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The 4th Biennale: The World Forum for Media and Culture
An Invitation to Interaction '01

Working towards the worldwide expansion of media culture

Five years have passed since the IAMAS was established in Ogaki City, Gifu Prefecture.
In spring this year we opened the Institute of Advanced Media Arts and Sciences, a
graduate school with the same acronym as the Academy. The World Forum for Media
and Culture was first held in July 1995 to herald the opening of IAMAS in the following
year. Two years later the forum was held again, this time as a biennale. In October
2001 IAMAS will stage this Forum for the fourth time.

The Forum comprises “Interaction 017, an exhibition of the latest in media art from
around the world, talks by invited artists and an international symposium where
specially invited panelists will discuss the future of media culture. This is a *hand-made’
event with IAMAS instructors, administrators and students involved in all aspects of
exhibition management and production from planning through to the creation of the
catalogue.

In our ever-changing information oriented society, this event is an attempt to both
introduce the latest movements in media art around the world today and at the same
time make known our aspirations and propositions regarding the future of media
culture. We sincerely hope that all visitors to the exhibition actively interact with the
media art on display and don’t hesitate to give us their frank opinion of the exhibition.

Why hold an interactive art exhibition?

Among the new type of art works which were produced by the influence from digital
technology today, the interactive art has been under the spotlight since the 1980’s with
countless works exhibited all over the world. It is mainly the installation type of works
with which viewers can participate in creating the final image of the works through
his/her bodily movements and gestures without the use of a keyboard or mouse, and
even the computers are carefully hidden in the background. It is different from the
traditional art works which can be evaluated by the viewers just standing quietly in
front of the works.

At the past three biennales IAMAS has exhibited various interactive installation style
artworks from around the world. This time we especially focused on selecting works
whose images drastically transform in response to the viewer’s interaction. We have
also tried to make the exhibition site more attractive for every viewer. Please try to
establish a dialogue with the exhibits and then reflect on the future potential of
interactive media art.

We have added a new corner in the foyer of the exhibition site for selected CD-ROMs
and DVDs which have particular future significance, and also a special area for works
by IAMAS artist-in-residence not yet shown locally in Gifu prefecture. In order to show
the fruitful outcomes of our efforts at IAMAS over the past 5 years we also added a
corner for selected IAMAS graduate works and projects by IAMAS faculty members.

We would like to sincerely thank all the artists from around the world who have
participated in this exhibition and all the individuals and organizations who helped to
make this event possible.
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Invitation to Interaction 01
Itsuo Sakane

Welcome once again to the world of interactive art.

Since its establishment in 1995, IAMAS has continued to organize the World
Forum for Media and Culture once every two years. This year, we are proud to pre-
sent our fourth biennale. The main event of the Forum is the Interaction exhibition,
which features carefully selected works of media art from around the world: brand
new kinds of interactive art, which have been made possible through the digital
technology born of today’s information society, and the newest examples of unique
interface designs that link humans with information technology. We hope that by
bringing together these works and by inviting their creators and engineers to gather
here as well, we will be able to introduce the world of media arr, its appeal and its
possibilities, to a wide range of people.

When we held our first exhibition here in Ogaki six years ago, even the term
“interactive art” was not yet very well known. People were somewhat skeptical at
first, and many, it seems, became disconcerted the minute they walked into the exhi-
bition hall. After all, the works before them were exhibition installations that were,
unlike the works in previous art exhibitions or galleries, neither painting nor sculp-
ture, and people found that nothing happened at all unless they themselves did
something. The unique characteristic of interactive art, however, is that even those
new to the world can discover unexpected dialogue generated berween work and
viewer as they move, touch, or talk to the screens and apparatuses before them, and
some image or sound emerges in response. In not a few works, visitors would
become engrossed in trying this and that, and gradually, as they got the hang of
things, they would become totally captivated by the fun. Since then, a roral of two
Interaction exhibitions have been held, producing a growing number of fans each
time, from children to the elderly. Today, more and more people ask us, “When’s
the next exhibition?” looking forward to the event. No doubt it is the appeal of this
new world of interactive art that has caused such a response.

To answer to this anticipation, we have searched and found, from all over the
world, works that are even more captivating than ever. We have even asked some
artists to create new and improved versions of their previously exhibited works. In
this way we have been able to bring the fourth Interaction exhibition to realization.

Keeping this historical background in mind, let me therefore introduce below
some of the special features and highlights of Interaction *01 for the benefit of our
audience, including those of you who are first-time visitors.

Theme: Dialogue with Expanded Images

The theme of this year’s exhibition is “Dialogue with Expanded Images.” As |
have explained several times above, nothing will happen with the works in the exhi-
bition if you simply stand in front and stare at them. But once you wave your hand,
touch the screen, or say something, you receive an unexpected response. Most
noticeably, there is a diverse expansion of meaning, such as changes in the images or
accompanying changes in color, sound, or messages. Moreover, the images in these
works differ from those in works of film or video because they make viewers feel
that they themselves are inducing the images to change or expand through their own
actions. The meaning of “dialogue with images” thus includes you the viewer’s
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interaction with these expanded images, and you will no doubt realize that you
yourself have been given the role of “image performer.”

Keeping this aim in mind, therefore, we selected installations appropriate for
this theme from around the world for the present exhibition. Some are works that
were exhibited at media art exhibitions during the past couple of years, while others
are previously unexhibited works that were still in the midst of production. We also
purposely requested some artists to exhibit two works, to enable the audience to
realize the variety of possible directions in which this field can develop.

In addition to the Interaction *01 exhibition inside Sophia Hall, the main venue,
a CD-ROM section and a section of representative works by IAMAS artists-in-resi-
dence, students, and faculty are also being presented in a part of the hall, the sur-
rounding lobby, and corridors. Below I wish to introduce some of the common fea-
tures of each of these different sections.

Works of Interaction '01 in Sophia Hall

The twelve installations (environmentally and spatially exhibited works) dis-
played in the main exhibition hall have several characteristic features. While the
reader is referred to the pages devoted to each artist for explanations of the individ-
ual works, I wish below to introduce them by some common characteristics.

Works that emphasize the presentation of images

In these works, the viewers themselves can induce changes in the image or its
presentation to some degree or the other.

For example, RPM by Casey Reas is a device in which the viewer can produce
changes in the shapes created by a variety of curves and their colors by operating a
table-shaped controller. It may be described as a proposal for an interface design
that can generate new images.

Camille Utterback’s Liquid Time, on the other hand, appears at first glance to
be just a filmed landscape projected on a screen. In facr, however, it is a highly
poetic work in which the image changes subtly in response to movements made by
the viewer standing before it. It can be described as a work in which images can be
presented by means of the viewer’s body and position.

In Extruded Window by Jay Lee and Bill Keays as well, the landscape on the
screen initially appears to be just a view from a window. In this case also, any slight
shifts in position by the viewer will cause subtle changes in the image, enabling the
individual to confirm this interrelationship with one’s body.

Tiffany Holmes’s Nosce Te Ipsum is a mysterious work in which only the sil-
houette of a human body is at first visible on the screen in front. As the viewer
approaches the screen, however, layers upon layers of pages from various magazines
appear and are in turn torn away, leading deeper and deeper. Finally, as the viewer
reaches a point immediately before the screen, his/her own image suddenly appears
inside a torn hole. The work is an effective satire on Nosce Te Ipsum: “Know thy-
self.”

Works that emphasize dialogue with images

Most of the images of the works in the exhibition hall have been created with
computers at least to some degree. The computers themselves are hardly noriceable,
but whether shown on liquid crystal displays or projector screens, the images are
commonly made of digital pixels and their shapes and colors are manipulated by
computer programs. A work that enables us to understand the characrer of the
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pixel is Jim Campbell’s Experiments in Touching Color. In this work, when viewers
touch a display on a table, the color of the pixel at that point immediately spreads
over the entire screen. As viewers move their fingertips, they can see the screen
quickly changing colors in response. The work also seems to be a teaching aide for
helping us understand spontaneously that a digital screen is essentially made of pix-
els of the three primary colors.

In Camille Utterback’s Arc Tangent, on the other hand, a sensor detects the
positions of viewers standing around a circular field of light and links where they
stand sequentially with linear, geometric patterns. It is a work that leaves a refresh-
ing, pleasant sensation.

A bench similar to those often found in art galleries has been placed in a corner
of the exhibition hall with a screen hung in front of it showing nostalgic scenes of
Japan’s coastline; probably making people wonder what is going on. This is Tiffany
Holmes’s work Surf and Spy, which ingeniously uses images from both outside and
inside the exhibition hall as part of the work. When a viewer sits on the bench they
begin ro see a collage of images from several cameras hidden around the exhibition
hall that gradually overlap and cover the image already on the screen. These images
break down into smaller images and then lines of symbols. This work combines
images from spy cameras placed around the exhibition hall and prior recorded
scenes of nature and various towns in a work that continuously transforms in keep-
ing with the movement of the viewer on the bench. Surf and Spy is making its glob-
al debur at Interaction "01.

Arnon Yaar’s Beam of Light, on the other hand, is a more typical work featur-
ing dialogue with images. It is a new work that reproduces portraits of the viewers
themselves in what seems like 3D. When someone passes in front of a beam of light
that is being shone from the side, the light scans the body and an image appears that
appears to float in mid-air, almost like a portrait composed of numerous rays of

light.

Works created through the interplay of music and images

Artists have long been concerned with the relationship berween images and
sound, burt these selected works represent new types of endeavors. In Golan Levin’s
Audiovisual Environmental Suite, for example, when viewers trace a line on a tablet
with a pen, that line appears on the screen at the same time that a sound is generat-
ed. Thus, they themselves can produce subtle suites of images and music. Using this
work, Levin himself will present a performance at the symposium.

Similarly, Bubbles, a collaboration by Wolfgang Muench and Kiyoshi Furukawa,
is a work of sound and images in which images of bubbles emerge one after another
on the screen, emitting cute little sounds. The viewers can play with these bubble
images, cupping them with their hands or letting them go.

Works that invite dialogue between matter and force

Additionally, some of the new works in the current exhibition present some-
thing slightly different from previous computer images. Tug of War, which has been
installed since last year at the Ars Electronica Center by its Futurelab, lets viewers
have a tug-of-war match with on-screen opponents using an actual rope thar
extends forward from below the screen. When viewers pull on this rope, the virtual
people on the other side pull back with a corresponding force. The technical rerm
for this is “force feedback.” This work is a game-like application of this new inter-
face, which attempts to make the participant feel feedback in the form of acrual
force through the mediation of a computer. Ars Electronica Center has agreed to
exhibit this work at Interaction *01, closing their own display for the duration.
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Protrude, Flow by Japan’s Sachiko Kodama and Minako Takeno, is of a very
different character from the other works of digital technology described above. It
makes use of the strange images that are created on the surface of a jet-black mag-
netic liquid. The liquid surface responds to viewers’ voices or whistles, sometimes
by forming countless protrusions and at other times appearing to vibrate. In that
sense, this work of course is also interactive, and it is controlled by a computer.
Protrude, Flow caused a stir when it was exhibited at SIGGRAPH2001 in Los
Angeles in August and has also drawn notice as an attempt to create a new art that
connects digital effects with analog phenomena.

There is a tendency to think of art that involves the mediation of a computer as
being complete just within the bounds of the work of virtual images itself. These
works, however, presage a possible future development, by forming a bridge
between computer-mediated art and the various materials and natural phenomena
around us.

CD-ROM and DVD section

In another feature of the current Interaction *01 exhibition, we have organized a
section outside the main exhibition hall where viewers can experience several unique
works by artists connected in some way with IAMAS, selected from among recent
works of CD-ROM and DVD from around the world.

In Japan, CD-ROM production today leans toward computer games, and there
is decreasing demand for the unique artistic, culturally oriented works that were
previously created. Europe, however, is still producing cultural works that are
worth appreciating at length and works that try to revive the cultural heritage of the
past in the present.

An excellent example of such a work among the CD-ROMs we are introducing
in the present exhibition is Kidai shoran, which lets the viewer follow interactively
the content of a Japanese picture scroll of the Edo period that was discovered in
Germany. Found in the collection of an art museum in Berlin, this 12 meter-long
picture scroll dates from the Bunka-Bunsei era, a period when Edo-period culture
was in full bloom, and depicts the Edo townscape from the Kanda area to the vicini-
ty of the Mitsukoshi store in the Nihonbashi area. A team, whose chief members
included students and professors of Japanology at the University of Cologne, the
staff of the Japanisches Kulturinstitut Kéln, and the staff of ART+COM, a computer
art production company in Berlin, created English-version and German-version CD-
ROMs based on this picture scroll. Viewers can experience walking through the
Nihonbashi area of the time, listening to street vendors hawking their goods and
encountering craftsmen of various kinds. It is an outstanding work in which a new
medium succeeds in transcending cultural boundaries to communicate to today’s
audience.

Similarly, in Moments de Jean-Jacques Rousseau, Prof. Jean-Louis Boissier of
the University of Paris 8 used a classical work by the philosopher as a foundation to
investigate, through images of contemporary people, the desires and interest in
human relationships that all people commonly share. This work, too, poses a chal-
lenge by presenting new possibilities for the CD-ROM, by transcending differences
in eras to investigate issues of human consciousness.

Alphabet, which was produced by NHK Educational and which won the top
prize of the Package Section of last year’s Multimedia Grand Prix, is a CD-ROM
that is based on a picture book by Kvéta Pacovskd, a Czech creator of illustrated
books. Through images alone, it transcends differences in linguistic spheres to com-
municate to children how fun the alphabet can be. From this work, we can sense
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the power of digital media to link different kinds of media.

In addition, the DVD Kyogen, which was recently completed through the coop-
eration of The Tsubouchi Memorial Theatre Museum of Waseda University and
ZKM (Center for Art and Media Technology) in Karlsruhe, Germany, is outstand-
ing educational material for the teaching of classical culture. This work was pro-
duced and compiled by the kyogen actor Mansai Nomura to introduce the various
kata (forms of expression) in kyogen, its stage, roles, performance, and props in a
manner that can be easily understood even by the novice. This project evolved into
an international cooperative effort because the Japanese production company had
been inspired by a CD-ROM, Inprovisation Technologies, about William Forsythe
of the Frankfurt Ballet Company that ZKM had previously produced and had made
a direct request for their participation.

ZKM has received much notice for its near-annual production of a series of CD-
ROMs entitled artintact. In the present exhibition, we are introducing a new DVD
being currently produced by Jeffrey Shaw and others, entitled Dislocation, before its
general release. This DVD contains works by a total of six artists, including Shaw,
Agnes Hegediis, and Peter Weibel, the director of ZKM. Its unorthodox style is sure
to pose questions about the future of DVD art.

Another CD-ROM in the exhibition is Dots by SuZung Kim of Korea. Using a
pen, the viewer can touch a dot or line that appears in the middle of a tablet and
move it freely. When it is moved, the dot or line produces music and draws an ever-
metamorphosing pattern. Dots is an enjoyable work rich in sound and image inter-
activity. Kim and Jay Lee are representing Korea at our exhibition for the first time.

Another work that deserves notice for its play of sound and images is Small
Fish. This CD-ROM was a collaboration by Masaki Fujihata and Kiyoshi
Furukawa of the Toride Campus of Tokyo National University of Fine Arts and
Music. When viewers click on some words in the original fairy tale-like text, they
become new types of musical scores or musical instruments. The interactive work is
programmed so that viewers can select shapes within the image at will and change
their relative positions, causing music linking those shapes to start playing automati-
cally. The work thus becomes a musical instrument in which viewers can even per-
form their own original music simply by manipulating images.

IAMAS Artists-in-residence works

Within Sophia Hall, we also invited some of our former artists-in-residence
whose works have heretofore been unable to exhibit the fruits of their labor here in
Ogaki.

IAMAS works section

Finally, we have organized a section for the exhibition of TAMAS works.
Presented are several works by students and faculty who have previously produced
and exhibited at IAMAS. We hope visitors to the exhibition will take this opportuni-
ty to meet and speak in person with the participating alumni and for artists-in-resi-
dence who visited here, again.
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CASEY REAS

‘Since September, 2001, Casey has been an’ Associate Professor at the
Interaction Design' Institute Ivrea, Italy. From June 1999 — August 2001 he
worked'and studied in'the Aestheticsiand Computation Group!(ACG) at the MIT
Media Laboratory, led by Professor John Maeda. He has recently exhibited:his
work at the American Museum of:Moving Image, the Ars Electronica Center, the
Cooper, Union, the New: York Digital Salon, the: Museum of Modern Art, Sega
Joypolis, and' Siggraph and his: work has been' published in'a number of
international books and magazines. Before joining the ACG, he worked as a
Design' Director at |/0 360 Digital'Design in' New:York City. He received’his
undergraduate degree from the College of Design, Architecture, Art, and
Planning at the University of Cincinnati.

RPM

RPM is'a dynamic system for analyzing and experiencing the relationships
between time'andispace. Manipulatingthe location; phase, and transparency.of
multiple instances: of'the same' moving object creates new. kinematic forms.
RPM'is inspired by past technological'developments used to'augment vision.
After the development of the camera in the mid 19th' century, men such as
Eadweard Muybridge and Etienne-Jules Marey began using its potential to stop
time and analyze details of movement that had neverbefore beenivisible to the
human eye. In the 1930s, Harold' Edgerton’ pioneered the process: of,
stroboscopic photography which enabled capturing the successive movements
ofian object with'a still'camera. Utilizing this' technique, the' photographs of
Herbert Matter and L. Moholy-Nagy began to reveal a new vision, a sight
unbound: from time. The medium of computation'has provided a medium for
further' extending our vision. RPM combines concepts from old and new
technology into aisystem for. constructing a new vision. It augments the early
experiments' in time and motion by providing the tools for analysis' made
possible through computation.

Casey Reas: Software, Electronics

Edoardo Brambilla: Mechanisms

Thank you'to John:Maeda, Ben Fry, Brygg Ullmer, Jason Short, Jeff Michael
The RPM software was developed at the MIT Media Laboratory.

The physical design\was realized at the Interaction Design Institute!lvrea.
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TIFFANY HOLMES

Tiffany. Holmes is a pioneering artist whose practice’ blends traditional
materials'and new media in large-scale interactive installations. Her work
explores the relationship between digital technology and culture with' an
emphasis on technologies of seeing. She lectures and exhibits widely in
international and national venues, including Digital Salon:'gg in New York and
Madrid, Viper.Media Festival in Switzerland, International Symposium on the
History: of Neuroscience in Zurich, Siggraph '99, Next 1.0 in Sweden, and
World@rt in: Denmark. Her interactive installation, Nosce' Te Ipsum, was
recently shown at Siggraph 2000 and featured in the New York Times. In
November, Holmes will exhibit new work at the ]. Paul Getty Museum in:Los
Angeles. :

With a diverse academic background in' painting, animation, and biology,
Holmes situates her work at the intersection betweenartistic, biomedical, and
linguistic modes of bodily representation. To' promote her interdisciplinary.
artistic practice, the Society ofi Fellows at the University of'Michigan awarded
Holmes a' prestigious: three-year: fellowship. = With a BA in art history from
Williams College, Holmes received a MFA in painting from the Maryland
Institute College of Art and an MFA in digital arts from the University of
Maryland, Baltimore County. She is currently an Assistant Professor of Art and
Technology at the School of the Art Institute of Chicago where she teaches
coursesiin'interactivity'and the history and'theory of electronic media.

SURF AND SPY

I'am fascinated by historical devices of visual entertainment such as the camera
obscura and painted panorama. Most of my.installations have been inspired by
optical'tools: microscopes, magnifying glasses, and in this.case, spy cameras. |
am interested in how digital technologies and contemporary. imaging devices
are transforming how we literally “see” and perceive ourworld. Surfand Spy is
anlinteractive multimedia environment in which a coherent field of vision—the
panorama—yields to a fractured array of data.

The word “panorama” refers to an unobstructed vista, generally of a/landscape
that extends in‘all directions. In its resting state with!no interaction, the wall
displays a panorama ofithe Japanese coast composed primarily of water and
sky. The'sound of waves lapping along the strandfills the space.

When' a viewer sitsion the wired bench' the audio:track changes toa more
localized'soundiof breakers crashing along the shore. Slowly, theivideo/image
is fractured by small rectangles that gradually hide the central landscape. As
the rectangles multiply, the larger image of the surf and sky is replaced by.
smaller'images of surfand “spy,” or rather, still'images of exhibition visitors
grabbed seconds earlier by hidden cameras.
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iffany Holmes

F4Tpo— KNLZ

T4 77— RVARERNGHEM EH L0 AT A TR LA 557747
BRMA Y AZ V=3 a yEIWELTE LS A =70— Ao BLIEMAEANCHER L,
FYE N L ALDFREE - TW b, —a—a—2 2 Py FCirbhizry sy
VTR 99, AL ADISA 28—« AFL T+ T2 AF 4200, Fa—) v eTitbhiz
FRRSE LR OEPE Y YRV A, =579, AT—FTrDF7AFLO. TV
<=7 OWorld@rt 7 EOE NI OB A BB TR B LTI ETT 5.
FAADMEMIMILA S Zah]id > —2572000CTRREN, —a—F—27- ¥4 4
ZRNCHR SNz SAENH T ENAD [ B—=N « 57 4 FlifCHifEERER
THFETHD.

B, 7oA—Yay, EPEiESFEETLNIFCTRAIZSRVA XZ, HDfEmh
XA, GRRBONOE RN L EDEED L TR D T TV 5,
RS ZOFEEN G 2 3R 5700, 3 ¥ H KO ERERELICHED
BRI OISR EEY 2, T4 )T AXRKFEEEWWWR TR LR, A —F
Y FEMRERRKFORN YL, FLT4ETOR)—F Y FREOTFVINT =T
W TENENOELIR 2T . B IEfio7r—h- 7Y F- 72 /0)—
SEITHBIZ RS, TV Oy y - AT TORERENER. A VY55 2T74 8T
A HETOVTHHIEZ L 5 TVD,

=T -FR-ANA

HAF A TAF TR FRRWO L) B OPIEH LI EAMISTES Lk
WS, FROMERO% IWMEL. HAE. COEMTHlINSha AR, H AT (Bl
A7) DA LERFERICA YA L—Ya Y ERITTWDS, ZLT, g, bhbh
DEORFRERITLERE, FYIN 7207 =5 HOWHEREN, DX
12 2TV OMCHIEZ o T0d, [H—7 7Y F A4 Jid3) 53 LTH
AONBE LT VDOHAHHFHIW AL SN A DTN AL ZilhhoTu{ A ¥ #7377
£ TH AT 4 THREETH S,

[232 5= W) FEHEEIRY 2D, HEWLHIH G EZRRLTWA, HE
W, A ¥ 27 2 arviRI6RVIY, 28 LKAT TR SN HA DR O3
I oTWE, ZLT, WARERD X9 i LaFdihTus. Wio
WY F 2B 5. BMBEBBRYFIHED L, FFHE-FAUDHDY, i
ARSI B AL LI RTICE DS, ZLT. KA LNSHRERIENIN,
Wo D EFOWMEEN LTWL . EABIMALIEICEST, KERF—T
TR AR A (ML) OGN, NERF—T - TV K AL (LA, Thbbi
BEACKRLY AT TRA bR HEONE) OWETEICE LA BhTn L,

21



The image continues to fracture as long as the participant remains seated. In
addition to the visual data provided by the hidden cameras, | incorporate
schematics and maps of familiar Japanese locales in the metamorphosing
projection. With continued presence in the room, a viewer travels virtually from
a seemingly infinite seascape bound only by the horizon to a highly localized
space that maps the viewer into its confines.

Continued presence in the space creates further transformation as the
landscapes become data sets. The final layer of imagery revealed is the code
running the animation. The maze-like networks of visual information allude to
the ways that technology alters contemporary modes of seeing and navigating
space.
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Nosce TE Ipsum

“Nosce Te Ipsum? is Latin for “know thyself.?  The installation invites the
audience fo engage in a metaphorical act of violence—the destruction of a
body. The story that inspired the piece is buried deep:beneath the surface of
the installation. In'the fairy tale, Snow.White and the Seven Dwarfs, the Wicked
Queen would daily ask: "Mirror, mirror on the wall, who'is the fairest one of
all2" The mirror answered: "Queen it seems to me, there is none fairer in the
land'than thee!" As long as the mirror idealized her:beauty, all was wellin the
Queen’s world. The dreaded day finally arrived when the mirror replied that a
young lovely:named Snow White had surpassed the Queen's beauty. Because
the avatar did/not return a predictable answer, the Queen’s entire conception of
reality shattered.

Like the Queen and her followers, many: cultures desire physical beauty of a
particular. variety—the “fairest” bodies appear on the! covers' of popular
magazines. Nosce Te Ipsum asks viewers to:consider new sorts of bodies with
very. different physical characteristics. Viewers entering the installation space,
initially view al projected spare outline of an androgynous human figure. A
dense line of words—*slice,” “pierce,” “slit,” “cut”—move across the floor
toward the projection. As the viewer treads on the line of text, the singular
body ruptures. Layers tear away, as in a dissection, to reveal a collage of
bodies of all shapes and!sizes.  As the viewer progresses, more layers tear
away. and fold' back, revealing overlapping sets of images that give way to
furtherimages. Arriving at the final word, the viewer’s face, filmed inireal time
from avideo camera, appears inside the projectedicomposite. At thissmoment,
observer and observed blur together in'the completely shorn body. Stepping
toward or away from the projection reverses the process, the'layers: rapidly
fusing, hiding the face iniimagery.

The central'aim of my work, in'these and other installations, is to draw together
highly specialized, often compartmentalized ways of knowing and representing
bodies in space. In Nosce Te Ipsum, |'use aivideo interface that records:the
viewer/performer’s face' yet locates the mirror within' the boundary of a
composite image of “idealized” flesh. In becoming part of the montage,
participants simultaneously recognize and lose themselves in'one body that is
also an amalgamation of human forms.
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Tiffany Holmes
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Jim CAMPBELL

Jim Campbell was born in Chicago in 1956 and lives in San Francisco. He
received 2 Bachelor of Science Degrees in Mathematics and Engineering from
MIT in 1978. His work has been shown internationally and throughout North
America in institutions such as the Whitney. Museum of Art, San: Francisco
Museum of Modern Art; the Carpenter Center, Harvard University; The Power
Plant, Toronto; The International Center for Photography, New York, and the
NTT InterCommunication Center in Tokyo. His electronic art work is includedin
the collections of the Whitney Museum of American Art, San Francisco/Museum
of Modern Art; the University Art Museum at Berkeley, and the San Jose
Museum of Art. In 1992 he created one of the first permanent public interactive
video artworks in the U.S. in Phoenix, Arizona. He has lectured on interactive
media art at many Institutions, including the Museum of:Modern'Art in'NY. He
has recently received a Rockefeller Grant in Multimedia, a Langlois Foundation
Grant, and a Eureka Felowship'Award. As'an engineer. he holds more than a
dozen patents in the field of video image processing.

EXPERIMENTS IN TOUCHING COLOR

This work consists of .a small black pedestaliin'aismall dark room. The pedestal
has a glass screen in the top surface and is hollow with a video projector.inside,
Animage is projected onto the glass rear screen from below. When the viewers
first walk into the room they'see an image on top of the pedestal in'a silent
room. When a viewer puts their.hand on the glass screen two things happen'at
the same time. A sound from the image:fades up in the'space and'the image
dissolves to a single color.

As long as the hand stays on the glass screen the sound remains and the image
stays a single but changing color.  As the hand moves around the image, the
color field emanating from the pedestal goes througha sequence of colors.
This color is based upon where specifically the viewer is' touching.  For
example, if the image!is of a'talking head, as the viewer moves herfingers from
the lips up to the eyebrowthe emanating color from the screen changes from
pale pink to varying flesh tones to dark brown. The color:seen at any one time
is based upon the color of the pixel that the viewer's middle fingertip'is
touchingin the now unseen image that was there. The viewer’s memory. of the
image that was there along with the exploration: of the colors at the various
points in the now hidden image define a new image that is part memory and
part detail.

And the image is moving, so after the image fades out and the color field fades
in, the image continues to change. The sound, which contains the movement of
the event, helps the viewer tolimagine what the image!is now doing.

In other words there are two cues pointing back to the image; the sound and
the color. Often the rhythm of the changing color field' and'the rhythm of the
sound reinforce each other. For example, by putting your finger anywhere near
the talking lips of a face, the words are heard inisync with the color changing
from red to black to white based on the hidden lips moving.:

Production Assistant: Claire Calvino
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Jim Campbell
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Experiments in Touching Color
1999
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CAMILLE UTTERBACK

Camille’ Utterback is a pioneering artist and programmer. in the field of
interactive installation. Her work has been exhibitediinternationally.at festivals
and galleries including New Langton Arts Gallery, San Francisco; Postmasters
Gallery, New York; The NTT InterCommunication Center, Tokyo; the Ars
Electronica’ Center, Austria; The Seoul Metropolitan Museum of Art; The
Netherlands Institute for Media Art; the' SIGGRAPH Art Gallery 2000; and the
Microwave International Media Arts Festival, Hong Kong. Utterback has won a
‘Silver’ NewMedia Invision Award (1999), The OLB! Media Art prize at the
European Media Art Festival (2000), and was selected by Res Magazine as
artist pick of the year for their “Annual Res/10/=Ten people who are making a
difference in their field” (2000). Utterback recently founded ‘Creative Nerve,
Inc:” to develop robust, engaging installations for: commercial and museum
settings. She has developed custom installations for Herman Miller, Shiseido,
and The American Museum of Natural History. Utterback holds a BA in Art
from Williams College, and' a Masters degree from The Interactive
Telecommunications Program'at NYU’s Tisch School of the'Arts. In"addition to
her artistic and commercial work, Utterback also' teaches as an adjunct
professor at the Interactive Telecommunications Program at NYU.

ARC TANGENT

Arc Tangentis a multi-uservideo tracking installation that generates interactive
spirograph-like shapes on a round floor projection. Projected interactive
drawings are composed: of abstract shapes and' lines. The drawings are
generated' based on| the number of people around the circle, and react to
people!s positions and'distance from the circle. The piece cycles through a
number of different drawing modes. In'one mode, each'person:around the circle
is connected to everyone else with modulating lines. In'another mode, people
can play a game of ‘pong’ with each other around the circle. Arc Tangentis a
series of visual explorations about the spatial relationships of people'located
around'a central space.
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Arc Tangent
2001
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Liquip TIME SERIES: TOKYO

Liquid'Time:is an interactive installation'iniwhich a participants physical motion
in the'installation spacei fragments time'in a'stored video clip. A  participant’s
movement in the' space is tracked' by an overhead video camera. As the
participant moves closer to the projection screen they push/deeper into'time —
but only'in'the area of the screen directly.inifront of them. As they move away
the fragmented image heals in their wake — like'a pond returning to'stillness. In
the Liquid Time installation; the interface of one’s body,— which canionly. exist
in one place, at one time - is the means to create a space in which multiple
times and' perspectives coexist. The resulting imagery can be described as
video cubism.

The Liquid Time installation is currently being developed into a series of pieces
each exploring imagery of urban infrastructures. Each piece is composed of
imagery from a site where'humans, data, or other. physical matter. move from
one place to' another. Through' their own movement, participants explore
imagery of spaces designed tofacilitate other movements. In thefirst piece in
the series —“Crossing” — visitors interact with abstractimagery of the Brooklyn
Bridge in:New York. The second' piece in the series will be developed! for
“Interaction’01” using video footage shot in Tokyo.
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ARNON YAAR

Born in Israel in 1970, Arnon!s experience and fields of interest range from
skydiving, through sculpturing, to children’s education, engineering and
interaction design. He holds a B.Sc. in Electrical Engineering from Tel Aviv
University and a Master’s degree in Interactive Telecommunications from New
York University.

Arnon currently works as an independent consultant in New: York, where he
lives with his wife and daughter. His recent work includes electronic musical
toys, interactive installations, web-based playgrounds and educational
environments for.companies like HBO, Alfy.com and Thomas the Tank Engine.

BEAM OF LIGHT

Beam of Light is a fun to use, buttons-free system, which simplifies and
illustrates a unique process of 3 dimensional scanning. The system doesn’t
treat the scanned user as a passive “object”. He has an active roll in the
creation and therefore it is an'interactive 3D scanner.

The piece is based on people’s interaction with a static flat beam of light. It lets
users explore concepts of light and space, body:and surface, as familiar. shapes
are broken into curvedlines and then transformed back into a new object in
front of their eyes. 5

About the process

Placing:an object in front of a narrow beam of light highlights one particular
slice of the object, revealing the curves that make up this slice. The light draws
an accurate picture of what isin its path. Creating enough slices in this way can
reveal the entire surface of the object.

Beam of Light gives people a chance to experience such a process. It gives an
immediate feedback and allows playful interaction with the light. The system
has several “rules” that the users may figure-out while experimenting with it.
One such rule is the fact that snapshots of the slices are being taken at
constant time intervals. The users can then either. behave accordingly or. not:
Move forward steadily and you will be scanned accurately. Move in any:other
way, and you create an abstractvirtual sculpture.

The interaction is'intended to intrigue and amuse everyone, from children to 3D
experts. All it takes is a beam of light, a video camera (plus a computer. behind
the scenes) and — of course — a curious playful user.
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More about the piece itself

One of my goals in designing Beam of Light was to simplify both the system
and the process as much as possible. For example, the fact that there is a light
beam only on one side of the user. The outcome is surprisingly satisfying; since
our eyes and minds are so well trained in assembling shaded objects. Other
examples are the presentation mechanism itself (assembled curved lines as
opposed to a full drawn surface) and the activation mechanism, which is fully
automated and has no real interface. The scanning mechanism itself ignores
the real depth. It assumes that the user moved in a constant speed. On the
other hand, it gives users the freedom to play with different depth between
consecutive layers. In addition, both the camera and the light beam are visible.
As a result, users have the opportunity to explore the process and figure out
the “making of” the piece, a fact that makes the interaction more entertalmng
and the scanning results more interesting.

Beam of Light, as presented here, is a result of an effort that span over the last
2 years, in which | invented this scanning mechanism and experimented with it
in different mediums such as water and air, with different lighting conditions
and different presentation methods. It ended up as my thesis project at the -
Interactive Telecommunications Program, NYW and was presented there on
December 2000.
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Beam of Light
2000
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JAY LEE + BiLL KEAYS

Jay Lee is currently an artist/researcher at the MIT Media Laboratory. He has
displayed: his conceptual and' aesthetic strengths in exploring interfaces
merged with' his background'in contemporary visual arts and architecture.
Recently, his research through interaction design and interactive artwork has
been: exhibited at SIGGRAPH, The NTT: InterCommunication Center, and' Ars
Electronica.

Jay holds advanced Science degrees through MIT’s Programs in/Visual Studies
and'in Media Arts and'Sciences. He also earned both Master and Bachelor of
Fine Arts degrees in Seoul. His HCl related computer science research papers
have been published at the most prestigious international conferences. He'is
also an IDEA award recipient for interface design together with Tangible'Media
Group at the MIT Media Laboratory.

Bill Keays is an interactive media artist who’s work attempts to dissolve the
boundary between real'and virtual realms. His installations accomplish this by
presenting innovative body-centric interfaces that share a high affinity with
conceptual basis of the work. His work has been exhibited at SIGGRAPH, Ars
Electronica and numerous galleries and exhibitions worldwide. He holds a
Master of Science from MIT, a Bachelor of Fine Arts and' a Computer Science
Bachelor.from the University of Ottawa. He currently.lives and works in Lugano,
Switzerland' as' an interactive. media expert and founding member of the
Research & Prototyping Group at the Fantastic Corporation.

EXTRUDED WINDOW

As a site-specific. interactive installation, Extruded Window. attempts an
architectural intervention in the Softtopia JapaniCenter with parallel computer-
generated views of its surrounding landscape. By extruding the form of the
physical windows from the encasing wall of the building into the gallery space
located deeper inside the building, the duplicated window structures become
an interactive space inextricably connected to the building’s architecture.

This reconfiguration of the windows seems to draw attention to the function of
the window as a boundary between two discrete spaces; inside and outside,
and invokes notions of expanding synthetic virtual images to be seductive
layers in space and time. The! installation invites viewers to explore the
expanded images inhabiting a fictitious space created by the delamination of
existing boundaries. Their direct or indirect hand motions create organic
disturbances in the fragmented images and bring attention to the nature and
function of spatial boundaries. Thus, the normal functioning of the window is
expanded and viewers find themselves hovering in a space extruded between
the real'and virtual.

44



Jay Lee
jaylee@media.mit.edu
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[ Bill Keays
- | keays@alum.mit.edu
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Jay Lee + Bill Keays
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Suspended Window (ZE{F&)
1999

2001©)Jay Lee & Bill Keays
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WoOLFGANG MUENCH + KiYOoSHI FURUKAWA

Wolfgang Muench

Born 1963 in Karlsruhe, Germany.

Studied Fine Arts at the State Academy of Fine Arts in Stuttgart, Germany and at
the University for Applied Arts in'Vienna, Austria. He is based at the ZKM Center
for Art and Media in Karlsruhe, Germany since 1996. During that time he
developed software for various projects of the ZKM Institute for Visual'Media
such as the interactive visitors information system “Panoramic Navigator” and
the publication series ‘Artintact’ and ‘Digital Arts Edition’. Since 1997 he'is a
lecturer for Interactive Media at Merz Academy Stuttgart [University of Applied
Arts], Germany. Currently works as an artist in residence at ZKM Center: for Art
and Media in Karlsruhe, Germany.

Livesin Karlsruhe, Germany.

Kiyoshi Furukawa

Born 1959 in Tokyo, Japan.

Studied composition with Y. Irino at'the Music Academy in Berlin and withI.
Yun and G. Ligeti at the Music Academy in' Hamburg. Guest composer at
Stanford University, USA, in 1991, Artist'in residence: at the ZKM Center for Art
and Media Technology in Karlsruhe, Germany. He has been.awarded numerous
awards and' scholarships including the “Ensemblia” in' Moenchengladbach
[1983]; the “PRISMA Prize”, Hamburg [1990]; “Siemens, Project Scholarship®
[1992 | 1993]; the “North'German Radio [NDR] Music Prize™ [1994]. Since 2000
he has' been assigned as an Associate Professor at the Tokyo National
University. of Fine Arts and Music [Faculty of Inter-Media Art].

Lives in:Germany and Tokyo, Japan.

BUBBLES

Interacting with virtual bubblesiis quite simple...you just walk'in front of the
projectors light beam and cast your shadow onto:the projection screen. The
bubbles will recognize this shadow and bounce off its outlines, at'the same
time emitting certain sound effects. By moving your body and its resultant
shadow youcan play with these bubbles'and'the sound composition:

In a subtle manner, the work addresses the aesthetics ofiinteraction on several
levels: There!is the body itself, which is usually: left: out when'it comes to
human-computer-interaction. In bubbles, it is central = users interact with the
work *as* bodies: The concrete body outlines on the screen become a means of
interaction. It's'the body’s shadow —a cultural'icon in its own right — which'is
being used as an analog ‘interfacing device’ to interact with a completely
digital world of its own, the simulated objects on a projection screen. The data
projector, the spectator’s body, and the screen itself serve as an ‘analog
computer’ that computes the size of the shadow. on the screen; the distances
and spatial relationships of these elements crucially contribute to'the overall
experience’ of the work. Finally, there'is the simulation algorithm itself that
defines the completely artificial, two-dimensional world of the screen.
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Muench + Furukawa
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Bubbles (ZKM | Mediatheater, Karlsruhe, August 2001)

While the technical requirements are in fact moderate and the setup relatively
simple, bubbles also displays illusionist qualities in that the ‘story” is obvious
while the way it’s done remains oblique. Spectators learn how to interact with
the system very quickly and get involved in dancing, playing, and other kinds of
odd behaviour, while the ‘how’ — question often remains unresolved.

Computer simulations and shadows share the property of a certain irreality;
bubbles celebrates the encounter of these two deficient reality modes: the
traces of solid bodies meet the fleeting results of program code, the latter
being the equivalent of an ‘essence’ in advanced information societies.

http:/ /www.merz-akademie.de/~wolfgang.muench/bubbles/main.html
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SACHIKO KODAMA + MINAKO TAKENO

Sachiko Kodama : :

Born 1970 in Shizuoka, Japan. 1993; B.A., Hokkaido University’ (Division of
[Physics.). 1995; MIA., Tsukuba University (Master’s Program in Art and Design.)
2000; Completed Doctoral Program in Arts and Design, Received Ph.D. from
Tsukuba University. ;

For several years, Kodama has studied about image art works using:a computer.
and holography, now she is making interactive art works using digital media or.
new materials such as magnetic fluid to explore the theoretical and practical
study' of media arts. Works Exhibited: Artec'gs, 97, 1996; One-man Show
(Kobayashi Gallery, Tokyo). 1997; Para Para' Parallax Exhibit (Gallery' NW.
House, Tokyo). In 2000, Kodama and' Takeno started collaboration in' making
Prtorude, flow. This work was' presented in Siggraph 2001 Art Gallery. A
research associate of Univ. of Electro-Communications (Tokyo).

Minako Takeno

Born 1969 in Tokyo, Japan. Graduated from Tama Art University. 1995. M.A.,
Tsukuba University (Master’s Program in' Arts and Design, Plastic Arts and
Mixed Media Course.) ;

Her main theme has been making people to conscious of an unseen, but
existing force “gravity”, “magnetism”. Works Exhibited: 1995; Color
Wonderland' (Minato Mirai 21 Yokohama Hall, Yokohama), Miracle Lab' Exhibit
(Parthenon Tama, Tokyo), One-man Show! (Studio’ Kinshicho, Tokyo). 1996;
Eggs of Mobius (0 Museum / Parthenon Tama, Tokyo), Reminiscences  of
Scientific Arts Exhibit (The Institute of Physical and Chemical Research). 1998;
The 27th Contemporary Art Exhibition of Japan (Tokyo Metropolitan Art
Museum). 1999; One-man Show “rise” (Suikatou' Gallary,. Tokyo),  The
International’ KATACHI U SYMMETRY: Il'Symposium" (University of Tsukuba)
Received the Best Presentation Award. 2001; ZONE Exhibit/(Para Globe, Tokyo),
efc. :

PROTRU_DE, FLOW

Modeling physical material more freely and' making it move more flexibly is a
dream long sought after by human beings, and many: artists have created
surreal illusions in pictures or.moving images. But those were imaginary. Can
we obtain a'real object that transforms as we designed'it? Protrude, flow:is an
interactive installation' which expresses: the dynamics of fluid motion of
physical material, the dynamics of organic, wild shapes and movements of
liquid'by. means of digital computer.control.

Protrude, flow uses magnetic fluid, sound, and moving images. Affected by the
sounds andispectators’ voices in the exhibition place, the three-dimensional
patterns of magnetic fluid transform in various ways, and simultaneously'its
flowing movement and' dynamic transformations are projected on the wide
screen.

The magnetic fluid appears as a black fluid. It is made' by dissolving: ferro
magnetic micro-powder in a solvent such' as water or oil, and it remains
strongly magnetic eveniin the fluid condition. Therefore, it is more flexibly
transformable than iron'sand and'so/it is possible toicreate more'complicated
three-dimensional organic patterns. That appear occasionally as pointed
mountains or pliable organic shapes, sometimes as flowing particle streams.
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¢ | Sachiko Kodama
| kodama@hc.uec.ac.jp

. Minako Takeno

) http://oz.hc.uec.ac.jp/~kodama/proflo.html
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The -transformation of magnetic fluid is caused by the: interaction with
environmental sound. The sounds in the exhibition place (sounds created by
artists, and voices of spectators) are caught by a mi