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See, Hear, Touch
Synaesthesia, the SIGGRAPH 2004 Art Gallery, exhibits work by visionary artists that stimulate the
senses. This year, more than 150 art pieces encourage the viewers to see, hear, and touch the art.
These include 2D, 3D, interactive works, installations, multimedia, telecommunications, computer
animation, screen- and sound-based work. 

This year’s theme, Synaesthesia, demonstrates how artists can excite the senses using technology.
The techniques involved range from low-tech digital plotters to high-end computer graphics and 
animation. It also features work from both well-established and younger contemporary artists. The
works all seek to question our notions of perception and creativity.

In addition to the works of art, the SIGGRAPH 2004 Art Gallery also presents six critical papers 
and round-table discussions around the theme of Synaesthesia. The presenters are internationally
renowned theorists and artists whose work is being displayed in the gallery.

The prestigious Ars Electronica 2003 (Linz, Austria) have chosen the SIGGRAPH 2004 Art Gallery 
to celebrate 25 years of their existence by presenting a chronicle of their history. The Gallery also
includes the work of artists who were prize-winners and exhibitors at Ars Electronica in 2003. It is 
a truly international show, with artists from around the globe.

The SIGGRAPH 2004 Art Gallery also collaborated with the Computer Animation Festival, Emerging
Technologies, Sketches, and Web Graphics to give artists a wider forum to speak and exhibit 
their work.

Sue Gollifer

SIGGRAPH 2004 Art Gallery Chair

University of Brighton

Art for the Senses
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David Anderson

ARTIST STATEMENT 
For me, art is a release of mind and spirit, a freedom that allows self-
discovery. Where the rational and the spiritual mix, there is revelation,
and my creativity makes great leaps. 

The colors and textures of impressionism, the compositions and
structures of cubism, and the energy of Pollock’s action paintings, as
well as the rhythms of modern music, all influence my work. Music is
constant company as I create. 

When I begin a piece, I have selfish goals. I want to find myself, to
understand more of my mind and soul, and to express that discovery
in my work. As I connect with my work, my goals expand to include
a desire to provoke reaction and thought.

TECHNICAL STATEMENT 
I begin with a photograph or a simple painting for texture and 
digitally manipulate it to create complex compositions in which 
texture, color, and space are my primary concerns. Laying down 
vertical and horizontal guidelines, I use the rectangle marqee to
select areas to modify with simple filters. As I work, I will modify the
color, brightness, and contrast. This piece was created from a digital
photograph taken with an Olympus digital camera and then manipu-
lated on a Macintosh G3 with Photoshop.

Contact

David Anderson

7293 Maplelawn Drive
Ypsilanti, Michigan 48197 USA
+1.734.480.1642
dave@digital-lighthouse.com

j604

1400 x 1600 pixels
Digital art
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Kerry John Andrews 

ARTIST STATEMENT 
Voice is simply about the reflexive nature of language seen through
echo and reverberation. 

Computer-generated surface patterns are interspersed with photo-
graphs and a sound-wave form. These visual interpretations of 
experience are augmented by an audio element that plays with
details of sound and silence as well as movement. In a sense, the
sound is meant to give a longer duration to the reading of the image.
Conversely, the sound is divided by silences, creating a tension to
the duration. 

In Voice, I have aimed to explore some of the ideas expressed by
psychologist Paul Fitts in the following quote, where he points out the
different temporalities of sight and hearing: 

Each sense modality has certain inherent advantages and disadvan-

tages for the detection and analysis of different kinds of information.

Audition is more nearly a continuous sense than vision; vision is basi-

cally selective and intermittent. As a consequence, audition is well

adapted for the detection of warning stimuli that may arise at any

moment from one of a variety of sources, whereas vision is well suited

to the selection of and concentration on particular stimuli to the

exclusion of others.

Paul Fitts, Engineering Psychology and Equipment Design, in
Handbook of Experimental Psychology, New York and London: 
John Wiley & Sons, Inc., 1951 

TECHNICAL STATEMENT
Several of the series of digital prints I have made over the past eight
years have been designed for different kinds of output, as this is one
of the possibilities inherent to the computer as a creative medium.
Voice has two versions, one for lightboxes (duratrans) and another as
two photographic prints. Both versions have an audio element for CD
player and headphones. 

The sound element of this piece is based on a recording of birdsong
that was taken apart using various sound-editing programmes.
Essentially, the material was deconstructed and magnified so that 
the single voice became an orchestra of tones, sliding scales, and
percussive sounds. Other sounds were generated from the computer
to include artifacts of the process (the voice of the medium). 

The images were constructed in a drawing programme and contain
digitally generated sections/layers as well as imported photographic
images, text, drawn objects and imported sound-programme graph-
ics. These elements are layered as interactive transparencies and
constructed into divided sections, creating an image that aims to 
be both continuous and discontinuous. 

Contact

Kerry John Andrews 

13B Alderney Road
London E1 4EG United Kingdom
+44.0.2077.908.064
kja@p-o.co.uk

Voice

30 inches x 54 inches  
Digital print

2 D / 3 D
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Steffi Beckhaus

ARTIST STATEMENT 
Even though we observe our static surroundings as being still, the
visual information we perceive is highly dynamic. Unless we are phys-
ically fixed to the world, our body, and with this also our sensory 
systems, is constantly in motion. Small changes in our eye positions
(saccadic eye motion) or larger motion (head or full-body motion) help
form a 3D image of our world. Despite this motion, we perceive fixed
points in the environment as static. Our brain takes information from
the sensory systems, integrates it over time, and forms an image or
representation of the world around us. And, in our desire for a 
predictable environment, we then experience the moon as a static
benchmark and the horizon as stable, even though the image in front
of our eyes moves frantically. 

But what does the unfiltered information received by our eyes look
like? And how would we perceive this information if it were presented
as such? To explore this, an image of a scene was taken over a 
period of time and with the eye (the camera) in motion. This image
shows a church in Bonn-Beuel at 4 am. The camera, representing
the eye in motion, is moved while taking the picture. In the resulting
image, the outline of the building is blurred. At the same time, the
atmosphere, the silence and tranquility of this early morning moment, 
appears in the image and becomes its major focus. Compared to 

traditional pictures, less pictorial information but strong atmospheric 
information is captured in this photograph. This integrated view on
our environment might be one of the many possible views further
processed by our brain, potentially even contributing to the genera-
tion of emotions.

TECHNICAL STATEMENT 
This work was recorded by a digital camera (Canon 10D) and slightly
color modified (Photoshop). Except for those modifications, it is the
original image as recorded by the hand-held camera over a period 
of ~2s.

Contact

Steffi Beckhaus

Media Computing Science VE
Vogt-Koelln-Strasse 30
22527 Hamburg, Germany
+49.40.42883.2427
steffi@beckhaus.de

Eyes in Motion I

60 centimeters x 
40 centimeters
Photographic paper
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Derek Besant 

ARTIST STATEMENT 
If we humans are made up of 98 percent water, then what comprises
the other two percent? A similar question could be asked in the cur-
rent debate on the influence of the digital world on our definition and
the identity of our non-virtual world. 

My subjects are immersed in particular aquatic environs and are
given instructions to consider themselves more like a land mass with-
in a body of water. I ask them to consider themselves not so much
as who they are, but what they might be as shorelines, tides, shal-
lows, depths, currents, undertows, and corrosions. I shoot several
digital photos of each subject, then file that raw information away for
a year. When I finally return to the file, I have enough distance to be
more objective as I build the psychological portrait of the subject as
water. My works become images that reflect personality traits of the
subject; centered, disturbed, serene, clear, scattered, distorted etc.

I remove anything that distracts from the water image (jewelry, birth-
marks, unwanted surface disturbance) and reconstruct the image as
a translation of digital information. 

I use industrial digital-output equipment from the billboard industry
because advances in the kind of work I build are more available there 
than the fine arts. These images are thermal ink laminated on a vinyl-
mesh screen, and, in certain light, they have surface properties similar
to a solarized photo image. The scale allows viewers to wander into
the dot matrix and digital field, and find their way out again.

TECHNICAL STATEMENT
I reworked the digital photo sources in Photoshop and desaturate 
the color to black and white. I digitally recorded the vocal patterns 
of Isobella Couperthwaite Kreizel reading every definition of “water”
from my 1973 Funk & Wagnalls University Edition Dictionary. 
I also gathered digital water sources as audio tracks from my June
2003 artist’s residency at Palazzo Venier/Casa Artom Study +
Research Centre in Venice. Collaborating with Paul Connolly (Fluor
International’s Computer Data Team Leader in South Africa); we’ve
rebuilt both sound-source wavelengths into one soundtrack using
PEAK and PROTOOLS.

Contact

Derek Besant 

Box 48081, Midlake RPO
40 Midlake Boulevard, SE
Calgary, Alberta T2X 3CO Canada
+1.403.938.2489
besantd@telus.net

Body of Water

5 feet x 5 feet hung on pins
Thermal ink on vinyl mesh unframed
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Alain Bittler

ARTIST STATEMENT 
For me, 3D programs are a means to experiment. I build universes
composed of industrial materials that can be altered or degraded. 
In those worlds, every being or object is generated from these 
materials.

Sceneries and objects are modeled as mesh sculptures generated in
the computer. These assemblies of points and polygons are later
clad with textures. The next step in the conception is choosing the
lighting sources: either spotlights or luminescent surfaces. Finally, 
a picture is taken with a virtual camera. This picture is entirely 
generated “in silico.” The computer becomes a camera able to take
photos of objects devoid of physical reality. The virtual lens captures
a moving virtual world, which allows it to take time-lapse shots to
create new objects. Indeed, one can record the movement of an
object in a given timeframe, and the combination of these positions
generates a new virtual 3D object, which can in turn have its own
movement and trajectory. In the footsteps of futurists, I pursue my
studies in a domain close to abstraction, in territory opened by new
technologies. The synthetic images I generate are parametered
mathematically and can be modified according to duration. Far from
these constraints, I try to convey a journey, a self study, a poetic
vision, or a form of spirituality.

I draw my inspiration from cinematographic sources, like Fritz Lang's
“Metropolis” and the masterpieces of Miyasaki, celebrated for his
poetic visions. I am also inspired by fashion designers’ creations
such as Issey Miyake's sculptural garments.

Contact

Alain Bittler

13 rue du Canal, Bât A
67400 Illkirch-Graffenstaden,
France

+33.3.8840.0372
alain.bittler@wanadoo.fr

MOVEMENT3

24 inches x 32 inches
3D-generated pictures
printed on photo paper



ELECTRONIC ART AND ANIMATION CATALOG
ART GALLERY

13

2 D / 3 D

MOVEMENT4

24 inches x 32 inches
3D-generated pictures
printed on photo paper

Alain Bittler

Contact

Alain Bittler

13 rue du Canal, Bât A
67400 Illkirch-Graffenstaden,
France

+33.3.8840.0372
alain.bittler@wanadoo.fr

TECHNICAL STATEMENT
I use traditional 3D programs to create my pictures, and there are no
post-process effects after the rendering of the 3D programs.
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Steven Bleicher

ARTIST STATEMENT 
The underlying theme of my body of work is Americana. Currently,
I’m using the subject matter of great old highways such as Route 66
and the Dixie Highway as a point of departure. So much of American
life continues to revolve around our mobility, highways, and their
effect on our lives. These themes are essential to my work. 

The central images in these works are a continuation from earlier
work. They are a combination of graphite and digital elements, start-
ing with photographs or sketches from the selected landscape or
site. I then couple these images with maps and souvenirs or memen-
tos from the local area. While many of the items have a kitsch quality
to them, they are not meant to have a condescending tone, but are
really celebrations of our uniquely American zeal for collecting and
bringing back souvenirs from our travels and vacations. The items
directly relate to the images and maps, adding additional components
or layers of meaning to the work. The souvenir elements augment 
the images, giving a more complete sense of place. In addition, 
they provide an editorial or narrative component to the work and 
are also another means for viewers to engage the work. The pieces
are displayed in shadowbox frames that are large enough to hold
both the two- and three-dimensional elements in a confined and 
unified space. 

My work is about the persistence of memory. It is about our human
need to capture and preserve a space in time, a fleeting moment.
After any event, all that remains is the memory. 

Contact

Steven Bleicher

1799 SE 17th Street
Fort Lauderdale, Florida 33004
USA
+1.954.920.5908
stbleicher@aol.com

Texola

(Route 66 Series)

11 inches x 14 inches
Digital image with graphite
and mixed media
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Steven Bleicher

Contact

Steven Bleicher

1799 SE 17th Street
Fort Lauderdale, Florida 33004
USA
+1.954.920.5908
stbleicher@aol.com

Relics of the Past

(Route 66 Series)

11 inches x 14 inches
Digital image with graphite
and mixed media

TECHNICAL STATEMENT
My work starts out with a digital photograph, which is transferred 
to my desktop computer. I work on the image in Photoshop, first
adjusting the levels to create an even tonal range. I then add or 
subtract parts of the image as needed to develop the formal ele-
ments and composition. After I feel I have taken the image as far as I
can in Photoshop, I rotate the image, flipping it horizontally to create
a mirror image of the work. It’s then printed on a laser printer. The
print is transferred to hot pressed watercolor paper using toluene.
This is very dangerous and requires a carbon filter mask. I then work
into the transferred image with graphite, redrawing and adjusting the 
values. The final step is the addition of the 3D element. It is framed 
in a specially constructed shadowbox frame.
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ARTIST STATEMENT
The Universal Whistling Machine (UWM) is an installation that ponders
the phenomenon of whistling as a universal mode of communication,
common to digital machines, humans, and many animals. It senses
the presence of living, moving creatures in its vicinity and attracts
them with a signature whistle. Given a response whistle, UWM 
counters with its own composition, based on a time-frequency 
analysis of the original. 

UWM is an inquiry into automation of an underexposed area of low-
bandwidth expression, whistling; direct and immediate; code and
content in one. Whistling is admiration, secret code, and protest.
Emmet Till, a young man of color, was lynched in 1955 after “wolf-
whistling” in the presence of a white woman. Intuitively understood,
whistling is transcultural communication below the radar of social 
etiquette. 

So much can be expressed by minute alterations of airflow in the
mouth. Tongue, throat, lips, and cheeks funnel air into a pressured
cocktail of sound energies we use to argue, debate, and sing. But
the richness of human language has proven exceedingly difficult to
analyze and synthesize, and spoken languages with large vocabularies
and multiple speakers still defy the very best speech-recognition sys-
tems. A humble machine, UWM deals with a subset of the language
problem. 

Whistling is a communication primitive in most human languages. 
It is a kind of time travel to a less-articulated state. Inhabitants of
Gomera, one of the Canary Islands, use a whistling language, el Silbo
Gomera, to communicate from hilltop to hilltop. Their high-power
whistles carry farther than the spoken word. We share whistling and
song with many animals. Mammals and birds also carry the means
for whistling. Just as we carry physical remnants of our bodily evolu-
tion in us, we carry the capacity for whistling also. 

UWM is a statement of affection for the machine, but it is also a 
critique of the directions we have embarked on. The grand goals 
of artificial intelligence remain elusive. Maybe we can find peace 
with machines on more subtle levels. 

Details are available at: www.buffalo.edu/~mrbohlen/uwm.html  

TECHNICAL STATEMENT 
UWM is programmed in C++ and PD (pure data) under a win32
operating system. It runs on PCs with ieee1394 and audio inputs.
People passing by are sensed via a low cost, FireWire-enabled CCD
camera/sensor. Sound capture occurs through a noise-reducing
microphone array and a standard audio card. Signal sampling occurs
at 44.1 kHz. UWM recognizes when people are approaching, invites 

them to whistle, analyzes the response, and reacts in kind when
appropriate. 

UWM’s whistle synthesizer is based on the basic spectral character-
istics of a human whistle. Most human whistles exhibit a fundamental
frequency with very few harmonics (often only one or two) as well as
a band of high-frequency noise. UWM’s own whistle is created
through a process of subtractive synthesis. UWM uses noise as a
signal generator for the whistle synthesizer. The noise is passed
through a pair of filters in series. The first is a one-pole, high-pass 
filter with a roll- off frequency of 600 Hz. The second filter is a band-
pass filter, which passes a sinusoid at a specified center frequency
and attenuates all other frequencies. The center frequency is the
pitch for the whistle, and the “Q” (quality factor or bandwidth) of the
filter is set proportional to the center frequency.

Whistle resynthesis and transformation occur in response to input.
The data captured from the pitch tracker are used to mimic or trans-
form the input whistle in order to initiate a dialog with a person. Raw
data collected by the pitch tracker is smoothed out by high-threshold
gates on pitch and low-threshold gates on amplitude data. 

UWM is capable of several transformations. An up-transposition or
down-transformation is created by adding a fixed pitch interval to the
pitch data. This results in a response whistle that is either higher or
lower than the input whistle. Contours of the input whistle can also
be mapped and increased, decreased or inverted to give a sem-
blance of the whistle with varied pitch transformations. Time transfor-
mations are created by making the data-reading rate different than
the data-capture rate. This creates responses that are slower or
faster but independent of pitch and amplitude. Tempo rubato can be
imitated by randomly changing, within a given range, the time interval
between each index of the pitch and amplitude arrays, thus speeding
up some portions of the response whistle while slowing down other
portions. 

Marc Böhlen/Jt Rinker

Contact

Marc Böhlen/Jt Rinker

231 Center For The Arts
Buffalo, New York 14260 USA
+1.716.645.6902
marcbohlen@acm.org

The Universal

Whistling Machine

11 inches x 8 inches
x 9 inches
Machine vision 
and audio signal 
processing
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Keith Brown

Contact

Keith Brown

Director of Art & Computing
Technology, Grosvenor Building
Manchester Institute 
for Research & Innovation in 
Art & Design

Manchester Metropolitan
University
Cavendish Street
Manchester M21 0SP 
United Kingdom
+44.0.161.860.5646
cyberform@ntlworld.com

geo_04

35 centimeters x 38 centimeters
x 40 centimeters
Rapid Prototype LOM

ARTIST STATEMENT 
The possibilities for computer-generated sculpture are obviously
immense. As the computer gradually takes its place in the tool chest
of the contemporary practitioner, we are inevitably seeing changes
that challenge our traditional views and preconceptions about how
sculpture is conceived, produced, and experienced. The computer
and related technologies, for many, including myself, have become
much more than simply a new set of design and production tools.
They have presented us with completely new media to explore, and
no doubt there will be many more to follow. If there is one single influ-
ence that will separate the art of this millennium from that of the past,
and constitute a paradigm shift of aesthetic and conceptual advance-
ment, of equivalent cultural significance to the first “hand paintings”
made in the caves of Paleolithic man, then my calculated guess is
that it’s going to be, if it is not already, computer technology.

TECHNICAL STATEMENT 
geo_04 was designed in 3ds max and output via the LOM 
technique. Using the computer, in a direct way, as the medium, 
my work is conceived while interacting with the cyber-modeling 
environment.
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Keith Brown

Contact

Keith Brown

Director of Art & Computing
Technology, Grosvenor Building
Manchester Institute 
for Research & Innovation in 
Art & Design

Manchester Metropolitan
University
Cavendish Street
Manchester M21 0SP 
United Kingdom
+44.0.161.860.5646
cyberform@ntlworld.com

Shoal_01

10.25 inches x 8 inches
x 7.75 inches
Rapid Prototype FDM
(ABS) Plastic

ARTIST STATEMENT
My work embraces a wide range of digital activities, both virtual and
actual. My main concern is with “real virtuality” or “cyberealism”
rather than “virtual reality,” reversing the order between the cyber and
the real. These works present sculptural forms and images that could
otherwise not be realized except in the digital and cyber environments,
thus producing a new order of object, which is made physically mani-
fest in 2D and 3D media. 

TECHNICAL STATEMENT 
Shoal_01 was designed in 3ds max and output via a Stratasys FDM
device using Waterworks. This work presents sculptural form that
could otherwise not be realized except in the digital and cyber envi-
ronments, thus producing a new order of object, which is made
physically manifest in 3D media. 
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Sheriann Ki Sun Burnham

ARTIST STATEMENT
The Tortuosity series (two early pieces were shown in the SIGGRAPH
99 Art Gallery: technOasis) continues to evolve in new and intriguing
ways. I am always interested in finding new ways to depict visions of
structured chaos, and the tangled web of flowing and ebbing forms
in my recent Tortuosity paintings brings this to a new level. The forms
twist and turn in and out of themselves, engulfing the viewer with a
combination of rhythmic visual dynamics and elements akin 
to riffs in a jazz improvisation.

TECHNICAL STATEMENT 
Tortuosity digital paintings are created on Macintosh computers,
entirely in Adobe Photoshop. Individual units, which I call
“Elementals,” are hand drawn on a Wacom graphics tablet. The 
act of painting Elementals is meditative, and the act of combining
them revelatory. Combining many Elementals using various 
layering techniques builds up the image complexity in ways only 
the computer can accomplish. Finally, the imagery is printed on an
Epson ink jet printer, then collaged onto the final display surface. 

Contact

Sheriann Ki Sun Burnham

227 Ancona Drive
Long Beach, California 90803 USA
+1.562.433.5813
kisun@earthlink.net

Tortuosity #37

48 inches x 36 inches
Epson ink jet and acrylic
on paper, over masonite
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Ross Cooper/Jussi Angeslevä

ARTIST STATEMENT
The “Last” clock is a record of the passage of time. It is like a familiar
analogue clock. It has a second hand, a minute hand, and an hour
hand. The major difference to a regular clock is that the hands of the

“Last” clock are made from a slice of live video feed, and as they are
rotated round the face of the clock, they leave a trace of what has
been happening in front of the camera. The hands are arranged as
concentric circles, the outermost being seconds, the middle one min-
utes, and the innermost hours. Thus, at any moment in time, the
clock face displays the last minute, last hour and last 12 hours as it’s
history. The video feed can be any live video source: A camera
mounted on the clock itself looks at what is happening in front of it,
and a signal from a remote camera is streamed over the internet, or
a TV signal is fed directly to the clock. The clock can thus display
local space, remote space, or media space respectively. 

Though the print captures from “Last” are taken at a specific
moment, they show not just the moment, but also the past. They
capture the rhythm of a space. The other benefit of the prints from
“Last” is that they typically offer a resolution of over 5,000 x 5,000
pixels, so one can study the captured passage of time in far greater
detail than on screen. 

Contact

Ross Cooper

c/o Biganimal, 
The Truman Brewery
91 Brick Lane
London E1 6QL United Kingdom

+44.0.2085.333.342
ross@rcstudios.com

The “Last” clock: 14:25:18

pm, South Kensington

1 meter x 1 meter
Digital print

¨
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Greg Daville

ARTIST STATEMENT
Trying to Thinking is one of an ongoing series of digitally manipulated
photographic prints called Rescued Items from Babel.

Contact

Greg Daville

Flat 3, 16 Brunswick Terrace 
Hove East Sussex BN3 1HL
United Kingdom
+44.0.127.372.9127
art@gallery-daville.co.uk

Trying to Thinking

42 centimeters x 59.4 centimeters 
Digitally manipulated photographic print
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Greg Daville

ARTIST STATEMENT
Estate is one of an ongoing series of digitally manipulated photo-
graphic prints called Rescued Items from Babel. The figure is
employed in staged environments in order to explore the failings and
aspirations of visual, verbal, and written communication, particularly
in relation to the thought process and the creative act. In this particu-
lar image, urban architecture, bureaucracy, and the homogenous
ambience of the office environment provide the theme. The images
form a group of self-portraits that use visual states of collapse as a
metaphor for the human condition, particularly with regard to aspira-
tion, planning, and even self-sabotage. Each piece includes one or
more figures posed with a variety of props: artist’s notebooks and
miniature ladders have been used thus far. The recorded construc-
tions made from the human form and props are further developed
into impossible structures through photo manipulation. This work
forms part of a larger cross-media proposal called Abbauhaus, 
the main theme of which looks at collapse as a state of resolution. 

Further information and downloadable pdf documents are available
at: www.site-to-be-destroyed.co.uk

TECHNICAL STATEMENT
I have been using digital technology in my work for some years now,
working with Director, Flash, Dreamweaver, animated gifs, and Final
Cut Pro. The main software I use is Photoshop, which I employ when
making digitally manipulated or constructed images. In the past, (just
as I did when I used to make traditional collages with paper), I would
appropriate found images as source material. In Rescued Items from

Babel, I photograph the pieces myself. Each “set” is individually
researched and constructed. It usually takes a number of different
photographs taken from the set to acquire all the necessary informa-
tion to make the final image. I use an Olympus Camedia (5 million
pixel) camera and shoot at the highest available quality setting, which
in this case is Tiff. The high-resolution photographs are imported into
Photoshop, layered, coloured, and collaged. With this particular
series, I am interested in attaining an almost painterly quality in the
ambience and light, and realising images that do not look obviously
digitally manipulated. Post-production work is carried out closely with
the printer, usually making a number of test runs before the highest
quality is realised. Using video, Director and Final Cut Pro, I plan to
develop some of these images into interactive plasma screen presen-
tations. 

Contact

Greg Daville

Flat 3, 16 Brunswick Terrace 
Hove East Sussex BN3 1HL
United Kingdom
+44.0.127.372.9127
art@gallery-daville.co.uk

Estate

42 centimeters x 59.4
centimeters
Digitally manipulated
photographic print



ELECTRONIC ART AND ANIMATION CATALOG
ART GALLERY

2 D / 3 D

23

Hans Dehlinger

ARTIST STATEMENT
My artistic interest is centering on the adventures arising from the 
difficulties in mastering the plotted line as a means of artistic expres-
sion. Three fascinating aspects contribute to my interest: 

1. The fascination of the mechanically guided pen.
2. The fascination of the monochrome line.
3. The fascination of the generative code.

The technology of mechanical drawing is almost extinct. It has been
supplanted by other print technologies in the course of technological
development. As a metaphor, the moving pen in the grip of a plotter
in action resembles relatively closely the process of the hand engaged
in drawing. Interesting consequences of artistic concern arise from
this observation. Historically, drawings have been around since the
beginning of art, and drawing is an enormously rich domain of art. 
It is a universe, indeed, that is complemented by the equally rich 
universe of machine-generated drawings, also a universe in its 
own right. 

It is a big artistic challenge to work in this universe, to invent strategies
and code them into programs from which drawings can be generated
that possess identity and uniqueness and that demonstrate with great
clarity that they belong to the machine universe. Artistic quality is 
living comfortably in both universes. 

One of the limitations of plotter drawings, which also can be regard-
ed as a strength, is the monochrome line produced by a pen, a pen-
cil, or the like. There is a substantial difference between a printed and
a drawn line, and my drawings exploit this difference. 

One of the specific properties of machine-generated drawings is their
reliance on a generative code. The program is the instrument by
which the idea and the intentions of the artist are transformed into
the drawing. The conceptual work necessary long before a line is
actually drawn creates a distance between idea and output. Design
of a generative set of rules must precede the actual production
process. This leaves room for a vast space of possible approaches,
which I have barely scratched with my efforts. 

TECHNICAL STATEMENT 
The image is one of a series, using very small elements in very large
arrays. It is constructing a contradiction, because it defines and draws
“pixels” with lines. The plane of pixels is actually a drawing, with each
pixel being a very small circular or randomly shaped “potato,” an indi-
vidual instance, a closed line with a unique position in the plane. A
minimalist generator was programmed to write HPGL code, which is
used to realize the image on a pen plotter. The mechanical short-
comings of the fast-moving pen generate slight desirable deviations,
which result in an overall gray scale. Random processes are used to
disturb the strictly orthogonal arrangement. In nature, we find many
situations where small elements are assembled in large arrays. The
image is regarded as “synaesthetic” because it attempts a synergistic
junction of contradicting and mutually exclusive concepts, which
jointly form a new concept. There is no meaning to the drawing, but
associations are triggered, which may connect the image to known
and familiar patterns. These associations can also be connected to 
a synaesthetic function, bringing different views together into mental
concepts.

Contact

Hans Dehlinger

Stiegelwiesen 3
D34132 Kassel, Germany
+49.561.408039
dehling@uni-kassel.de

Kreise_7.3sc

60 centimeters x 50 centimeters
Plotter drawing, gel-pen on paper
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Hans Dehlinger

TECHNICAL STATEMENT 
Starting with a photograph of the bark of a tree, an image from
nature is transformed over and over again. It is a bag of data, which
is hitchhiking along a chain of processes, getting a lift from many
readily available programs and changing in every one of these steps.
The result is not an intentionally designed image but a drawing,
which is declared finished after an arbitrary sequence of transforma-
tions. The goal is not to arrive in some preconceived location but 
to travel and find something. The emphasis is on finding, catching,
grabbing as opposed to deliberate or algorithmic generation. After
each step, the system decides whether to trigger another transfor-
mation with totally uncertain outcome. I see the idea of “synaesthesia”
in this process of transformations. Each one represents a concept
that is imprinted onto the image. The image is accumulating and
absorbing all these changes and mutates into something new. 
But the artist decides if it is allowed to survive.

Contact

Hans Dehlinger

Stiegelwiesen 3
D34132 Kassel, Germany
+49.561.408039
dehling@uni-kassel.de

SD_1084-1

50 centimeters x 60 centimeters
Plotter drawing, gel pen on paper
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Hans Dehlinger

TECHNICAL STATEMENT 
This image is realized as a pen drawing on a pen plotter. Structures
and patterns found in nature are transformed into line patterns. They
are combined with algorithmically generated drawings and arranged
in a collage-like fashion. Fuzzy clipping is applied, which generates
unsharp, fuzzy boundaries along clipped lines and areas. A vaguely
recognizable animal figure, the_bird_facing_left is used to give hints
at an interpretation, if one chooses to look for one. The drawing is
identifiable as a program-based machine drawing because it uses a
line type that is difficult (or impossible) to realize by hand, and it uses
this line type with great consistency. 

The work is consistent with the SIGGRAPH 2004 Art Gallery theme,
synaesthesia, because it draws on the vagueness and fuzziness of
the clipping processes. They open a space for interpretations and
associations from different sources. They construct a twilight or
shadow concept, avoiding a clear message, and thus hold potential
for bringing together different emotions.

Contact

Hans Dehlinger

Stiegelwiesen 3
D34132 Kassel, Germany
+49.561.408039
dehling@uni-kassel.de

the_bird_facing_left

50 centimeters x 60 centimeters
Plotter drawing, gel pen on paper
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Hans Dehlinger

TECHNICAL STATEMENT
A massive arrangement of polygons composed of parallel junks is
arranged on the plane. The drawing is a pen-plotter image plotted
with pencil on paper. The image is generated using random proce-
dures within certain boundaries and observing some parametric
restrictions. The program accepts a set of starting points for polylines
and generates the lines agorithmically on the basis of parameter set-
tings. The drawing comes into existence in a single shot and as one
instance of a possibly endless sequence of drawings. All the required
decisions are coded in the program. The intentions of the artist are
formulated before the process is triggered. 

I regard this type of drawing as a species of the universe of machine-
generated drawings with specific characteristics. The plotted line is
different from the printed line, and that contrast becomes important
in the areas where lines intersect. The concept of algorithmically 
generated drawings is a unique concept that raises many interesting
questions within the idea of synaesthesia.

Contact

Hans Dehlinger

Stiegelwiesen 3
D34132 Kassel, Germany
+49.561.408039
dehling@uni-kassel.de

ohne_Titel

50 centimeters x 60 centimeters
Plotter drawing, pencil on paper
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Daria Dorosh

ARTIST STATEMENT
Plays Well with Others is a collaboration in which a team of artists,
educators, game designers, programmers, scientists, theorists, 
and social activists explore the unique dynamics of spherical-globe
projection.

I brought the group together to engage in a dialog with ARC Science
Simulations after seeing the OmniGlobe at ACM SIGGRAPH 2003
Emerging Technologies. Our program for the OmniGlobe, v.1.0 was
part of my art exhibition, Daria Dorosh: Plays Well with Others,
shown at  A.I.R. Gallery in New York City in April 2004. The exhibition
gave us the opportunity to see our work projected in the globe for
the first time. We created an audio/visual program for the globe that
reflected our personal and professional interests. Working individually
and collaboratively, some of the shared themes that emerged were
culture, identity, location, pattern, re-use, and play. The exploration
continues as we test new capabilities provided by ARC Science 
and continue pushing the boundaries of our experience with the
OmniGlobe. 

The content creators and collaborators are ARC Science, Galen
Brandt, Kate Brehm, Clilly Castiglia, Steve DiPaola, Daria Dorosh,
Carter Emmart, Ian Epps, Kevin Feeley, Mary Flanagan, Harriet Mayor
Fulbright, Lizbeth Goodman, Gayil Nalls, Jeremi Sudol, and Camille
Utterback. Viewers can access the work from a touch screen or by
using a track ball. The spherical projection choreographs the viewer
to be an active participant by choosing a vantage point for seeing the
work. The interaction is serious fun, a game of chance and choice.
The curved screen changes everything, both for us as content cre-
ators and for the viewers. The medium of the OmniGlobe demands
that we experience and articulate our work from a different perspec-
tive. It raises some interesting questions: How does creating content
for a sphere change the creator’s experience of organizing space?
Conversely, how does designing for a flat rectilinear pictorial space
affect our perception of the world? In Plays Well with Others, we
have stepped across the boundaries of our disciplines and profes-
sional roles into digital territory where definitions of space, scale,
location, shape, authorship, art, design, and communication are, 
at best, blurred.

TECHNICAL STATEMENT 
The OmniGlobe is a large spherical, rear-projection screen illuminated
internally by a digital projector in its supporting base. This spherical
computer display can be used interactively for presenting global data
in its natural geometry or any content that lends itself to viewing “in
the round.” It is a true 360-degree display system.

How It Works
The projector image is focused up from the base onto an internal 
dispersing mirror high in the screen. This convex element spreads 
the geometrically corrected image over the surface of the spherical
screen, which is then visible on the external surface. ARC Science
has received a patent for this display concept. Images for the
OmniGlobe are mapped into a special geometry for spherical projec-
tion. On a flat monitor, these images appear as a circular “super fish-
eye” view, with the point that will be at the bottom of the spherical
screen at the center and the pixels around the outer edge squeezed
toward the screen top.

OmniGlobe Content
Originally conceived for Earth-related themes, spherical projection
offers many other interesting visualization possibilities. Unlike conven-
tional projection, whether on flat or concave screens, what is seen
depends on one’s position. This provides an opportunity for user
interaction, and a personal vantage point within the real 3D space 
of the globe. To view our surroundings on the surface of a spherical
screen is to view the world inside out. It translates surprisingly well.
Content for the OmniGlobe can be rectangular image “maps” repre-
senting 360 degrees around the globe and 180 degrees from the
bottom to the top. ARC software can correctly “wrap” such images
on the screen fast enough to produce the illusion of smooth rotation
and user track-ball navigation. Alternately, pre-rendered movies can
be created using standard 2D or 3D software along with ARC author-
ing software.

Contact

Daria Dorosh

Fashion Institute of Technology
227 West 27th Street, B-801
New York, New York 10001 USA
+1.212.217.7428

daria_dorosh@fitnyc.edu
www.dariadorosh.com

Plays Well with Others

60-inch diameter globe
on a 25-inch stand with
projector and computer
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Anna Dumitriu

ARTIST STATEMENT 
For a long time, my work has been concerned with the subject of
immortality. I am trying to develop an understanding of the scientific
background of the subject, from HeLa Cells to genetic engineering
and various other forms of therapy used to prolong life. I have created
a large body of work based on Vitamin C molecules, human-cell 
biology, and DNA. 

I created a series of drawings and watercolours in the Genetics
Department of St. Georges Hospital in London while looking at 
cells through a microscope. In particular, I looked at chromosomes. 
These experiences led me to create a series of digitally enhanced,
“mocked-up” photographs of X and Y chromosomes. Some of the
images appear frozen, which is a reference to cryonincs, the method
of freezing the dead with the hope of re-animating them in the future
when medical science has evolved.

TECHNICAL STATEMENT 
I used a canon digital camera to take the original image, which was
then transferred to my Macintosh G4 computer. Then, using Adobe
Photoshop 7, I adjusted levels and enhanced the image. 

The final image was professionally printed on photo glossy paper.

Contact

Anna Dumitriu

Flat 6, The Deco Building
3 Coombe Road
Brighton BN2 4EQ United
Kingdom

+44.0.127.369.1361
annadumitriu@hotmail.com

X and Y (number 5)

16 inches x 20 inches
with frame
Digitally enhanced
photograph
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Anna Dumitriu

TECHNICAL STATEMENT 
I used a Sony PC4E digital video camera to take the original still
image, which was then transferred to my Macintosh G4 computer.
Then, using Adobe Photoshop 7, I adjusted levels and enhanced the
image, using gaussian blur, unsharp mask, and replace colour. 

The final image was professionally printed on photo glossy paper.

Contact

Anna Dumitriu

Flat 6, The Deco Building
3 Coombe Road
Brighton BN2 4EQ United
Kingdom

+44.0.127.369.1361
annadumitriu@hotmail.com

X and Y (number 2)

16 inches x 20 inches
Digitally enhanced
photograph
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Ernest Edmonds/Mark Fell

ARTIST STATEMENT 
When we watch a film, we accept music as a natural part of the
work. More generally, the sound track is recognised as a crucial ele-
ment in the quality of the film in its total sense. However, at times the
music is thought of as an accompaniment to the visual element,
whereas it might alternatively be thought of as having equal weight
and importance. By far the most interesting integration, however, is
where the music and the visual element are equal so that, for exam-
ple, one can see a visual display as one instrument in which other
instruments, such as violins, happen to produce sound. The compo-
sition of such work can begin either with the music or the visual or
swap between them. Alternatively, it might begin from some more
abstract description or notation that can be mapped into either
sound or image. 

The idea of integrating sound and vision in art goes back at least to
the early 1700s, when Louis-Bertrand Caste created “Colour Organ.”
Many have been inspired by Baudelaire’s poem “Correspondence,” in
which he speaks of “... Perfumes and colours, answerable sounds ...
Joining to form a deep, mysterious whole ...” There is considerable
interest in this integration today. The advent of the computer has
enhanced the possibilities in this area enormously, for two key 
reasons: 

1. Its ability to control the real-time production of sound and image 
with considerable flexibility and speed. 

2. The computer is basically a symbol manipulation machine, so it is 
able to take a symbolic form (such as a score that is a symbolic 
representation of music) and automatically work with it by, for 
example, transforming it according to a rule. 

In this work, the idea is to operate with structures that can mediate
between sound and vision, to produce a unified work that integrates
both. Thus a single unified abstract structure is mapped into sound
and image to produce the integrated “synaesthesic” work. 

TECHNICAL STATEMENT 
The work is displayed on a wall-mounted plasma screen, with sound
relayed over a small pair of audio monitors or headphones. It is a
generative piece that is written using Max/MSP/Jitter software running
on a Macintosh computer. This is a graphic programming environment
for sound, image, and interaction, which provides an ideal system 
for exploring the correspondence between sound and image. In this
work, which is part of a series, the artists and programmers use pre-
defined colors that are specified as RGB values and two-dimensional
bars specified as co-ordinates. These correspond to synthetic
sounds that occupy temporal rather than spatial positions. 

The software consists of several discreet processes. These are
grouped together into three sections: pattern generation, image dis-
play, and audio output. Of these, the second and third are intended
to be reusable, and they simply wait for instructions from the pattern-
generating system. The image display section waits for a list of two
integers. The first integer relates to a position, and the second a
color. The audio output waits for the same two integers but treats 
the first as a position in time not space, and the second as sound. 

Given this flexibility, several different pattern-generating modules can
be written to explore the outcome of different algorithmic processes.
In this case, an algorithm generates a list of eight numbers, each 
element of which counts from zero to three. These elements are 
connected in series, so that as one element reaches the maximum
value, the next one counts up one. The outcome of this is a series 
of absolutely linked color bars and a shifting musical pattern. 

Contact

Ernest Edmonds

Creativity and Cognition Studios
University of Technology, Sydney
ernest@ernestedmonds.com
www.ernestedmonds.com

Mark Fell

Snd
Sheffield, United Kingdom
mark@markfell.com

Broadway One

41 inches x 25 inches
x 5 inches 
Plasma Display
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Elsi Vassdal Ellis

ARTIST STATEMENT 
There are two types of witnesses: one who has direct experience,
and another who chooses to stand and witness, to remember and
remind others. Although I do not always feel comfortable with the
concept of “bearing witness” because of its religious overtones and
the response it evokes in others, as a book artist I see my current
books as intimate witnesses, testimonies of history and human
behavior. I have focused on issues of war and genocide since 1999
and have attempted to explore different methods of presenting infor-
mation to the reader to initiate a personal examination of what has
happened, what may happen, and the responsibility to confront injus-
tice, no matter where it occurs. Although we have many examples 
of how history has taught us nothing, it is my hope to present history
in such a way so it does teach something. In What if it happened

here? I have manipulated personal and family photographs to remind
the reader that not too long ago, the West virtually ignored the plight
of Yugoslavians as their country became embroiled in nationalistic
conflicts. The United Nations, Europe, and the United States failed 
to confront the problems of ethnic cleansing, the g-word (genocide),
the conflict of a foreign policy of self-interest vs. a major humanitarian
crisis. How many must die before action is taken? Why is timing
everything? Who should we believe? I rarely create work to be
framed, and so I have translated what could be a book into a series
of framed two-page spreads housed in hinged double picture 

frames, just like the ones we put on our desks and mantles. Although
these are “massaged” images, some of the originals have been pre-
sented in such frames. Some of the images would never be presented
in such an intimate manner, but perhaps they should be, to keep us
sensitized to the problem. To maintain a connection between my
work and the book format, these picture frames can be left open or
closed to remove the uncomfortable material from one’s sight. This
nine-spread series is a sampling of what is a larger text.

TECHNICAL STATEMENT 
Image editing software and scanners have destroyed the veracity 
of photographs as historical evidence. History can be altered, exag-
gerated, fictionalized. With the digital tools of Adobe Photoshop,
InDesign, a Mac G3 and G4, a UMAX scanner, a Mavica digital 
camera, and an Epson C82 printer, I have created the “Balkanization”
of the United States, complete with evidence of war crimes. Digital
photographs from my own house fire in March 2003 have been 
combined with scans of black-and-white and color photographs,
NATO photos, and artwork in Photoshop that is merged with text in
InDesign. In this series, I am Croatian, Bosnian Muslim, Serb, ethnic
Albanian. I am the victim and the perpetrator. I want to make you
believe I have lived in a war zone.

Contact

Elsi Vassdal Ellis

516 High Street
Department of Art - MS9068
Western Washington University
Bellingham, Washington 98226
USA

+1.360.650.3461
eve@cc.wwu.edu

What if it hap-

pened here?

31.25 inches X
22.25 inches
Ink jet prints of
Photoshop images
combined with text
in InDesign
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Annika Erixån

ARTIST STATEMENT
The Labyrinth: The body as technological measuring instrument 

Historically, the connection between the earth and our bodies and
souls was of natural everyday use. It was carried out in religion and
reinforced by law. Before building a house in Sweden, you were to
hire a “slagruteman” to detect the right place in relation to the “Curry
lines.” With the help of dowsing rods, the owner’s body was used as
an instrument to detect the universal grid system. 

In Sweden, we have about 300 labyrinths, the highest incidence 
of labyrinths in the whole world. Yes, they do exist in many other
countries as well and are built according to the same geometrical
patterns and placed in relation to the energy lines. Our labyrinths are
said to be an expression of an ancient fertility cult, a tradition that 
has survived in Sweden to the present day; a young woman stands
in the center, and a young man tries to free her. 

I placed my labyrinth out in the snow, and the earth energy lines were
detected traditionally, with dowsing rods. The stone labyrinth was
then digitized with a 3D laser scanner and exported to Maya and
Photoshop in my computer, where I edited and printed it out, to
share it with you. Walking the labyrinth, you can find answers to all 

your questions, even the meaning of life. This work uses the latest
technology to get in touch with the oldest knowledge and bring us 
to inner peace, truth, and love. 

The Labyrinth is the result of a two-year collaboration among the
artist, the GIS-institutet and the Creative Media Lab at the University
of Gävle. 

TEAM
Annika Erixån, artist 
Mikael Östlund, computer engineer, GIS Institute, University of Gävle
Åke Lindberg, engineer, GIS Institute, University of Gävle  
Stefan Seipel, Professor, Computer Graphics, CML/Department of
Computer Science, University of Gävle 

TECHNICAL STATEMENT
The labyrinth was physically placed out in the snow, laser scanned
with a 3D laser scanner from three directions (Leica HDS2500),
imported into Maya, and printed.

Contact

Annika Erixån

Hemlingbystreet 64 A
802 57 Gävle, Sweden
+46.70.534.82.14
aea@hig.se

The Labyrinth

2 meters x 2 meters
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Annika Erixån

ARTIST STATEMENT
In our early days, Mother Earth was our goddess. Through rituals in
the holy labyrinth, we could walk the path to her, to inner truth, fertility,
and happiness. In Sweden we have ~300 labyrinths. Our country 
has the highest incidence of labyrinths in the world. They do exist in
many other countries as well, and the Indians of America used the
same figures before Columbus discovered them. 

In our modern times, we have forgotten the link to our divine selves 
and Mother Nature. Our bodies, plants, and animals are devalued 
to physical objects. With new nano technology and new ideals, we 
are designing our bodies, buildings, and animals to better suit our
needs. The body is styled, buildings are designed by the latest
trends, and new cloning and breeding methods redefine animals 
and plants. The form of a house and of an animal comes as a result
of man-made art and technology. Life itself turned into an artifact. 

Do we reshape ourselves and our environment on the basis of total
knowledge? Do we possess a true sense of the inner values of these
inner qualities? Is there more in life than we can see or measure by
modern technology? Is there even a lost technology that could put
us on the right track again? 

With the help of the latest technology, I want to build a bridge to our
lost paradise. The door to Mother Earth, inner peace, and love is still
open if we want to find it. The knowledge is hidden within the design
of the holy labyrinth. 

TECHNICAL STATEMENT 
The 3D laser scanner team scanned my body out in the snow, with 
a Leica HDS2500. The digital material was registered with Cyclone
and exported to Maya and Photoshop, from where the image was
printed out. 

CREDITS
Mikael Östlund, computer engineer, GIS Institute, University of Gävle
Åke Lindberg, engineer, GIS Institute, University of Gävle 

Contact

Annika Erixån

Hemlingbystreet 64 A
802 57 Gävle, Sweden
+46.70.534.82.14
aea@hig.se

Holy Cow - The Labyrinth,

the Woman & the Goddess

2 meters x 2 meters
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Mary Flanagan

ARTIST STATEMENT
We use text so frequently in digital communication, but we seldom
stop to consider “voice” within our correspondences. As artists, we
are concerned with the way computer technology permeates our
everyday lives, and how our everyday lives are in turn shaped by the
technologies we use. Words, phrases, and sentences represent a
time, a person, a map of interpersonal experiences (the external
world) as well as the way users relate to the context of digital com-
munication, and to their own computers. Do we have a particular
“voice” in our daily writing to friends and colleagues, and does that
voice change depending on who we are writing to and why? This
project maps the geography of these relationships with sound. 

[ineffable] is an audio installation that engages with email messages
and maps the use of language through the words people use in
everyday correspondence. The work “reads” a pair of correspondents’
email archives and analyzes the words therein, grouping them based
on the recipient, date, and sound signature of the words, paragraphs,
sentences, and finally, the email itself. [ineffable] functions as an
experimental system that considers the “sound in the head” while
reading and writing as a synaesthetic experience. 

Two networked computers run the application and create distinct
sound maps. The user chooses an email recipient group and/or a
date range to donate to the system for analysis. Participants might
also send messages to the system’s email address for shorter analy-
sis, though these would be less accurate because the data pool
would be much smaller. The program takes the words of the subset
of the user’s email messages and analyzes them as described above
and then creates an appropriate rhyme and scan scheme based on 
a totality of the sound signatures. 

In the end, through voice synthesis, the program reads aloud the
words now reorganized into a new email message from the [ineffable]

engine. The idea is to produce a voice for the computer’s experience
of the data. These new compositions can also be sent to the user
who donated the material for reading or further sending into the
recursive engine. In this way, the artists propose that the emergent
reader/writer [ineffable] offers us a way to map the multimodal 
experience of correspondence through sonification. 

TECHNICAL STATEMENT 
We used Java to scan the email correspondence and load it into a
MySQL database, parsing words to phoneme units using the Carnegie
Mellon phoneme dictionary. The data (words) are organized by sender,
receiver, date, and larger sets of sender and receiver group mails. 

We map the frequency of words used and the placement of a word
in sentence, and create a set of words as they are positioned within
sentences and paragraphs. The techniques recursively create a
“sound signature,” a unique number of definitive length for an arbi-
trary group of words, based on pronunciation, accent, length of
sound, etc. 

Phonemes map to multitimbral sounds and sounds created by 
the interrelationships of phonemes and their particular statistical
placement among a group of emails. This algorithm turns a set 
of correspondence into a kind of “other language” using English
sounds. Some participants find the work musical, and others find 
it linguistic. 

Contact

Mary Flanagan

Tiltfactor Research Group
Hunter College
645 Park Avenue Rm 433
Hunter North
New York, New York 10021 USA

mary@maryflanagan.com

[ineffable]

8 feet x 8 feet
Audio
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Fred Fleisher

ARTIST STATEMENT
I was born in a small steel town in Pennsylvania. At 17, I enlisted in
the US Army and became an Airborne Ranger. I often feel that part 
of my youth and innocence was lost at that moment. While the 
decision to leave was mine to make, I was completely unaware 
of the ramifications. 

By using old photographs, toys, and found objects, I’m able to
reclaim, or even re-define, that lost innocence. I manifest my ideas 
in a variety of ways, including photography and digital manipulation,
installation, sculpture, drawing, and video. 

Current work includes the Golden Child series, where I’m re-writing
my own personal history to create a mythological aura around the
child I once was, and photographing combinations of toys and found
objects that create a familiar, yet uncanny moment. 

TECHNICAL STATEMENT 
By scanning old photos and using Photoshop, I replace the back-
grounds with punched-up, saintly, religious art colors. I also add a
quasi-halo in certain places. By using these techniques, I’m able to
create the myth of the Golden Child. This project is ongoing, and
video will be included in future work.

Contact

Fred Fleisher

41-24 29th Street, #5A
Long Island City, New York 11101
USA
+1.917.617.1308
fred.fleisher@metmuseum.org

Golden Child #3

30 inches x 40 inches
Digital print
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Gregory Garvey

One’s mind and the earth are in a constant state of erosion,
mental rivers wear away abstract banks,
brain waves undermine cliffs of thought,
ideas decompose into stones of unknowing.”

- Robert Smithson

Contact

Gregory Garvey

CLA-1-316
275 Mount Carmel Avenue
Hamden, Connecticut 06518 USA
+1.203.582.8389
greg.garvey@quinnipiac.edu

Decline & Fall

12 feet x 3 feet
Sand, gravel, water,
beakers, halogen lights,
plastic sheeting, MIDI,
softVNS, video camera,
microphones, speakers,
mixer, amplifier

“
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Phillip George

ARTIST STATEMENT
Poetics of Migration is derived from a theoretical framework based
around the notion of the porous coastline. This metaphor was seen
to act like a film plane in a camera, but a film plane that is operating
in slow-motion image capture, recording evidence of what has
passed by, sponge-like, absorbing and documenting the record 
of past histories and then displaying them within the landscape. 

The landscape was established as a recorder of a history. It was, in 
a way, the antithesis to the nature of photography, of photography’s
instant method of recording the ephemeral moment – that decisive
moment. The decisive moment was abandoned for the slow-motion
sedimentary accumulation, disintegration, and rearticulation into the
tidal fossil records, which made up the evidence within the documen-
tation of the site. The ephemeral moment became tattooed into the
rock instead of an inscription on paper. The instant became handmade. 

Here in this metaphorical space, the coastal aperture is seen as a
porous membrane that fluctuates, and mediates incoming and out-
going ideas and influences as powerfully and as irrepressibly as the 
coastal tide. The porous coastal plane is seen to be a time traveller. 
It sits still. Our human-scaled idea of passing may be called time, 
but time, in this space, stays where it is. We are the ones who pass
by. It is the landscape that records us. 

The space is an antipodean space where, instead of the land
becoming the subject of the document, the land documents us.
Poetics of Migration then attempts to excavate palimpsest like 
a document from this archaeological meditation, adding layers to 
translation, adding complexity and richness to language and culture. 

Poetics of Migration address parallel concerns of contemporary
image making but also the cultural geo-political hegemony of our
time. In response to these concerns, Poetics of Migration attempts 
to understand movements in other cultures and civilisations and tries
to understand them in their own terms, in relation to their own histories,
their own traditions and inspirations. 

Contact

Phillip George

+61.2.9368.2845
philg@netspace.net.au
Australia

Poetics of Migration #1

70 centimeters x 180 centimeters 
Metallic laser ctype print
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Phillip George

TECHNICAL STATEMENT 
The Poetics of Migration images are composites made up of layer
upon layer of images collected from around the world over the past
13 years. For example, the images titled Poetics of Migration # 2

include imagery from Bondi Beach, Sydney; Beijing; and Palmyra,
southeast Syria. 

The images were scanned at very high resolution and electronically
processed into a final 2D artwork.

Contact

Phillip George

+61.2.9368.2845
philg@netspace.net.au
Australia

Poetics of Migration #2

70 centimeters x 180 centimeters
Metallic laser ctype print
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Floyd Gillis

ARTIST STATEMENT
While growing up in Vancouver’s West End during the 1960s, my
neighborhood of two- and three-story wood frame houses was being
torn down and replaced by high-rise concrete apartment buildings. I
loved it. To me, it was as if whole city blocks were being transformed
into massive sculpture installations, with each piece soaring hundreds
of feet high.

By the late 70s and early 80s most of my personal work consisted 
of pen-and-ink and color-wash drawings of complex geometric 
compositions. I always viewed these pieces as frozen moments in
time when moving geometric elements had coincidently come
together to form a dynamic interaction. Although it was labor inten-
sive and extremely time consuming, I used this technique in 1980,
while attending the Nova Scotia College of Art and Design, to create
a rather successful animated short film titled, appropriately,
“Perspectives.”

In 1981, I was introduced to serious computer graphics and anima-
tion through Jerry Barenholtz’s GRAX software running on Evans &
Sutherland computer systems at Simon Fraser University. From that
moment, I was obsessed with computer graphics and the potential
of creating images and animations using computers. Attending 
my first SIGGRAPH conference in 1982 strongly reinforced that
obsession.

I had already received first-half funding from the Canada Council for
my next hand-drawn animated film, but I ended up spending all the
money on a PC so I could immerse myself in graphics programming.
This led to a two year collaboration in improvised music and live
computer-animated performances with Canadian musician/composer
John S. Gray at Toronto and Halifax art galleries and performance
spaces. It also led to 22 years of full-time commercial CG work at
Vertigo Computer Imagery, Omnibus Computer Graphics, and finally
my own New York commercial CG facility, AFCG, Inc.

My current personal work echoes those pen-and-ink compositions 
of the late 70s and early 80s. I consider a piece complete when 
elements have been combined to form a dynamic composition that
not only continues to move on the page, but also recalls those early
feelings of immersion within massive, neighborhood filling, concrete
sculptural pieces.

The process of creating a successful image calls for an extensive
exploration of composition and lighting arrangements, and tends to
be almost wholly intuitive. Having worked with 3D graphics software
for almost 24 years, the physical process of working with computers
has become comfortably transparent.

Contact

Floyd Gillis

16 West 22nd Street, Third Floor
New York, New York 10010 USA
+1.212.627.8770
fgillis@afcg.com

seri_B_A1

26 inches x 15 inches 
Archival inkjet - 1 of 10 limited edition print
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Floyd Gillis

TECHNICAL STATEMENT 
The 3D models, scene composition, lighting, and shading elements
for this image were created with the Houdini software package from
Side Effects Software. 

The scene was rendered with Houdini’s MANTRA renderer using
“radiant,” a pseudo-radiosity shader written by “anonymous” and
posted on the OdForce.net web site. 

The final image was output as a tiff file at a resolution of 4096 x 2048. 

The hardware used to compose and render the final image was a
Dell Precision 340 running the Red Hat Linux operating system. 

Contact

Floyd Gillis

16 West 22nd Street, Third Floor
New York, New York 10010 USA
+1.212.627.8770
fgillis@afcg.com

seri_A_G1

26 inches x 15 inches
Archival inkjet - 1 of 10 limited edition print
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Floyd Gillis

Contact

Floyd Gillis

16 West 22nd Street, Third Floor
New York, New York 10010 USA
+1.212.627.8770
fgillis@afcg.com

seri_C_D1

26 inches x 15 inches
Archival inkjet - 1 of 10 limited edition print
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Albert Girós

ARTIST STATEMENT
Word, intention, will, action, power. 
Some instinctive, primary human speech stops the flood of reality. 
It’s Art. 
Sometimes people say NO: political and artistic action. 
Work of art: ideogram: explosion of meanings. 

TECHNICAL STATEMENT
I try to reduce the sophisticated action of technology so we can see
the primary and basic traces of the work. In this case, pencil drawing
and scanner + digital video capture; extremely rudimentary digitalisation. 

Contact

Albert Girós

La Costa 44-46, At.3ª
08023 Barcelona, Spain
+34.93.210.39.00
albert_giros@terra.es

Word Power

80 centimeters x 196 centimeters
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Quintin Gonzalez 

ARTIST STATEMENT 

It was curious to think that the sky was the same for everybody, in

Eurasia or Eastasia as well as here. And the people under the sky were

also very much the same - everywhere, all over the world, hundreds 

or thousands of millions of people just like this, people ignorant of one

another’s existence, held apart by walls of hatred and lies, and yet almost

exactly the same - people who had never learned to think but were storing

up in their hearts and bellies and muscles the power that would one day

overturn the world.”

-George Orwell, 1984 

Metamorphosis of identity is the topic I have chosen to speak of
through these works. This series of portraits delves into the ever-
changing and ever-evolving face of the human condition. What one
deems as individual identity is not so much a fixed thing, but rather 
it is that which animates the day to day experiences of life. The tri-
umphs, failures, hopes, and struggles of existence find their fervid
expressions in those countless facades of profound inner change. 
These many guises loom as foreboding dramatic vignettes that have
been blurred into a single transfixed moment that simultaneously 
signifies the passing of time. Yet it is in the pondering of days past 

that the tethers of an uncertain fate become lifted, allowing a true 
face to be revealed as an unveiled meaning. This revealed intent 
captures that ephemeral design growing as an emerging catalyst for
the many guises of transformation. These works touch upon those
facades that are donned in an age of oppressive struggle and are
somber witnesses to an era when individual reformation ultimately
functions as an act of assimilation and self-preservation. 

Uniformity becomes a forlorn and final means to shield that internal
essence of the sacred at the center of one’s core being. It is the inner
self and spirit that remains most dear as an untouched unique voice.
In time, this faint utterance becomes a resounding roar for those
moments when men and women look defiantly into a black tempest
of persecution, prejudice, and brutality and walk that blighted path
toward a destiny of compassion, dignity and hope. 

Contact

Quintin Gonzalez 

Assistant Professor of Painting and
Drawing, Department of Visual Arts
University of Colorado at Denver
Campus Box 177
P.O. Box 173364

Denver, Colorado 80217-3364
USA
+1.303.556.8837
qgonzale@carbon.cudenver.edu

Dusk of Shattered Icons

32 inches x 42 Inches
Digital Print

“
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Quintin Gonzalez 

TECHNICAL STATEMENT 
These works incorporate an extensive use of Curious Labs Poser 4,
Corel Painter 8, and Adobe Photoshop 7. In my work, manipulation
of formal issues and use of digital imaging software are completely
intertwined. This studio practice allows for imagery that utilizes digital
media to execute the most complex visual structure I can create.
This technical description outlines both the design and methodology
of my work. 

I begin by developing my portraits in Curious Labs Poser 4 based on
a vague visual idea of what I might wish to convey. At this point the
figure, is in its most basic state, and the primary choices about color,
shape, line, and composition are made. I then advance to create a
more complex manipulation of the form and design of my concept.
At this point, the image is converted to a tiff file and opened in Corel
Painter 8. This process is best described as pushing from the general
toward the specific. The aspects of this working method are inexact
and come from a series of trials and errors. However, this method of 

working and reworking carries my work to a realization of clarity and
precision. The awkward beginning of accidents in my image develop-
ment is crucial because this forms the structure and foundation of a
finalized piece. 

Also, as the appearance of what I wish to convey evolves, the true
form and intent of the image emerges. After a series of daunting 
in-studio defeats, a decisive stage of image development may take
place. I then open the work in Adobe Photoshop 7, where now I am
ready to form the conclusion of a particular work. This comes about
as a process of making all the elements of the image unclouded.
There is a point in my work when I strive for a kind of visual eloquence.
Here, I endeavor to create the most visually lucid composition I can
possibly make. This is a moment in my work when the last emphatic
concept is chosen and depicted. It comes about through rigor and
experimentation and it is the point in my work when I have nothing
more to add. 

Contact

Quintin Gonzalez 

Assistant Professor of Painting and
Drawing, Department of Visual Arts
University of Colorado at Denver
Campus Box 177
P.O. Box 173364

Denver, Colorado 80217-3364
USA
+1.303.556.8837
qgonzale@carbon.cudenver.edu

The Mist of Spider City

32 inches x 42 inches
Digital print
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Gene Greger

ARTIST STATEMENT 
When people are driving, they spend most of their time focused on
the road in front of them. Occasionally, circumstances allow or dictate
viewing of scenery or road signs, forcing drivers to change perspective
momentarily. As a section of road is traveled repeatedly, such as in
the case of a daily commute, more pieces of the surrounding envi-
ronment fall into place, forming a more complete mental landscape 
of the totality of the surroundings. 

With this artwork, I put forth a perceptual view of my commute as an
amalgam of previous travels along the same route. 

TECHNICAL STATEMENT 
This image was created from frames taken from a video of my daily
commute from Troy to Albany, New York. Frames from the video
were stacked together to form a 3D “lattice” with each lattice point
corresponding to a pixel in a particular frame. 

Visual data contained within the lattice were projected on a cutting
plane that ran diagonally through the lattice, forming the resulting
image. Each row of the image represents a constant time value in 
the video sequence, with the top of the image corresponding to the
first frame and the bottom row the last. 

Each row was also taken from a different horizontal scanline of each
video frame. The top row of the image was taken from the topmost
row of the first frame of video, the second row from the second 
highest scanline of the second video frame, and so forth. 

Contact

Gene Greger

510 Grand Street
Troy, New York 12180 USA
+1.518.273.5093
gene@world.std.com

Commute

6 inches x 70 inches 
LightJet print
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Jeffrey Guhde

ARTIST STATEMENT 
I create machines that respond to and record physical forces within
the natural environment. Specific mechanical devices are directly
controlled by the movements and energies that they were designed
to respond to, at a chosen site. The machines function to visually
document the selected natural activity, continuously, over a period of
time. The documentation, which is usually designed to be displayed
in the form of a continuous line, is made to be seen entirely at once, to
immediately reveal its complete history and progression to the viewer. 

In presenting these linear records, it is my goal that my machines
achieve a relative and true representation of the specific activity and
energy that they were designed to respond to. I consider that visual
line to be more engaging than the device used to create it and to be
more noticeable than the force of its origin. It is my hope that through
this process of collecting and presenting a force’s history as a per-
ceivable line, I can stimulate a genuine appreciation for the natural
forces that created them, and the energy they possess. 

TECHNICAL STATEMENT 
In Solar Self-Portrait, a micro-controller (Parallax Basic Stamp 2) 
uses a computer program to detect the light of the sun and control 
the drive motors on the stylus. The light-sensitive components are 

simply photo resistors, which are mounted on the very top of the 
stylus. When used in conjunction with .1uf capacitors in a “resistor-
capacitor circuit,” the micro-controller collects a numerical value of
light intensity on each sensor. 

As the stylus moves along the ground, the contour of my shadow
must stay in between the light sensors. That means that one must
stay in direct sunlight, and the other must remain in my shadow.
When these conditions are satisfied, both drive motors on the stylus
turn forward, allowing it to move in a straightforward path. When the
stylus strays from its course, the photo resistors detect a change in
lightness, and the micro-controller reverses the direction of the corre-
sponding drive motor, to bring the stylus back on course. 

A 200 RPM geared motor (12 VDC) continuously turns within the
chalk funnel to distribute the chalk to the ground. The drive motors
are 2 RPM, 12 VDC . A remote-control circuit, independent of the
micro-controller, allows me to switch the stylus on and off easily 
from a fixed position nearby during the initial calibration phase of 
the piece. The drive motors, chalk motor, and micro-controller can 
all be switched off independently. 

Contact

Jeffrey Guhde

1908 East 123rd Street,
Apartment 4
Cleveland, Ohio 44106 USA
+1.216.721.5568
jguhde@hotmail.com

Solar Self Portrait

14 inches x 18 inches
C-Print
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Peter Hardie

ARTIST STATEMENT
These works are based on a visual investigation of the sensation of
light and reflection on water, consisting of short, computer-animated
sequences. These have been designed to be shown on plasma
screens as slowly moving artworks.

The primary intent is in realising the sensations evoked by the play of
light on water. The colours and shapes generated by the movement
of waves and ripples, the changing surface of reflections, the light
bouncing off the water surface. The sensation of light on water gen-
erated by specific rivers and seas at different times of the year. 

The work explores the area between realism, exploring the tools now
available in a 3D computer-animation system for these purposes, and
abstraction, looking at the aspects of colour, form, and movement.
The view is presented straight on to produce a flat perspective in line
with the picture surface. 

The work is influenced by a number of artists, primarily Monet and
Bridget Riley. 

TECHNICAL STATEMENT 
The primary tool used in making the Sparkle Sea image was the
Softimage:XSI V3.0 three-dimensional animation system. The
sparkles were produced using the Glimmer output shader for XSI
developed by Andy Hayes at Bournemouth University. 

• The scene consists of a grid for the water surface and a small 
semi-sphere for a final gathering reflector. 

• The grid (water surface) has waves and a number of fractal 
displacements applied to it to simulate waves and wavelets. 

• The grid (water surface) is lit by an infinite light source and final 
gathering was applied using a small semi-sphere as the source. 

• A specular pass, with the Glimmer’output shader applied, was 
added to the final image using the Softimage:XSI compositor to 
simulate the reflection of the specular light emitting from the 
wavelets. 

The image was output on an inkjet printer using archival pigment 
inks on etching paper. 

The work was produced on a Dell PC. 

Contact

Peter Hardie

Bournemouth University
Poole House, Talbot Campus
Fern Barrow
Poole, Dorset BH12 5BB
United Kingdom

+44.0.1929.556.381
peterh@bournemouth.ac.uk

Sparkle Sea

32 inches x 28 inches
Computer animation



ELECTRONIC ART AND ANIMATION CATALOG
ART GALLERY

2 D / 3 D

48

Peter Hardie

ARTIST STATEMENT
The work is one from a series based on a visual investigation of the
sensation of light and reflection on water. The series consists of com-
puter, generated prints and computer, animated sequences.

The primary intent is in realising the sensations evoked by the play of
light on water. The colours and shapes generated by the movement
of waves and ripples, the changing surface of reflections, the light
bouncing of the water surface. The sensation of light on water gener-
ated by, specific rivers and seas at differing times of the year.

The work explores the area between realism, exploring the tools now
available in a 3D computer animation system for these purposes, and
abstraction, looking at the aspects of colour, form and movement.
The view is presented straight on to produce a flat perspective in line
with the picture surface.

The work is influenced by a number of artists, primarily Monet and
Bridget Riley.

TECHNICAL STATEMENT 
The primary tool used in making the Yellow Boat image was 
the Softimage:XSI V3.0, three-dimensional animation system.
Additionally, Adobe Photoshop was used to paint the sky image 
for reflection. 

• The scene consists of a grid for the water surface, a modeled 
boat, a semi-sphere for the sky, and a grid for generation of the 
caustics. 

• The grid (water surface) has waves and a number of fractal 
displacements applied to it to simulate waves and ripples. 

• The grid (water surface) receives caustics. 
• The semi-sphere (sky) has a painted image texture mapped to it 

to simulate a sky with light cloud. 
• The modelled boat has two colours applied and receives caustics. 
• The grid (caustics generator) has waves and a number of fractal 

displacements applied to if, and it transmits caustics onto the boat
and water surfaces. 

• The scene is lit by three lights: one for the whole scene, one for 
the boat and one for the caustics generation utilising one million 
photons. 

The image was output on an inkjet printer using archival pigment inks
on etching paper. 

The work was produced on a Dell PC. 

Contact

Peter Hardie

Bournemouth University
Poole House, Talbot Campus
Fern Barrow
Poole, Dorset BH12 5BB
United Kingdom

+44.0.1929.556.381
peterh@bournemouth.ac.uk

Yellow Boat

32 inches x 28 inches
Computer-generated print
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Melissa Harshman

ARTIST STATEMENT
For the last five years, I have used the computer as a tool to create
images. I am interested in the different ways a variety of recognizable
images can be juxtaposed and altered in meaning and narration by
my new combinations and compositions. The computer allows me to
move items easily and play with transparency, scale, and color. The
image is then “brought out of the box” via traditional printmaking or
painting methods. 

In Leap of Faith, the diver serves as a metaphor for many situations
in life where one must take that “leap of faith” into the unknown and
trust one’s instincts. The movie starlets and children’s doodles at the
bottom of the image refer to different cultural stages, desires, and
developments in women’s lives that echo this metaphor. 

In most of my work, the focus has specifically been geared toward
identity issues surrounding women. Some of the images are com-
pletely whimsical, while others have underlying political content. 
My goal is to create images that are aesthetically pleasing and 
conceptually significant, often playing off the meaning and inference
of the chosen image. 

TECHNICAL STATEMENT 
Leap of Faith began with a scan of a small image taken from 
the Athletic Association Handbook of North Carolina College for
Women 1927-1928. The original size of the image was 2 inches x
3.25 inches and was scaled up to 23 inches x 18 inches. Other
images were then scanned and layered with the original image in
Adobe Photoshop until the desired outcome was achieved.

Contact

Melissa Harshman

Visual Arts Building
Athens, Georgia 30602 USA
+1.706.788.2105
mharshma@uga.edu

Leap of Faith

39 inches x 23 inches 
Lithography and inkjet
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Melissa Harshman

ARTIST STATEMENT
In Acrobats, the two women in the balancing pose serve as a
metaphor for the challenging and hectic situations we face daily in 
a “multi-tasking” society. On a personal level, the movie starlets,
numerical calculations, and counting marks signify cultural pressures
to succeed and what that means. In contrast, the lotus flowers 
represent the inner, spiritual aspects of my life. The acrobats, there-
fore, symbolize the attempt to synthesize and balance conflicts that
arise from these opposing desires.

TECHNICAL STATEMENT 
Acrobats began with a scan of a small image taken from the Athletic
Association Handbook of North Carolina College for Women, 1927-
1928. The small image was sized up to a much larger scale. Other
images from sources such as old scrapbooks, memo books, and
fragments from some of my other digital images were collaged and
layered with the original photograph using Adobe Photoshop. The
image was then re-worked until the desired outcome was achieved.

Contact

Melissa Harshman

Visual Arts Building
Athens, Georgia 30602 USA
+1.706.788.2105
mharshma@uga.edu

Acrobats

21 inches x 13.5 inches 
Inkjet print
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Jean-Pierre Hébert

ARTIST STATEMENT
I draw because I love to draw and always had a passion for drawings.

Since the late 1970s, I have been working with the conviction that 
to gain power and beauty, drawing should become pure mental
activity more than gestural skill. I have endeavored to make it so by
banning completely the physical side of drawing. I create drawings
by writing original code that will define the very concept for each
piece.

Running this code produces the path that guides the device that 
actually produces the physical proof on paper with pens, leads, or 
brushes.

My process is thus akin to composing or choreographing or simply ... 
thinking. It starts with the vision of the piece. It continues with the 
precise anticipation of the imaginary hand motions or the real pencil 
path implied by the development of the drawing. It ends with a final 
proof of concept on paper.

What makes it so rewarding is my continuing fascination with the
slow, mesmerizing apparition of each drawing on the paper and the 
anticipation of witnessing the correct unfolding of the proof. There is 
also the possible good surprise of a  happy “accident,” always tem-
pered by the possible ink failure.

Here, everything went wrong for the proofing, so much so that I 
annotated all the problems by hand afterwards. Nevertheless, I gave
the piece a name that marks my attachment to my charming but
temperamental plotters.

Contact

Jean-Pierre Hébert

Kohn Hall
University of California, Santa
Barbara
Santa Barbara, California 93106
USA

+1.805.563.5556
jph@impulse.net

Still plotting after all those years ...

45 inches x 32 inches
Ink on paper (acrylic ink, technical 
pen and plotter)
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Eric Heller

ARTIST STATEMENT
Transport IX renders electron flow paths in a two-dimensional elec-
tron gas. It is based on the actual electron flow patterns for electrons
riding over bumpy landscapes. The electrons have more than enough
energy to ride over any bump in the landscape, and the concentra-
tions of electron flow are newly discovered indirect effects of that
bumpy ride. The channeling or branching was unexpected and has
serious implications for small electronic devices of the future. 

The Transport series was inspired by the electron-flow experiments 
of Mark Topinka, Brian Leroy, and Professor Robert Westervelt at
Harvard. Scot Shaw of my group and I did the theoretical work. 

Transport IX follows the paths of electrons for a short time. It 
represents the effect of starting the electrons in a narrow beam at
two different places on the random potential landscape on which
they live. The distinct and overlapping patterns resulted from the 
particular hills and valleys encountered from a new location. It is seen
that the branches emanating from different initial launch points cross
and seem independent, confirming that they are not due to any fixed 
features in the potential landscape but rather are due to the history 
of encounters with hills and valleys “upstream.” 

There is a connection, a feedback from the science to the art and
back again. In me, this has happened many times and has led to
new scientific discoveries through the attempt to produce art. In the
viewer and also in me, I strive for feedback of a different kind. I want
the scene being rendered to evoke emotion and familiarity so the 

viewer can project back onto the science behind the image to sense
the power and mystery in the world of quantum mechanics and the
microscopic chaos that is just under the surface. 

TECHNICAL STATEMENT 
The computer is a new artistic medium. It can draw fantastically
detailed and imaginative things that are impossible for human hands
to render. Most of the images in this work are produced pixel-by-
pixel using a computer algorithm, which I have written. I send the
pixel data to a high end LightJet imager, where typically 150,000,000
pixels are rendered by a laser onto archival photographic paper. The
paper is then developed in the traditional way in chemical baths. So
far, the color brilliance and permanence of this method exceeds the
best inkjet technology. 

As a theoretical chemical physicist, I have always taken a very visual
and intuitive approach to my research, which involves application of
quantum mechanics to various problems in the atomic world. I produce
images as a regular part of my research, believing that the visual 
processing power we carry around with us is enormous, and that the
right image can go a long way to prove a key point or leave a lasting
impression on a colleague. Imagery is a formidable tool, to teach 
ourselves, our colleagues, and the public. Images are increasingly
being used in the mathematical and physical sciences. The computer
has made them compelling, by drawing things of incredible informa-
tion and detail (and sometimes beauty) in a short time. 

Contact

Eric Heller

Department of Physics
Harvard University
17 Oxford Street
Cambridge, Massachusetts
02138 USA

+1.617.496.7537
heller@physics.harvard.edu

Transport IX

26 inches x 22 inches
LightJet digital image on Fuji Crystal
archival photographic paper
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Paul Hertz

ARTIST STATEMENT
Orai/Kalos (from the Japanese orai – comings and goings, traffic,
communication and the Greek kalos – fair, beautiful) presents images
and audio in an interactive computer-driven installation that continual-
ly varies its content and composition. Orai/Kalos is an intermedia
work, where sound and image events are driven by the same under-
lying structures, and an interactive work, where each visitor generates
new configurations. 

The installation uses a circular table as a projection surface to display
a computer-generated image. The table is equipped with embedded
sensors. Visitors wave wands over the sensors to control the installa-
tion. Sound is emitted from stereo speakers beneath the table. 

Visual events consist of samples of natural and synthetic patterns.
The patterns shift size, position, and rotation in overlapping layers,
sometimes revealing hidden images. Sound events consist of natural
and synthetic sounds. The sounds shift duration, pitch, and timbre
using granular synthesis, a technique that uses overlapping layers 
of short samples to produce a “cloud” of sound. 

Orai/Kalos is not “synesthetic art,” where specific visual and audio
events correspond. Rather, its sound and image events are generated
by encoded structures that are “transcoded” from one sensory
modality to another. 

As an interactive work, Orai/Kalos requires social interaction to reveal
some of its hidden aspects: one person alone cannot reach all the
sensors, and some events can only be triggered by three wands. 

In the installation, images and sounds of nature mix with images and
sounds of human cities and technology. Reduced to patterns, natural
and synthetic sounds and images blend hypnotically; however, when
visitors begin to interact with the display, images and sounds sampled
from communications media emerge. Topical and possibly distressing
content displaces the soothing kaleidoscopic display, but participants
may take compensatory pleasure in their apparent power to control
events. 

Orai/Kalos attempts to examine how communications technologies
are mixing geographical locations and persons together into new
constellations. It is easy to be hypnotized by the speed and momen-
tum of these changes, by the transformation of the world into patterns
of information. Fortunately, our state of technological distraction is
continually interrupted by events, large and small. Will our dearest
desire be to return to distraction, or will we waken enough to con-
struct a more just world? 

TECHNICAL STATEMENT
Orai/Kalos is presented as a stand-alone Macromedia Director 
projector file and a group of MaxMSP files. When the files are 
opened and the projector is launched, animated “agents” appear
over a continuously shifting display of pattern samples. The agents’
position governs the average position from which a sound buffer is
read to create a spatialized granular-synthesis “cloud.” Agents move
between “nodes” superimposed on the images. Users can control
the agents’ paths by touching the nodes with magnetic wands, 
triggering sensors embedded in the display surface. Different 
combinations of nodes generate specific behaviors in the display 
and the agents: new images and sounds arrive; their size, number
and symmetry change; the speed of the agents and hence of events
changes; the sound becomes sparse or dense, etc. Image changes
correspond to sound changes in subtle but audible ways. 

Although I use it to contrast soothing patterns with disturbing media
imagery, Orai/Kalos can use any sounds and patterns. Now in its 
first revision, the application permits a designer to replace the current
image and sound files. Although designed to use numeric input 
from sensors, Orai/Kalos can be controlled with a mouse or over 
a network. A tool in the Director file can be used to assign transition
probabilities to govern the sequencing of images, permitting a degree
of compositional control. Granular-synthesis parameters for the
sounds can also be altered. 

Contact

Paul Hertz

1890 Maple Avenue, Suite 175
Evanston, Illinois 60201 USA
+1.847.467.2443
paul-hertz@northwestern.edu

Orai/Kalos

10-foot square floor area, 18-foot vertical space 
for downward projection
Interactive multimedia installation (table, sensors,
video projector, audio, computer)
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Adi Hoesle

ARTIST STATEMENT
Data from measurements of brain waves are transformed into a wall-
paper pattern and a three-dimensional sculpture. The sensory organs
that are stimulated and inspired by looking at art and associated
cerebral events are performing as artwork themselves. 

The sum of senses plus awareness equals the true sense. This would
be defined as “synesthetik.”

Wallpaper: The wallpaper project literally uses the “neuronal pattern”
as a pair of terms and transforms them in a visualized context 
(perception).  A viewer was asked to look at the famous painting
“Who is afraid of red, blue and yellow” by Barnett Newmann in 
the Staatsgalerie in Stuttgart, Germany, and the viewer’s cerebral
responses (wave patterns) were transformed into paper wall strips. 

Brain sculpture: For the “brain sculpture,” the wave patterns were
milled in a precise landscape-like sculpture of wood or plastic. 

Concept: Electroencephalography (EEG) allows measurement of
brain activities in real time. Cerebral activities are defined as neuronal
patterns and interpreted as perception. In general, more activity is
found in the right hemisphere when the subject is being creative. 
And cerebral activity increases during perception. In this work, EEG
measurements allow the observer to perceive brain activity during
perception of an aesthetic event.

Summary: EEG technology can reveal perceptive activities within the
brain of the artist as well as in the brain of the recipient. Thus mental
processes that are triggered during artistic events are not limited to
the brain’s interior, but may also be reflected in a two-dimensional
“picture” or “in” a three-dimensional sculpture. 

TECHNICAL STATEMENT 
The so-called “human factor” is presented opposite to an increasingly
digitized and herewith dematerialized society of information. 

The binary code reflects the cerebral procedures: 
0 and 1 stand for: will a stimulus be transmitted: yes or no? 
The result is defined as network. 

When the different centers, from the retina up to the brain, simultane-
ously interact in a network, we are able to see. 

the appearance of cerebration subjects the interface between 
hardware and software, and between the cerebral and spiritual
processes, to a combination of PC and EEG and reflects interior
processes.

The reflection is an aesthetic product manufactured with modern 
procedures (digital print, computer-assisted CNC-milling machine). 

EEG: EEGs are recorded with a Medtronic Ambulatory. The recorded
signal is in the frequency range of 1-15 Hz. Customized software,
developed by Frieder Weiss, analyzes the wave pattern in real time
and transforms it into a landscape-like picture by a Fast Fourier
Transformation.

Print: With digital print procedures, the cerebral signals can be
processed. 

Plastic Sculpture: The recorded data are transformed into IGES 
or DXF files for computer-assisted machine systems and precisely
rendered by a five-axle-driven CNC-milling machne. 

In all procedures, there is a permanent feedback mechanism: 

This area of technical awareness has the goal to detect people
(humans) in the environment of computers, to identify them, and to
investigate significant measurements. 

The goal of this method/technique is to investigate and interpret
human actions through art. 

When processing the measured results of cerebral activities, the 
technique itself is being used as “cerebral activities” and will influence
the result in the same way as the aesthetic result. This application, of
course, doesn’t require a certain cerebral activity, but includes it as 
an integral. 

“Interface as Interface in the sense of bio-aesthetic feedback.” 

Contact

Adi Hoesle

Kirchhaslacher Strasse
87727 Babenhausen, Germany
+49.833.935964
adi@vr-web.de

the appearance of cerebration

wallpaper 1.5 meters x 3.5 meters 
sculpture 0.2 meters x 0.3 meters
x 0.1 meters
Wallpaper wood
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Kenneth A. Huff

ARTIST STATEMENT
The iridescence of a beetle; the twisting surfaces of a wilting leaf; the
spiral forms and sutures of a fossilized mollusk shell; fissures growing
in drying mud; the arches, loops and whorls of a fingerprint – all are
examples of the natural forms and patterns that inspire my images. 
I am intrigued with combining ideas from a number of sources and
the contrast and ambiguity arising from those combinations. 

I often include many objects in my works, all similar in form, yet each
unique in its details. Those details of color and texture mimic the level
of physical detail found in the natural world and create an illusion of
reality even while the viewer is confronted with the practical knowledge
that the objects illustrated do not exist, furthering the purposeful
ambiguity of the work.

TECHNICAL STATEMENT 
The works were created entirely in Alias Maya, augmented with custom
software developed by the artist. Final renderings were completed in 
a single pass with no compositing. The prints were produced on a
Cymbolic Sciences (now Oce) LightJet photographic plotter, which
exposes color photographic print paper with a combination of red,
green, and blue laser light.

Contact

Kenneth A. Huff

2821 North Central Avenue
Tampa, Florida 33602 USA
+1.407.718.5124
ken@itgoesboing.com

2003.4a and 2003.4b

62 inches x 62 inches x 2 inches each
Digital image on color photographic paper
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Byeong Sam Jeon

ARTIST STATEMENT
As a multimedia artist, I work primarily in interactive audio/visual
installation and performance. Through my research and creative
practice, I develop new social communication systems. My artwork
explores the lives of people who are marginalized by society due to
social and physical challenges, which have debilitated them in some
way. Since I arrived in the United States in 2003 from Korea for 
further research, I have been able to personally address this alien-
ation in terms of interpersonal communication. 

Miscommunication deals with the language barriers commonly expe-
rienced  by non-native speakers. To communicate with each other,
most of us use sound as well as physical gestures. Even though
sounds have specific meanings in their particular contexts and uses,
we often experience communication barriers. This raises some
important questions: How can we fully understand each other, and
what is the alternative of language? By exploring the connection
between movement and sound, meaning, and perception, this piece
confronts viewers with an unintended communication barrier. 

Through this work, I am also attempting to explore possible methods
of sound communication. Participants use data gloves to control the
output of a sound device. As they speak into the device while altering
the sound with the gloves, they can hear their multiple-layered voices
being irregularly manipulated. Echoes are controlled by the sensors 
in the gloves. When they hear their duplicated voices though this
device, they may feel the confusion of many simultaneous sounds in 

the space. The distracting effect is similar to trying to calculate a
math problem in your head while friends shout random numbers.
Miscommunication allows participants to indirectly experience the
complexities of the communication barrier through chaotic sound and
language. 

TECHNICAL STATEMENT
This installation consists of five main components: the sound record-
and-play component (which uses a newly designed loop cassette
tape), the sound alteration component (five standard servos and a
servo controller), two data gloves that have 10 flexi sensors, two
sound input devices, and two speakers. 

As participants speak into the microphones and make various hand
gestures while wearing the data gloves, the sound-generation device
makes altered multiple-layered voices similar to a modulated elec-
tronic echo. 

With the flexi sensors in the data gloves, each finger can manipulate
specific variables of sound. Each sensor in the data gloves sends
signals to the main servo controller, which gives five servos specific
movements to modulate five properties of sound: sound speed,
speaker volume, physical echo, microphone volume, and balance.
Through the speakers, participants hear their irregularly altered 
multiple-layered voices. 

Contact

Byeong Sam Jeon

575 West Madison Street, #1611
Chicago, Illinois 60661 USA
+1.312.404.6181
bjeon@artic.edu
www.BSJeon.net

Miscommunication

150 centimeters x 
150 centimeters x 
70 centimeters
Loop device, 2 
data gloves, and 
2 microphones
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Yoichiro Kawaguchi

ARTIST STATEMENT
Three-dimensional images are more sensually appealing than two-
dimensional ones. In 1979, we presented a Japanese traditional
mask called Hannya as an optical three-dimensional artwork. After
that, we sought new ways of presenting artistic impressions in three-
dimensional photography. In CORE-CELL Tower, we introduce a 
mixture of spatial effect and false illusion. The resulting dizziness, a
consequence of abstract patterns generated by algorithms, is found
to be luscious. An abstract pattern amplifies the effect of spatial
awareness in three-dimensional photography. 

TECHNICAL STATEMENT 
The renticular image used in this work contains 15 to 20 images.
Each image represents an image viewed from slightly different 
viewpoints. The images are placed on each face of a tower. Viewers
can walk around the work and enjoy different views and the effects 
of false illusion.

Contact

Yoichiro Kawaguchi

c/o Joho-Gakkan 
The University of Tokyo
7-3-1 Hongo
Tokyo 113-0033 Japan

+81.3.5841.2866
+81.3.5841.2867 fax
yoichiro@iii.u-tokyo.ac.jp

CORE-CELL Tower

60 centimeters x 
80 centimeters x 
60 centimeters
Renticular image 
with light box


















































































































































































































































































































































































































