
were being explored in this exhibition. We liked to think of exhibitions 
as extensions of the research environment, so hosting this exhibition and 
developing public programmes to complement it, made a great deal of 
sense at the time. 

A key to inviting audience participation in the process of making work at 
Eyebeam was that we always incorporated a fairly intensive programme of 
workshops and interactive experiences to complement all our exhibitions. 
These included workshops for ten people, master classes for fifteen to 30 
people, or talks for many more. Research groups helped frame discussions 
and provided critical feedback for artists’ projects as well as programming 
ideas. 

For X-Lab in 2010/11, which I described as an ‘unExhibition’ in the spirit 
of the current trend to develop interactive and participatory ‘unCon-
ferences’, we turned our exhibition spaces into interactive production 
environments. Paul, Stephanie Pereira (Associate Director, Learning 
and Engagement) and Roddy Schrock (Associate Director, Creative 
Residencies) worked with artists in the building and external groups to 
develop weekend-long hackathons, group discussions, and opportunities 
to beta-test new ideas in an open environment. The spatial architecture, 
designed with Jason Jones, was intended to be modular and accommodate 
a variety of programmes. It even included a ‘Salon’ series of conversations 
with artists during meals curated by resident artist Stefani Bardin in col-
laboration with Stephanie Pereira. And when fellows and residents had 
projects that they were ready to beta-test with audiences to take them to 
the next phase of development, they had the opportunity to install these 
in an exhibition space that was set up so that it was clear that these were 
works-in-progress, not finished pieces.

Paul and I share the view that new creative practices require new pres-
entation strategies. He says, ‘With that in mind, I generally thought of 
curatorial programming as an iterative and experimental design process. 
We would beta-test programme ideas, with an intention to make them 
scalable and/or repeatable.’ And I have always felt that as work in this field 
is developed collaboratively, it makes a great deal of sense for the cura-
torial process to be equally collaborative.

 AP/MS: How can these open labs help us to understand our own work?

I think what I have learned through witnessing many different open lab 
models, or temporary media labs – be they early examples such as the 
Hybrid Media Lab at Documenta X; in museums like Temporary Media 
Lab at Kiasma in Helsinki in 1999 ; at festivals like Next5Minutes in 
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Amsterdam or FutureEverything’s ‘Festival as a Lab’ concept; and events 
such as Interactivos?, or Baltan and KIBU’s Beyond Data – is that they 
remind us that the work produced in this field is so often iterative. 
In a similar way that a charette works for a design process, temporary labs 
open up the creative process and allow for unexpected outcomes. They 
also provide a space for skill sharing, and for generating dialogue and 
curiosity.

  AP/MS: Do you know of any cases where the temporary lab set-up led to 
further collaborations or outcomes?

AMC: I think that there are many, many examples of this. Here are a few 
I’ve witnessed:

At ANAT, the 1997 Summer School – a three-week master class for 
fourteen artists that focused on teaching and learning online – ten of the 
artists who attended went on to form a collective they called ‘nervous_
objects’. They came to Tasmania from five or six different cities all over 
Australia. This group continued collaborating on a variety of projects for 
more than five years after the initial master class, mostly working online, 
but from time to time coming together for performance events – which 
often included an online collaboration with members unable to attend in 
person.

The Tissue Culture and Art Project established SymbioticA – a bio-art 
lab – in Perth following their initial residency with the Department of 
Anatomy and Human Biology at the University of Western Australia. It is 
possibly the only arts lab located inside a science research laboratory. 

And as fellows and residents have moved on from Eyebeam, several have 
established labs and collaborative working methodologies based on what 
they learned (and perhaps missed) from working in Eyebeam’s collabo-
rative, open and very generous environment. FAT Lab, a global online 
network of technologists and artists, provide an amazingly supportive 
network for new collaborations and are deeply committed to the public 
release of all their work. A vast majority of the participants in this network 
are Eyebeam alumni or have had close associations with Eyebeam. 

Eyebeam alumni fellow Ayah Bdeir has set up Karaj, a media lab for ex-
perimental arts, architecture and technology, in Beirut, her hometown. 

  AP/MS: What do you consider the main benefit of this kind of  
working model? 

AMC: For me, this open lab model reflects exactly the kind of work that 
contemporary cultural practitioners (artists, technologists, curators, 
hackers, engineers, entrepreneurs, etc.) are making. In a sense I feel as if I 
have always operated in the space between high art and popular culture, 
between media, technology and contemporary art, and this working meth-
odology encourages collaboration across cultural boundaries.
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There will always be a place for a studio practice and exhibition spaces 
that present finished work and ideas. But it is important to acknowledge 
the iterative and process-based practice of artists and creative tech-
nologists who are exploring the boundaries of new tools and new research. 
Besides, it is fun to share ideas in an open collaborative environment. The 
potential to enrich social and cultural infrastructures by doing this in an 
open environment, using open tools, and sharing ideas as they are being 
developed, while ensuring that these tools continue to be accessible, is 
enormous. 

As a curator, one of my interests is to build platforms where all partici pants  
feel empowered to contribute to, and not just consume, culture.
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 Date: November 4–7, 2011 Dutch Design Days
 
 location:  WAMP design fair at Millenáris Park, Budapest, HU
 
 Contributors:  Eszter Balogh 
  László Kiss 
  Melinda Sipos 
  Dóri Sirály
  Angela de Weijer

BEYOND 
DATA
LAB#02.5

Beyond Data presentation was made possible by 

Árvai Nagy-Krisztina, Netherlands Embassy in Budapest 

and Réka Matheidesz, WAMP design fair.
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In November 2011 a four-day festival about 
Dutch creative industries took place in 
Budapest. The event offered a variety of 
programmes organised by different hungarian 
cultural organisations, and invited creatives 
from the Netherlands to participate. Food 
designer Marije vogelzang’s realised her 
food-design performance Eat Love Budapest; 
leading Amsterdam architect Allard Meine 
jansen gave a lecture on his practice; and 
there was an exhibition of the best images 
from the book Subjective Atlas of hungary.1 
Furthermore, we were invited to present the 
results of our Beyond Data workshops held 
in Budapest and Eindhoven. visitors to Dutch 
Design Days event were provided with insights 
into the background of the collaboration 
process in a lecture by Angela de Weijer from 
Baltan Laboratories, they could immerse 
themselves in the installation Between the 
Lines, and view a selection of documentation 
through a poster presentation. 

1.  Annelys de vet and Attila Bujdosó (eds.), Subjective Atlas of hungary, 
Budapest: Kitchen Budapest and hvg Könyvek 2011.
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DATA EMBODIMENT AS 
A STRATEGY FOR CITIZEN 

ENGAGEMENT

KEYWORDS: data embodiment, 
tangible representation, sensual data, feeling data, 

data visualisation, citizen engagement

BEYOND DATA VISUALISATION

In the past few years the techniques of data visualisation have skyrocketed 
as they have revealed their potential to improve our understanding of the 
incomprehensible datasets that surround us. They promised to translate 
complex data into a visual language that is more easily read. Designers 
and artists teamed up with scientists, researchers and programmers to 
explore their potential. Meanwhile, mass media journalism and business 
marketing has caught up after realising their potential to visually support 
textual content and refresh visual communication. 

At the same time we should be aware of the underlying politics of 
visualising or mapping data.1 Lev Manovich pointed out that ‘data visu-
alisation is engaged in a […] reduction, as it allows us to see patterns and 
structures behind the vast and seemingly random data sets’. I would like 
to point out that this also applies to statistical representation, and so does 
his question: ‘Who has the power to decide what kind of mapping to use, 
what dimensions are selected, what kind of interface is provided to the 
user – these new questions about data mapping are now as important as 
more traditional questions about the politics of media representation’.2

If data visualisation is a way to achieve better understanding, once it is 
manipulated or biased, it can easily become a way to better manipulate the 
perceiver.3 Apple’s Steve Jobs has shown us a perfect example that proves 
that even the simplest representation of statistical data can be manip-
ulated.4 While in previous years data visualisation was widely celebrated 
as the ultimate means of information communication, no one can afford to 
be unaware of or underestimate its underlying responsibilities.

VISIBLE, NOT YET SENSORIAL

Data visualisation art projects ‘carry the promise of rendering the phe-
nomena that are beyond the scale of human senses into something that 
is within our reach, something visible and tangible. This promise makes 

 1
Manovich discusses the relation 
of data mapping and data 
visualisation, see note 2.

 2
Lev Manovich, The Anti-Sublime 
Ideal in Data Art, see: 
www.manovich.net/DOCS/
data_art.doc.
 3
It is an interesting question 
if the audience of data 
visualisations should be called 
‘viewers’ or ‘readers’. Neither 
of these adequately reflects the 
process of viewing, reading and 
experiencing. These terms are 
too narrow, especially later in 
the text during the discussion 
of physical data visualisation 
projects. I will therefore use 
the widest term possible in this 
essay: ‘the perceiver’. 
 4
‘Lies, damn lies, and Steve Jobs 
keynotes’, Guardian, 2008. 
http://www.guardian.co.uk/
technology/blog/2008/jan/21/
liesdamnliesandstevejobs

essay — attila bujdosó
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data mapping into the exact opposite of the Romantic art concerned with 
the sublime. In contrast, data visualisation art is concerned with the anti-
sublime. If Romantic artists thought of certain phenomena and effects as 
un-representable, as something which goes beyond the limits of human 
senses and reason, data visualisation artists aim at precisely the opposite: 
to map such phenomena into a representation whose scale is comparable 
to the scales of human perception and cognition’.5

‘It is still an open question, however, how insights from the field of infor-
mation visualisation can be used to effectively inform and educate a non-
expert audience, or even capture their attention, sufficiently engage their 
interests and maintain their curiosity’.6 Data visualisation can be a tool to 
build understanding in the perceiver because a complex dataset is filtered, 
scaled down, compressed, translated and represented in such way that it 
fits the perceiver’s perceptive and cognitive capacity. But building under-
standing does not yet imply that it will attract interest from and generate 
engagement by people.

One important aspect is that of trust, which is essential to building 
engagement. The situation is somewhat ambivalent, as understanding 
information can build trust as well as suspicion in the perceiver, who on 
the one hand has to believe that he/she will actually be able to decode and 
understand the data encoded in a data visualisation. On the other hand, 
the perceiver optimistically also understands that, as mentioned pre-
viously, data visualisation can be manipulative or biased. But trust itself is 
not sufficient. Engagement needs motivation on the part of the perceiver 
as an individual that is based on involvement and personal experience. 
And, as we will see in the following, sensual experience can play a key role 
in this.

SENSUALITY AND METAPHORS IN PHYSICALITY

‘Physicality plays a key role in understanding our environment because 
humans are inherently proficient in interacting with the real world using 
mainly auditory, visual and tactile senses. In this context, the currently 
pervasive, traditional screen-based approach is relatively limited in that 
it is unable to capture the rich experiences attributed to physicality, for it 
lacks the capability to stimulate any other senses than the visual’.7 From 
this aspect, data visualisation projects that are not merely or not primarily 
visual have a thriving potential for creating a sensual experience in the 
perceiver. 

Jack Zhao and Andrew Vande Moere published a study describing the 
concept of data sculpture in the context of related fields such as infor-
mation visualisation, visualisation art, interactive art and tangible user 
interfaces. They describe data sculpture as a system of physical repre-
sentation and abstract data linked by a relationship called embodiment. 
Metaphor is a contributing factor to this embodiment, as it describes 
the process of translating data values to representations. They also used 

 5
Lev Manovich, op. cit.

 6
Jack Zhao and Andrew Vande 
Moere, ‘Embodiment in 
Data Sculpture: A Model of 
the Physical Visualisation of 
Information’, in Proceedings of 
the 3rd International Conference 
on Digital Interactive Media in 
Entertainment and Arts, New 
York, NY: ACM 2008.

 7
Zhao and Vande Moere (see note 
6), citing Brave, S., Ishii, H. and 
Dahley, A., ‘Tangible Interfaces 
for Remote Collaboration and 
Communication’, in Greif, Irene 
(ed.), Proceedings of the 1998 
ACM Conference on Computer-
supported Cooperative Work, 
see: https://wiki.inf.ed.ac.
uk/twiki/pub/ECHOES/
TangibleInterfaces/Brave1998.
pdf.
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metaphorical distance as a scale, as they analysed the connection between 
data and its representation (metaphorical distance from data), and the 
connection between representation and the audience’s knowledge and 
experience (metaphorical distance from reality).8

If data embodiment is viewed as a signification, physical representation is 
the signifier and the dataset is the signified. Zhao and Vande Moere align 
the metaphorical distances from data respective to the three modes of 
relationship found in the system of signification. Indexical relationship is 
a highly relevant metaphor and is thus the shortest metaphorical distance 
from data. Symbolic relationship lacks any connection or resemblance to 
the signifier (it must be learned from conventions); thus it is the furthest 
away from data. Iconic relationship is about halfway between the dis-
tances associated with symbolic and indexical relationships. Metaphorical 
distance from reality is an indicator of how the metaphor reflects the 
audience’s prior knowledge and experiences about the real world. The 
lower-level concept the metaphor refers to, the more easily readable and 
understandable the metaphor becomes.9

SENSUAL ExPERIENCES FOR THE SUBLIME

I would like to briefly describe a few data sculpture or data embodiment 
projects. Their shared quality is that they not only appeal to the cognitive 
but also the sensual parts of our minds.

Japanese artist Koichi Kurita has presented samples of his Soil Library 
project at a number of exhibitions around the world.10  Although soil is 
generally thought to be brown or black, his collection creates a colour map 
of diverse soils, from light blue through pink to orange. He is amazed by 
the richness of colours that occur in the ground, and so are the visitors. 

For over 10 years Kurita has been busy collecting clay samples during 
his travels through Japan, as well as from around the world. He dries the 
clay in situ, then grinds and sifts it to produce fine powders that resemble 
colour pigments. Each time he presents the samples in his collection in 

→
Soil Library Project / Setouchi 

at Setouchi International Art 
Festival, 2010. Photo by  

Tadahiko Sakamaki.

 8
Jack Zhao and Andrew Vande 
Moere, op. cit.

 10
http://soillog.exblog.jp

 9
Ibid.
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different formats, sometimes on sheets of Japanese paper, formed as cones 
on glass lenses, in tiny jars, or glued to postcards. He usually arranges the 
samples such that they create an abstract map of the region where they 
were sourced. It is noteworthy that he did not only record the colours of 
the clay samples, e.g., translating the specific colours to RGB colour codes; 
instead, he uses the dry powder itself to convey information. 

The installation Murmur Study11 by Christopher Baker and Juhász 
Márton András was developed at Kitchen Budapest12 and then presented 
at international venues. The installation consists of between 20 and 30 
thermal receipt printers that continuously print out Twitter messages 
on rolls of paper. Tweets are selected based on their connection to a 
specific topic or mood. In particular, emotional words such as ‘grrrrhhhh’ 
and ‘arrrgh’ are used to represent the overall disposition of the online 
community.

The strength of the Murmur Study installation is that it not only visualises 
the tweets, but that it also embodies them on rolls of thermal receipt 
paper. In this way we can get an impression of the volume of data we 
produce by continuously feeding social media with social data fragments. 
Tremendous amounts of data are generated this way, and while it seems to 
be very temporal, we should have no doubt that social data fragments are 
permanently stored in the hidden and remote server parks of companies 
like Twitter, Google, Facebook and Amazon. At first it is a question of 
privacy: these corporations try to find ways to monetise this huge col-
lection of social data, maybe even disregarding the interests of its ‘original 
owners’. But it is also important that the paper rolls physically embody 
tweets, and that visitors have not only a textual but also a visual and 
spatial experience of the volume of data produced. Paper is used as an 
agent in this case and while an unopened paper roll is quite compact, once 
rolled out it becomes unavoidably spatial when it accumulates in huge, 
unmanageable piles of paper.

On 25 October 1956 a mass of protesters gathered in front of the par-
liament building in Budapest. ÁVH (State Protection Authority) units, 
and possibly Soviet soldiers, began shooting into the crowd from the 

←
Murmur Study at Spark Festival, 
2009. Photo by Márton András 
Juhász.

 11
http://christopherbaker.net/
projects/murmur-study
 12
http://kitchenbudapest.hu
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surrounding rooftops. This massacre killed between 300 and 800 people, 
including women and children, and became a key moment in the 1956 
Hungarian Revolution.13 The slaughter was commemorated with a 
memorial installed on Kossuth Square in 2001, an artwork by architect 
Ferenc Callmeyer and sculptor József Kampfl. Callmeyer himself at-
tended the protests and witnessed the shootings back in 1956 but was 
one of many in the crowd trying to find safety beneath the arcades of the 
Ministry of Agriculture building when the shooting began.14

The artists embedded 143 bronze balls into the stone and plastered 
columns and walls of the building. As sad reminders, the balls represent 
the bullets shot upon the crowd. It is not known if the balls are positioned 
such that they precisely match the traces of the bullets that hit the wall.15 
But still, the random distribution follows the logic of the spatial setting of 
the location and evokes the personal and therefore very authentic memory 
of that event. Indeed, visitors experience the spatial interrelations of that 
public space, and immediately start looking for where the shots could have 
come from. Moreover, the artwork makes visitors think about where they 
would have tried to hide themselves if they had been present when the 
shooting began.

SENSUAL DATA AS A STRATEGY FOR CITIZEN ENGAGEMENT 

As we have seen in the example projects described above, there is an 
indexical-iconic relationship between the form of representation and the 
represented data. Soil samples physically represent soil colours, tweets 
are represented as if they are stored on paper in an archive, and bronze 
balls are embedded in walls as if they are the physical traces of the bullets 
fired in 1956. These artistic projects all fall into the category described by 
Zhao and Vande Moere, namely of being close to both reality and data.16 
The signifier agents they use – soil, paper and bronze inlays – manifest 
the physical visualisation of data. The physicality of these projects 
ensures that the perceiver is confronted with a tangible experience. While 
‘traditional’ data visualisations emphasise the effectiveness of building 
understanding, physical data visualisations focus on the power of personal 

→
Memorial for the Victims of 
25 October 1956 Massacre, 

Budapest. Photo by Gáspár Kéri.

 13
UN General Assembly Special 
Committee on the Problem of 
Hungary (1957), Chapter X.I, 
paragraph 482 (p. 153).

 14
‘Kik lőttek?’ (‘Who did 
shoot?’), in Élet és Irodalom, 18 
November 1988, p. 4. Élet és 
Irodalom is a weekly paper in 
Hungary, which published texts 
by victims of the 1956 shootings, 
including Ferenc Callmeyer, 
under the title ‘Who did shoot?’.
 15
Boros Géza, ‘143 golyó és 13 
kereszt’, in: Boros Géza, Emlék/
Mű, Művészet – köztér – 
vizualitás a rendszerváltozástól 
a millenniumig, Enciklopédia, 
2001, pp. 126–30.

 16
Jack Zhao and Andrew Vande 
Moere, op. cit.
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experience in the perceiver. Both are aimed at attracting attention but 
physical engagement also has the potential to trigger multiple senses in 
the perceiver, thereby making it an individual experience.

Physicality can play a role in reading as well as in writing data. As he 
related in his recent conference talk, Usman Haque sent his students 
onto the streets of Barcelona and asked them to wipe down surfaces with 
paper napkins. This is, of course, an absurdly low-tech but intuitive way to 
measure the level of pollutants in the air, and is definitely not an accurate 
scientific approach to taking such measurements. Indeed, it has a different 
primary objective. ‘The strengths of this methodology are twofold. First, 
it actively involves people in the act of measuring. Having to pay close 
attention to the grime and particulate on the streets makes one far more 
likely to start caring and actively support a more environmentally sound 
way of life. Second, many passers-by on the street were intrigued by what 
the students were doing. Admittedly, the fact that they were wearing face 
masks made them stand out, but the important thing is that people were 
interrupted in their routines and stopped to think about the pollution in 
their city’.17 Though the direction of data flow is the exact opposite, the 
basic principle is the same: physical engagement makes humans part of a 
data interface.

Interactive aspects of data embodiment are especially relevant as ‘in-
teraction allows an audience to become more aware of the embodiment 
between the digital data and the physical representation by way of direct 
exploration and discovery’.18 Data embodiment projects can help to 
attract attraction, maintain curiosity and develop personal dedication 
in the perceiver. ‘According to Ihde, an embodiment relationship with 
technology involves the technology being transparent or withdrawing 
from our perceptual awareness. The focus of the human is not on the tech-
nology but on the content that it is referring to’.19 

Dan Hill wrote an interesting blog post that tells us how involvement 
in data sensing can be as engaging as it is in data crafting. Dan Hill 
and Marco Steinberg, his colleague at Helsinki Design Lab,20 observed 
the Finnish-registered coal carrier, the Alppila, offloading its cargo in 
Ruoholahti from where the coal is transported to the nearby Salmisaari 
power station. ‘Despite growing up in the north of England, it’s a strange 
feeling to see a large chimney billowing smoke above a neighbourhood. 
You just don’t see that in post-industrial cities anymore, and haven’t done 
so for decades. The air from the Ruoholahti chimney may not be as dirty 
as it once was, although you’d hardly want a toke on it, but the days of 
recent persistent snow suddenly made this form of energy legible. (You 
may know this chimney from the Nuage Vert installation. 21 22) Leaving 
aside the carbon footprint of these old power stations, what struck Marco 
and me was its more immediately footprint, suddenly highlighted by the 
combination of the snow-covered land and the frozen sea with bright 
sunlight, even from a kilometre away. The Alppila was clearly sitting in a 
large and growing halo of black coal dust, a smudge on the pristine white 
seascape’.24 Hill walked down to the dockside and explored the fine film 

 17
Usman Haque’s talk ‘Sensors 
and Napkins’ at the 2012 
Social Cities of Tomorrow 
Conference; see http://www.
socialcitiesoftomorrow.nl/
usman-haque-sensors-and-
napkins
 18
Jack Zhao and Andrew Vande 
Moere, op. cit.  
 19
Trevor Hogan and Eva 
Hornecker, ‘Human-Data 
Relations and the Lifeworld’, 
2011. Poster at Irish Human 
Computer Interaction 
Conference.
 20
http://www.helsinkidesignlab.org 
 21
Hill is referring to the Nuage 
Vert / Green Cloud project by 
HeHe (Helen Evans & Heiko 
Hansen); see http://www.
pixelache.ac/nuage-blog
 22
In the Air by Nerea Calvillo and 
Medialab-Prado is another great 
project around the topic of air 
quality and pollution, see http://
intheair.es. They developed a 
‘diffuse façade’ prototype at 
Medialab-Prado, (see note 23) 
which diffuses water vapour and 
colours according to real-time 
data from a nearby air-quality 
sensor station. Please note 
that while the use of mist for 
embodying air pollution data 
shows a very indexical relation, 
the use of colour codes is a very 
symbolic one. You need to use a 
colour code legend to ascertain 
which air components (SO2, CO, 
NO2, Particulate PM10, O3) the 
visualisation refers to.
 23
http://medialab-prado.es
 24
Dan Hill, Alppila at Salmisaari, 
black soots in Ruoholahti; 
see http://www.cityofsound.
com/blog/2012/02/alppila-
salmisaari-black-soots-
ruoholahti.html
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of coal dust that, mixed with layers of snow, covered the area. ‘The ice 
around the ship is bright white on one side and deep grey on the other, 
the wind curling the black dust around the leeward side of the ship, a 
cruel sketch of what at first looks like a shadow, but is simply a thick coat 
of coal dust on snow and ice’.25 This initial visual impression triggered his 
immediate desire to be physically engaged with the dirt and physically 
engaging with the snow by picking it up with his bare hands created a very 
strong personal experience. As Jer Thorp stated, ‘data put in the human 
context will automatically build empathy for the people involved’.26

As the abovementioned projects show, data embodiment projects can 
extend our experiences beyond the visible and the here and now. Koichi 
Kurita’s work geographically extends our horizon; the memorial by 
Callmeyer and Kampfl amplifies our experience of history, while the art 
installation by Baker and Juhász lets us feel what is invisible to the eye. 
These projects can erase dimensional limitations and thus enable people 
to react to issues that are not physically present, or that are invisible or 
hard to grasp. This will expand people’s potential to engage with issues in 
what Adam Greenfield described as ‘the long here and the big now’.27

Personal experiences can also foster engagement around collective 
issues. Though physical, tactile or sensual experiences are only viable at 
an individual level, these kinds of experiences can be shared as stories 
and memories. Referring to the question, ‘What makes citizens feel em-
powered to engage with communally shared issues and interests, and feel 
a sense of “ownership”?’,28 I think that we have arrived to a strategic first 
step. Public data embodiment projects promise the potential of generating 
collective experiences in a community, which can strengthen the shared 
identity among its members and develop a group responsibility for col-
lective issues. 

→
Black soot on snow at 

Salmisaari. Photo by Dan Hill.

 28
Michiel de Lange and Martijn de 
Waal, Ownership in the Hybrid 
City, Amsterdam: Virtueel 
Platform 2011.

 27
Adam Greenfield’s talk ‘The 
Long Here, the Big Now’ at 
Lift 2008 Asia Conference; 
see http://liftconference.com/
long-here-big-now

 26
Jer Thorp’s talk ‘The Weight of 
Data’ at TEDxVancouver, 2011; 
see http://tedxvancouver.com

 25
Ibid.
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 Date:  February  23, 2012 
  Lift12 Conference
 
 location:   Centre International de 

Conférences Genève,  
Geneva, CH

 Duration:  90 minutes

 Workshop Leaders:   Attila Bujdosó 
Bálint Ferenczi

 Participants:  Georgios Kontoleon
  Jacqueline Collier Jespersen
  Jean-Christophe Paris
  Nicolas Sierro 
  Patrick Genoud
  Sami Lini
  Paolo Patelli
  Simon Contreras
  Melanie Studer
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BEYOND DATA LAB  
AT THE LIFT12  
CONFERENCE

The Beyond Data Lab at Lift12 was aimed at finding new 
ways of understanding data. We wanted to go beyond visual-
isation by creating tangible interfaces through which people 
could get in touch with data. We emphasise the existence 
and importance of such terms as ‘data physicalisation’, ‘data 
embodiment’ and ‘datacrafting’. Our exploration specifically 
focused on different data interfaces as material to design, 
transform and learn from. We further examined this theme 
with the conference participants during our workshop 
at Lift12. We were eager to share our methodology in a 
completely different context, and confronted the abovemen-
tioned terms with new territories and learned what 
participants thought about them. New directions unfolded 
through the development of new concepts and rapid 
prototyping in the framework of the workshop.

ExPERIENCES

Some of the workshop participants wondered why we 
hadn’t asked them to think about the type of data to be 
embodied? We purposely avoided choosing data as a point 
of departure because there is a tendency to think too much 
about data nowadays. Indeed, our thinking is often hijacked 
by possible data types, sensors and databases, data sources 
and visualisation formats. Our approach is about not 
starting to think about data, but about its physical, cognitive 
and sensorial context.

Workshop MethodoloGY

SKETChINg OuT OBjECT, ISSuE 

AND SENSATION 

(20 minutes, in 3 small groups)

–   Object: 

 What object would you 

 use for a data interface?

–   Issue: 

 Find a thematic context 

 that matters to you.

–    Sensation/feeling: 

 how would you feel data?

OuTCOME: 

 A4 paper with sketches and 

 several keywords

PrESENTINg SKETChES 

(20 minutes, entire group)

–    Each participant selects one Object, 

one Issue and one Sensation

OuTCOME:

 Object-Issue-Sensation triplets

rEMIxINg AND CONNECTINg IDEAS 

(20 minutes, in 3 small groups)

  –  Creating a connection 

BETWEEN ThE OBjECT, ThE ISSuE 

AND ThE SENSATION

–   Making up a story or sketching out a 

real-world scenario 

 OuTCOME:

 A3 paper with sketches and 

 several keywords

PrESENTINg 

STOrY/SCENArIO SKETChES

(15 minutes, entire group)

–   reflecting on the stories/scenarios

–  Wrap-up
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 IMG_2257.JPG

O: Accessories 

I: Music sharing 

S: Mood

WeArABle 
Accessories such 
As mooD sensors 
AnD sociAl music 
plAyers

Notes: 
sketches O (object), I (issue), 
S (sensation):  A4 papers
stories, scenarios:  A3 papers
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 IMG_2258.JPG

O: Cloud/Smoke 

I: Digital communication 

S: Pressure

enVironmenTAlly 
AWAre TAcTile 
inTerFAce

The pressure resistance of 
the keyboard keys and mouse 
buttons adapt to the carbon 
emission level of the actual 
communication service in 
use. The less efficient your 
e-mail provider, the harder it 
is to type or push the [send] 
button. 



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
3

12
2



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
3

12
3

 IMG_2259.JPG

O: Music 

I: Music sharing 

S:  Acceleration, 

Deceleration

sociAl mooDic 
plAyer

Music composed based 
on music-sharing activity, 
the mood of the sharing 
community and its members. 
Interrelation of music sharing 
and music quality.



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
3

12
4



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
3

12
5

 IMG_2260.JPG (top)

O: Food

I:   E-commerce, 

 Online shopping 

S: Fear

migrATion oF 
FooD TrAnslATeD 
inTo colour

Food changes colour to 
represent the distance 
between its point of origin 
and its point of delivery/
consumption. visual 
information on the migration 
of food as you never wanted 
to see it. Blue tuna on your 
plate, bon appetit!

 IMG_2260.JPG (bottom)

O: Airplane 

I: Mood 

S:  identification to 

 the company

FeeDBAck 
on cArBon-
oFFseTTing Air 
TrAVel

The more air travellers pay to 
offset their carbon emission, 
the greener the tail of the 
airplane becomes; greener 
companies with greener 
travellers have more vivid 
green airplanes. People can 
more easily identify with 
these companies, as entering 
a plane with bright green tail 
is more appealing. It can also 
have a positive effect on their 
mood (sharing the identity 
of fellow travellers who care 
about ecology) and build a 
stronger relationship with 
the company.



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
3

12
6



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
3

12
7

 IMG_2261.JPG (left)

O: Plants 

I: Track human gaze 

S: Surprise

FloWer TAgs For 
hijAcking gAze 
using FloWers As 
TAgs To hijAck 
ATTenTion To 
VArious plAces, 
cAusing surprise

 IMG_2261.JPG (right)

O: Plants 

I: Track human gaze 

S: Surprise

using FloWers To 
creATe A spATiAl 
BAlAnce BeTWeen 
AppeAling AnD 
less ATTrAcTiVe 
plAces in The 
urBAn spAce
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 IMG_2262.JPG (left)

O: Urban furniture 

I: City tourism 

S: Magnetic attraction, 

 Pull

urBAn FurniTure 
As urBAn pixels

urban furniture can be used to 
communicate with tourists in 
a simplified language. Blinking 
streetlights, glowing trash 
bins and pulsating bus stops 
become navigation beacons.

 IMG_2262.JPG (right)

O: Urban furniture 

I: City tourism 

S: Magnetic attraction, 

Pull

mAgneTic jAckeT 
As TourisT guiDe

urban furniture (benches, 
trash bins, phone boxes, street 
lamps) can build up a network 
of magnetic actuators that 
can drive tourists within urban 
areas. The appeal of spaces 
can be defined by the density 
of tourist attractions, local 
stories related to a specific 
location, the crime history of 
the site and so on.



B
E

Y
O

N
D

 D
A

TA
 

L
A

B
#

0
3

13
0



B
E

Y
O

N
D

 D
A

TA
 

E
S

S
A

Y
13

1

BEYOND DATA
VISUALISATIONS

How would we respond if we could feel data? 
What influence does representation modality 

have on our experience of data?

Although it is not the purpose of this piece to answer these question we 
do aim to present an approach that is focused on discovering the answers 
to these and other questions related to peoples’ experience of data 
represented beyond the visual senses. Before we explore this issue let us 
begin by drawing comparisons between our approach and that of a data-
evangelist from the mid-1850s. 

Florence Nightingale, widely known for her pioneering work in nursing 
during the Crimean War, is also commonly acknowledged as one of the 
first to utilise the perceptive power of data visualisations to draw people’s 
attention to socially relevant issues. She recognised that presenting data 
using modalities other than text and numbers would help lay people better 
understand and empathise with the implications of the presented data. 
Nightingale is widely credited with developing the ‘coxcomb’, known 
today as the polar area diagram, or occasionally the Nightingale Rose 
Diagram, to lay out the causes of mortality in soldiers, highlighting the 
death toll resulting from preventable diseases (e.g., malnutrition, poor 
sanitation, etc.). She used this extensively in 200 books, reports and 
pamphlets that she published. It could be said that by using such represen-
tations Nightingale posed the question, ‘Can people gain a deeper under-
standing of statistical data by representing it using graphical imagery?’ 

Our work extends this question by asking, ‘What do people experience 
when they touch, feel or listen to data?’ and, ‘How is touching, feeling or 
listening to data different from experiencing traditional representations?’ 
We believe that such novel data representations can support a deeper 
engagement and more intuitive or emotional understanding, as they 
address/involve more sensory modalities and thus different aspects of 
human cognition than purely visual representations do. This is inspired 
by some of our past research that has shown that tangible installations 
can engage a broad range of people (age groups, areas of interest) with, 
for example, museum installations, and by recent research into the role 
of embodied interaction for cognition and experience.1 Although we have 
as yet to fully answer these questions, we are in the process of doing so by 
creating a range of unique data-driven artefacts and carrying out studies 
that explore people’s interpretation of the data represented in these 
objects. We have illustrated some of these developments here to shed 
light on our present line of enquiry. It is Nightingales’ motivation and use 

essay — trevor hogan &  eva hornecker

 1
Hornecker, E., ‘Let’s Get Physical: 
The Role of Physicality in Tangible 
and Embodied Interactions’, in 
ACM interactions magazine, 
vol. 18, no. 2 (March/April), pp. 
19–23
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of alternative modalities that first drew us to her work and it is also what 
connects our approaches, even though we are separated by over 160 years. 

During the intervening century and a half very little happened in regards 
to the development of techniques that were pioneered by Nightingale and 
others, in particular William Playfair. Tools such as the bar and pie chart, 
or the line and circle graph, have remained unchanged and are still widely 
used today. They have been shown to be effective if used appropriately. 
For example, diagrams can reduce the cognitive effort involved in making 
inferences, exploiting spatial perception and allowing us to see several 
items of information simultaneously. 

From our perspective, however, we want to point to two key moments 
that breathe new life into the world of data representation – the publi-
cations by the eminent scholar and pamphleteer Edward Tufte, and the 
heralding of the era of personal computers. When Tufte’s book The Visual 
Display of Quantitative Information2 was first published in 1983, it revi-
talised interest in the representation of data using visual elements and also 
revived interest in the eighteenth-century pioneers in this field. Alongside 
these publications came the widespread proliferation of the personal 
computer. This device offered new opportunities for lay people to engage 
with new and novel ways of representing data. This was further enhanced 
with the release of the World Wide Web and more recently the easy avail-
ability of big datasets via APIs.

These theoretical and technological developments paved the way for 
new fields of research in the 1990s, the most notable being Information 
Visualisation (InfoVis). Shortly after its creation, InfoVis was defined by 
some as ‘the use of computer-supported, interactive, visual represen-
tations of abstract data to amplify cognition’.3 More recently, with the 
advancement of various sub-fields such as information design, scientific 
visualisation, data visualisation and information aesthetics, we are 
starting to see information visualisation being labelled as a medium in its 
own right. Eric Rodenbeck remarked at his keynote lecture at Emerging 
Technologies 2008 that ‘Information visualisation is becoming more 
than a set of tools, technologies and techniques for large data sets. It is 
emerging as a medium in its own right, with a wide range of expressive po-
tential’.4 Today we are immersed in what are commonly called information 
visualisations, from web pages to television and newspapers to blogs, these 
data objects all compete for our perception and cognitive engagement. 
The characteristic that connects these is the complete reliance on our 
visual sense to reveal information from the data. The approach we take in 
our work is to offer people alternative ways of interacting with data, such 
as touching, feeling or listening.

We are interested in questions such as whether it makes a difference if we 
can touch and hold a data representation in our hands, instead of seeing it 
on paper or on a screen from a distance. Does this create a more emotional 
experience? Could we use non-traditional non-visual representations to 
support an emphatic understanding of data? 

 2
Tufte, E. R., The Visual Display 
of Quantitative Information, 
Published by the author, 1983.

 3
Card, S. and Mackinlay, J. and 
Shneiderman, B., Readings in 
Information Visualization: Using 
Vision to Think, San Francisco, 
CA.: Morgan Kaufmann 
Publishers 1999.

 4
ETech, the O’Reilly Emerging 
Technology Conference, San 
Diego, 3–6 March 2008.
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Capturing direct human experience is notoriously difficult. To achieve 
this we take a phenomenological approach to our research. This involves 
observing, recording and listening to peoples’ immediate responses while 
they perceive, sense, and engage with data-driven artefacts. We use these 
to build a descriptive framework to better understand the range of expe-
riences people have with data.
 
We place our approach in the field of new media art, but at the inter-
section of interaction design, human computer interaction and infor-
mation systems. For obvious reasons we do not see our work falling under 
the umbrella of information visualisation although it builds upon theo-
retical and practical developments that have occurred in this field over the 
past two decades. We also exploit more recent developments, which aim 
to democratise access to data for large cohorts of lay people. These recent 
movements represent a significant step away from the traditional focus 
on developing data representations for well-defined, narrow, expert tasks, 
and data mining tools for professionally trained experts. Although the 
exploration and use of alternative modalities to represent data began with 
the emergence of ambient displays this has  also been further developed 
through work in data sculpture and data art.

While we aim to create data-driven artefacts that possess artistic qualities 
we also explore peoples’ responses while interacting with these artefacts. 
For us, data-driven artefacts are physical objects whose movement, shape, 
sound or texture is controlled and driven by the input of raw data. Once 
we have created these data-driven artefacts we give them to people or 
groups of people to use. We then observe and extract personal responses 
from these people when they are using the artefacts, and ask them to de-
scribe this experience. It is this research-through-design and phenomeno-
logical approach that we hope will assist us in answering one of our main 
research questions, ‘What influence does representation modality have on 
our experience of data?’

BEYOND THEORY 

Over the past year we have created a number of data-driven artefacts that 
possess a range of physical and interactive qualities. The initial artefacts 
were stationary sculptural pieces that represented data through their form. 
Vessels of Ireland’s National Debt (1910–2010) [fig. 1] is made up of a 
group of hollow vessels produced by inputting data relating to Ireland’s na-
tional debt from 1910 to 2010. The data was put into a software program 
sequentially and processed to produce a number of 3D models whose 
profile was mapped to that of the data stream. These models were then 
printed using a 3D printer. The purpose of creating these vessels was to en-
courage people to reflect on the economic, social and cultural implications 
that surround the conceived dataset in an interesting and unique manner. 
It was intended that the vessels themselves would be the immediate object 
of interest, but as the audience touch and caress the uneven and pointed 
edges they would think beyond these to the issue of national debt.
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This project utilised peoples’ perceptive capabilities through their visual 
and tactile senses. Following this, we began to investigate the use of 
multiple modalities that represent the same dataset. This study involved 
the design and creation of physical objects that were also dynamic and 
responsive to the data driving them. The main criteria for selecting a data 
source for this and all of our projects is that it must be socially relevant 
and from a trustworthy source. We selected a dataset collected by the 
United Nations that represents the latest global urban outdoor air pol-
lution figures of 91 countries. For our study, the annual mean reading 
for six countries (Greece: 44, Ireland: 15, India: 109, Egypt: 138, United 
Kingdom: 23, and Turkey: 66) was used. As we were interested in how 
the modality affects the user’s experience we utilised the same data for all 
the artefacts created for this study. In designing the artefacts we explored 
many modalities, and also wanted some of them to represent the data 
using more than one modality (i.e., haptic and auditory). Collaboration 
with peers while using the artefacts was also an important characteristic 
that we sought to facilitate in the design process. 

SonicData and DataBox were two of the data-driven artefacts that were 
produced for this study. SonicData represents the dataset by playing sonic 
tones at certain frequencies through a tactile interface. Users of SonicData 
are presented with a labelled surface and a small coloured wooden cube. 
Placing the cube over each label plays a frequency representing the urban 
air pollution of that country. The frequency is mapped to the level of 
air pollution; high pollution results in a high frequency sound and low 
pollution will result in a low sound. DataBox is a wireless cube (10 cm3), 
which represents the dataset through haptic and auditory feedback. The 
six faces represent the six countries of the dataset. When the user hovers 
each face over a scanning station, DataBox immediately responds by 
knocking on the internal walls. The rate of knocks corresponds to the level 
of air pollution, and again, a rapid rate means high levels of pollution and 
visa versa. 

←[Fig.1]
Trevor Hogan, Vessels of 
Ireland’s National Debt (1910-
2010), 2010. 
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BEYOND DESIGN 

As important as the design and production of these artefacts was to us, 
investigating peoples’ experience when using them was always going to 
be the key part of this study. Taking a phenomenological approach, we 
gathered a group of people together and presented the artefacts to them. 
We let them use the artefacts for a time, while observing and recording 
their interactions and conversations. A short time later we conducted 
a group discussion to come up with quality-dimensions for each of the 
artefacts. It was to be expected that the unfamiliar mapping utilised by 
the artefacts would cause some difficulties, but this was offset by what we 
observed when reviewing the transcribed sessions. 

We found that the language used by participants while interacting with 
the Databox and Sonicdata was, in general, more emotive than when 
around traditional visualisations such as a bar chart. Expressive de-
scriptions such as annoying, hurts, beautiful, healthy, alarming, relaxing, 
dead, urgent, fun, torture, irritating and intense, were frequently used 
when interacting with the Databox and Sonicdata. At one point a par-
ticipant using the DataBox remarked that some of the countries felt very 
unhealthy and some of them felt dead, associating the knocking of the box 
with the heartbeat of a country. The conversations also focused on the 
consequences of air pollution and participants spoke very candidly about 
how they would feel if they were living with such high pollution, mentally 
transporting themselves into the environment. The visceral and emotive 
nature of these conversations tell us that people seem to respond to data, 
represented beyond the visual sense, in a way that is not present when it is 
represented through familiar visual metaphors. 

But our work continues…. We strive for more clarity regarding the de-
scription of peoples’ experience of data represented through touch and 
sound. To date we have created a number of sculptural pieces as well as 
responsive tangible devices, all of which represented socially relevant 
archived data. The next stage of our research will involve streaming live 
data into handheld objects. The data will be mapped to the movement, 
vibration and sounds that are emitted by the object. 

BEYOND US

Although the topic of our research is still somewhat in its infancy we do 
not claim to be alone in this investigation. Many people, from many dif-
fering fields, are engaged in similar lines of enquiry, all of whom inspire 
us in many ways. Andrew Vande Moere publishes widely on the topic of 
data visualisation and was instrumental in drawing academic interest to 
discrete fields such as data sculpture. Lev Manovich has addressed many 
issues related to data representation. His 2008 essay ‘Data Visualization 
as New Abstraction and Anti-Sublime’ is widely cited and clarifies many 
issues related to the artistic representation of data.5 In his publications 
Mitchell Whitelaw explores a wide range of data issues but also applies 

 5 
Manovich, L., ‘Data Visualization 
as New Abstraction and as Anti-
Sublime’, in Byron Hawk, David 
Reider, and Ollie Oviedo (eds.), 
Small Tech: The Culture of Digital 
Tools, Electronic Mediations, 
Series 22, Minneapolis: 
University of Minnesota 2008.
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this theory to the creation of artistic pieces that are exhibited widely. As 
well as these theorists there are also many practising artists and designers 
who stimulate us by using data not only as their source of inspiration but 
also as their medium. These include the dramatic and awe-inspiring pho-
tography of Chris Jordan, the stunning virtual objects by Alex Dragulescu, 
Etienne Cliquet’s data origami, Nathalie Miebach’s complex and in-
triguing sculptures, and Adrien Segal’s data-inspired furniture.6 

BEYOND NOW

The work by these and others confirm that representing data beyond the 
traditional formats is an exciting place at present. This is also assisted 
by emerging technologies that enable us to capture and represent data 
in ways that were not afforded to our predecessors. There are now many 
web services available that let us utilise vast amounts of archived data and 
also tap into live data streams. Making use of this data beyond the printed 
page or LCD displays is now much more accessible with a plethora of off-
the-shelf actuators driven by easy-to-use microcontrollers. The future also 
looks bright; it has been said that data will be the black gold of the twenty-
first century. While many are exploring new ways of drilling, storing and 
piping this commodity into our computers, mobile phones and other 
digital devices, we seek new and engaging ways of representing it beyond 
the screen. To conclude, when some seek to explicate the virtues of in-
formation visualisations, they often resort to the age old saying ‘a picture 
paints a thousand words’. Without disagreeing with this, the purpose of 
our research is not to compare the amount of words other modalities paint 
but to explore the differences between the painted words.

 6 
Websites of those mentioned 
in this section: Andrew Vande 
Moere (http://web.arch.usyd.
edu.au/~andrew/); Mitchell 
Whitelaw (http://teemingvoid.
blogspot.com/); Lev Manovich 
(http://manovich.net/); Chris 
Jordan (http://www.chrisjordan.
com/); Alex Dragulescu (http://
www.sq.ro/); Etienne Cliquet 
(http://www.ordigami.net/); 
Nathalie Miebach (http://nath-
aliemiebach.com/); Adrien Segal 
(http://adriensegalfurniture.
blogspot.com/).
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‘It was at the end of the first workshop in 
 Budapest and we were having a drink outside. 
We had just presented the concepts that arose 
from a week of inspiring presentations, field 
trips, brainstorms and discussions. Somehow 
it didn’t feel that the concepts we were working 
with had captured the depth or the energy of 
the past week. Was this going to be enough ma-
terial to start with at the Dutch Design Week?’ 
‘Although we had originally planned to execute 
these concepts in the public workshop space 
we would have in Eindhoven, we decided not 
to. Instead we would leave the concepts as they 
were and use them as the basis for working 
throughout the Dutch Design Week. We simply 
didn’t have the time to develop the individual 
concepts to exhibition quality. Besides, this was 
not the aim of this workshop. Our purpose was 
to explore the theme of data embodiment and 
this meant that the relationships between the 
concepts were more valuable.’
‘The following quote came to mind, and it 
completely changed the way I looked at the 
workshop: “As such, the concepts are place-
holders, occupying points in the design space 
without necessarily being the best devices to 
populate it. The sheer number of proposals en-
couraged them to be treated as a group defining 
a broad territory, rather than as a number of 

proposals to be evaluated separately.”1

‘While gathering, processing and embodying 
data in several ways for the duration of the 
Dutch Design Week, this new perspective took 
my focus away from the individual installations 
themselves. Although I had worked in similar 
ways before, two factors in this specific set up 
seemed particularly valuable to me:
Execution. Whether sticking printouts onto 
the wall, tying knots in ribbons, following 
people with markers or translating numbers 
into a sculpture of yarn, constant processing 
of data meant we had firsthand experience of 
the  different processes involved in data em-
bodiment. We even started creating tools to 
   support these processes. 
Explanation. All the works arose and evolved 
over the course of the Dutch Design Week and 
the space was is a state of constant flux. Since it 
was an open workshop, visitors walked in and 
out all week long, often without any idea of what 
was going on. Because we had to continuously 
explain what we were doing to them, we also 
had to explain it to ourselves. Even though it 
was distracting at times, I think this continuous 
forced reflection proved worthwhile in the end.’  

1. gaver, W., and h. Martin, Alternatives: Exploring Information 
 Appliances Through Conceptual Design Proposals. Proc. of 
 ChI’00 (Den haag), New York: ACM Press 2000.

Jop Japenga
[PArTICIPANT]
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eszter Bircsák

Freelance curator and cultural 

manager Eszter Bircsák has per-

formed a variety of functions at 

Kitchen Budapest since its inception, 

from coordination assistant (2007–8) 

and program supervisor (2008–9) to 

project supervisor of education and cu-

rating (2009–). She graduated as an art 

historian and a philologist of hungarian 

language and literature. 

loes BoGers

Loes Bogers is a concept developer 

and communicator with a keen in-

terest in managing interdisciplinary col-

laborative processes. She expresses 

herself through code, movement and 

words. her work focuses on shared ex-

periences of urban spaces through 

memory, sound and movement, and 

aims to structurally intervene in the 

everyday media ecologies we inhabit by 

enhancing or distorting our experience 

of our surroundings. She holds a BA in 

Media and Cultural Studies from the 

university of Amsterdam and an MA 

in Interactive Media from goldsmiths 

College in London, and has studied 

media arts and production at the 

university of Technology in Sydney. She 

is certified salsa teacher and a trainer 

of OneMinutes video workshops. Loes 

worked on the Digital Art Lab project at 

the Patching zone (in collaboration with 

CKC zoetermeer) and was an artist 

in residence at Kitchen Budapest in 

hungary during the summer of 2011.

http://www.loesbogers.com

Jeroen BraspenninG

New media designer jeroen 

Braspenning is interested in the area 

between code and design. jeroen was 

born in Etten-Leur, the Netherlands. 

During his graduation year in 

Communication and Multimedia Design 

in Breda, he worked as an intern at 

Edhv design studio. After graduating 

he started as a multimedia freelancer. 

In 2007 he joined the Edhv team as a 

new media designer, and is involved in 

a diverse range of projects, including 

the interactive installations Debug 2D 

and Debug 3D, data visualisation such 

as Culturele Atlas Brabant, and more 

recently the identity-generating appli-

cation for the ‘house of visual Culture’.

attila BuJdosó

Attila Bujdosó is an architect, re-

searcher, social entrepreneur and 

cultural broker based in Budapest, 

hungary. he has worked at Kitchen 

Budapest‘s new media research 

lab since 2008 as a researcher and 

lately as senior research supervisor. 

he is the organiser of PechaKucha 

Night Budapest and a member 

of KÉK – hungarian Contemporary 

Architecture Centre. he founded and 

curates the remix Architecture ini-

tiative, and compiled and co-edited 

the book Subjective Atlas of Hungary 

(2011). Previously, he worked as an ar-

chitect for ONL [Oosterhuis_Lénárd] on 

the CET Budapest mixed-development 

project. Attila graduated as an architect 

and does not want to limit himself to 

designing buildings – he is set on de-

signing the whole world. he is espe-

cially interested in the area where tech-

nology, culture and society meet and 

interact, a field he describes as we-

bitics. Attila is never bored. he is ad-

dicted to coffee, large cities and the 

Internet.

http://bujatt.com

Fran castillo

Fran Castillo is an architect and in-

teraction designer. he is currently 

research director of responsive 

Environments. he explores new data 

visualisation systems, material be-

haviour, and evolvable and inter-

active architecture. Important projects 

include Ecovisualization-Ecoanalogue, 

developed in Medialab Prado Madrid; 

and his Augmented Ecologies 

was selected for the 2011 Subtle 

Technologies Festival in Toronto, as 

well as for the 2011 International 

residency Program of Kitchen 

Budapest, and the I Digital Culture 

Festival uBICuA’11 Seville 2011. 

he was also selected to participate 

in the 4th International Meeting on 

Architectural and urbanism research 

valencia 2011, and for the 2011 Eme3 

International Architecture Festival / 

COAC / ArTS SANTA MÓNICA / DhuB 

/ ELISAvA Barcelona. he is co-founder 

of PechaKucha Night Seville. his work 

has been exhibited at Medialab-Prado, 

Madrid; PechaKucha Nights Seville; 

La Casa Encendida, Madrid; Centro 

Andaluz de Arte Contemporáneo, 

Seville; Colegio Oficial Arquitectos 

Cataluña (COAC), Barcelona; and 

Subtle Technologies Toronto.

www.francastillo.net 

reMco van de craats

remco van de Craats was born in Sint-

Oederode, the Netherlands. After 

graduating from the Design Academy 

Eindhoven he first worked as graphic 

designer and later as a communi-

cations concept designer at OMA/AMO 

in rotterdam. he founded Etropolis, a 

network of creatives that incorporates 

a diverse range of activities. van de 

BEYOND DATA
BIOS 
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Craats co-founded Edhv in 2005 and 

worked as its creative director; he took 

over this design studio in 2009. Edhv is 

known for its unconventional approach. 

‘We can best be described as architects 

of identity who work in an interdisci-

plinary setting so that all aspects of 

identity can be fully integrated. Our 

project teams include people with 

a wide range of specialties such as 

graphic design, spatial design and 

new media, which are essential to this 

process. A basis of trust and intensive 

collaboration with the client and his/

her organisation is vital to achieving 

the best results’.

http://www.edhv.nl 

zoltán csík-kovács

A cross-disciplinary maker and a fan 

of design thinking, social innovation 

and urban culture, zoltán thinks that 

large cities will resemble forests in the 

future and that technology will become 

transparent.

victor diaz

victor Diaz is a researcher and 

creative technologist who focuses on 

creating new ways of interacting with 

computers and people. recent in-

terests include developing novel ap-

proaches to collaborative interactions 

in public spaces where time, space 

and context are key aspects. he holds 

a Telecommunications Engineering 

degree and an MSc in Cognitive 

Systems and Interactive Media (CSIM) 

from the university Pompeu Fabra in 

Barcelona. he participated in several 

exchange programmes and residencies 

at the universities of Bern and Fribourg 

and with the Wireless Network System 

group at the Tokyo university of 

Sciences where he worked with sensor 

network technologies. he has worked 

in several fields such as the aer-

ospace and telemedicine industries, 

as a mobile communications de-

veloper, an interaction designer and as 

a researcher. 

Bálint Ferenczi

Bálint is 27 years old and is currently 

head of research at Kitchen Budapest. 

he studied industrial & product 

design at the Budapest university 

of Technology and Economics, 

after working as an interaction 

and guI designer. he is a founding 

member of Stylewalker Promotion, 

a creative cultural agency boosting 

the hungarian fashion and design 

scene; and MobilPiknik, one of the 

coolest mobile development themed 

meetups in Budapest. he organised the 

International Design Workshop zsennye 

for five years. his ongoing interest in in-

terdisciplinary fields resulted in him 

joining Kitchen Budapest two years 

ago as a researcher. he has worked 

on projects such as the Media Facade 

Festival’s hungarian programme in 

2010, and grandma’s Cooking, a project 

that interprets grandchild–grandparent 

relations with telepresence.

Gáspár haJdu

gás graduated as an architect. 

Searching for him online results in 

the following keywords{<OK?}: archi-

tecture, photography, video, 3D, pro-

gramming, live coding, concrete. A 

fan of cubes and mushrooms, he is in-

terested in the field of art and tech-

nology and likes floating on the path 

between the virtual and the real world.

http://www.gasparhajdu.hu 

trevor hoGan

Trevor hogan is a lecturer in the 

Department of Media Communications, 

Cork Institute of Technology, 

Ireland. he is also a member of 

the Mobiquitous Lab, university of 

Strathclyde, uK, and a research fellow 

at the Interactive Design Centre, 

university of Limerick, Ireland. he 

holds BDes in Product Design from 

Limerick School of Art and Design, 

Ireland and an MSc in Interactive Media 

from the university of Limerick. his re-

search interests include multimodal 

data representation, interaction design, 

phenomenology and physical com-

puting. he is currently registered as 

an external PhD researcher at the 

university of Strathclyde.  The overall 

aim of his research is to describe and 

understand how representation mo-

dality influences and augments an au-

dience’s experience of data-driven ar-

tefacts.  he also seeks to explore 

whether embodying data in physical 

metaphors contributes to an audi-

ence’s capacity to construct meaning 

at its interface. Trevor publishes his 

latest developments on his blog 

www.tactiledata.net

eva hornecker

Dr Eva hornecker is a lecturer 

in the Department of Computer 

and Information Sciences at the 

university of Strathclyde in glasgow, 

uK, where she leads the Mobiquitous 

Lab. In previous lives, she was 

a Postdoctoral research Fellow 

at the Pervasive Interaction Lab at 

the Open university and the university 

of Sussex, uK, and an acting lecturer 

at the university of Canterbury in 

New zealand and the Tu vienna in 
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Austria. She is a renowned expert 

on tangible interaction and one of 

the initiators of the international TEI 

Conference (Tangible, Embedded 

and Embodied Interaction). her re-

search interests concern mul-

timodal, tangible and embodied in-

teraction, social interaction with and 

around technology, design methods, 

and qualitative research methods 

for understanding user interaction 

and experience. her research ex-

plores issues at the  intersection of 

social sciences, technical sciences, 

and design, investigating new ways 

of embedding computation in our 

 environment through evaluation 

and  iterative design, studying the 

user experience of these novel inter-

action technologies, which often 

involve novel modalities of interaction.

Jop JapenGa

jop japenga is a designer-researcher 

exploring design (through) practice. 

Educated as an academic industrial 

designer, his work focuses on the 

knowledge and experience that ac-

companies the process of creation, not 

primarily the products that it leaves 

behind. Intrigued by worlds other 

than the ordinary, jop translates ab-

stract ideas about possible futures 

into worlds that people can relate to. 

Based on actual experiences of the 

people involved in his investigations, 

these projects evolve along with his 

personal perspectives. he recently 

graduated from Eindhoven university 

of Technology, and teamed up with 

seven like-minded people to form 

‘Afdeling Buitengewone zaken’, which 

focuses on the development of design 

methodology through their practice. 

lászló kiss

hacker, thinker, programmer and 

sound geek, Budapest-based László 

Kiss is currently a senior researcher 

at Kitchen Budapest. he graduated 

from the Anglia ruskin university in 

Cambridge, majoring in Creative Music 

Technology. he likes to create a sense 

of wonder and make people smile with 

his installations. his ultimate goal is 

to alter the relationship between the 

mind and the world it interacts with 

using light, sound and machines. 

http://lazlozoid.com

aManda Mcdonald croWleY 

Amanda McDonald Crowley is a New 

York-based Australian curator and fa-

cilitator who has created programs 

and events of new media art, con-

temporary art, and trans-disciplinary 

work. She was the Executive Director 

of Eyebeam Art and Technology Center 

from late 2005 to 2011. She has 

curated exhibitions, screenings and 

events which have been presented in 

New York, Australia, Canada, the uK, 

New zealand and Korea. her contri-

butions to the field of electronic art 

also include her work as Executive 

Producer of the 2004 edition of ISEA 

which was held in Tallinn, Estonia 

and helsinki, Finland, and on a cruiser 

ferry in the Baltic Sea. She was also 

Director of the Australian Network for 

Art and Technology (ANAT) and later, 

Associate Director of the Adelaide 

Festival 2002 where she was co-

curator of the exhibition converge: 

where art and science meet. She has 

worked throughout Europe and Asia, 

holding residencies in Berlin, germany 

(1994/5), Banff Center for the Arts, 

Canada (2002) and at The Sarai 

Programme at CSDS in Delhi, India 

(2002/3), regularly speaks at interna-

tional conferences and festivals, oc-

casionally writes for journals such as 

Artlink, realTime, the Sarai reader, 

and Art Asia Pacific; and lurks on a 

lot of media, technology and culture 

related email lists. Amanda is also a 

Board member of NAMAC (National 

Alliance for Media Art + Culture) in  

the uSA.

attila neMes

Attila Nemes is an independent curator 

living in Budapest. he co-founded 

Kitchen Budapest and is now a pro-

gramme adviser at the lab; he recently 

started a new lab (www.fictionlab.hu). 

he studied at the Institute for Art 

Theory and Media Studies (ELTE) and 

uC Berkeley and is currently doing 

his PhD at ELTE. he also lectures at 

several universities. 

https://sites.google.com/site/

attilanemescurator/

www.basedonpig.com

anGela plohMan

Angela Plohman has worked in the 

field of art and technology for the 

last fourteen years. From 1998 to 

2001, she was programme officer 

at the Daniel Langlois Foundation 

for Art, Science and Technology, 

Montreal (CA). In 2002, she moved to 

Amsterdam (NL), where she worked 

as a freelance writer, project manager 

and researcher for a number of inter-

national media (art) organisations, in-

cluding hull Time Based Arts (uK), 

the Blender Foundation (NL), the Inter-

Society for the Electronic Arts (ISEA), 

v2_ (NL) and others. From 2005 to 

2008, she was content developer at 
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LabforCulture.org (a partner initiative 

of the European Cultural Foundation). 

She also worked as project manager 

and advisor for the web activities of 

the van Abbemuseum in Eindhoven. 

She has been the director of Baltan 

Laboratories in Eindhoven (NL) 

since 2008.

Melinda sipos

Melinda Sipos is a Budapest-based 

artist and designer, cultural mediator 

and producer who works locally and 

internationally. She initiates, co-or-

dinates and participates in various 

projects and workshops at the inter-

section of art, design and technology. 

She studied glass design and new 

media design in hungary and France 

and went on to hold various positions 

at Kitchen Budapest media lab, in-

cluding programme director. 

dóri sirálY

Dóri Sirály is a freelance graphic 

designer and visual professional 

who graduated from Moholy-Nagy 

university of Art and Design in 2007. 

Besides freelancing, she teaches 

graphic design and regularly works for 

Kitchen Budapest.

http://www.siralydesign.hu

anGela de WeiJer

Angela de Weijer is a media artist and 

freelance educator. She regards sound 

as independent three-dimensional con-

struction material with an equivalent 

value to the visual element. In search 

of new contexts for production and 

exhibition, she hopes to achieve 

the ultimate synthesis between 

sound and image, in which sound 

triggers visuals and vice versa. This 

approach is manifested in her recent 

project Monument for The Unseen, a 

binaural audiowalk in augmented 

reality. As a teacher she implements 

findings from her artistic research in 

the classroom, and applies new and 

audiovisual media as educational ma-

terial. To inspire students to broaden 

their perceptions and interests, she 

insists that they become producers 

instead of consumers. Angela recently 

graduated with honours from the 

Academy of Fine Arts and Education 

Tilburg, and was the 2011 winner 

of the jacques de Leeuwprijs for 

the most talented student in the 

teaching category.

http://www.missmilivolt.com

‘Ever since the workshop my ideas have 
focused on data visualisation and sonification. 
I just had an exhibition where I transformed 
boring pie charts into beautiful melodies. I 
don’t think that I would have come up with 
this concept if I didn’t look Beyond Data.’

László Kiss
[PArTICIPANT]
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