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Real World Barcelona
In the winter of 1991, I received a phone call out of the blue from Laurie Anderson as a result of studio visit by
Gary Stephan. Stephan told Anderson, about my work. Receiving the phone call I was shocked Laurie asked me
if I would come to her studio in New York. I agreed and about a week later I did. Upon my arrival, we talked and
she carefully looked through every slide sheet I had. She asked me if I had any dreams and I pulled out a series of
blueprints from a concept/installation show I did in 1989. She then told me that she was collaborating on a project
with Peter Gabriel called “Real World Barcelona” (“Real World Barcelona” which is a subsidiary of “Real
World” Peter Gabriel’s record label). “Real World Barcelona “ was to be constructed in Barcelona, Spain.
Anderson explained that it was long time dream of Gabriel’s to build an amusement park designed by multi-media
artists. She then went on to describe the various participants and their project proposals. At the time, I considered
many of those participants my superiors and I was honored. She then invited me into the project, saying “Dream
as big as you can.”
I started this process by researching the amusement parks of the 19th and 20th centuries to define the word “ride”.
Once I had a general understanding of what was considered a traditional “ride,” I combined this with
contemporary technology. For example: One of the proposals is called “Flight.” This is a contemporary version
of a “time machine” ride. “Flight” is a multimedia environment that guides the viewer-participant on a
metaphysical journey through space and time. A large circular indoor space is divided up into six sectors with
corresponding arcs of wall space. A video still briefly occupies each arc of the wall at a different time as they
rotate in a segmented, clockwise motion. The imagery consists of various geographical and topological views
from rural and urban areas from all over the world. The six sections present a narration of visual imagery in
different languages through wireless remote headsets worn by the international audience.
I worked round the clock for six weeks and submitted nine proposals to Laurie Anderson’s office in January 1992.
A month later I received a letter from “Real World” creative director Michael Morris thanking me for the
proposals. Upon receiving the letter I built a prototype (inspired by the “Flight” proposal) called “Passage”.
Later, through two exhibitions in spring of 1992, I found through research that “Passage” had the ability to alter
brainwaves in viewer participants through its alteration of video (in frequency) and “real time” audio. By altering
brainwaves, “Passage” created a “lapse in time” with the viewer-participant. At this point I realized that
“Passage” wasn’t an ordinary “ride” but that it was an extraordinary experience.
Laurie Anderson developed a website dedicated to progress of the “Real World Barcelona” project. In 1995 Brian
Eno joined Laurie Anderson’s and Peter Gabriel’s project. In 1997, they were acquiring a building site for the
theme park and negotiations were in progress with the city of Barcelona. Last I checked the “Real World
Barcelona” web site, the project was on “Hiatus.” In the last couple of years, I have had the opportunity to work
with and learn about the audiovisual equipment, control systems, computer server stations, signal switchers,
satellites and types of communications systems that I dreamed about in 1992.
In 2000 I was ask to help redesign the “The World of Merrill Lynch,” the audiovisual history museum of Merrill
Lynch located at Merrill Lynch’s headquarters in the World Financial Center, New York City. “The World of
Merrill Lynch” was a $4.1 integrated audio-visual museum built in 1997. It contained the entire audio-visual
history of the Merrill Lynch Corporation. The Museum was headed under the CP&A department of Merrill
Lynch. The initial budget obtained for redevelopment from CP&A was $1,000,000. I worked very hard with one
of the original developers to pull the budget down to $658,000. I actually referenced the some of the proposals in
“ Real World Barcelona” to assist me in redevelopment proposal for “The World of Merrill Lynch”. At times
walking through “The World of Merrill Lynch” museum I would think about the “ Real World Barcelona”
proposals and smile, knowing now that any vision is possible through the use of technology.

Real World – A Real World Experience Park
Peter Gabriel And Brian Eno Talk About Future Possibilities
Peter Gabriel
"The idea of Real World began some twelve years ago. I imagined that, in the near future, people would be
allowed a different kind of access to art and entertainment - that it would be possible to climb inside a book, a
piece of music, a film, or a painting and experience it as a real world. These experiences would appear to be
alive and respond to the person inside. With the rapid developments in information technology I believed that
some strange hybrid would arise out of the convergence of communications, arts and entertainment and
education. This could provide the raw material for new experience centres in the home, in domestic systems, in
urban experience centres - the art gallery, amusement arcade and church of the future - and in large scale
purpose-built "experience parks", of which Real World might be the first.
I dreamt of a beautiful landscape with water, trees and hills that would betray no sign of the underworld of
experiences and adventure concealed beneath this calm natural environment. The idea began to obsess me. In
many countries I set out to meet people whose work was heading in this direction, and began to explore and
expand these ideas. In 1985 an outline proposal for Sydney's Darling Harbour was created with architect Will
Alsop and meeting with sympathetic minds became a regular event. Film-makers, musicians, psychologists,
painters, comics, architects and technologists were invited.
Armed with food and several glasses of wine, the Dinner Club, as it became known, started to generate many
wild and wonderful ideas. Laurie Anderson and Brian Eno, whose work in many media was a source of
inspiration, became regular participants and I invited them to get more involved in making Real World real. In
April 1989 we were introduced to the City of Barcelona and were invited to make a presentation of a scheme for
a site on Montjuic which took advantage of the topography of the old stone quarry. In 1990, work began on a
second design for Real World, on a site which the City believed would be suitable, located in the Vall D'Hebron.
This design is now in its third phase and has involved the expertise of professionals from many disciplines as
well as the continued input from our creative team."
Brian Eno
"Theme parks to date have been commercial enterprises, characterized by a high entertainment ratio and a low
involvement ratio: complex tricks and a passive audience. We believe that a theme park is potentially a great
new art form, an art form in which all sorts of threads that have been gradually converging in the 20th century
can finally come together.
We are really looking at three major areas. The first one is the relationship between man and culture. We want to
see a situation where there is not a simple distinction between artists and watchers: where people can choose
their level of involvement. The second big area is to do with the relationships between culture and nature. We
are making a park. A park is a very important statement that a society makes about how it relates itself to nature,
to environment. We are looking at a time where artists have begun to work with the world, where artists are
starting to ignore the separation that has traditionally existed between the works of man and the works of nature.
We are increasingly aware of the manifold connections between our behavior and our environments. Many of the
artists we're involved with are interested in this area. Thirdly, we're looking at man and nature. That is different
from culture and nature. We want to make a place where people who live in the city have a chance to be
confronted with nature in a way that is both more organized and less organized than they are normally likely to
encounter. So we want to present nature as wilderness, as artwork, and as an extended self now of course with all
this there is a technological aspect. The important point to make is that it must be kept in relationship to making
a park; we don't want to just build a crowd of buildings with lots of clever tricks inside them. What we really
want to start here (but it is a secret!) is a new system of education. We want to make something that people love
to go to and during which they have real learning experiences, but we want them to think that they are having
fun. That's all."

House of Life:

As I was invited into the project by musicians, I decided to
dedicate a space to music.
I named it “House of Life” because music to me represents the
temple of the human soul.
The “House of Life” is a domed building with a soundreflecting parabolic ceiling.
Xylophone walkways and a musical floor invite viewerparticipants to become part of the architecture.

House of Life: Audio System and Acoustics Details

The drawing above demonstrates how sound from the speakers pointed at the parabolic ceiling would be reflected within
the space. The 2nd floor walkway depicted below is a suspended wooden xylophone. Transducers attached to the
underside of the planks pick up the vibrations resulting from the visitors’ footsteps and turn them into sound signals.
After pre-amplification, these are fed to amplifiers and made audible through a speaker system installed along the
circumference of the building.

House of Life: 2nd floor Xylophones - Suspended Sound Walkways

The second floor xylophone walkways from above.
The length of the individual planks will determine
their sound pitch. This sound will be natural and
continuous.
The sounds on the first floor will be electronic and
ever-changing due to a preset show program.
The floor will consist of 2’x2’ rubber tiles equipped
with sensors for sound signals to be activated by
viewer-participants’ footsteps. The dedicated
program for the electronic floor will be either
switched manually or timed within the controlled
system.

House of Life: 2nd floor Xylophones - Suspended Sound Walkways

House of Life: 1st floor. Sound Version 1 – Western-Orchestrated Sound Floor

The first floor of the “House of Life” will be
divided into four concentric circles and into four
quarters. In this first sound version of the floor,
the 16 segments will represent individual
instruments commonly used in Western
orchestra.

House of Life: 1st floor. Sound Version 1- Western-Orchestrated Sound Floor (Detail)

The division of the first floor:
In the first version of the “House of Life,” the floor is divided into 16 sections for Western orchestration. Each
segment represents the full sound range of an instrument for example, each section (4 quadrants sections on the
circle floor) contains pitches representing a range of one octave. Each floor section is divided into 2’x2’ squares.
Most of these squares will correspond to a note at a pre-assigned pitch, (e.g. E.G., A, B or C) there will also be
sections that will correspond to rests and silences.
The size of the floor section assigned to an instrument depends on the range of sounds it plays; the wider the range,
the larger the space allotted to it. The floor will also be designed in relation to the pitch of the instrument it
represents - an instrument with a more subtle sound would have more tiles at its pitch and thus cover a larger area
than an instrument with a more prominent sound. Controlling the sound surface in this way will keep it from
becoming noise rather than a pleasurable experience.
Physics of Sound:
The pitch of a sound refers to whether the note being played is high, like that of a flute or violin, or low, like the
sound of a bass guitar or a bassoon. The physical quantity that determines pitch is frequency. The lower the
frequency, the lower the pitch, the higher the frequency, the higher the pitch. Frequency is represented in units of
hertz (HZ). One hertz is one wavelength cycle per sound. Sound as in the form of energy equals sound waves. The
floor is equally divided into high and low sound frequency, as indicated by the above drawing - First octave middle
C (from C of 256 HZ to C of 512 HZ).

House of Life: 1st floor. Sound Version 2 – Eastern-Orchestrated or Environmental Sound Floor

In the second version of the “House of
Life,” the floor is divided into 32
instead of 16 segments.
The individual sections represent sound
options for Indonesian or Chinese
orchestra and choral orchestrations as
well as language, environmental and
animal sounds.
Using a signal switcher, the spaces
could be configured for a variety of
sounds and altered to another. These
could, for example, be Chinese
orchestration in one quarter of the floor
and a series of exotic bird calls in
another quarter. Then these quarters
could be changed to environmental
sounds like city and or a rainforest.

House of Life: 1st floor. Mechanical Sound Floor (Details of Floor Sensors)

Floor Structure:
The top of the floor would consist of thick
2’x2’ rubber tiles arranged in a grid
pattern. Underneath this floor, there would
be a suitable sub-floor and foundation.
The rubber tiles would be designed and
manufactured to allow space for the
installation of transducers and wiring
attachment.
The transducers would be fixed to the
underside of the rubber tiles and the wires
from the sensors would snap into a wire
harness. The signals from this harness
would be sent to computer server and
amplification system.
The floor would also be engineered to
allow for easy removal and replacement of
individual tiles.

House of Life: 1st floor. Mechanical Sound Floor (Details of Floor Sensors)
Floor sound activation:
By stepping on one of the 2’x2’ floor section, the viewer-participant
will activate sound signals. These sound signals could be sent to a
main server and be altered from quadrant to quadrant with the help of
a control system and a signal switcher. The sound could either be
manually switched (by use of a Crestron control panel) or through a
programmed and timed switching system (or both).
Process for the floor to produce sound:
The force applied to the transducer (sensor) would be equal to the
person’s weight (which will equal the person’s mass = Kg x Gravity/
9.8 NYS squared). Once activated by this weight, the transducer
would change the applied force into electrical signals that would be
carried by cables to a computer. The computer would be programmed
to change these signals into a characteristic pitch. According to the
section and quadrant the activated transducer is in, the computer will
know the kind of instrument to be played and determine the right pitch
and octave of the note to be produced. The sound produced this way
will play as long as the participant stands on the rubber square.
Each 2’x2’ rubber tile could be visibly labeled (for example, A, B or
C) or remain unlabeled to signify a rest. This would give the viewerparticipant choice over what notes are being played
Randomly placed sections of flooring located between designated
quadrants will act as sound rests. Thus the participants can change the
duration of notes or rests as they are playing and alter the rhythm of
the sound.
The loudness of each pitch will be set in the computer and transferred
to the audio system. This will allow for all of the instruments to be
heard and prevent sound level distortions (so that the decibel level
does not become uncomfortable for participants).
The number of people in the building will be limited so as to allow
participants to hear what they are playing and to limit the creation of
noise. There will be a 9’ wide pathway around the parameter of the
floor lined with diagrams and text illustrating how to play with the
tiles. The pathway will permit people waiting to watch viewerparticipants, hear the sounds they produce, study the diagrams and text
that illustrate how to play the floor.

