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Inherent Rr'ghts, ViiLion 1PI'ghts: A Virtuai Environment by Lawrence Paul Ywcwehptun 

Grazyna Szawlowski 

M y  fascination with new technoIogies lies. in part, in their appearance to function 

invisibly, like unseen forces possessing mitacdous and mystenous powers. M y  

intention in this thesis is io expIore these unseen forces, through Lawfence Paul 

Ywrweluphmrs 1991-92 vimial environment l i e r n t  Righ& V'fsion Righû. The work 

Inherent Rights, Vison Rights, as part of the Spi* Power exhiiition of 1992, 

made Canadian art "history" as it was the first virtual reaiity piece ever shown at the 

National Gallery of Canada 

In this thesis Lawrence Paul Yuxweluptun's wodc l i e m z f  Rights, Vian Rigirts 

(1 99 1-92) is exploreci within the iiterature of postcolonial identity politics and 

contemporary theones of vimiai eavironments and cyberspace. Yuxwehptun's 

longhouse in cyberspace is an invitation for the viewer ta understand his Coast Saiish 

culture through cyberspace immersion. The notion of interactivity with a total work of 

art merits an understanding that new technology is embedded in cultural and social 

contexts. The result of this new interaction between artwodc and viewer (active 

participant), cyberspace is understood "as a discursive site of ideological stmggles that 

define the relationship between new technotogy and the subjectivity of the active 

participant"(Kendrick 147). This powemil tool for YwcweIuptun permits hirn to expand 

and explore the issue of identity construction. 
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INTRODUCTION 

In 1992 the National Gallery of Canada exhibiteci its first ever virtud 

environment. This work, f i n t  Rigiirs, VEtsfOn Eghts, was cfeated by Lawrence Paui 

Ywrweluptun, an artist of First Nations ancestry. 

Lawrence Paul Yuxweluptun (b.1956) is a social activist artist who uses different 

media to rewrite a colonial Canadiau history and to express contemporary history. As a 

F i  Nations aaist Yuxweluptua provides a narrative of bistory shaped by his biowledge 

and experience as Native. One work in particular, Inherent Re&, YrSôn Rfghts (1991- 

92), presents Yuxweluphm's desire to communicate his history and to let people outside 

his Coast Salish culture experience it first-hand. Yuxwe1uptun veered h m  his habituel- 

large painting format to explore the possibüities of a vuaial environment and the issues 

associated with this new technology. Yuxweluptua States: 

It will take a real long time before we can get society to change its values. 
With technology, 1 fond  that it's a 1-g process. You look at it and 
you see that the equpment is tuming back on itself. Dioxins - we do not 
see that in virtual reality but that is d t y .  Technology is doing that to 
our habitat; it is important, That is power, that is real power. New 
technoIogies of 3-D glasses - they were used in Oka. Pointed in our face 
culturaily. They are lwking for new tanks to purchase in this country and 
they have k e n  brought up three times in this country -- twice on Indians.' 

This thesis examines Lawrence Paui Yuxweluptun's virtual environment My 

intention is to provide an understanding of the complexity munding  the creation and 

interpretation of virhial environment production. This work invites a consideration of the 

Lawrence Paui Yuxweluptun, "Discussion." m . e d s .  
Catherine Richards and Neiï Tenhaaf (Banff: The Banff Centre for the Arts, 1991) 64. 



many dennitions of vimtal envimament and cyberspace ul existence. My discussion of 

Ywweluptun's wodc wïU be stmctured within the literature of postcoloniai identity 

politics and theories of virtual environments and cyberspace. 1 wiU assume that an 

expanded history merits a rethinking of identity? 

Yuxareluptun's work, lnhe~ent Rigirrr, Tufon Righis, is described as a Coast 

Saiish longhouse in cyberspace. The viewer becornes an active participant in the work 

because of signincant interaction Mth k Without the active participant, the longhouse in 

cyberspace wodd not exist. As a remit of this new interaction between artwok and 

viewer (active participant) cyberspace is descn'bed as existing as the discursive site of 

ideological struggles that d e h e  the relatiomhip between new technology and the 

subjectivity of the active participant? The notion of cyberspace as a space for shifting the 

active participant's sense of self is a powerful tool for an artkt such as Lawrence Paul 

Ywweluptun, one who is expanding and explorhg the issue of identity construction. 

With the manipulation of this medium, the artist is able to subvert stereotypes. comment 

on basic human rights, and explore the eff- of the Indian Acts. Furthemore, 

cyberspace "is a culturai conjunction of fictions. projections, and anxieties that exempm 

the ways in which techn010gy intervenes in our subje~tivity."~ Ywweluptun is inviting 

the active participant to understand his culture through a vîrtual environment. The virtual 

Edward Said, Orientalism New York: Random House, 1978) 55. 

Michelle Kendrick, "Cyberspace and the Technological Real." 
. . 

* * 
ir n-, ed. Robert Markley (Baltimore: The Johns Hopkins University Press, 

1996) 143. 



environment is not a "ttaditionain medium associatecl with artists of F k t  Nations 

ancestry. The experience by the active participaut is based on culturai conditioning, 

meaoing that aU experiences - sensorid, emotionai. physicai, inteuectual - are nilturelly 

laden. 

This introductory chapter will outline YuxweIuptun's biography and offer a basis 

for understanding the cornpIeràty of Wtual enviromnents? 

Lawrence Paul Yuxweluptun was bom in Kamloops into a family belonging to 

the Fiit Nations Northwest Coast SaIish culture. His father is h m  the Cowichan band 

and his rnother is from the Okanagan baad At the age of eight, he and his famity moved 

to Richmond. His f o d  art neining began with drawing pichires of jet planes and 

portraits of Sitting BuI16 in public schml, and ended with his graduation from the Ernily 

Cam Coiiege of Art and Design in 1983 with an honours degree in painting. These 

formative drawing and painting years provide dues to his understanding and respect for 

the history of Fit Nations people. The portraits of Sitting Bali were the beginning of 

Ywrweluptunfs desire to rewrite North American history between the Europeans and First 

Nations people. 

Since graduating from the Emily Carr College of Art and Design, Ywrweluptun 

has been involveci with group and solo exhibitions nationally and intemationally (see 

' Much to my regret, Lawrence Paul Yüxweluptun was unobtainable during my research and 
writing of this thesis. 

A Sioux War Chief who led the winning battie against Genenil George Custer at Littïe Big 
Hom, Montana in 1876. 



Appendix 1). In addition. his work is in private and public collections throughout 

Canada, the Uniteü States. Gennany, and Switzerland7 

Lawrence Pad Yuxwelupainls "non-artisticn experiences throughout his 

childhoad are important to consider, as is the idea that his upbriaging hardIy qualified as 

common for a young boy growing up in the earfy 1960s in British Columbia. He spent 

most of his youth in Richmond, which he describes as "a new ground for off-reserve 

nativesw8 and a stage for politicai activism, His politicai activism is not surprishg 

considering he grew up in a household where his parents were actively involveci with the 

North American Native Bmtherhood and the Union of British Columbia Indian Chiefs. 

Because of his parents' political activity. Yuxweluptun grew up attendmg meetings and 

wawig signs at demonstrations with his parents? He chose to embody his oam activism 

in sociaily and politicaIiy charged art work He assigned himself the responsibility of 

creating contemporary history paintings which "record the issues and events of right 

now."lo 

Ywrweluptun's strategy is to document and promote change in contemporary 

' Selected private and public coilections: Canada CounciI Art Bank; Department of Indian and 
Northem Affairs; Walter Phillips Gallery, Banff; Philbrook Art Centre, Tulsa; Preussischer 
Kulturbesitz, Berlin; Museum Tur Volerkunde, Berlin; and Staatlache Museum. Bem. 

Robin Laurence, "Man of Maslrs: Lawrence Paul Yuxweluptun's iconoclastie paintings blend 
m%al motifs with acid rock psychedelia," Canadian 12.1 (1995): 52. 

Charlotte Townsend-Gadt, "The SaIvation Art of Yuxweluptun," 
to rive &nie . .  

* , eds Charlotte Townsend- 
Gauit, Scott Watson, Lawrence Paul Yuxwelupnm (Vancouver: Morris and Helen Belkin Art 
Gallery, 1995) 8-9. 

'O Laurence 52. 



Canadian bistory in large-sde paintings (fimm 54.2 x 34.7 cm to 233.7 x 2W.7 cm). The 

Canadian history that his painted works explore deak with politicai. envitornnentalt and 

CUIturai issues. Ais petsonal and socio-political experiences enhance this practice of 

One exampIe that epitomizes his concem with docurnenting and critiquing 

contemporary Canadian history is the painted work ScorrM Ermh CZear-Cut hggzng 

on Native Sov&&z Lam&, S b n a n  C o d g  TO Fixr (1991; figure 1). EGs CO- with 

land claim issues is obvious in the seff-expIanatory title. This "surreal" painting depicts 

traditional threedimensional abjects such as storage boxes, [totem] poies. masks, and 

ceremonial bowls. The formal technique uses traditional Northwest Coast First Nations 

artistic elernents: ovoids. u-forms, s-fomis, and form linedl The bnght colours and 

strange anthropomorphic figures combine to portray a sparse tbree-dimensional landscape 

on a two-dimensional surface. Perspectival factors combined with the flatness of some 

elements produce a kiad of iuusionistic-reality that invites the viewer to enter the 

landscape. With the mixture of Coast Saüsh cosmology, Northwest Coast formal 

elements and the Western laadscape tradition, Yuxweluptun can introduce non-Natives to 

his understanding of the land. Through the depiction of the Coast Salish spirit world 

Yuxweluptun anticipates an expanding respect for the land. Thereby he can document 

and promote change in contemporary Canadian history. He States to his viewing 

audience: 

l1 For more information in the classification of these formai eiements see BiU Holm (in 
conjunction with Bill Reid) ) A A 
and, ( Houston: Institute of the Arts, Rice University, 1975). 



that the nahuPl world is animate. that it gewnues powers to which humans 
can have access and that human use of the laad is sanctioned by the 
apperitaace of spirits, In üiis lies the hope of salvation h m  a course of 
action that is destroying the naturai worid and ourselves dong with iti2 

The theme of protection/saîvation of the land and the natural spirit world is 

apparent in many of his other works as weL He amis to make apparent "environmentai 

desmiction, corporate greed, govemment pefidy, and the pain of contemporary Native 

existe~ce''~~ here in Canada, Other exampIes of his increasing socio-politicai awareness 

are the works R d M m  Watchng mite Mmi Tiyzhg To FU- Hole ln S& (1990) and me 

Universe & so Big the White Ma Keeps Me on My Reservotion (1997) ( figures 2 and 3). 

Yuxweluptm adopted the same pictorial approach in these two large acrylic paintings as 

he did in Scorehed Eirth, Clem-CutLoggng on Native Sovereign uurds, Shamcur 

Coming To Fu: These works dso draw the viewer into his constructeci phantasmic 

landscapes; and they too centre on a Canadian socio-political environmental content. 

According to Yuxweluphm, the ulterior motive in his large painted works is to promote 

an advocacy for change within Canada: 

Within my lifetime there have been historical happeniags in the Native 
comunities in Canada The Native is adapting and making changes 
occur. I document many of the events as I see them. for example, land 
daims, uranium mining, acid min, Indian govemment, fish wars, etc. 
There is hdian news and I Uce to paint it." 

These works are dependent on the viewer - through a cornmon understanding of 

l2 Artist's File. Department of Northem and Indian Affain. Indian Art Centre. October1996. 

l4 Lawrence Paul Yuxweluptun suuanent in his artist file at Department of Indian and 
Northem Affairs, Indian Art Centre, October 1996. 



social, political, md d t u r a i  problems in Canada - or Yuxweluptuars motives would not 

be recognized. Yuxweluptua has made his w o h  easily understood through the imagery 

and the clarity of the tities. In Lawreace Paul YuxweIuptunls ody vittuaï environment 

work, Inherent mghts, Vi~sf'on Rightr. the viewer, in cyberspace, drives up to a longhouse 

in a Canadian landscape at night. The viewer w a k  into the longhouse and observes a 

Coast Salish ceremony t a h g  place which mcludes daucing spirit figures, the crackling 

of a £ire, Native drumming and animal souads (figures 6 and 7). Yuxweluptunrs virtud 

environment wodc expands the relationship between viewer and artwork. For example, 

Ken Pimental and Kevin Teixeira write in one of the leading books on virtud 

environments: 

The more dimensions there are in a& the barder it is for people to make an 
essentiai initial wawction to change their mind's eye so they can step into 
the art and let it carry them away. In its multisensory and therefore 
multichannel modes of comrnU1Ucation, virtuai reaiïty aïlows for art 
enviroaments such as Inherent Rights, Viion Righa, which esks us to see 
the world through a new pair of eyes; it provides multiple ways to actively 
discover the many possible meanùigs of both virtual worlds and the real 
worid? 

The many possibilities which occur in virtual environments are repeated in the 

many definitions of v h a l  environments. "A cornputer-generated, interactive, t h e -  

dimensional enviromnent in which a person is immersedX6 is one definition of a v h a l  

environment. One could furiher expand on this definition to include the benefits for a 

l5  en Pimental and Kevin Teixeira, & N e w  
York: Windcrest Books, 1993) 235. 

l6 Steve Aukstakalnis, David BIatner. and Stephen F. Roth, eds. ShmMhge: Thuk t  
(Berkeley: Peach Pit Press, 1992) 12. 



visual artkt: "virtuai reaiity repriesents an entire1y new and unexpiored universe for 

creation. It's an art form in which shape, space, and time can be bent, and in which 

viewers c m  participate."17 Along with these basic definitions of vimial environments, it 

is appropriate to say that these events actually occur in a terminal reality callecl 

cyberspace. In cyberspace the created image is no longer visuaily identified as a copy but 

as "the real thing," a lived experience. For the "real thing" to emerge, there has to be an 

interaction between the viewer and the cornputer terminal in cyberspace, this interaction 

instituting a vimial environment, with the viewer as an active participant. 

However, on an incorporeal level, cyberspace can &O be correlated with the 

notion of mirrdscapes. l8 Mindscapes are "thought experiments" to generate landscapes, 

new or extrapolated, meant to be realizations of "out theretl mental thoughts. The 

mindscape derives from the notion that someone's mind is using its speculative power in 

h o p  of reaching beyond the mind itseIft to tum ghostly paradigms into soiidly reaiized 

places where a person c m  act, interact, and ultimately grow is a theorem of the virtual 

env~oament.'~ Edscapes also deal with the notion of "travelling without moving at 

d," which occurs when a person physically experiences a -al environment 

Mindscapes do not represent a place to which a viewer can physicdy go: "documents" - 
- or virtual environments - are made to indulge the desire to believe in places of other 

l7 Pimental and Teixeira 230. 

l8 Mindscapes are, according to George E Slwer and Eric S. Rabkin, geographies of imagineci 
worlds. George Slusser and Eric Rabkin, eds., of h a g h d  
Worlns, (Carbondaie: Southem Illinois University Press, 1989) 

l9 Slusser and Rabkh, "Introduction: n i e  Concept of Mindscape~,~ x. 



worlds. 

The creation of vvhial environments and cyberspace alîows the artist to explore 

his own minciscape and to expand on his imaginai worlds: 

In fact, cyberspace is a ditferent kînd of mhdsape. 1 beiieve it to be more 
of what 1 cal1 a memescape. A memescape is an eIectronic geography of 
memes: it is a 'plastic' here because memescapes are not closed 
geographies. They are in fact, open 'countries' (delineated by eIectronics) 
where interactions and matings between human and compter memes are 
welcome. Memescapes are essentiaiiy what cyberspace disperses and 
Uiiays in the human body.0 

Cyberspace exists by way of a Wnial envito~ment: it c m  be defineci as "a 

phenomenological structure of sensual and psychologicai experience that seems to 

belong 

io W."" Within cyberspace, the active participant and the artkt possess the ability 

to control and create experiences together. These experiences can be considered in the 

In cyberspace animism is not only possible, it is implicit in the requirement that 
a i i  objects have a degree of self-determination, or are controlled by an Other. 
Thus a measure of empathy is reguired in order to wmprehend the behaviour of 
the entities one encounters. To the extent that any object may act as a frwt for a 
real person, its motives WU have to be considered? 

This new relationship of the viewer haviag to manoeuvre in a virtual environment is a 

Ollivier Dyens. 'The Emotion of Cyberspace: Art and Cyber-edogy." LMnardo 224 
(1994): 328. 

"' AUuquere Rosanne Stone. "Wiii the Real Body Please Stand Up?: Boundary Stones about 
Virtual Cultures," -. ed. Michael Benedikt (Cambridge: MIT Press. 
1991) 106. 

" Marcos Novak. "Liquid Architectures in Cyberspace," Benedikt 240. 



central point of investigation in this thesis. The importance of the vvhial environment 

and the active participant is also understood as a problematic of interactivity: 

There is a pervasive sense that a p&gm sbift is undet way and that 
subjectivity itself is in the pmcess of transfomation. Cyberspace is part of 
the shift in subjectivity as it presents the uncamiy instance of agency that 
belongs to space- 'Lne Wnial landscape is not just the gmmd or 
background or the landscape at which we look, . . . it d y  look at us. 
It tracks our eve y move ami constitutes itself as a display in response to 
the indices of intention, the vectors of body position, gaze, and motion - 
that is, viaual space itself i s  inferpctr've. The environment appears to be 
somethhg "Iive' or anmiatP. an ageacy '<bat we cannot accept as subject 
or persona in the traditional European sense, and which nonetheles 
cwstantiy demonstrates that is sees us without revealnrg it~elf . '~ 

As a link between the discourse of new technoiogy and identity theorg, Edward 

Said once designated an "imaginative geography and history" as that which helps "the 

mind to intensify its own sense of itseif by dramatising the difference between what is 

close to it and what is far a ~ a y . " ~  The diffidty of creating distinct binaries of center 

and periphery is an underlying conceni throughout ihis thesis. Yuxweluptunls positioniag 

in the subaitem and his interest in the method of iden-ing the Other me* this 

statement. As Lawrence Paul Yuxweluptun bas written: 

It is important for us culturaliy to be a part of Canada, but then we are 
segregated withui Canada. The concept is not resolved yet of the place in 
society of Maas within ihis structure; you have off-reserve Indians, on- 

" Margaret Morse. " N a m  Morte: Landscape and Narrative in Virtual Environmentsn 
, eds Mary Anne Moser and Douglas 

MacLeod. (Cambridge: MIT Press. 1995) 227. Margaret Morse cites: Friedrich Kittler, "A 
Conversation between Peter Weibel and Friedrich Kittler," - - 

C)t&ct W d  (CoIogne: Robert Fleck, 1992) 
162. 



m e  indiaos, urbm Indians, downtown ladiaas. The infrastructures are 
there. It is a matter of wodriag with peopIe, using the techno1ogyLZ 

Ih this thesis, Chapter One wiU explore aU aspects of the worlrlnlsemrt RigIils, 

=ion Rr;Phts exhibited in Splni; Power and its relation to the exhibition history of 

First Nations art at the National Gallery of Canada This chapter wiü take into account 

Yuxweluptun's experience creathg the work and his intentions for the virtual 

environment. A h ,  the importaace of an active participant in vîrtual environment art 

will be discussed as a concIusion to Chapter One. 

Chapter Two de& with the art historiai idea of a "total work of art" aud the 

contemporaty understanding of interactive art. A definition and history of the temis 

"virtual environment" and "cyberspacen wili be given to clarify and narrow the notion of 

a virtual environment behg a total work of To support the understanding of 

interactive art, five documenteci experiences of a r d h e  immersion in lnherent Rights, 

mion Rights have been transcribed. 

In Chapter Three, Inherent R i g a  mion R i g h ~  will be exploreci as a tourkt site. 

Supported by postcolonial theory, my intention is to describe Ywcwe1uptun as a post- 

modern ethnographer. 1 suggest that the active participant can be considered a "tourist," 

The active participant as"touristn experiences a constnicted aspect of a Coast Salish secret 

ceremony. 

" Lawrence Paul Yuxweluptun, "Discussion" 64. 

I I  



CHAPTER ONE 

Lawrence Paul Yuxweluphin: l i e r e n t  RQJifs, VYison Rights 

Accordhg to Cynthia Goodman in Digtgt&zZ Vïïions: Cornputer and Art, it is 

difficuit to determine the £ h t  time that a cornputer was used to make art. It was in 1965, 

however, that cornputer-gerierated ar& begm to teceive general pubüc attention in Europe 

and the United States. Fit Nations artists using new technology have only received 

attention in the fast few years- Their artwork, in the past, has been identifid by the 

dominant discourse as a craft associated Mth spiritual ideas and identifiai as 

"primitivism." Daniel Francis -tes " mf one side in the encounter enjoys advantages of 

wealth or power or technology, then it will usuaUy try to impose its stereotypes on the 

other."' Accordingly, Lawrence Paul Yuxweluptun disrupts the ùistoric stereotype of 

First Nations' art created by the dominant discourse through his use of new techology, 

and the production of a virtual enviromnent 

The first exhibition in Canada to dispIay art work by arthts of Fint Nations 

ancestry within an art-exhlbition context (F'mt Nations art had previously been exhiibited, 

but in an ethnological context) was CanadÉcrn West Coast Art.- Native a d  Modem 

exhibited at the National Gallery of Canada in 1927. According to Eric Brown, the 

Gallery's Director at that tirne, the works of art were put on display "to mingle for the first 

time the art work of the Canadian West Coast tribes with that of our more sophisticated 

artists in an endeavour to analyze thW relationships to one another, if such exists, and 

l Daniel Francis, 1 
(Vancouver: Arsenal Rùp Ress, 1992) 221. 



particularly to enable this primitive and interesthg art to take a defiaite place as one of 

the most valuable of Canada's artistic productionsn? This exhibition introduceü the 

painted work, ceramics. and rugs of Emily Cam to a viewing audience outoide of British 

Columbia Iier paintings imbued with *Nativew Northwest Coast content beurnie popuiar 

and accepteci as Canadien %ghn art that wuld assist in promoting a national identity. 

Within this exhibition, the painted work of Cam and several other artists was juxfaposed 

with wooden pole Caryibgs, cedar boxes. a d  C h î b t  cloaks by un-narned art&? (fi- 

8) - 
Eric Brown was correct on his assesment that First Nations art is one of the most 

vaiuable of Canadals artistic productioos, but his use of the adjectives "primitive" and 

"sophisticated" is clearly indicative of the colonial context of the 1927 Exhiiition. 

After 1927, the next major exhibition of First Nations' art was in 1969. This 

exhibition was entiUed1Kizsterpzëces of I n d h  midEsfimo A ~ f i o m  C d ,  shown at 

the National Gallery of Canada and at the Musée de l'Homme in Paris. However, none of 

the artwork on display was contemporaty. The Mizsterpieces of Indian and Eskfmo Art 

F m  C& exhibition ais0 applied a partidar modem aesthetic - üke the 1927 

exhibition - rather than an ethnographie approach to the art of these non-European 

* Eric Brown, "Introduction" ExhibinMi of 1 hi- 
. . 

(Ottawa: National Gallery of Canada, 1927) 2. 

As a note of interest. The Vancouver of Art Gallery is exhi%irins/iuxtaposing the art work of 
m e n c e  Paul Y U X W ~ U ~ M  and Emiiy Cam in 1997. 



It was not d l 9 8 2  that a major exhibition was mounted featuring contempomy 

First Nations works of art. This show, entitled Nau Work &y a New Genemabn (at the 

Norman Mackenzie Art Gallery in Regina) was a decade ahead of the National Galiery of 

Canada in king an exclusive exhiiition of contempomy Fit Nations art. The National 

Gaiiery d Canada, under the guidance of Contemporary Art Curator Diana Nemiroff, 

began coilecting art by ertists of Fit Nations ancestry in 1987. Then. five years later - 

just in tirne for the acknowledgrnent of 500 years of colonilntion which began with 

Christopher Columbus' arriva1 in America - the exhibition Spirig Powerr Firsr 

Nations at the N a t i o ~ l  Gallery of Cmrada took place. 

This major exhibition, which coincideci with Indigee~t Contempormy Native 

Perspectives at the Canadian Museum of Civilization, provided an alternative approach to 

recognizing F i t  Nations art. This 1992 exhibition discarded the approaches of 

ethnography, anonymity, magic, and mystery: instead the approach involved issues of 

identity. The issues of identity involve political, cultural and artistic concem. The two 

exhibitions - La& Spin$ Power and Indigem - catalogued the art works not by 

comrnunity or ethnographie information, but by Western art institution standards, thereby 

denoting an appreciation for both the individual who created the art work and for the 

artwork itself. 

Diana Nemiroff, "Modemism, Nationalism, and Beyond: A Criticai History of Exhibitions of 
First Nations Art," h & S p m & w e ~  f i  of Canada, . . eds* 
Diana Nemiroff, Robert Houle, and Charlotte Townsend-Gault (Ottawa: National Gallery of 
Canada, 1992) 33. 



Lawrence Paul Yuxweluptun tmk part in both exhibitions. In the Nationaï 

Gallery of Canada's exhibition, Yuxweluptua's work i i i n t  1PI'gh- Vision iQgiirs made 

Canadian art history. His vîrtuai environment of a longhouse in cyberspace aras the first 

virtud environment ever shown by any artist a -  the Nationai Gallery of Canada. 

Since ihis showing of his v h a i  environment in 1992, the work has travelled to 

the Canadian Ernbassy in Paris, in collaboration with ART-EL in May of 1993 for a one- 

aaist show. Then it was s h m  at the European Media Arts Festival in Osnabrück, 

Gemiany in October 1993 and in Madrid in Febniary 1994. As weU. it was show in 

1995 at the Morris and Helen BeUrin Art Gallery in Vancouver, as part of the Lmvrence 

Paul YweZuptmc Born to Live and Die on Your Colonrir2.t Reserwlfiions exhibition. 

The w o r k l ~ n t  Righ& V i b n  RigJits originated k m  two signincant colioquia 

on new technology and art at the Banff Centre for the Arts. Art critic Jason Greenberg 

writes, 

Amid a l l  the rush to label and defiae new cyber-worlds and virtual 
expriences, we should not overlook that relateci forms of escapism and 
aanscendentaiism were aromd long before the advent of cornputers. . . 
'virtual reality is the latest in a 20 000-year-old tradition of contriving 
illusional realities in which to withdraw, for sacred, educational or 
psychological reasons, k m  the flow of normal experien~e'.~ Starvation 
and drug-enhanced visionquests, the purification of the sweatlodge, 
repetitive monastic chanting, the frenzy of the whirling denrish, or the 
centuries-old practice of Zen meditation are just some of the archaic foms 
of experiencing nonspace. In ancient times these events - moments we 
might now describe as 'zoning out' - often c 0 ~ 0 t e d  specid occasions, 
holy ceremonies, and rites of passage imbued with extreme spiritual 
importance and cosmological si@~cance. In contempomry times. the 

Stephen Luecking, "Almost There: Sculpture in VIrhtai Space," kdpîue Jdy-August 
(1 994) : 28-29. 



eXpenence of 1 e a . g  reaiityr contmws as a more pedestrian activity - 
involving such mundane actions as driving the M y  cornmute to and from 
work. watching TV, or shopping at the maliP 

This observation by Jason Greenberg is supporteci and reiaforced by the writing 

of the artist Ahasiw Maskegon-kkwew. Awrding to Maskegon-Iskwew. virtuai 

environmentsfiealility are closely related to magic realism. MagÏc realism is used in this 

instance to describe a world of images linked by spmtuality. Accordhg to Maskegon- 

Iskwew, "For t n i  peoples, magic Ralism is the predominant theory of media art, 

especiaiiy tirne-based interactive work . . . Magic realism is that place where colonized 

cultures fight Eurocentric language oppression with that sarne set of etymologies. "' 
VirtuaI reality sanctions a new mode of expression: the expression of magic reaîism as a 

cultural force that can accommodate the exhibition of visions. However, accordkg to 

Maskegon-Iskwew, 

Cultures out of which magic realism arises are excluded from the sphere of 
virtual reality by its economics and its ownership by an inaccessible. 
developed world. academically focuseci hieratchy. The forces of academia 
may be the most dpable agent in tbis since they hold the reins of critical 
discourses that have failed and refused to recognize the crucial relevance 
of magic realism theory and practice to the most obvious parameters of 
virhial reality, never mind the mûre subile p~tentialities.~ 

The association between the ideology of virtual realityhew techndogy and First 

Jason Greenberg, "The Value of Going Nowhere: A Tale of Virtuai Existence." k h u k t  
Examiner 24:l (1996): 26. 

' Ahasiw Maskegon-Iskwew. 'Nehiyawewin and Virtual Reaiity,' 
(Montreal: ISEA '95,1995) 186. * 

Maskegon-Iskwew 186. 



Nations cultures deepLy imbedded within Shamanism9 is the sensonal eXpenenœ- The 

medium of Whial environmentsfreality provides an individual the opportunity to create a 

sensorial experience of her/his mindscape. 

The creation of virhial reafity, also known as a meta-medium of virtual 

environments, provided Lawrence Paul YuxweIuptun with an opprnmity to develop his 

ideas outside the practice of his estabLished landscape painting and to deconstnict a 

stereotype fasbioned by non-Natives. His involvernent with virtuel envbnments began 

in 1991 when Ywrweluptun took on the position of artist-in-residence at the Banff 

Centre for the Arts for an innovative ten-week Biocrpporatw The intention 

of the Biwppmatrcs residency was "to expand the discourse around technoIogy and 

culture"" through the bringing together of a multidisciphary group. The residency was 

M e r  intended to generate a h i  intetdisciplioary discussion about the relevance of 

various technologid art practices within social fields. In fonnuiating the residency, the 

organizers fiom the Banff Centre for the Arts considerd the definition of virtuai 

environments t~ be a product of CUItural, social and poütical practices that are already 

The term shamanrmi is understood in this thesis as a religious spiritual phenornenon wherein 
the Shaman enters a trance during which the Shaman's sou1 takes the fomi of an animal helping- 
spirit and is believecl to l a v e  the body and descend to the underworld or ascend to the sky. 

'O The term b i o c z p ~ î u s  was coineci specifically for the resîdency program and it combines an 
understanding of particular philosophies of technoIo8y with theories about the technological 
apparatus. the technologized body, and the new biology. 

l l Catherine Richards and NeIl Te-, 9 (Banthe Banff 
Centre for the Arts, 1991) 5. 



fn relation to the main premise of the ten-week residency Catherine Richards and 

Neïi Tenhaaf organized a concurrent two-day semïnar. The seminar - which took place 

October 28 and 29,1991 - examined additional issues which were introduced, such as: 

d the idea of machines as essentially social assemblages, u the tool as a politicai site for 

shirts in the mediascape and its defiaition (the military, the Amencan "world culturen and 

its media, the dnig cowboys. medicine), CI the fictions of science and the science of 

fiction, CI) "mann/machine interaction, cyborgs, boundary degeneration, and ei artists' 

definitions of machines: hturism. bachelor machines." Also, the 58  participant^'^ of 

the two-day seminar, dong with the 21 artists and writers &om the ten-week Art Studio 

and Media Arts residency, deait with ten separate issues which denved from these five 

topics. The ten panels were as foliows: 1) Natural Artifice: k there any kind of 

defensible dualism between the concepts of naturai and artificial? 21 Designhg the Social: 

The social impact of technology is mediated by cultural difference. 3) Re-embodiment: 

Perception of the body is always mediated, yet there is &O always something ineffable 

about it. 4) Perfect Bodies: Technology is used to enhance bodies and it is also complicit 

in creating notions of wbat the body should be. 3 Subjectivities: How are identity and 

sense of self shaped by the interrelationship between the body and technology? si Art 

l2 Richards and Tenhaaf 7, 

l3 Richards and Tenhaaf 1 1. 

l4 Some of the participants were; Char Davies. Jean-François Lyotard. David Tomss, Jack 
Butler, Kim Sawchuk, He Gong, and Demck de Kerckhove. 



Machines: Artists have been fascinateci by machines for centunes. n Cyborg Fictions: 

Mythicai and fictional elements are involved m the analysis of technology. a Art in the 

Voirnial: What form will art practices take in the domain of viriuel technology? 9) 

AuraVVisual Space: Spectator or viewer location can be examined in temis of perceptual 

space. 10) The Rwl Idetface: The construction of humadmachine interaction is shaped 

by preconceptions of reality. 

One of the idem tbat derîved h m  these panels was that technology develops 

within exîsting frarneworb which specifg what cocmis as valid knowIedge and how it can 

be obtained The framework is in place long beiore the wül or the resources are ditected 

towards making a specific instrument: relational models are crystallized into 

technological abjects. Creating a vimial environment provides the artist with an 

opportunity to manoeuvre subtIy withia existing cultural coastraints. Thus, this medium 

of new technology can delude viewers into believing that what they are experiencing is a 

"replica" of real life. The Biwpporam residency concluded that technology is wt 

neutral but is imbedded in social and culturd wntexts. 

This position on technology in gened underlies an approach to specinc 

technologies such as virtuaî environment technology. Lawrence Paul Yuxweluptun, as an 

artist involved with the residency, would probably have found it dificult to ignore the 

issues that derived from the coderence. Iii a written statement the cu-ordinators of the 

Bioappaatus seminar inaoduce the possibüities that exkt within virtual environments. 

They write, "As our most recent form of representational technology, it raises questions 

about the construction of self (or subjectivity) . 1t a h  challenges traditional thinbing that 

19 



relies on a distinction betweea subject and object as it finictions directly wiih the body's 

The expansion of the discourses mund technoIogy and culture, as weU as the 

inclusion of muiti-disciplinary issues, led the Bf'tus resideacy programme into a 

longer-term project entitledk and v ' ~ î E ~ ~ m n m e n t s ,  which began in 1992. It is 

interesting to consider that 

the viauaI environment sucks in its users with a power imlike any other 
medium - d e s s  we indude under media the reiigious rihrals and sa& 
drarnas that once gave art w o b  their context. The fascination of Whial 
environments recaiIs the Linguistic root of the world Yascination'. which 
cornes h m  the Latin (fascinari) and which refers to someonefs gaze king 
drawn repeatedly toward the dancing flames of a €i.re.16 

Perhaps like a Sxwaixwe Dancet k ing  ârawn to the fire and summoned to dance, this 

residency Art and YtrhraI Envzknmena programme provided the ideal atmosphere for 

The concems investigated by the Bioappumtza project were applied alongside the 

directed emphasis to an artistic use of virtual reality in the Art Md v i " I  Environmena 

programme. Through this intense two-year programme, many possibilities amse for the 

artists and theorists involved in virtual environments. The programme began in March 

1992 and by the end in March 1994 nine major vimial environments had been created. 

As a consequence of this laborious experience, the relationship of the viewer to the 

l5 Richards and Tenhaaf 7-8. 

l6 Mchael He- "The Design of V i i  Reality," CYbersPnce/Cvberhndies/Cvhemunk: 
of eds. Mike Featherstone and Roger Bunows (London: 

SAGE Publications. 1995) 68. 



vimial environment work became a challenge and possïbly the most important factor 

investigated by the artists and theoreticiam involved." A case in pou#: Mary Anne 

Moser - the editor of the acc0mpan.g textlmmer~ed in TechwIo&v: Brt a d  Vi-2 

Environments - writes, " m a t  is the artistfs role precisely and how do aesthetic features 

of cyberspace relate to the viewer's experience and conception of the work? Who has 

access to the technology and how wiii they apply their power?"18 In other worâs. the 

construction of the WtuaI environment and the positionhg of the viewer in t&at 

environment creates a new relationship never More exploreci. 

Accordingly, the technical feahves such as the physical aspect and the use of 

software by the artist created a new relationship between the active viewers/parti~ipants~~ 

and the vimial enviromnent in Yuxweluphui's InhereruRights, E..ion 1PI'ghrs. With 

regard to this investigation, project paaicipants conceived of the idea that as vimial 

technologies and applications develop, there wili be a need to move beyond purely 

technicd consideratiom. This move wül include an active examination and adaptation to 

'' The artists involved were: Wi Bauer and Steve &%son, Toni Dove and Michael Mackenzie, 
Diane J. Grornala and Yacov Sharir, Perry Hoberman, Ron Kuivila, Brenda Laurel and Rachel 
Strickland, Michael Naimark, Marcos Novak, Michael Scrog.$ns and Stewart Dichon, and 
Lawrence Paul Yuxweluptun. The theoreticians involved were: N. Katherine Hayles, Cameron 
Bailey, NeiI Tenhaaf, Fmces Dyson, Allucquère Rosanne Stone, Avital Roneii, Rob Milthorp, 
Jeanne Randolph, Coretta Todd, Margaret Morse, and Erkki Huhmato. 

l8 Mary Anne Moser and Douglas MacLeod, "Preface." 
Virhlal, eds. Mary Anne Moser and Douglas MacLeod (Cambridge: MIT Press, 
1996) xxiv. 

l9 ActivepartrCipir is used in this paper to desaibe a viewer who requires phys id  action to 
enterYuxwelupnin's virnial environment. The physical action of pressing buttons and moving 
joysticks, as well as the sensory awareness of physical action within the virtuai space contributes 
to the active participants awareness of entering cyberspace. 



the changing nature of a wntemporary technoIogical art practice? 

In order to M y  understand the cornplexitg involved in the construction of a 

vimial environment, 1 wilï provide a synopsis of the techaical aspects involved in this 

activity. This consideration is important due to the level of difficulty in creating a virtual 

envimoment five years ago? Yuxweluptun needed a nine-person crew includiag a 

research analyst. a sound designer, a computer support specialist. and a techicai support 

person? However, Yuxweluptun retained artistic authorship by conceiving, directing 

and designing the v a a i  environment work. 

The finished work consists of a plexiglass case over a computer terminal - which 

houses an IBM 486 computer and a MacIntosh IIx cornpider - and an eye piece (which is 

calleci a "helmet" in cornputer pro&rammersl jargon) which looks towards two Sony 

monitors. The work also consists of headphones. and two wooden stands with coloured 

push buttons with a joystick (figure 4). The combination of the physical technological 

components appears uninviting to the viewer - as opposed to Yuxweluptun's large 

painted w o r k ~ . ~  However. the physical appearance of the work is not the signifiant 

Moser and MacLeod xiii- 

21 As the medium of virtual envuomnent becornes more advanced. many of the different 
approaches that have b e n  developed wiii be ignored, abandoneci, or forgotten. 

The production CEW consisteci of: John HamSon. Dorota Blaszczak. Douglas 
MacLeod, Douglas Smith, Raonuii Conover, and Cathy McGuiness. from the Computer 
Applications Research Program; Mimmo Maiolo M m  the Walter Phillips Gallery at the Banff 
Centre for the Arts; and Chris Seignitz from Technical Services. 

It is important ta note that in some of the insudiations and exhibitions of this work an 
audience viewing monitor was also provided. Therefore, the audience wouId be able to observe 
what the active participant is experiencing in cyberspace. 



component of bis construction of a virtual envitonment; the cruciai formulation beghs 

once the viewer is immersed in YuxweIuptunls VW longhouse located in cybeffpace, 

and becornes an active participant. 

In order for the immersion in cyberspace to occur. the artist and bis production 

crew aIso needed the assistance of software, in this case WoddToolKit h m  the Sense8 

Company. The process consisteci of s*inauig an image into the wmputer, applying 

WorldTooIKit software and loading it into a Action Media DVP graphie board from 

Intel. Next, Yuxwe1uptu.n (with the technical assistance of a programmer) teshapi the 

digital image into real threeàimensionai space. With YuxweIuptunls piece, each element 

of the fiinal image had to be scanneci and then stored in the Action Media D M  graphic 

board. It seems YwcweIuptun was intent on not having an established path which was to 

be foUowed. so he created and scanneci many images in order to accommodate many 

different viewers as virtual traveuers voyaging thtough his longhouse. It shodd be noted 

that any final image is only - to use a cinematic temi - one frame of his entire work 

When the visual images were complete, Yuxweluptun created the three- 

dimensionai soundscape with the assistance of a sound technician. This process required 

a MacIntoshIIx cornputer with AudioMedia Board with a F d o i n t  Chio and a Yamaha 

mixing board. 

The physical aspect of Yuxweluptun"~ Iderent Rights, Vision REghts in a gallery 

space is evideat, but not as important as the content of the experience in cyberspace. The 



environment he e t e d  is a Northwest Coast longhouse set in a Canadian landsape 

durhg the night and hosting a Coast S&h secret society ceremony. Intier~Rigiirs, 

Viszon Rights is a manifestation of Yuxweluphnik ami u> produce art whieh 

communicates his history to people outside the Coast Saüsh culture- He has said that he 

approached his piece h m  the "aspect of fear others have of Native people not 

understanding out spirit wor1dnzs The spirit world that Yuxweluphm speaks of is that of 

the Coast Salish secret society. HPaling rituah and saQed masked dancing aie part of the 

society. Yuxweluptun has shown that he is reluctaat to even talk about these ceternonies, 

apart nom saying that he has twice been cured of negative visions by a medicine man, 

thinking." However, in contradiction to the seget aspect of these societies Yuxweluptun 

" presents" a ceremony from the secret society for non-Native people to grasp. In Inherent 

Yuxweluptun depends on the spirit dancing of the Coast Salish, which he 
has banrmognied, ppeal blum'ng its traoslatability in order to 
protect its secrets, and partly herdded with some pride as king as good a 
subject as any and betîer than most for technoIogical transfer? 

In other words, if Yuxweluptm did not state his intention for the work would the viewer 

understand what shehe is witnessing? Why dues Yuxweluptun choose this subject 

25 Lawrence Paul Yuxweluptun, "Inherent Rights, Vision Rights," Moaer and MacLeod 
3 16. 

Laurence "Man of Masksn 55. 

" Charlotte Townsend-Gault, "Translation or Perversion: Showing First Nations Art in Canada" 
98. The italics are my emphasis. 



matter? Is the "mmmwgn;5.r'ng, dkgur'sr'ng and blumig " due to the d y  &on of 

viituai environrneuts (figure 5)? 

At the age of fourteen the aaist was initiateci into the Smaixae? Secret Society 

of the Coast Saiish, where he was honoured with the name Yuxwe1uptun - which 

translates into "Man of Masksn or "Man of Many Masks? AIso, YwcweIuptun has been 

regdariy taking part in the BIacMace dance rituals for the last twenty years. According to 

YuxweIuptm, "1 c r e a t e d l i n t  Hg&, trZiort R i g h  to show people what is happening 

to me spint~ally."~ In the virtual envitonment the Sxwaixwe Secret Society Longhouse is 

a created space which doesnCt exist mil it is exprienuxi by the participant (figure 6). 

1 use it to show a religious concept, to physically bring people into contact 
with a Native worshipping aspect of life, prayhg Indians - a way to bring 
others close to my heart so they can understand my belief system. What it 
is iike being in a possessed state feeling rhythmic sounds in a longhouse, 
feeling sounds go thrwgh one's own self, feeling a spirit inside you. 30 

In response to Yuxweluphuils intention for the work "to show people what is happening 

spiritudiy," Loretta Todd writes: 

Yuxwe1uphin does not want you to forget your body. Your identity is as 
intact here as it might be iu the material world Even as you glhnpse how 
YunveLuptun prays, in the longhouse with the spirit world present, you do 
not become Yuxweluptun nor a persona he has created through narrative. 

28 Accordhg to Coast Salish mythology beliefs. Srwakve is a s u p e r n a d  king who 
descendeci from the sky to dwell at the bottom of a deep lake. 

29 Ken Pimental and Kevin Teixeira, Y&&&ai@: -w hmki@%s (New 
York: McGraw Hill, 1993) 234. 

30 Y u x w e l u p ~  "hherent Rights, Vision Rights" 316. 
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You are yourself. and must own your feeliags and your experiencQ1 

To experience Yuirweluptun's environment and enter cyberspace, the active 

participant must physidy approach the work, place both han& on the wooden stands, 

and gaze through the hehet whiie wearing the headphones. As the active participant 

stands awkwardy et ficst, two coloured buttons aUow herhixn to "wakw forward or 

backward through the landscape- The joystick aiiows hem to change direction h m  nght 

to left, while also h a 6 g  the option to look up ead d o m  as they move. As the active 

participant experiences YuxweIuptunls virtual envitonment, shehe is uoaware that the 

piece is actudy two tiny video monitors pressed up against her/his eyes and displaykg 

low-resolution elecîronicaiiy simuiated colour images enhanced with sound through the 

earphones. This provides the viewer with the oppominity to take a wak though 

Yuxweluptun's landscape. The result is that the active participant feels effectively 

positioned inside this man.ifksîation, rather than standing awkwardly before the two video 

monitors (figure 7). 

Ywcweluptun's images can also be comforting in theu embcace of Native 

spuituality and a transfomative or ecstatic relationship to nature. It is tempting to see a 

parallel in the transformations between figure and land in his large painted landscapes, 

and dancer and viewer in his virtual environment, Iierent Rights, Rights (which 

allows the viewedparticipant to 'ben among the dancers around the fire in a longhouse). 

As a 



comment on Whial enviroments and his cultucal identity, Yuxaeluptuin states, 

In our cuiture you do not have ai l  these fùbre optic things aod it is quite an 
interesthg rnask that virtual reality has pduced. 1 corne nwi a tradition 
that was passed d o m  in the West Coast. At the age of fourteen, 1 was 
given a ma* and it had responsibilities that go with the culture. As the 
carriets of the ma&, we twk tespoasibility for ai i  the people who were m 
this m m  to dance. W e  wanted to cleanse the £ioar, to protect them h m  
this point of serson to the end of the season - 1 do not consider it magic, 
but I think the en- that we give to orner people was quite an interesting 
position. SI think 1 have seen a modem example of technology. In the 
longhouse, sornebody built a fan under the pund and sent a tube to the 
£ires we wodd have gohg. P was out longhouse and so we woYld have 
these o h  cornrnunities wrning amund, and we wodd get to standing 
b i d e  that fire and the dancers would be dancing, then we would have our 
fire maker go over to that switch with ekcaicity and tum it on. and poof! 
You have never seen so many dancers jmnp back W e  had fun with this 
techuoIogy for a long time. We wanted to see what kind of response we 
would get. It is a different culture though. There are no cameras ailowed 
in the longhouse, no film, no tape recordhg ailowd All those things 
have been changed. Modem techoological changes were chosen by 
natives; diese changes slowly intepteci technoIogicai d t u r e  into the 
human cuiture in the longhouse. You adapt to it, you use it to a benefit in 
cross-cuibrral exchange, but stiU not everybody gets to go in the 
longhouses. It is st iü  clm. 1 have ody seen maybe haif a dozen non- 
natives in the= so fat in my lifetime and 1 have ken in there most of my 
Me. It is different - how you experience things in life." 

The personal history of Yuxweluphui - including the influence of Western art - 

have affected the production of his virtual environment. New technology and art have 

only been recognized as a discussion within the Iast thirty years, in which thne advances 

in technology have &O been astounding. YuxweIuptun's participation in two important 

colloquia at the Banff Centre for the Arts providecl hïm with the methods and extensive 

possibilities to create a sensonai virhial expenence for the active participant. 

32 Lawrence Paul Yuxweiuptun, "Open Discussion - Day Two." 
-, eds. Catheine Richards and Nell Tenhaaf (Banff.. Banff Centre for the Arts, 
1991) 110-1 11. 



However, as a positive consecpeuce, one of the critical issues that surrounds an 

artistts use of virtuai enviro~llllents is contradiction, The viikial environment is dependent 

on the interaction and participation of the viewei; however, the subjective identity of the 

viewer may be affected through the artist's controI of the viewer's gaze: "the reaiïty 

engine generates virtual worlds even when we think they are red. Who can be sure 

whether she is wearing goggles of a hidden simulator? Culturai programs, after all, code 

perception and cognition every bit as umch as compter pt~grams-"~ 

33 Mark C. Taylor and Esa Saarinen, a Mediandon: Routledge 
Press,1994) virtuality 2. 



rii Ulis chapter Iierent R l g k ,  Kihon Rrghts will be discussed within the 

framework of Gesamtkunstwerk. as weU as of the ideas that surround the notion of 

interactive art My intention is to consider the multivalency of the terms "virtual 

environment" and "cyberspace" in order to understand I W n t  Rights, VrSion R i g k  as a 

total work of art, 

The creation of Wtual teality programmes and the desire to create interactive 

aaworks are really not that distant k m  the canon of art history. Historically, many 

artists have wanted the viewer to experience a work of art in a spintuaVreligious way or 

as sensonal aesthetic ealightenment. Contemporary art and new technology aspire to the 

same idealS. For example: 

V i a 1  reality creates a phantasmagoria whose precursors are wt only radio, 
television and vide0 but extend as far back as nineteenth-century magic lantems, 
panoramas and dioramas. When wearing goggles and wrapped in a body @ove, 
the world becornes agescantkunstwerk in which the distinction between d t y  
and illusion dissolves? 

The production of vimial environrnents may finalIy present artists with the potential to 

create and share entire worlds which could previously have existed only within their own 

With the iatroduction of the art historical notion of a total work of art, my 

intention is to comect the &tic practice of virtual envbnrnents to the discourse of art 

Mark C. Taylor and Esa Saarinen. 9 (London: 
Routiedge. 1994) virhiality 3, 



history, tfvough a discussion of Gesamtkunstwerk, Gesamtkunstwerk (pmjcts in which 

severaï art forms are combineû to achieve a unifieci effect) has been used to descn i  

Gothic architecture, art creation during the Baroque period, Symbolist and Poot- 

hpressionist ideas, the Bauhaus, and other twentieth-cent~rgr art phenornena The 

prevaient definition b an attempt to fuse different art fomis hto one work of art and to 

produce an alternative d t y  which wouïd provide the spectator with an experience of 

aesthetic transcendence2 Richard Wagwr's (1818-83) theatricai mtegratiom of drama, 

music and spectacle are considenxi examples of Gesarntkunstwerkfs expression of a 

complete or total artwork. The tenn was first used by Wagner in 1849 to "descnbe his 

concept of a work of art for the stage, based on the ideai of ancient Greek tragedy, to 

which ai i  the individual arts wouid c o n t r i i  under the direction of a single creative 

mind in order to express one oveiriding ideaf13 The three essential elements of 

Gesarntkimstwerk are: an admiration of craftsmanship. a hierarchicai approach to the 

creation of meaning, and a metaphysics of structure as a multifaceted but closed totality.' 

The first element deals with the appreciation for the tecbnicai aspects of the work. Next, 

"a hierarchical appmach to the creation of meaniagn is understood as the desire to create a 

unique aesthetic experîence. The third element âraws in the requirement to surpass 

traditional art fomis and encompass multi-media. 

Jane Turner, "Gesamtkunstwerk," . . ed, Jane Turner (London: Macmillan 
Publishers Ltd., 1996) 498, 

Turner 496, 

Helmut Draxler, "The Apoiionian Moment The Art of Giinther Fikg," The 
Newslettet 20:3 (1989): 85. 



Before Wagner began docll~~lenting and applying his new-found phiiosophy, 

Philip Otto Rungg - poet, painter, and art theorkt - believed that the fbture school of art 

must be a "connection between mathematics. music and colour" permeated with religious 

significance? Ruage &O stated that the future school of art must combine aU the vazious 

artistic 'sciences' with the study of g e d  science and idmlogy in a unilateral -ch 

to a pedagogy of art whose bnal goal is the creation of a total work of art.' Fintbenn~ce~ 

Runge stated that it cm be illustrated "how a master with several fiiends and studmts 

couid b ~ g  to light beautiful things if they United their studies as architects9 sCU1ptors. 

and painters." 

Gesamtkunstwerk was Wagner's idea of reco~ecting the perfect trinity of 

poetry, music and philosophy. The result would be to create art which would teach a 

moral lesson by which cîvilization muid Uve? Richard Wagner alluded to 

Gesamtkunstwerk as a culturai aggregate within the actistic scaffold of musical drama: "It 

is to evolve fiom the 'inner necessity of nature'. It is to encompass ai i  the creative and 

performing arts in the multimedia synthesis. It is to grow out of, exist in, and serve man 

-.-I..--...--.--.----.- a.... ".....___...* 
Philip Otto Runge (1777-1810) is a Geman Romanticist. 

Rudolf Bisanz, hz A 
* * . . 

n>enrvekdb: Northem Illinois University- 

' Bisanz 75. 

Philipp Otto Runge. (Hamburg: Perthes, 1840-1841) 1,158- 

Yolanda Liepa, "Gesamtkunstwedc," online 
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in the totaüty of his physicai end psychic enviro~nent,"'~ As an example of the htent to 

go beyond the painted work of art, Wagner stated: 

[Tlhat which it reaches out for in honest effort, it accompüshes most 
pedectly oniy when it ttansfers its colour and its understanding of 
amuigement ont0 the Iiving sculpture of the reai dramatic penonnet; when 
it descends h m  canvas and plaster down to the tragic stage in order there 
to let the anist carry out on himself that which it has in vain sought to 
accompli& by amassing the richest mems that lack rral 

Wagner suggested that the ideat to üùs accomplishment would be a n t h r o ~ m ~ ~ h i c  

"landsape painting as the Iast and most perfect conclusion of aIl the visual arts, [it] wili 

becorne the true sou1 of architectural and of dramatic staging."l2 In this century, the 

creation of cinema - "not only its role of pmviding a seamless fusion of the visual and 

aurai arts - but ais0 by providmg for the spectator's cornplete emotional involvementt'~- 

may dso be considered a fonn of Gesamtkwistwerk. 

The desire to create Gesamtkunstwerk in the Romantic era is analogous to the 

motivation to produce present-day vimial environments. Virtuai environments can be 

understood as representative of "an entirely new and unexploreci universe for creation. 

It's an art form in which shape, space, and tùne can be bent, and in which viewers can 

participate."" AdditionaIly, two underlying issues which consistently emerge in 

'O RudoIf M. Bisanz, "The Romantic synthesis of the arts: nineteenth-century German theories 
m . .  

on a universai art," Knnnhistorisk (Stockholm: kghg XLWl975) 41. 

Bisanz 43. 

l3 Turner 498. 

l4 Ken Pimentel and Kevin Teixeira, l%dkai@:  (New 
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writings about virtual environments are simulation and constructeci d t y .  As Carol 

Gigliotti has mggeste& "Rather than viewing these two issues as relatively aew, and 

ody connecteci wiüi cuirent technoiogy, it is more helpfid for our purposes to understand 

the design of present virtual-reaIity tecboIogies as habituai involvements with goals that 

have been sought for centuries."* 

Twentieth-century onginaîors of virrual environments belong to marginal 

subcuitures like science fiction, cybetpudc, and cornpuer hacker culture, as weii as to 

dominant institutions including NASA. compter companies, and the military* 

Researchers coined the temi "vimial reaiity," and then pmmoted virtual reaiity as a 

paradigm shift for cornputers, and even for the whole of society to expand their 

knowledge and existence. The shift, though, was not into ernpty terrain: it was into such 

existiag fields as eatertaiinnent, art, architecture, design and medicine. Today, 

e n t e m e n t  centres exist with the intent of providing the individual with a virtual 

experience playing "shoot-'em-up and beam-themdown" vide0 games. 

Theoreticiam and produce~s of virtuai reality positioned virtual environments as a 

natural and inevitable outgrowth of the past by making comections to farniliar values. 

ideology and myth.16 They emphasized its unique advantages over other technologies, but 

packaged it in familiar cultural wrappings. They then projected virtual environment's 

l4 (. *-continued) 
York: Windcrest Books, 1993) 230- 

l5 Cao1 Gigliotti, "Aesîhetics of a V i a 1  World," Lmnardo 2&4 (1995): 289. 

l6 Chris Chesher, "Colonizing VR: 1984-1992," June 1997. online 
http://dhalgren.enghh.washin~on.eduTd~n/ColoniWng~tmi 



development hto a utopian future. This uto?ian future inv&w YA~E.&~ 

virtual sex (&O bown as dildonics) and the nnal thought that Society wilL exist entire1y 

within virtual worlds, with each individuai "plugged-in" directiy thugh the body. The 

documentation on this subject covers an entire spectnmi fiom a pseudo 

approach. The diversity in documentation concludes that many different positions may 

be applied to undede the expIoration into rm attistls virtual environment. 

In 1963. Hugo Gernsback (science fiction writer) first htroduced the notion of a 

vïrtuai reality. but it was not mtil1968 that vîrtual reaiity was explored experünentally 

by Ivan Sutherlandml' Fmm their colîaboration of ideas it is understood that "the 

technology of virtual reality stands at the edge of practicality and at the curent Mt of 

the effort to create a communicatiodcommunion medium that is both 

phenomenologically engulfllig and yet al l  but invisible."18 Sutherland as the 

technological explorer of the virtual environment published an academic paper entitleà 

"A Head-Mounted Three Dimensional Display" while he was pursuing his doctoral 

degree at Harvard University. The intention of his head-momted three-dimensional 

display was to "present the user with a perspective image which changes as he moves."19 

This three-dimensional display dealt with the concept that "the objects in computer- 

l8 Benedikt 11, 

l9 Ivan Sutherland, "A Head-Mounted Three Dimensional Display." 
- t C t  33 (1968): 757. 



generated space would not just be visible; they would be tangible. . . . Using the ultimate 

display, such physical' objects couid be picked up, dmpped, îhrown, even r n o ~ l d d " ~  

He wanted a display that codd "literally be the Wonderland in which Ali= walked in."*' 

Sutherland's concepts deal with a new mode of existence which is neither acaial nor 

imaginary, but ratber a method which bas been termed "virtuai." 

Twenty-one years later, and after these "head-mounted displays" had been made, 

"a cornputer-generated, interactive, Weedimensional enviroment in which a person is 

inune~sed"~ VïaI reality began to be understood as an enh ly  new and unexplored 

universe for creation? Moving beyond îhe ideas developed by Sutherland in the 1960s. 

seme cf the cmcepts h2ve 5ecii f ï ï e r  researched to include the importance of the role of 

the viewer. A virtual environment can be simply understood as a hehet-rnomted 

display systern which requùes a user to perform a particular task for immersion to OCÇUT. 

Jaron Lanier is a leading researcher in the metaphysical and technological concepts of 

virtual environrnents and founder of a company caiied VPL Research. Lanier describes 

virtual environment: 

Benjamin Wooiiey. Yimial W&: A JJ (Cambridge: 
Blackwell, 1992) 55. 

2' Sutherland 508. 

Steve Aukstakalnis, David BIa- and Stephen F. Roth. eds., 
of V (Berkeley: Peach Pit Press. 1992) 12. 

Pimentel and Teixeira 230. 



It's very hard to describe if you haven't enperienced it. But there is an 
experience when you are dceeming of all poasibilities king there, that 
anything can happen, and it h just an open world where your mind is the 
only limitation. . . . The thing that 1 thllilc is so exciting about virtuai 
reality is that it gives us this fkeeüorn again. 1t @ v a  us this sense of king 
able to be who we are without Wtation, for our imagination to becorne 
objective and shared with other people? 

With this statement, Lanier raiseJ two issues pertinent to Yuxweluptun's vïrtual 

environment: the experience of an active participant, and of an aaist using a dynamic 

new technoIogy. A fascinating aspect of tbis new relatiODShip is that t exhts solely in 

cyberspace. 

Cyberspace exists by way of a virtual environment. 

The key metaphor for cyberspace is W m g  there,' where both the king' 
and the 'there' are user-contmiled variables, and the primary principle is 
that of Mnimol restriction. that is. that it is not only desirable, but 
necessary to impose as few restrictions as possible on the definition of 
cyberspace, this in order to aiiow both ease of implernentation and 
richness of experience. . . . Cyberspace is thus a user-driven, self- 
organiaag sy~tern.~~ 

Within cyberspace, the active participant and the artist possess the ability to control and 

create experiences together. For instance: 

In cyberspace animism is not only possible, it is implicit in the requirement that 
ai l  objets have a degree of self-ûetennination, or are controiied by an Other. 
Thus a measure of empathy is required in order to comprehend the behaMour of 
the entities one encountem. To the extent that any object may act as a fiont for a 
real person, its motives wiU have to be considered? 

Micheue Kendrick describes cyberspace as the discursive site of ideological stmggles 

25 Marcos Novak, "Liwd Architectures in Cyberspace," Benedikt 234. 

26 Novak 240. 



which define the relationship between new techn010gy and the subjectivity of the active 

Unfortunately, wherever the tenn cyberspace appears, it becornes the subject of 

speculation and controversy, as the discorase cwsiders its firnction and future? 

Micheue Kendrick &tes, 

Cyberspace does not exist as a odierent, technologidy created spatial 
arena but as the discursive site of ideologicai stniggles to de- the 
relaiionship between technology and scaijectivity. h In sense, it is both 
an imaginary projection of the id- teilos of techwlogically mediateci 
existence rmd the latest instance of the technological interventions in 
human subjectivity that, 1 argue, always have structureci dennitons of the 
human. Cyberspace, therefore, is a cuitural conjunction of fictions, 
projections, and anxieties that exemplify the ways in which technology 
intemenes in our subjectivityta 

As a repercussion of the initial construction of whial environments creating an 

imitation of an "actuai reaiityl' with technology. the present creators of vimial 

environments create using the act of simulation, not imitation. h other words, the 

thought of duplication results in an alternative: vircuai environments are imaginative 

concepts "that, in their ciifference from real reality, evoke play and discovery. instituthg a 

new Level of imagination."" Consequently, the artist creating a particuiar "reality" for an 

27 Michelie Kendrick. "Cyberspace and the Techwlogicai Red." W . - 
Discontents, ed. Robert Markiey (Baltimore: The Johns Hopkins University Ras, 1996) 143. 

" This idea MLI be further developed in chapter thne. 

Kendrick 143. 

30 Mark Poster, "Postmodem Vutualities,* 9 
9 Embodiment.. Mike Featherstone and Roger Burrows (London: SAGE 
Publications, 1995) 86. 



active participant can alter the condition mder which the understanding of the self is 

formed? 

The allure of this new technology for the artist is to accomplish a "total work of 

art" and the allure for the active participant is the fuifilment of "a profound human 

desire: to transcend the lllnitations of body. time and space: to escape Ianguage. to defeat 

metaphors of self and ideatity that alienate and isolate, that miprison mind in solipsistic 

system~."~~ With the accessloilty of this multivalent medium - virtuaî envirorjments - 
the human desire to fiy. to reach out, to touch, and to comect, affects the expansion of 

consciousness through a dissemination of presence? 

Furthemore, it is important to realize tbat virtual environments are "landscapes" 

that exist entirely within the memory of a computer and, which cannot be accessed until 

an active participant decides to immerse herhimself. High-powered hard drives generate 

and maintah an ülusion of king elsewhere by utiüzing various specialized tools and 

software to sirnulate the different avenues of human sensory input. "With stereoviews, 

three-dimensional(3D) sound aad some h m  of navigation, entire worlds can be 

created."" The computer programs, hard-drives, and accessories of the cornputers 

establish the actual " physical" essence for cyberspace. 

32 Poster 86. 

" Roy Ascotî, "Co~ectivity: Art and Interactive Telecomrnunications." Editorial. Leonardo 
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Y Milce Godin and JacquelynFord Marie, "Virtuopia: Emotionai Expenences in Virtual 
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Therefore, events happening within cyberspace must somehow be managed by 

the co-creators - the artist and the active participant. Interestingly, the artist se- to 

have taken a "back seatn to the immershg of the virtual en\rUonmeat, but the role of the 

artist is not as subveaed as theory may suggest. In fact, the aaist a&es an 

unbelievable amount of controk the cyberspace progranmie is an inactive text that is 

read and interpreted by the cornputer, which simply defines the potential reactive 

behaviour of the active participant h cyberspaceC Each rendition of the programme by 

the cornputer is dependent on the actions of the participant and the ceactions of the aaist, 

who has anticipateci possible circumstances and so has created Merent re1ationships for 

each rendition in the programme; hence the semblance of a collaborative effect- 

Cyberspace is essentiaily dependent on the active participant and the objectives of the 

The artist can use cyberspace as either space for radical liiration of the self from 

the body QC as a space that simply evokes assumptions and values taken h m  Western 

philosophicai t h o u g h ~ ~ ~  The objective also incorporates the notion that the environment 

must become "mil" for an immersion to take place." 

Correspondingly, in Yuxweluptun's Wtual environment Idemnt Rl'gArs, mion 

R(gh&, he has given such restrictions an ideological significance by superimposing strict 

rules of movement ont0 his 'Native' *ai world, thereby demmating his own temtory 

--- IUl.."-..._C--.---.-..--- 
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h m  the nomNative (Western) temtory of ~yûerspace.~ Yuxweluptunls domination over 

the interactive viewer thus invokes an expioration into the interactivity of art works. 

An immersive enviromnent provides the toois for a totai worlc of art. The role of 

the viewer is evident in a historical analysis of art. where it may be understood that 

virtual enviroments have surpassed the hîstoncal understanding of the viewer as the 

participant. Meaawhile. the interpretation of a c t i ~ e ~ c i y w t  is supported through the 

understanding of participation as invoLvement on both the wntemplative 

(mtellectual) and the behavioural I e ~ e l . " ~  Iriteraction, then, deals with the artist trying to 

stimulate a "two-way interaction between his works and the spectator, a process that 

becornes possibIe only through the new technologicai devices that create a situation in 

which questions by the user/spectator are effectively answered by the art work i t ~ e l f . " ~ ~  

It is impossible to disai~s interaction-based art without speaking of the body and 

the space within which it is integrated. As an example, Char Davies - a virtual 

environment artist - f i tes ,  

- . . the very experience of being spatially-enveloped depends on having a 
centre-of-being. And for us. as incarnate beings, this centre is the body. 
It is oniy through the body that we can transcend the body. My concerns 
with the body in immersive virtual space are not with its objective 
representation, . . . but rather how the immersantls body is subjectively- 
felt, how the h e r s e n t  senses his or her own intenor body as a centre-of- 

" Erkki Huhmato, "W'iIlimson Gallery," University of Lapland (lune 1997) oniine 
http://www.art~enter~edu/exhr'bit/wiUiarnson.html: 5-6. 

" Frank Popper, k t  of <he (New York: Thames and Hudson Ltd, 1993) 8. 

39 Popper 8. 



Conseqyentty, interactive art fiinctions as a kind of phüosophical instrumemt, 

enabling the active participant to experience somethkg familiar,but as if entering an aüea 

territory. The "irnmersedn active participant îs able to investigate the world from a 

dynamic perspective. Even Müi the responsibility of experiencing sometbing 

imaginative, the active participant pmvides the meanings - which are culturaliy and 

contextualiy located - ami, m a sense, creates the work at the moment of interactiodl 

Thecefore the artist merely pmvides the basic kgredients. sets up the situation. and then 

goes un-noticed. but cetains the position as "creatorn of his "landscape"? 

As mentioaed eadier. the experience of the active participant in virtual space 

relies on the element that a vimial environment significantiy extends the sensory address 

of extant media to provide an altemate and manipulable space. The goal in virtual 

environments is complete sensory immersion: absorption of the senses in an environment 

where the active participant can pmject and physidy intetact with digital three- 

dimensional artificial worlds with the entire body. Through a complete sensory 

Unmersion. the active viewedparticipant exists simultaneously on two planes: while 

one's objective body remains in the teai world, one is also projected hto  a cornputer 

terminai realïty. The sensory experience of the entire body entering a constnicted space 

" Char Davies, "OSMOSE: Notes On Being In Immersive V î a l  Space," Rax&ogs 1SEB 
I Montréal (Montréai: Intemational Symposium of Electronic Art, 1995) 54. 

41 Huhmato 3. 
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paraileh the subjectification of identity in the active 

The technological r d .  therefore, descn'bes the inextricability of embodied 
identity and technology in the c011~truction of working fictions of 
subjectivity . . . the rhetoric of cyberspace, which (re)defhes subjectivity 
in relation to technoIogy and, simuitaneously. creates an ùnaginary space, 
behind the cornputer screen? that both eqloits and denies the feality of the 
tecbnoIogicai r d ,  the multiple interventions tbat compose an dways 
provisionai and dialogic s~bjectivity.~ 

Interactive art, accotding to Enda Huhtamo, "fiinctlons as a kind of philosophid 

instrument, enabhg us to experience somethiug f a a r  as ii entering an aïien temtory. 

to kvestigate the world - and ouiselves - h m  a fresh perspective."" Real interactivity is 

always related to the idea of the 'interpersonai", somethiag happening between human 

beings. Howeuer, difficulty arises when deciding what the condition of the interactive 

viewer is. With vimial environments the physical component constitut the interactivity. 

yet the immersion within cyberspace produces another condition. What identification is 

required for the active participant? Temis Lilre user, participant, and viewer are dominant 

in the discourse on cyberspace. On the other hand, Mecedith Bricken mites that the terni 

"user" among software developers "refers to the generic person who, at the end of the 

p r o g r d g  and interface design process, receives a software application geared to 

" When a .  active participant enters cyberspace, their identity changes depending on which 
identity is needed to experience and travel through cyberspace. This shifting of identity depends 
on the objectives of the Mt. This wiii be further developed in Chapter Three. 



average human functioning"? Aiso, mparticipants" are active agents. In cyberspaçe, 

software tools create an original application, and participants take part in the co-creation 

of an environmentff Thus the terni "active participantw will be adopted to iefg to the 

viewer. To understand this tenn h m  the point of view of the active participant, it WU 

be beneficial to look at five documenteci real-tirne experiences of Ihherent Rightr, Tcs10n 

The f i t  experience is vecg much M u e n c d  by visrial imagery and s o d :  a 

complete body sensory experience has been restricted for this ntst active participant: 

. . .The crescent moon û hi@ in the Canacüan night sky. You cross the 
green forest floor to the red waüs of a spint lodge. As you draw closer, 
you begin to hear the dnnn beat c o d g  h m  within the lodge. A coyote 
howls in the distance. Passing through the open door, the dnmuning 
grows louder. There's a fire burning în the centre of the lodge. Smoke 
escapes through the hole in the roof. You can hear soft, hypnotic chanting 
in tirne to the drum, but no one is here, just the totem obelisks, great 
blocks standing ta11 dong the red walls, traditional spirit paintings 
sketched in vibrant calouisuis You move d o m  the long m m  under the 
watchfui eyes of the totems. The music stays by the daor. You pass the 
fire and the mwn peeks in thmugh the hole in the roof- You corne up to 
the great eagle totem. It reaches over your head up to the roof, beak 
pointed at the moon. Suddenly the lodge shakes with the cry of an eagle. 
The dnnnming and chanting continue by the door? 

Meanwhile, the second participant experiences a total sensory feeling, for the 

sensation of movement is the active participant's main and possibly only impression. The 

. . . . . . . . . - - - - . 
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second active participant states: 

This is very embattassing. 1 have just waiked through the back waU of 
Lawrence Yuxweluptun's spirit lodge. Right through, in fact, one of 
Yuxwelupain's paintings, which adom the badc wall. And now, to make 
m a t t a  worse, kre taken a wrong tum. Fm dangling in the void under the 
spirit lodge. And 111 be damned if I know how to get back up. Play with 
the clutch, a few turns of the head and straight up . . . through the fire and 
. . . uh-oh, too far. Now rrn floating above the lodge - staring at the moon, 
which stares right back If 1 tum my éead, I can see the tops of the 
welwme figures p t e d  outside the lodge and the brilliantly coloured 
paùitings that stretch across the laids- Let's try this again. D o m  . . . 
not too quickiy . . . level out . . . straighten up and, there. back on the 
f100r.~~ 

The third experïence is d e s c r i i  in an expression of self-awareness and a full 

bodily experience. The participant's entrance iuto cyberspace is ove* Yet as a 

cornparison with the other documentations, her experience is "after-the-fact," not in mai- 

tirne. The third active participant Wntes: 

Once inside, the viewer experiences tirne. The time of walking fiom the 
outside to the inside. The tirne of listening to a dog. The tirne of hearing 
the rom of the îke as the wood bums. Time passes. And there is space. 
There is a door to enter, to define the outside of the longhouse from the 
inside. There are four walls and a roof. The smoke rises upward to exit 
out the smoke hole. . . You hear your feet dong the srnail pebbles on the 
pund.5D 

The fourth person appears to have had pnor laiowledge of what to expect, 

because the active participant is very much aware of a i l  the senses that can be touched by 

a complete immersion into cyberspace. This active participant began Mth an 

exclamation. then a description of what happened. He wites: 

9 s  Dafoe, "The next best thing to Being There." rrlobe [Toronto] 5 September, 
1992: C2. 

50 Loretta TodQ "Aboriginai Narrative in Cyberspace," Moder and MacLeod 191. 



"A bee just went by!" Starting the device, you fiod yourseïf on an eerk, 
featuteless plane. It is night Strsnge animal sounds fîli the air and music 
can be heard in the distance. Far away a low building is visible. and th& 
seems to be the source of the music. As you navigate toward the bdding 
the music iacreases in volume and tempo. nies buzz arotmd your h d  
The music reaches a crescendo as you enter the longhouse. Ceremonial 
fires binn within, theu smoke rising up through holes in the ceiliog. 
Arranged éuound the m m  are large reproducti011~ of Lawrence's paintings 
as on dividers in an art gallery. Leaving the gallery you are €iee to roam 
amund outside, where animal and spmt images float in the sky? 

The Mh experience is documented by Douglas MacLeod, the Program Dkctor 

for the Art and V i i  Enviroaments Project at the Banff Centre for the Artp: 

But it was the h y p e d  sound effects . . . that made Paul's piece corne 
eedy to Iife. 'The f i .  time 1 heard the sound, it scared the heu out me,' he 
recalls. 'As you enter the program, you hear a car grhd to a stop. The 
door opeos, and flies start to buzz around your head just as they do in 
Northem Canada You press the forwerd button on the mouse and move 
between these two huge totems, accompanied by the sound of footsteps in 
gravel. Overhead you hear a flock of birds and one of those smaii, single- 
engine planes. b i d e  the spirit Iodge, you encounter creatures h m  
Northwest Coast mythology. There are faces in the fire and a series of 
dnimmers that resemble totemic images and another creature d e d  the 
Sneak-Up Figure that jumps at you and then darts away. Ow of the 
creatures, a grizzly bear with a mouse in its stomach, moves a m s s  the 
back wall so that you hear the sound of a grizzly coming toward you and 
receding as it goes pastWu 

The five experiences above are di different h m  one another. They range in 

interest from the sensory experience of vision and sound, to a self-awareness and interest 

in movement Also, a concem with the passing of time within a constructeci space is a 

common element that links the five experiences together. The sight of someone 

'' "Cybermnf4 documentation," January 1997, o n h e  
http://www.yes.net/generality/Articlesl4Cybe~~0nf.hÉml 

Mark Dery, "Art Goes High Tech." ARTneM 9 2 2  (1993): 81-82. 



experiencing a virtual envimtlllient is the dtimate image of soîipsrstic self-absorption, 

because thek movements and gestures are meaningless to those left outside. Vimial 

environments deceivingiy liberate the active participants to believe tbat they can play the 

role of "cceatorn of the imaginative tflandscapen withïn the &tfs created universe. 

Meaning, the artist is providing a framework for the active participant. me framework of 

the imaginative landscape has ben created h m  Yunveluptun's positionhg within a Fit 

Nation's expience: that is, the history and present-tirne of Native life in Canada 

An important obsewation of the five documented expenences is the semory 

inunersion. Through theory, sensory immersion has been understood to have broad 

ontological implications. First, virtuai entities are not representations." It is understood 

that they do wt re-present. The objects in cyberspace do not present again' something 

that is already pcesent somewhere else; in virtual environments, the images and objects 

are the realities of that environment Through interaction with virtual objects, the active 

participant becornes an entity within the vktual environment - a constructeci self 

according to the artist's intentions. 

As a supporting statement of the immersion of an active participant, Frances 

Dyson writes, 

The involvement of the participant in negotiating the virtual world via 
physically rnanipulated equipment makes it almost impossible to conceive 
of virtual space as anything other than d. . . . the actuality of the viewer's 
or participant's body becornes the map upon which the 'embodiment' of 
virtuaiïty is verified. Together with the simulation of space, simultaneity, 
and involvement, the appropriation of the body of the viewedparticipant 

. - . - " . - - - . - ~ . . " . . - - - " C C C C  

Heim. "The Design of Viai  Reaiity," Featherstone and Burrows 70. 
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makes invisible and irrelevant the facts of technoIogicai medi&*on - the 
objectiryiag, decorpomakhg logic of vested technoIogy is represse&- 

V i a 1  environments are affecthg and altering the meaning of collective mernory, 

history, and the future. This colonization of interior life, a remit of the rnachwry of the 

production of desire engendered by an economy driven by consumerism. is produchg a 

new dimension in the uuderstanding of the coIlStNction of identity. Cyberspace is 

recognized as a new reality where technology actively - but cautiously - intemenes in 

the subjectivity of the active participant precisely to enhance Eved e ~ p e r i e n c e . ~  

Y Frances Dyson, " WQuest of Presence: Viriuality, A d t y ,  and Television's Gulf WarSn -. ed. Simon Penny New York: State University New York 
Press, 1995) 33. 



Ethnography and the AïterNefive Identity of  a Tourist. 

Marian Bredin writes. "Ethnography f a  into a discursive tradition of narratives 

of ciifference in which stories about other cuitures are also stories of the writerhader's 

own cuit~re."~ In other words, 

The ethwgcaphic text is thus made possible ody by certain historicai. 
politid, and epistemologicai wntexts. The study of mdigewus media, 
with its o h  unaiticai appropriation of etbriographic discourse, must be 
Iocated in reference to the historicai specificity of this discome and to the 
'practicai poiiticsl of wlonization and domination. The historical 
experiences of cuiture contact and conflict between colonizing Europeans 
and the aboriginal population of North America shape the ways in which 
Fîrst Nations comnunities today have appropriated and developed the 
forms of mass media2 

The representation of the Other created by the etbnographer was re-projected 

ont0 the colonized through f o d  education. From an authoritative position of power the 

dominant culture provided an "identity" for the Other. This in tum was the basis for 

stereotypes. Yet this re-projection of the Other ont0 the Other is a concept that post- 

modem ethnography mag choose to adopt. James Clifford suggests the ailegorical and 

redemptive subtexts of ethnography are in fact its very "conditiom of rneanuighifne~s."~ 

According to Marian Bredin: 

Marian Bredin. "Ethnography and Communication: Approaches to Aboriginal Media," 
- Crossing Borders: Issues In Native Communications. 

18.3 (1993): 302. 

Bredin 298-99. 

James Clifforci, 4 (Cambridge: Hsrvard University Press. 1988) 
99. 



For women, indigenousi people, and other minorities, seif-refldon is, on 
the one han4 always dmianded simply by their divergence h m  
patriarchal and coloniai nom. On the other hmd it is a luxucy they 
crmnot always af50rd in their texts since, by vittue of their ofkn marginal 
academic positions, they are constrained by those same mreflexive 
nom.' 

With this academic burden in place even before Yuxweluptun began his vimial 

environment, he had to adopt the role of pst-modem ethnographer. The role of 

ethnographer paraIleh Yuxareluptunrs intent in his pginted w o h ,  in which he documents 

Canadian history from a particuiar position, as has been desctibed in Chapter One. 

The intention of post-modem ethnography is "to evoke . . . an emergent fantasy of 

a possible world of common seme teality, and thus to provoke an aesthetic integration 

that will have a thenpeutic effectW5 Through his construction of an ülusionistic reality, 

Ywrweluptun evokes a ceremony from the Coast Salish secret society for cyberspace 

tourists. Yuxweluptun is chdenging theoretical modes of representation. He uses new 

technology as a strategy to recover lost traces of the Other? As Yuxweluptun has stated, 

"1 can advance m y  cuiture in any way that 1 choose."' 

Clifford suggests that a method of ethnography which can deai with many issues 

is a method of ethnography that responds to the twentieth-century predicament of being 

Bredin 302. 

Stephen Tyler, "Post-Modem Ethnography: From Document to Occult to Occuit Document," 
of F ,thnoPraahv, eds. James Clifford and George E. 

Marcus (Berkeley: University of California Press, 1986) 125. 

Bredin 307, 

' Lawrence Paul Yuxweluptun. online 
hnp://~-mitpre~~~t.edu/Leodo/gallery/gdery29I~cutatothbnI (March 6,1996) 



in, being between, and looking at cultures ai l  at oncd Accordingly, ,this trend toward 

postmodem ethnography &O resuits in produchg new approaches to the representation 

of cuïture and the expression of a ailturai identity! Identity poiitics are understood as the 

sense of identity offered by association with groups that have d e r e d  oppression on the 

basis of gender, race, class, or senial preference. The consolidation of postcolonial 

theory and identity theory challenge the conventionai belief that identity is present in the 

conscious min& and thk contests and cpestim identity as an accessible piece of self 

knowledge. Identity - in postcolonial theory - is d e s m i  as king  in ceaseless 

transformation due to the search for an "illusion" of wholeness and seIfhood that is 

Jonathan Rutherford postulates his understanding of the dtural politics of 

difference by associating his ideas with the classic aIm Lawrence of Ambia. 1 would like 

to suggest the replacement of the word "desertn with "cyberspace." He writes, 

To the Western European eye, the desert seems an uncanny space, its 
borders marking out a margin between the habitable and the inhabitable. 
Yet despite its strangeness it holds a seductive fascination. . . . Here lies 
the desert as a cultural metaphor: in representhg the margins of our 
culture and the kuowledge and vaiues that underpin it, it is ais0 the place 
of their undoing. . . . ki the hierarchical language of the West, what is alien 
represents otherness, the site of difference and the repository of our f m  
and anxieties. . . . where one tenn is always dominant and the other 
subordinate, that our identities are formeci>* 

Clifford 9. 

Clifford 9. 

'O Jonathan Rutherford, "A PIace CalIed Home: Identity and Culturai Politics of Difference," 
ed. Jonathan Rutherford (London: Lawrence and 

(c0ntinued.-.) 



Yuxweiuptun's worb are categorized by Canadian art aitics and cuitural theorists 

as "acid rock psychedeiia," "ne0 Naiive artn and "Native sune9ü5t These 

"comtnictedn categones and fabricated "identities" are easy to adopt because of 

Yuxweluptunts obvious emphasis on the visuai imagery of the Northwest Coast in his 

DEemce is directiy and immediately perceived thtough superficial differences 

of the body and voice - skin colour. eye shape, haïr texture, body shape, language. 

Historidy, anci possibly even currently, these superficiai ciifferences are read as 

permanent sip.'* Unfortunately, this d t s  in constf~cting the Otrher withm the 

fantasies of the self. In 1963, F m  Fanon -te, "Colonisation is not satisfied merely 

with holding a people in its p*p  and emptying the native's b& of ail fom and content. 

By a kùid of perveaed logic, it tums to the past of the oppressai people, and distoas, 

disfigures and destroys Lw" 

In a general way, the "feature" of the body is a central quality of postcolonial 

writing. The body stands metonymically for al i  the 'visible' signs of difference and their 

varied fomis of cultural and social inscription. F o m  of cuiturai and social inscription 

Robin Launnce, "Man of Masks: Lawrence Paul Yuxwelupbin's iconoclastie paintings blend 
triial motifs with acid rock psychedeiia," CPnarlian 12.1 (1995): 53. 

l2 The consîruction of the Other derives from a cornparison to the self. However. the 
historical coi1stniction of the Other has been compareci to a general Eucocentric identity. See 
Edwad Said, Orieirtafism (New York: Random House, 1978). 

l3 Fmtz  Fanon, "On National Culture," gYretehed New York: Grove Press.1963) 
170. 



are o h  either undewalued, over-determined or totally invisible to the dominaut colonial 

discourse. Stuart Hall defines danal  identity as behg "subject to the continuous play of 

history, cuïture, and powern and as being at "the points of identification, the unstable 

points of identification or suture, which are made, Mthm the discourses of historg and 

Identity marlrs the conjuncture of our past with the sociai, cultural and 
economic relations ne live within. 'Each individual is the synthesis not 
only of existing re1atiom but of the histoxy of these relations. He is a 
précis of the past.' Making our identities can onIy be understood wiihin the 
context of ihis artidation, Hi the intersection of our everyday iives with 
the economïc and political relations of subordination and domination. 
There is no h d  deciding Iogic that masters and detennines this cornplex 
stmcturing of identityJ5 

For Hall, "the term ethnicity acknowledges the place of history, language and 

culture in the construction of subjectivity anâ identity, as weii as the fact that aU 

discourse is placed, positioneà, siniated and aîl knowledge is ~ontextuai."~~ Hall argues 

that everyone is "ethnically located and our ethnie identities are crucial to our subjective 

sense of who we are-"17 

Jonathan Rutherford writes, "n ie  cultural politics of difference recognize both the 

independent and relational nature of identities, their elements of incomrnenstuability and 

.m.-.- ...... ,... "I..~~~~.~...~~.~C.CC..C"..H 
l4 Stuart Hail, "Cultural Identity and Cinematic Representation," Rmewxk 36 (1989): 71-72. 

l5 Rutherford 19-20. 

l6 Stuart Haii, "New Ethnicities," The, eds. Biii Ashcmft, Gareth 
GriffithS. and Helen T i  (London: Routiedge, 1995) 226. 

l7 Haii "New Ethnicities" 227, 
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their politid right of a~tonomy.."~~ Nevertheles, o t k  theorists, iike Etienne! Balibar, 

believe that there are no reai identities, only identifications* Balibar suggests that 

institution* ThUS, 

Is it not significant that the notion of cultural identity îs imroked by 
predilectioa in conjunctures of conflict or erLELÎ? Ideatity is never a 
peacefid acquisition: it is clairneci as a guarantee agahst a threat of 
annihilation that can be figured by "aoother identity" (a foreign identiîy) or 
by an "erasing of identities (a a e p e r s 0 ~ 0 d .  . . . nemely that every 
identity that ispclauned (nith fanf8ce or in secret) is elabotated as a 
function of the Other, in respmse to his desire, his pwer and his 
discourse (which already represeots a power over desire)?19 

Despite the complexïty and intensity invoIved with identity theory, 

Yuxweluphui's position within the Coast Salish society of British Columbia aiIows for 

the irnplementation of a postcoloniai identity theay, appn>ach/positioning, in discussing 

and understanding his works. The importance of the active paaicipant to Lawrence Paul 

Yuxweluptun's artistic production is evident in his use of cyberspace. Ostensibly, this 

work is dependent on the active participant - through a wuunon understanding of social, 

political, and cultutal problems in Canada - or his motives would not be tecognized. 

YuxweIuptm partially contruis the active participant through a particulat nconstru~ted 

view" inlnherent Right, mion Rightk TO understand his "cons~cted view" it is 

bewficial to discuss the complications which occur in bis virtual environment regarding 

the uneasy divide between the self and Other. 

l8 Rutherford 10. 

l9 Etienm Balibar, "Culture and Identity (Working Notes)," T k k h m y  ln OutJtion. . * d J o h n  
Rajchrnan (New York: Routledge Press, 1995) 186187. 



ûne of the fiist cornplex con- which ocaus in the work is that navigation 

through cyberspace gives the active participant a seosg of freedom. However, " t h  

dreedorn only exists in relation to the estabïished strucbrre; it is a representation of 

fkeedom, a symbolic freedorn."" The active participants1 imagination can allow them to 

generate a seemuigiy complete worid based cm the limited information provideci by the 

artist. This particular contradiction is apparent in aii virtual enviromnents. It is 

undeniable that Yuxweluptunrs spint lodge is constructed so that the active participant 

must navigate excIusively in the artist's world This virtual environment fosters the 

illusion that the active participant is wituessing a secret society in the cyberspace 

longhouse, and herein lies the contradiction. The d t ' s  intention is to present a 

ceremony h his secret society, aiiowhg people from outside his culture to participate 

in his spiritual stak, and yet the active participants likely corne h m  outside the Coast 

Salish comrndty, and therefore - Iacking the necessary dtwe - they are unable to 

M y  experience the ceremony they witness. This is made clear through documenteci mai- 

the experiences where, for example, there is no mention of observbg YwcweIuphtn 

praying - one of Yuxweluptun's prime objectives for the active participants?' 

Furthemiore, one must question how Yuxweluptun can present his spirit lodge 

within a virtual environment while stating that the Sxwaixwe Coast Salish Society is 

secretand is only accessible thmugh traditionai initiation. What is Yuxweiuptm e v o b g  

David Rokeby, "Transfonning Mimors: Subjectivity and Control in Interactive Media," . . CnticaI ed. Simon Penny (Albany: State University New York 
Press, 1995) 141- 

21 See Chapter taro for five documenteci Ihhererrt R&h& VrSiotz Ri&& experiences. 



through his use of a virtual enviroamemt, knowing that the majority of the active 

participants will be non-Native? The active paaicipant must, in aU pmbability, adopt the 

role or iitentrCty of the 'cons~nrcted toittistnP while immersed in YuxweIuptunls vimial 

environment. gaining ody contrived hwIedge of the secret society. It is possible, then, 

to repiace the terni 'active participantn with the label "touri~t.~ 

Kenneth Little's writing on the safari as behg a constructed stagiag for the tourkt 

. . . Constnicted stagings are informeci by the logic of the perspectival gaze 

. . . the tourists do what they came to do - to look in safety and wïth 
authority and. . . to have the expetience of tbeir iives. This paradigm of 
the gaze separates the gazkg subie anci the lwked-upon objects 
rendering the first transceadentai and the second inert . . . Here lodgng is 
reduced to the 'positioned point of view' of the subject-observer gazing 
upon . . . a fiamed and staged object. It is a mode1 picture that tourists 
see." 

The staging in Yuxweluptunls case is an ethnographie re-creation of the secret 

S x w h e  Society's spiritual aremony, produceci specifidy for the viewer/tourist who 

is outside the Coast Salish society. For the active participant to actually experience any 

aspect of this secret society is difficuIt.U The viewer is Unmersed in a coastnict of the 

* In this instance, 1 have used the term tourist in the same sense as K e ~ e t h  Little in "On Safari: 
The Visual Politics of a Tourist Repfesentation," l k  V- of -a . . 

of kSemes, ed. David Howes (Toronto: University of 
Toronto Press, 1991). 

Kenneth Little, "On Safd: 'ïhe Visual Politics of a To& Repeseatation," T k  
of the, ed. David 

Howes (Toronto: University of Toronto Press, 1991) 154. 

Kemeth Little state!s "to th observing eye of the tourist, surrounded by the display, ait 
excluded h m  it by the statu of vhitor, the safari rem& a mere representation, a c~vefully 
ordered picaite of some fwther reality." 157. 
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personai identities are created through the active participants as agents. This is not to 

Say that the artkt is using new technoIogy to determine the social or personaï identity of 

the active participant in any systemic, fmaï mamaer. Through virtual envko~ments, 

Yuxweluphm is forcit~g the active participant to tecognize the complexity and materialit,- 

of subjectivity and cultural identity; but only tiuough examining such complexity can 

specific sites of constmction be understoOdn 

The relationship of active participant and new technology deveIops in cybenpace 

as a "space/landscapen. The Merence between cyberspace and non-cyberspace is that in 

the former, ddaire is m longer totally grounded in physicaüty. According to Louise 

Dompierre, in cyberspace there are no longer any des except those which the active 

participants. individually, wish to carry over into the new space in order to adopt the 

"mask" which the artist pr~vides .~  And, indeed, d e s  are imposed on the active 

participants by the choices Yuxweluptun made while pmgramming his virtuai 

environment. In this way, Yuxweluptun has created a pdcular identity to be adopted 

by the active participant. Yuxweluptun erases the body, to invoke both implicitly and 

explicitiy a philosophicai tradition that insistently devalues the material in order to create 

" Micheue Kendnck, "Cyberspace md the Technological Real." W . . 
ed. R O M  Markiey (Baltimore: J o b  Hopkins University Press, 1996) 146. 

" Lwise Dompierre "Introduction: On Hold - Between Seduction and Disbelief." B e & b k c ~  
BetJveen, ed. Louise Dompierre (Toronto: The Power Plant - 
Contemporary Art Gaiiery at Harbourfront Centre, 1995) 41. 



an ideaiized phenomemological seKw The oniy methoci to adiieve the non-physical - 
erasing the body - is to use cybecspace as an Instnnnent that preveats or modifies a 

course of action in the mind and body of the active participant Cyberspace treats the 

active participant in a vaguely "hoiisticn fashion, mt in the locaüzed and muitivaïem 

ways in which nal life assaultsem The simulation of expeciences happening in cyberspace 

can benefit the psyches of active participants and influence th& actions in non- 

cyberspace offers a proactive engagement with the real because it is a 
testing &round - the ultimate pmjectiug m l -  where a person can take 
risks, role play, experieace fmtasies, and even reveal difficult secrets in a 
safe environment that is removed h m  reality. These experiences wili 
invest Imowledge, help train, and influence how individuah act in reality. 
They can engage in vimial behaviours and interactions they would never 
do in the real wor1d3l 

The artist possesses the ability to create fantasies solely for entertainment or 

"ethical" and political purposes of the active participant nr the artist. Yuxweluptun 

dismisses the entertainment purpose even though the majority of the active participants 

WU experieace his virtuai envitonment for entertainment oniy. In assuming that the 

active participants MLL not be "knowIedgableW in the discourse of cyberspace, 

Yuxweluptun believes that the relationship between viaual environment and active 

participant creates a utopia of democracy, where the active participant ignorantly accepts 

" lasni Greenbcrg. "The Value of Going Nowhere: A Taie of V i  Existence," Ne- 
Examiner 24A (1996) 27. 



that hismer reconfigured relatiouship is a place where the mutabiiïty of subjectivity leads 

oniy to euphoria and excess." To direct the active participant, Yuxweluphm has impüed 

that he hep attem- to reinscribe the myth of the active participants' coberent identity 

that existed outside and prior to the immersion in a vuhial environment, h the article 

''Cp.berspace and the Technologid Real," Michene Kendrick writes, 

[Tlhe discourse of cyberspace suggests that humeas wntrol the 
technoIogicai interventions tbat are constantly (~)constructing our 
subjectkviîy. In this Rspecr. cJrbefspace, in imagining a spaceless, 
timeless, and W e s s  presenCe.I simultaneousIy rewrites anâ disctlpts 
traditional notions of subjectivity, calling attention to the coherence of 
subjectivity as a fiction, yet off&@ itself as the actualizing of that fiction, 
This reptessed recognition places cybeqace in a ptecafious position - it 
is always uadercutîing the coherent subject of Western metaphysics that it 
assumes and reinscribes as its conceptual foundation? 

In lniremnt Hg&, Vmon Rigk&, the viewer in actively involved. Active viewers 

are to believe that they are acquiring secret kmwledge and witnessing Yuxwe1uptun 

praying. As described previously, however, Yuxwelupam is simultaneously sharing, 

withholding, and maintainhg control over his envkonment. Additionally, by creating a 

virtual space that gives the appearaiice of realism yet is constructed as behg similar to a 

safari, Yuxweluptun bas adopted the d e  of a post-modem ethnographer. 

Edward Said once designated an "imaginative geopphy and history" as one 

which helps "the mtid to intemi@ its own sense of itself by dramatising the ditference 

32 Kendrick 146, 

Kendrick 146. 



between what is close to it and what is far away."' As a consqueme of understaading 

cyberspace as a discursive site of ideologid struggies which wntend to define the 

relationships between subjectivity and technology, it is advantageous to rec0p.h the 

multiple ways that technologies intervene in our culturai identities? As Michelle 

Kendrick states. " it is to recognize the subject as con-specific and to see subjectivty 

as created in an always interactive environment, in which whatever we experience as me, 

r d ,  and fimdamental is inseparabLe €hm the technoiogies thtough which we are 

continuaiiy reinsm'bed-"" 

Presently, artists possessing such agency are able to Muence reality and the 

active participants through these actions in cyberspace. By creathg spaces for new 

identities the artkt can artidate a new conjuncture in the politics of race and gender. At 

the same time, however, it is important to reaiize that cuitures and identities can never be 

wholiy separate, homogeneous entities? 

...........-. -.II--*.----"..-.----..- 

Edward Said, Qieatarism (New York: Random House, 1978) 55. 

35 Kendrick 160. 

* Kendrick 160. 

37 Rutherford 26. 



CONCLUSION 

M y  fascination with new technologies lies, m pas in their appearance to fimction 

invisibly, like unseen forces possessing miraculous and rnysterious powers. M y  

intention in this thesis was to explore these unseen forces, through Lawrence Paul 

Yuxwelupani's 1991-92 &al environment lnnamt Hgh&, Egha. 

Centrai to my investigation were issues of ideatity. Frantz Fanon has written that 

ciifference and identification occur wîth the Supemcial differences of the body and v o k  

At present, the potential to mate  a p d e 1  world erristing in cyberspace increasingly 

relies upon an ability to transfonn the 'body" through reflexive self-identityel Katherine 

Hayles writes that, "subjectivity is disperseci throughout the cybemetic circuit. . . the 

boundaries of self are defined less by the skin than by the response loops comecting body 

and simulation in a techno-bio-integrated circuit."* The embodied subjectivity in 

cyberspace takes on infinite possibilities, because canstraints on the physicaï body and 

horizons of the flesh can be expanded3 "Despite the persistence of embodïed 

physiognomies and notions of the 'tme self in contemporary social life, there is sorne 

evidence to suggest thet the new technology is opening up the possibility of r a d i d y  new 

Mike Featherstone and Roger Burrows, "Cultures of Technologicai Embodiment: An 
introduction," of T T  
('ihousand O h  Sage Publications Inc., 1995) 12. 

Katherine Hayles. " V i a 1  Bodies and Flickering Signifiers," Qcmk 65 (1993): 72. 

Featherstone and Burrows 12. 

* Featherstone and Burrows 12- 



George Legrady suggests that techn010gies: 

. - . help us to shape the way we see. and, in the end, determine how we 
see. These inventions have resulted nOm choices framed by cuïtural 
beliefs to amive at a part ida view of the world that repteseats mt the 
totality of human experiene but a view Iocked within the limits of a 
fluctuating history*s 

1 have argued for a readkg ofI&erent Righis, Tsion Egh& whidi takes into 

account Yuxweluptun's right to seIf-cepresentation. If, as LRgrady suggests. new 

tedmology such as wnial reality helps us to shape the way we see, as weii as detennine 

the limits of our experience and understanding, then Ywcwe1uptun has the agency to bring 

about change m society. While it needs to be acknowledged that each immersion m 

cyberspace is unique and limited by the active participant's cuitUral formation, 1 believe 

that l&mnt Rigli~,  Vion R i g h ~  has the possibility of altering, chailenging, and in 

some way affecting the active participant. 

Other issues that need to be expiored more Wly, which 1 cm only i n d u c e  at 

this tirne, are beyond the structure of this thesis. With regard to his work lnherent Rights. 

Vision Rights, it was written of YuxweIuptun: "Beyond borrowing from the traditional 

Western art forms, he positions himse1f at the very heart of white civilization by the 

appropriation of one of its essentiai features, its technology. And within this technology, 

viaual reality, one of its most recent de~elopments."~ Alongside Yuxweluptun's 

George Legrady. "Image, Language, and Belief in Synthesis," W 
Media, ed. Simon Penny (New York: State University of New York Press, 1995) 187. 

Walter Phillips Gallery Press Reiease, 'Yiennt Riglro, Vw'on Rights by Lawrence Paul 
Ywweluptun Produceci by The Banff Centre for the Arts," Walter Phillips Gallery (Be The 
Banff Centre for the Arts, November 25,1996) 1. 



"appropriation" of new techno10gy, he as Coast Salish îs also confironted with the 

pfedicament of adopting Northwest Coast imagery. 

Traditional imagery h m  the Norehwest Coast is cornmonly "owned" by 

particuIar families and communities: 

Ownership was bamd vp with history. Communities. families. 
individualS. and nations aeated songs. dances, rituals. objects and stories 
that were considered to be pmperty, but not property as understood by the 
Europeans . . . History and stories bdonged to the originator and could be 
given or shased with others as a way of presewhg, extending and 
wimessing history and of expressing one's world view? 

While the incorporation of traditional formalist Northwest Coast elements in his large 

artworks is necessady fabncated - as are alI works of art - 1 am suggesting that 

Yuxweluptm's technique results in making his artwodc more appealing to a nonoNative 

audience. 1 beiieve that he is appropriating this familiar element of "Indianness" to 

ensure his meaning is perceived. Loretta Todd suggests that: 

Appropriation occurs when someone else speaks for, teb, defines, 
descnbes, represents, uses or recruits the images, stories, experience 
dreams of others for their own. Appropriation also occun when someone 
else becornes the expert on your experience and is deemed more 
knowledgeable about who you are than yourself? 

The practice of re-appropriation positions YuxweIuptun as a producer of revised 

history and an interpreter of contemporary Native politics. As Richard Hill writes, 

[Lawrence] Paul [Ywcweluptuns'] free use of traditional design elements 
makes him an exception in B.C. [Nlative art. But his work cm be seen as 
'part of an overall national move' among young Native artists in Canada 
They are moving away h m  traditional forms 'partly as a reaction to 

..----*.--.--..-.--.-.--.-- 

' Lorena Todd, "Notes on Appropriation," 16.1 (1990) 26. 

Todd 24-26. 



stemtypes people have about traditionai [Nlative art.9 

In conclusion, Lawrence Paul Yuxweluptun's resistance to hegemonic knowiedge 

and his advocacy of cuitUral autonomy rnanifkst themselves through his strategy of 

finding a way to share, wîthbold, and maintain control of the knowledge of Coast Salish 

society. Ywrweluptua has producd a virtual environment which immerses the 

participant in a particuiar experience - a cyberspace longhouse - which may affect 

understanding of First Nation's people. 

Cybeqace - "as a discursive site of ideological stniggles that defhe the 

relationship between new technology and the subjectivity of the active participantt10 - 
poses some important challenges. Whiie the idea of another d t y  is a techo-utopian 

fantasy, the creation of powerfui stories with different values in a technology as 

irnmersive as a Wnial environment can provide important cuitural options." There exists 

a complex mystery that surrounds the creation and interpretation of vimial enviro~ment 

production. 1 have corne to the reaiization, tbugh the agency of Lawrence Paul 

Yuxwe1uptwi and his vïrtual environment lnherent Rigli~s, V'ision Rights. that an 

"imaginative history" justifies a rethinking of identity.12 
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Figure 1. Scorcliedlhth, CZw-Cuî Logpitg on Nan'e Sbvem-gn &man & h g  to Fis 
(1991) Lawrence Paul Yuxweiuptun, acrylic on canvas 196.6 x 276.5 cm 



Figure 2, Red Mon Watchhg i#& Man Tiyihg to FrX Hile ih Sky, 
(1990) Lawrence Paul Yuxweluptun, acrylic on canvas, 142.2 x 226.1 cm 



Figure 3. The Univeme tk so Bi& t% Wiiite Man Keeps Me on My Resenwion. 
(1987) Lawrence Paul Yuxweluptun, acrylic on canvas, 182.9 x 228.6 cm 



Figure 4. I i i & g &  Tfs1'0n a g h ,  
(1991-92) Lawrence Paul Ywweluptun, instalIation view 



Figure 5. InlierentReAtr, Vrtsr 'on@&, 
(1991-92) Lawrence Paul Ywweluptun, fiame grab of the dogs standing guard at the back 



Figure 6. Iieren&1PIgh, VEV"tn Ri@& 
(1991-92) Lawrence Paul Yuxweluptun, frame grab showing dancers inside the longhouse 



Eigure 7. InAenznt RI#& Vim'on Rigiits, 
(1991-92) Lawrence Paul Yuxwelupnin, frame grab of dancers in the longhouse 



Figure 8. lWtbÏtion of canaduut West Coast AH: N i e  and Moalern, 
(1927) National Gallery of Canada, installation photo 




