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RESEARCH OUTPUT

Charlotte Gould and Paul Sermon installed three large-scale, 
cross-continental telematic artworks in 2014 and 2015, linking 
audiences in cities across Europe, Australia and China. Extensive 
audience participation allowed the artists to conduct inter-
related investigations into the nature of public participatory art, 
audience agency, ludic wellbeing, and embodiment.

Pioneered by Sermon and Gould in the 1990s, telematic art places 
audience participation at the centre of the work, eliciting communal 
interaction by way of digital interconnectivity and chroma-key 
bluescreen video technologies. 

In each case, large format public video screens were installed in two 
discrete locations together with blue groundsheets. Audiences were 
encouraged to explore this ‘stage’ and respond to the visuals on the 
large screens, where they saw themselves against a range of backdrops 
and alongside unknown people, who were projected into the scene in 
real time from the parallel installation. The artists used internet-based 
high-definition videoconference connections in a single composited 
chroma-keyed image to offer scenarios and combine live imaging of the 
distant participants. 

The resulting interactions enabled the artists to explore the emergence 
of user-determined narratives between remote participants and extend 
understanding of the ongoing history of the self-image in publicly 
interactive art forms. 

Occupy the Screen (2014)
Visitors to Riga’s Esplanade square 

participate in chroma-key digital 
image combination that seemingly 
places them on the Berlin rooftops
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OCCUPY THE SCREEN (2014) 
Riga, Latvia and Berlin, Germany

Commissioned by Public Art Lab Berlin for the 
Connecting Cities Event: ‘Urban Reflections’ (11-
13 September 2014), this installation linked the 
passing public outside the Supermarkt Gallery in 
Berlin with pedestrians on Riga’s Esplanade square 
during its year as European Capital of Culture. ‘Urban 
Reflections’ focused on the participation of citizens 
and pedestrians in artistic scenarios that explored 
the possibilities of local community building through 
networked media art.

Audiences were invited to occupy the screen by 
climbing virtual statues and sites taken from both 
cities, producing scenes that drew on the cultural 
memory of the crowds, for example, claiming the 
Brandenburg Gate after the fall of the Berlin Wall in 
1989. The appearance of walking across a bridge, 
standing on a plinth, stepping over buildings or 
falling into a hole, prompted the audience towards 
their part in the exploration, testing the nature of 
the event in terms of public theatre or a telematic 
fluxus happening.

SCREEN TEST (2014) 
Riga, Latvia

Commissioned by the city of Riga in 2014, the work 
was presented for five nights (14-18 November 2014) 
to coincide with the city’s film festival. Specific to 
this installation was its celebration of the history of 
cinema, with backdrop projections taking the form 
of key moments in cinematic history. The audience 
could interact with recreated film sets that contained 
converged scenes including: Georges Méliès, ‘La 
Lune’; Robert Wiene, ‘The Cabinet of Dr. Cagliari’; 
Sergei Eisenstein, ‘Battleship Potemkin’ and Alfred 
Hitchcock, ‘Vertigo’.

PEOPLE’S SCREEN (2015) 
Guangzhou, China and Perth, Australia

Public Art Lab commissioned ‘People’s Screen’ for the 
Guangzhou Light Festival in China (15-29 November 
2015), where 25,000 visitors queued up to interact 
with the work, limiting the time within the installation 
to one minute only. This was combined with a screen 
in Perth that was curated for cultural engagement, on 
a screen normally used for public screening rather 
than interactive artworks. These environmental factors 
had a significant impact on the way that audiences 
engaged and were an important variation on the 
works in 2014.
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Urban Screen Encounters

OCCUPY THE SCREEN 
(2014) 

(top) Participant outside Supermarkt Gallery, Berlin, plays by 
visually removing his head with blue bag

(bottom) Line out video screen shots of participants 
balancing on towers between Berlin and Riga
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Documentary film on the Occupy the Screen installation 
Produced by Public Art Lab Berlin for the Connecting Cities 

Festival event ‘Urban Reflections’ in interview 
with Paul Sermon (2:59)

Film accessible at: https://vimeo.com/118602716

Documentary film on the Occupy the Screen installation 
Produced by Paul Sermon and Charlotte Gould, showing 

participants and screen displays (5:00)
Film accessible at: https://vimeo.com/107784956

Urban Screen Encounters

https://vimeo.com/118602716
https://vimeo.com/107784956
https://vimeo.com/118602716
https://vimeo.com/107784956
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SCREEN TEST 
(2014) 

Urban Screen Encounters

At the Staro Rīga festival 2014, participants 
co-create narratives through an open system of 

playful interaction
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Urban Screen Encounters

PEOPLE’S SCREEN 
(2015) 

(top) Screen in Perth, Australia, shows participants 
from Guangzhou 

(bottom) Participants in Guangzhou  
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Urban Screen Encounters

Documentary film on the People’s Screen installation 
Produced by Paul Sermon and Charlotte Gould, showing participants 

and screen displays (2:05)
Film accessible at: https://vimeo.com/150786495

https://vimeo.com/150786495
https://vimeo.com/150786495
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RESEARCH QUESTIONS

These works enabled an enquiry into the role and potential of 
telematic art for participatory practice and its interpretation.

Gould and Sermon sought to improve understanding of the ways in 
which art may have shifted towards conscious participatory modes and 
to recognise the psychological implications of that participation.

The research questions were formulated both in a context of theories of 
play (Winnicott, 1971; Csikszentmihalyi and Bennett, 1971), and those of 
the history of interactive public participation events delivered through 
photography, film and media arts. 

1. What is the relationship between artists and participants in co-
created artworks? 

 ◦ What is the artist’s place as designer and director of a narrative 
artform that evolves through participant activity? 

 ◦ How far does the participant exercise free agency in creating 
the work?

2. In what ways does participation art of this kind reflect or determine 
trends of playful attitudes and ludic engagement with technology 
set in a context of changes in a community lifestyle that is informed 
by the global communications network?

3. In what ways does a participatory audience action and interaction 
develop from a new sense of self and conscious experience 
through the embodied virtual presence? 

4. How does the production of public, interactive artforms using 
contemporary digitally connective technologies develop 
understanding of the trajectory of audience participation art, for 
example, those at the time of historic landmarks such as audience-
integrated film-making in the 1900s?

People’s Screen (2015)
People of Guangzhou queueing to 

enter the installation
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RESEARCH CONTEXT

Gould and Sermon work within specific artistic, 
cultural, theoretical and technological contexts. 
These include the history of public media 
installations, the growing ubiquity of the public 
urban screen, and academic and psychological 
studies of play, wellbeing and the evolution of 
narrative theory.

A primary physical context is provided by the 
public screens that are increasingly visible in cities 
globally, showing film, news and sport. Gould and 
Sermon subvert the audience expectation of these 
by allowing complex two-way interactions. Contrary 
to Orwell’s dystopian visions of propaganda and 
control, these large urban screens can be shown 
to offer opportunities for audience empowerment, 
reaffirmed by Nam June Paik who proposed that 
interactivity can ‘represent the spirit of democracy not 
dictatorship’ (Paik, 1984). However, interaction per se 
does not automatically involve dynamic choice but 
can merely offer a series of predetermined options 
(Daniel, 2011). Gould and Sermon’s installations test 
the boundaries of dynamic choice in the presentation 
of and engagement with an artwork, conducting 
observational research through the filmed actions 
and reactions of participants.

This subversive use of screens draws on a recent 
history of public interaction artworks, for example, 
the live satellite public performance ‘Hole-in-Space’ 
by Kit Galloway and Sherrie Rabinowitz in 1980. 
However, Sermon also traces the form explicitly to the 
early history of film, notably Mitchell and Kenyon’s 
historic work with Edwardian public crowds in the 
1900s (Sermon, 2018). In these works, the audiences 
become both performers and viewers by creating 
an improvised response to the camera and screen. 
Gould and Sermon draw on the work of media art 
historian and curator Erkki Huhtamo in identifying the 
similarities between the early filmic and early digital 
endeavours to recreate and re-experience reality for 
participant audiences (Huhtamo, 2013). There is a 
striking similarity with the way audiences react and 
perform comical narratives from early self-view film 
screenings to telematic performances; both display 
all the unique traits of telepresent interaction and 
the selfie phenomenon, and the research offers 
observational insight into the nature of embodied 
virtual presence. 

Participation art resonates with a wider change in the 
sense of self brought about by transformative media 
cultures. Through the twenty-first century, Ascott 
has identified, ‘a gradual rejection of the dialectic of 
being, and its mystification [Nietzsche], in favour of a 
yea saying, life affirmative recognition of the primacy 
of becoming’ (Ascott, 1999). This seems to herald a 
new age in terms of an individual’s sense of self, one 
that is no longer fixed and which is navigated instead 
in the digital environment as a temporal, nonlinear 
experience with an expectation of individual 
navigation and personal choice.

As artists, Gould and Sermon explore and develop 
this historical context in the development of public 
interaction art and media engagement, using their 
installations to test the limits of this and to examine 
theoretical studies of participation art, through their 
application. Sonka Dinkla, for example, identifies a 
dynamic relationship between artist and participant, 
understanding that participation is located along 
a fragile border between emancipatory art and 
manipulation. Gould and Sermon exploit and test the 
idea that the decisive act in judging the situation is 
how active the unprepared viewer becomes within 
a certain framework of action and without specific 
instructions (Dinkla, 1996).

Extending this theoretical standpoint, Shanken 
and Stiles have emphasised the importance of real 
engagement of the audience and identify ‘agency’ 
as a vital factor in interactive systems, further arguing 
that artworks ‘must activate semiotic signification 
that is literally full of meaning’ (Shanken and Stiles, 
2011). This is of particular prominence in the 
construction of telematic art. Gould and Sermon 
develop the installations so that meaning and the 
terms of engagement are implicit, testing whether, 
by interacting without instruction, the audience 
can contribute in a meaningful and creative way 
(Browning, 1964) and where the relationship lies 
between this role and that of the artists who create 
the specifics of the stage and environment.
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RESEARCH PROCESS

Gould and Sermon used their career 
experience with telematic art in order to 
examine further the nature of participatory 
artforms in public space. 

Sermon was a pioneer of interactive digital art and 
has worked with the form since the early 1990s, 
winning the Prix Ars Electronica Golden Nica award 
for interactive media in 1991. The process he 
employs draws on earlier research in, for example, 
‘There’s no simulation like home’ (1999) and ‘All the 
World’s a Screen’ (2011), and takes advantage of the 
increasing global relevance of telecommunication 
networks in everyday lives including the rise of social 
media since 2014.

The three installations in Urban Screen Encounters 
used the telematic concept and technique in which 
live oblique camera shots from above two separate 
audience groups are combined on screen via a 
chroma-key video switcher into a single composited 
image. As the merged audiences started to explore 
this collaborative, shared telepresent space they 
could be seen to gradually discover the ground 
beneath them, as it appeared on screen as a digital 
backdrop, locating them in a variety of surprising 
and intriguing anamorphic environments. In this 
way, the artists provided the audience participants 
with the opportunity to direct and change the 
outcomes of this installation through an open system 
of interaction. Contextualised by their urban and 
commercial environments and recontextualised by 
diverse interactive backdrops, the public audiences 
had the opportunity and agency to reclaim these 
urban screens (Occupy the Screen), play with the 
notion of the selfie (People’s Screen) or interact with 
famous cinema sets (Screen Test).

The interface was designed for intuitive interaction 
so that it triggered playfulness in audiences in 
a seamless way rather than prescribing rules or 
responses. This offered a balance of co-production, 
maintaining artistic integrity and at the same time 
avoiding artist ‘manipulation’ of audience (Dinkla, 
1996). Through two remote spaces brought together 
on screen, the environment provided a mediating 
object (Rancière, 2002) on which short dramas 
could unfold. As a collaboration between artist 
and audience, the research tested opportunities 
to maximise audience freedom to make a creative 
contribution. Maintaining a balance between 

(top) Videoconference and chroma-key flow 
diagram sketch 

(middle) Videoconference system and 
chroma-key equipment 

(bottom) Public video screen and blue-screen 
installation set up
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artist and audience influence and agency without 
instruction is critical to this open interactive artwork 
(Dinkla, 1996) and, through the works that Gould and 
Sermon devised, the audience could respond freely, 
taking a dynamic collective role in live storytelling. 

Gould and Sermon determined those levels of 
audience agency or freedom to respond that are 
essential to enable co-creation of the artwork. They 
applied a framework to measure open interactivity 
based on Hans Scheuerl’s definition of games, which 
aligned to qualities of open interaction including; 
‘freedom’, ‘infinitude’, ’closeness of the game’ 
(the rules or defined area of play), ‘ambivalence’ 
(movement between rule and chance) and ‘virtuality’ 
(Scheuerl, 1954). 

This exemplified the artists’ ‘reflection in action’ 
approach (Candy, 2011; Schön, 1983). Reflection and 
evaluations were developed from direct observation, 
monitoring and recording audience response as 
well as analysis of video documentation, interviews 
and video cued recall. An essential data source was 
the ‘video out’ recordings which were scrutinised to 
map audience interaction using a model developed 
from Hans Scheuerl’s definitions of games (Scheuerl, 
1954). The audience’s interactions from the video 
were plotted on a graph against an open to 
closed continuum, where subtle body language 
and interactions were identified. This method was 
effective as it captured participant response in 
the moment complete with facial expressions and 
subtle gestures. The video was used to analyse the 
participants’ actions in detail. 

(top) 
Chroma-key compositing process for Occupy the 

Screen (2014) combining background environment 
with middle-ground participants in Berlin and 

foreground participants in Riga

(bottom)
Video out recording of participant interactions allow 

close scrutiny of behaviour within the co-created 
installation work



UNIVERSITY OF BRIGHTON

13

RESEARCH INSIGHTS

Gould and Sermon drew insights on several aspects of 
participatory art, recognising new complexities in the way 
audiences engage with telematic works, and generating 
comparison with other modes of art that operate through direct 
public engagement. 

Some of these aspects were isolated and framed in published papers 
or discussed in presentations (Gould, 2018; Sermon, 2018). The 
installations themselves demonstrated the complex issues at work in 
large-scale artworks that involve multiple telepresences. This scale 
meant that the public generated meaning and insight for themselves 
and others through their engagement and as part of the work.

CO-CREATION AND AGENCY
As a collaboration between artists and audience, this research tested 
opportunities to maximise audience freedom to make a creative 
contribution. In many ways the works broke down cultural and social 
barriers, both in the local communities and across connected cities, 
where new collocated spaces and creative encounters could be founded 
and occupied. The open interaction inherent in the work offered 
audiences an opportunity to co-create, empowering participants and 
offering ‘agency’, which Shanken and Stiles (2011) define as freedom to 
make decisions and with infinite opportunities for narrative direction.

The works brought insight into how audience agency can be enhanced 
in interactive artworks for urban screens, recognising that the approach 
to the management and curation of the screens had an impact on 
the way that the public engaged and could be altered during the 
installation with visible effect. Gould and Sermon used this to develop 
a framework for open participatory artworks for urban screens, learning 
how to maximise audience agency through play, and prompting new 
engagement with the urban environment that created community 
memories and legacy. They demonstrated that the site-specific 
environment, everyday settings and timing had a significant impact on 
the way that an audience responded, and from this, insights emerged as 
to how participatory public artforms operate.

They found that participants were more likely to display ‘tactile’ 
behaviour when interacting with remote participants as this removed 
the tacit boundaries of personal space. The interface was designed 
and refined to attract attention, using recognisable optical illusions and 
references to games along with compelling projected environments. 
They found the use of props and familiar landmarks inspired confidence 
and played a role in connecting users to the projected imagery. 
Opportunities for the unexpected and unintended were found to 
enhance agency, particularly where, in the ways which Allen (2008)
outlines, the body can allow freedom of expression through body 
language, allowing a narrative to move in any direction. 

Screen Test (2014)
Screen shot of digital environment 
and participants exploring and co-

creating the installation
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PLAY AND LUDIC WELLBEING
These installations tested the potential for digital interfaces to provoke 
playful interaction, recognising that open play led to creative interaction, 
offering a space on screen which combines the real and imagined. 
Participants generally lost their self-awareness, responding to the 
environments and also the other visitors, making playful, exaggerated 
and often dramatic gestures with their bodies. 

The resulting interactions promoted play across all ages, taking 
participants to a third space of inner and outer reality where resolutions 
could be found through metacommunication (Winnicott, 1971; Bateson, 
1972). Much of the play was ludic, nonsensical or ‘phantasmagoric’ 
(Sutton-Smith, 2001), leading to creative interaction, fun and laughter. 
The range of interactions, from reticent to enthusiastic, showed public 
preconceptions around the appropriateness of play, and the artwork 
displaced the conventions. The level of engagement  and the joy and 
laughter observed give testimony to the value added by open creative 
space on urban screens and their contribution to public interactivity. 

Isolation in a crowd as identified by Simmel (1903) has remained a 
social norm since the development of the early industrial city. Situated 
in public space, the large urban screen offers opportunity for public 
art engagement within the everyday. When aligned, Lippard proposes 
that these two factors seem also to benefit our health and wellbeing 
(Lippard, 1997) and when reviewing the ‘video out’ recordings 
recordings from these works, pleasure is apparent in the activity 
(Silverstone, 1999), confirming that participatory artworks can offer 
diverse audiences, ‘…pleasurable experiences that enlarge our capacity 
to imagine the world and relationships anew,’ (Bishop, 2012).

SELF AND CONSCIOUS EXPERIENCE
The area of interaction was clearly demarcated as a space via a blue 
or green groundsheet in both cities, identifying a theatre of play. 
The interaction was designed to be an open system aiming to offer 
the audience a means of agency to be creative and make individual 
decisions. This intuitive public response was at the core of this output, 
where a particular psychological sense of disembodiment and 
telepresent re-embodiment occurred and where the activating 
body became less sensorially aware than the effective interacting 
one on screen.

The playful quality in the work and the agency it promoted allowed the 
audience a sensorial exploration of new hybrids of digital space. A sense 
of empathy was found to emerge through a shared space of mutual 
presence. The act of moving eyesight from the internalised position 
in our head to a third-person view outside of our own body offered 
an entirely new sense of self and conscious experience. Combined 
with another (geographically distant) participant, that objective sense 
was shared and co-experienced, paving the way for a greater sense of 
empathy between the participants.

The audience were observed to be performing to themselves as well 
as to others present, but in that process of telepresent disembodiment 
their human avatars were no more representative of their individual 
selves as they were of the entire group. In all these works, the performers 
on screen were the focus of attention in a continual comical dialogue, 
where the conscious experience of the group melded between them 
from camera to screen and back. 

People’s Screen (2015)
Screen shot of chroma-key 

composited images and 
participants showing playful 

interactions with the selves that 
appear on screen
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HISTORIC LANDMARKS
The research uncovered a number of parallels with earlier phenomena 
of street theatre and public participation film; phenomena that were 
identified by early commentators and which could be understood in 
nuanced ways through the new media artform. 

The local travelling fairground film circa 1900 provided a community 
engagement through which audiences could join in the collective 
experience. The laughter of the group turned towards the individual’s 
comical act caught on camera, as they shared their disembodied 
‘telepresent’ experience with family, friends and colleagues around 
them. A reflection upon Henri Bergson’s 1911 paper ‘Laughter: an 
essay on the meaning of the comic’ helped recognise the timelessness 
of the activity witnessed now using modern technologies. Through 
Gould and Sermon’s installation, the parallels were clear with earlier 
non-digital but technologically new or experimental forms, and 
highlighted the observations made in contemporary studies of the 
ways that ludic engagement and laughter operated through public 
participation artworks. The first reaction of the public when entering the 
frame in ‘People’s Screen’ is to take a selfie. Comparable to the actors 
in Georges Méliès early films, or the public introduced to the camera 
by Mitchell and Kenyon, they smile at themselves on camera. However, 
the audience soon starts to interact with the environment and other 
participants, moving away from the initial attraction of identification of 
self to the body as avatar, towards using the body as a playful interactive 
tool, where participants immersed in play lost a sense of the self and 
immersed in a playful third, virtual space (Caillois, 1958).

Gould and Sermon’s work drew out an underlying cultural fixation and 
amusement with the self-image. The research recognised the social 
role of laughter in participants’ identification with the group, or group 
consciousness, through the self-view screen. It also brought out the 
interesting human proclivity to make conscious references to mechanical 
or non-human being: elements of play included mimicking robotic 
moves and making their screen avatars move as though controlled 
independently of themselves. People became more conscious of self 
and sought to escape themselves, activities that were interesting in 
the light of Bergson’s work on the use of clockwork movement in the 
comic (Bergson, 1911). Participants performed to themselves as well as 
everyone else, and their awareness of the separation and representation 
by the avatar was clear in the ways in which the participants conducted 
themselves and interacted. 

(top) 
Still from ‘Electric Edwardians: 

The Films of Mitchell and Kenyon’ 
Employees leaving Storey’s Moor 

Lane Mill, Lancaster in 1902. 

(bottom) 
People’s Screen (2015)

Participants in Guangzhou, China 
greet telepresent visitors from 

Perth, Australia

Images published as part of  
Sermon’s disseminatory work 

‘From Edwardian Selfie to 
Telepresent Comic’ (2018) 
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DISSEMINATION

Gould and Sermon each refined the theorisation and 
contextualisation of the practice for the publication of two 
journal articles and a book chapter. They also gave workshop 
and conference presentations on the artwork, made publicly 
available through widespread online documentation.

Through its dissemination, this research will inform future approaches to 
programming and management of public screens in order to enhance 
the potential for government, local councils and arts organisations to 
enhance public engagement through artworks, offering freedom to 
co-create, sharing a diverse public voice. 

Installation artworks

‘Occupy the Screen’. Riga, Latvia and Berlin, Germany. 11-13 September 
2014. http://connectingcities.net/event/connecting-cities-event-urban-
reflections-public-art-lab-berlin 

‘Screen Test’. Riga, Latvia. 14-18 November 2014. https://staroriga.lv/
en/i-ekrana-tests-1/  |  https://staroriga.lv/en/o-ekrana-tests-2/ 

‘People’s Screen’. Guangzhou, China and Perth, Australia. 15-29 
November 2015. http://connectingcities.net/project/peoples-screen

Publications: Development of theorisation and 
contextualisation of the practice

Gould, C. (2018) ‘Open Interactivity: A Model for Audience Agency’. 
IAFOR Journal of Cultural Studies, 3(1). http://iafor.org/archives/
journals/iafor-journal-of-cultural-studies/10.22492.ijcs.3.1.04.pdf

Sermon, P. (2018) ‘The Imbued Agency of Performer Driven Narratives in 
Telematic Environments’. Horea, A. ed. Moving Images, Mobile Bodies: 
The Poetics and Practice of Corporeality in Visual and Performing Arts. 
Newcastle-Upon-Tyne: Cambridge Scholars Publishing. https://www.
cambridgescholars.com/moving-images-mobile-bodies

Sermon, P. (2018) ‘From Edwardian Selfie to Telepresent Comic.’ IAFOR 
Journal of Cultural Studies 3(1). https://iafor.org/journal/iafor-journal-
of-cultural-studies/volume-3-issue-1/

People’s Screen (2015) 
Installation view and context of 

Guangzhou urban screen  

http://connectingcities.net/event/connecting-cities-event-urban-reflections-public-art-lab-berlin
http://connectingcities.net/event/connecting-cities-event-urban-reflections-public-art-lab-berlin
https://staroriga.lv/en/i-ekrana-tests-1/
https://staroriga.lv/en/i-ekrana-tests-1/
https://staroriga.lv/en/o-ekrana-tests-2/
http://connectingcities.net/project/peoples-screen
http://iafor.org/archives/journals/iafor-journal-of-cultural-studies/10.22492.ijcs.3.1.04.pdf
http://iafor.org/archives/journals/iafor-journal-of-cultural-studies/10.22492.ijcs.3.1.04.pdf
https://www.cambridgescholars.com/moving-images-mobile-bodies
https://www.cambridgescholars.com/moving-images-mobile-bodies
https://iafor.org/journal/iafor-journal-of-cultural-studies/volume-3-issue-1
https://iafor.org/journal/iafor-journal-of-cultural-studies/volume-3-issue-1
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Publication: Presentations of artworks

Gould, C. and Sermon, P. (2015) ‘Occupy the Screen: A case study 
of open artworks for urban screens’. Proceedings of the 21st 
International Symposium on Electronic Art  Vancouver, Canada, 14-19 
August. https://isea2015.org/proceedings-of-the-21st-international-
symposium-on-electronic-art/

Gould, C. and Sermon, P. (2016) ‘People’s Screen: Artist Talk.’ 
Proceedings of the 22nd International Symposium on Electronic Art  
(ISEA). City University of Hong Kong.

Gould, C. and Sermon, P. (2016) ‘Occupy the Screen | People’s Screen.’ 
Pop, S et al. eds. What Urban Media Art Can Do: Why When Where 
and How? Stuttgart: av edition GmbH, pp. 247-251. http://www.
publicartlab-berlin.de/blog/2016/05/19/connecting-cities-publication-
what-urban-media-art-can-do-why-when-where-and-how/

Workshops and presentations of artworks

Transmediale Panel: Connecting Cities – Blackout. 31 January 2014, 
Berlin. Presentation of ‘Occupy the Screen’ concept in panel discussion 
with Yves Bernard, Martin Brynskov, Alain Mongeau, Paul Sermon, Mike 
Stubbs, Susa Pop, Marília Pasculli at Transmediale ‘Afterglow’. https://
transmediale.de/content/panel-connecting-cities-blackout

Transmediale Workshop: Media Facades as Public Platforms. 1 February 
2014, Berlin. Moderators, Susa Pop (Public Art Lab, Berlin), Minna 
Tarkka (m–cult, Helsinki), Yves Bernard (iMAL, Brussels), Nerea Calvillo 
(Medialab Prado, Madrid). With Connecting Cities artists: Christian 
Zöllner, Paul Sermon, Charlotte Gould, Moritz Behrens and Nina 
Valkanova at Transmediale 2014 ‘Afterglow’. https://transmediale.
de/content/connecting-cities-workshop-media-facades-as-public-
platforms

Connecting Cities: Urban Reflections Symposium 11 to 13 September 
2014. Keynote talk on ‘Occupy the Screen’ by Paul Sermon for Panel 2, 
‘Real-time Windows as Interaction Platforms’. Moderator, Susa Pop 
(Public Art Lab) Supermarkt Gallery Berlin, 12 September 2014. http://
connectingcities.net/news/connecting-cities-event-7-urban-reflections

Connecting Cities: Urban Reflections Workshop 12 September 2014.
Workshop 4: ‘Occupy the Screen’. Supermarkt Gallery Berlin.         
http://connectingcities.net/news/connecting-cities-urban-reflections-
workshops 

International Symposium on Electronic Art (ISEA) 2016 Cultural 
Revolution, Hong Kong, ‘People’s Screen’.  http://isea2016.isea-
international.org

Gould, C. and Sermon, P. (2016) ‘Digital Media, Cultural Heritage and 
Engaging Audiences’. Digital Research in the Humanities and Arts 
conference (DHRA). Brighton 4-7 September 2016. 

Gould, C. and Sermon, P. (2016) ‘Our Machines’. Brighton Digital Festival, 
Brighton, 4-18 September. 

Screen Machine 
Installation of smaller scale 

replication for Brighton Digital 
Festival 2016  

http://www.publicartlab-berlin.de/blog/2016/05/19/connecting-cities-publication-what-urban-media-art-can-do-why-when-where-and-how/
http://www.publicartlab-berlin.de/blog/2016/05/19/connecting-cities-publication-what-urban-media-art-can-do-why-when-where-and-how/
http://www.publicartlab-berlin.de/blog/2016/05/19/connecting-cities-publication-what-urban-media-art-can-do-why-when-where-and-how/
https://transmediale.de/content/panel-connecting-cities-blackout
https://transmediale.de/content/panel-connecting-cities-blackout
https://transmediale.de/content/connecting-cities-workshop-media-facades-as-public-platforms
https://transmediale.de/content/connecting-cities-workshop-media-facades-as-public-platforms
https://transmediale.de/content/connecting-cities-workshop-media-facades-as-public-platforms
http://connectingcities.net/news/connecting-cities-event-7-urban-reflections
http://connectingcities.net/news/connecting-cities-event-7-urban-reflections
http://connectingcities.net/news/connecting-cities-urban-reflections-workshops
http://connectingcities.net/news/connecting-cities-urban-reflections-workshops
http://isea2016.isea-international.org
http://isea2016.isea-international.org
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Documentary film on the Connecting Cities: 
Urban Reflection event 

Produced by Public Art Lab Berlin (1:55)
Film accessible at: https://vimeo.com/118602714

‘Participatory City’, a documentary film for the 
Connecting Cities: Urban Reflection event 

Produced by Public Art Lab Berlin. Opens with Gould and 
Sermon, ‘Occupy the Screen’ (3:35)

Film accessible at: https://vimeo.com/159190630

Urban Screen Encounters

https://vimeo.com/159190630
https://vimeo.com/118602714
https://vimeo.com/159190630
https://vimeo.com/118602714
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