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As cyberspace with its virtuality races
towards the future, there is a cry for
the hand. In linking to cyberspace,
where is the touch, the tactility, the
physicality of experience? Touchware is
the lens through which we envision the
future. This exhibition embraces the
interface between computing and user
as the territory of art. Issues of the
physicality of touch vs. the psychology
of keeping in touch, natural versus
machine, and substance versus virtual
are concerns of these artists.

The reach-out-and-touch mythology of
the telephone has become the banner
of the World Wide Web. Email and the
Internet provide the long-distance
touch with an immediacy and multiplici-
ty of connection within simultaneous
individual and community matrices.
“This network is an ideological image,
with a profusion of spaces and identi-
ties and the permeability of boundaries
- in the personal body and in the body
politic.”1 This rhizomatic world of cyber-
space is an electronic totemism.
Totemism, as described in Aboriginal
art, involves animating lines of identifi-
cation flowing from the origin through
all things ... forming an invisible web of
reciprocal processes linking humanity,
nature, and spirituality.2 Central to
Aboriginal art, totemism describes the
linking of humanity, nature, and the
gods. Electronic totems, as Aboriginal
totems, enrich a person’s interrelated-
ness to the world.

But the behavior and feel of this linking
is flat - a projected world connected
through a flat light screen. In this flat-
land, the visual is dominant over the
other perceptual senses. Other sensory
experiences like touch are diminished.
McLuhan viewed the printing press as
an invention that segmented sensory
experiences, preventing kinaesthetic
thought and feeling in which there is a
synthesis of hearing, seeing, tasting,
and touching. The Internet is an exten-

sion of the printing press. Thus when
an individual perceptual sense
becomes locked in a technology, it
becomes separated from the other
senses. This portion of one’s self clos-
es, as if it were locked in steel. Prior to
such separation, there is complete
interplay among the senses. Virtual
experience “overthrows the sensorial
and organic architecture of the human
body by disembodying and reformatting
its sensorium in powerful, computer
generated, digitized spaces.”3

Cyberspace disengages from physical
reality. Sensory experience is reduced
to a monomedium of digital coding. 

The artwork in this exhibition links us
to the mythology and spirituality of the
digital world. We create convergence
mythologies as a connective tissue
between the physical and the world of
the virtual spirit. African art embraces
the differences between the world of
matter and that of spirit through con-
vergence mythologies. Each African
culture has a specific explanation for
the convergence of spirit and matter.
For example, the Yoruba people con-
ceive of the cosmos in terms of two
distinct yet inseparable components.
Aye is the visible, tangible world of the
living, while Orun is the invisible, spiritu-
al realm of the ancestors, gods, and
spirits. In some societies, dreams and
the dreaming person are the point of
intersection between the human and
the spirit realms. The dreaming person
is the intermediary of communication.
The artist mediates the territory
between real and virtual, between spirit
and matter. 

Electroforming: New Materials/
New Forms of Art 

This artwork rematerializes the digitized
experience, using physical and concep-
tual aspects of touch to mediate
between the real and the cyber-mythi-
cal. Subverting the disembodiment of
cyberspace, electroforming embodies
an engagement with materials. The

grammar of crafting in cyberspace
usurps the vocabulary of hand materi-
als and processes: cut and paste, layer-
ing, modeling. But the process of creat-
ing art in the electronic arena is elec-
troforming with light, time, movement,
communication, and transmission.
Tangibility and substance cross over
materiality and virtuality. The same is
true for music composition. The materi-
al of composition is sound having no
object or visible physicality. Composer
Pierre Boulez states that “perhaps
material seems a rather coarse and ill-
suited term when it comes to an art
such as music, which, more often than
not, is perceived as something immate-
rial. Sonority, potential expressivity,
range and color form the musician’s
basic working material.”4 Sound and
light are emotionally tangible materials,
however ephemeral.

In the electronic arts, materials are cre-
ated in the mind’s eye of the artist. The
psychological effect of material is real.
The physiological effect of material is
real. Artmaking as electroforming
involves a complex conceptualization of
materiality. The kinaesthetics of experi-
ence are embedded in the mental con-
structs of art-making processes as
powerful as that of forming clay by
hand. “Significant art no longer has an
outward relationship to material ele-
ments that formed it.”5
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Juror’s Statement

How do you select artworks for the
SIGGRAPH 98 Art Gallery? The first
criterion is, of course, the strength, the
power of the work by itself, but then?
The Call for Participation was open, but
it requested strategies for engaging
the viewer through ideas of touch.
Artists were encouraged to explore the
tactility of materials in the electronic or
printed image, touch-based responsive
processes of the interface, or extension
of our experience of physicality to the
ephemeral emotional touch of being
linked to someone across the globe via
the Internet or telecommunications. 

"Where is the computer?" is a question
that arose many times in the jury's dis-
cussions. And it is an important one.
SIGGRAPH is a high-tech show, the
state of the art in computer imagery.
Does the art have to match the techni-
cal requirements you expect in the
technical and scientific papers or
demos, using the last technological
innovation?  This question was particu-
larly crucial for the two-dimensional
works. Computer-manipulated images
are everywhere. We have learned to
"read" them, and they have became
common to us. If a work is challenging
but uses basic functions of Photoshop
that students learn in the first class,
should we dismiss it for this single rea-
son? The answer was no. But then we

asked another question: "Could the
work been done without a computer,
with the old and well-known photo-
graphic manipulations?" If the answer
was yes, then I rejected it, because this
is an electronic art show. Sometimes,
this question was not so easy to
answer.

With the installations, this question was
even harder. When every kitchen device
has a microchip, when navigating
Sojourner on the surface of Mars looks
like a piece of cake (even if it was not),
where is the computer? And
where/what is electronic art today? In
a way, there are experimental works
focusing on exploration of a technique,
for which the message is the medium.
The Vasulkas and Myron Krueger are
important names in this respect. Then
there are works that deal with other
issues, using the technology at its best,
but where the technology itself is not
the central part. If the work is experi-
mental in some way, then the question
is relevant, otherwise the computer
does not need to be "evident" to be
used in a subtle and challenging way.
We do not remember works of art for
their technical achievements but for
their aesthetic qualities. When oil paint-
ing or enamels were high tech, they
drew attention, but that is not the pri-
mary reason they are kept in our muse-
ums today (and why they were appreci-
ated in their time either). Furthermore,
as the "computerized" world becomes
second nature, we are encountering a
"disappearance" of the computer,
which is reflected in the art. We might
just be entering post-computer, post-
electronic art. 

The third question that I asked myself
during the selection process was: "Can
the work face SIGGRAPH – this huge,
noisy, busy place where hundreds of
computer screens compete to attract
40,000 people rushing from one meet-
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ing to another panel? Right or wrong, it
was clear to me that some works,
although I think they are very good,
could not survive the show because
they just need another kind of environ-
ment.

In the end, we chose artworks that we
felt were good art. This is an especially
difficult task when you have to evaluate
the work as slides, video, and written
descriptions. To my surprise, some of
the documentation presented to the
jury did not describe the artwork in a
clear manner, and we just could not
figure out what was going on! Maybe
this is something to put on the agenda
of the art schools: teach the students
how to document and write about their
work...

Deanna Morse   
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Juror’s Statement

In the jury process, we looked for work
that was visually exciting and had
strong emotional content. I evaluated
artworks with "traditional fine arts" cri-
teria, including composition, form, color,
texture, and surface. I looked for work
that was innovative, that would chal-
lenge our perspectives, that would
engage the viewer.

Several of the pieces we selected ele-
gantly consider the issue of the
human-computer interface. In a classi-
cal garden setting, Stream of
Consciousness allows us to play with
visual language as we grab floating
words and build new poems. With The
Winds That Wash the Seas, we get
up close and personal with a TV moni-
tor and use our breath to blow away an
image, revealing other surface layers. 

Other pieces challenge us to reconsid-
er the human-computer interface and
our comfortable roles as passive
observers. Items 1-2000 forces us to
use the bar-code reader as a virtual
scalpel. In Project Paradise, we control
a distant human. And Case Study 309
challenges us to take presumed risk as

we recline under a precariously sus-
pended television set.

Other artworks make a political state-
ment or comment on the times we live
in. The viewer/tourist/photojournalist
participant in World Skin finds the act
of snapping the camera shutter a
charged activity - not neutral, not
benign. The large murals No Man’s
Land and Oral History employ visual
codes from advertising to comment on
our obsession with the body. The Doll
Floated By, ReGrowth from the
Wreckage, Is it Really Over?, and To
Bury Recollection... are quiet state-
ments, the artists' response to tragic
events.

Several installations create their own
world-spaces, their own fanciful envi-
ronments. In KAGE, our perceptions of
the physical reality of light and shadow
are questioned in a playful manner.
Iconica devises a new symbol system
for its universe, building a self-con-
tained artificial life environment.

Touchware is one of the few places at
SIGGRAPH 98 where the computer is
used to comment on the role of tech-
nology in society today. In a field that is
primarily collaborative, Touchware pro-
vides an opportunity to consider state-
ments by individual artists. 



Jane Stevens

Jane Stevens is the Curator at the
Illinois Art Gallery in Chicago. She has
curated electronic art shows for the
Illinois Art Gallery since 1992, and
recently she initiated a new electronic
art installation series entitled
"Electronic Fields," which is supported
by the Sony Gallery of Consumer
Electronics. She also teaches at
Morton College and exhibits her own
work internationally.

Juror’s Statement

The new technologies hold a tremen-
dous amount of wonder, excitement,
and possibilities. I was very encouraged
and impressed to see how these new
technological forms of artistic expres-
sion are expanding the boundaries of
the art experience. They are bringing
the world together in cyberspace for
many purposes, including: greater com-
munication, efficiency, education, and
artistic expression. But is this at the
loss of human contact? It certainly
does expand the possibilities of con-
tacting others globally. But how does
technology contribute to our under-
standing and enrichment of the human
experience?

The art work we saw during the two-
day jurying process showed me that
there are many people around the
world using these new tools to expand
and enrich the creative process and
human experience. Some of the work
showed great creativity and sensitivity
to the process. Some included more
traditional concepts of beauty. Some
pieces were incredibly beautiful and
delicate, while others questioned the
very use of technology. Some of the
work showed humor, some pain and
harshness. Some looked at the new
technologies as harsh controlling
agents and others as user-friendly
tools for creative exploration and cele-
bration.

I feel very optimistic about the artistic
avenues being explored by the
founders and current generation of
artists. We are creating our own worlds
and using the tools available to us to
expand that experience.

TOUCHWARE Jury Bios and Statements
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The Lacemaker is an homage to the
famous same-titled 17th Century
painting by Johannes Vermeer. The
original photograph, taken on New
YearÕs Eve 1995, was not consciously
posed. Acevedo caught his subject
emulating the posture of the
Lacemaker simply by happenstance.
This synchronicity underscores his
interest in everyday life as seen,
recorded, and then digitally revisioned
into a kind of metaphysical 
photographic archive. 

This is a Þgurative image about 
turning up the non-anthropomorphic
channel. As to metaphor: energetic
ßux outside the polarities of comple-
mentary opposites. In effect depicting
a subjectÕs local electromagnetic,
structurally resonant Þeld. This 
depiction also doubles as a device
that subdivides and interpenetrates
the traditional photographic space 
with non-cubist spatial arrays. The 
corresponding ray-traced vertexial
spheres provide an additional non-
Euclidean mapping of the pseudo-
molecular-model aggregate. This 

pictorial artifact facilitates the act of
seeing in the present combined with
ßashback phenomena Ð remnants
apprehended in an act of coding 
constellations of sensorial data.
Nothingness in the interstitial space
between Þgure and ground is effect
given structure.

Victor Acevedo

The Lacemaker  1997, Iris ink jet print on deckled-edge Somerset water color paper, 12Ó x 19.25Ó



Rebecca Allen

The Bush Soul is an interactive art
work that explores the role of avatars
in a world of artiÞcial life. In a virtual
world, the avatar becomes our other
body. But what part of ÒusÓ is in our
avatar?

Certain West Africans believe that a
person has more than one soul, and
that there is a certain type of soul,
called the Òbush soul,Ó that dwells with-
in a wild animal of the bush. A per-
sonÕs bush soul resides in an animal,
though that animal also has a life of
its own.

An avatar can serve as a place for the
bush soul, following the guidance of
the person attached to it, but ÒaliveÓ
with its own set of behaviors. In this
work, every object in the environment,
including the avatar, is instilled with
some form of artiÞcial life. 

Relationships can be formed between
all elements. Activities and events
emerge depending on relationships
and interactions: nonlinear, experimen-
tal performances, narratives, and
music.

The Bush Soul experiments with
forms of communication that rely on
symbolic gestures and movements.
With a focus on the ÒlifeÓ of the virtual
environment, this work examines the
role of artiÞcial life and human pres-
ence in an art form that includes the
interactive experience.

Emergence Team
Loren McQuade
Eitan Mendelowitz
Daniel Shiplacoff
Jino Ok
John Northan
Jack Lin
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The Bush Soul  1998, Interactive installation with 3D virtual environments, 4Õ x 8Õ
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Armed with cameras, like so many
tourists, we traverse a three-
dimensional space. The landscape is
scarred by war-demolished buildings,
armed men, tanks and artillery, piles of
rubble, the wounded and the maimed.
This arrangement of images from 
different zones and theaters of war
depicts a universe Þlled with mute vio-
lence. Audio represents the sound of
a world in which to breathe is to suf-
fer. Special effects? Hardly. We, the
visitors, feel as though our presence
could disturb this chaotic equilibrium,
but it is precisely our intervention that
stirs up the pain. We are taking pic-
tures, and here, photography is a
weapon of extinguishment.

The images we record exist for no one
any more. Each photographed frag-
ment disappears from the screen and
is replaced by a black silhouette. With
each click of the shutter, a part of the
world is extinguished. Each exposure
is printed out. As soon as an image is
printed to paper, it is no longer visible
on the projection screen. All that
remains is its eerie shadow, cast
according to the viewerÕs perspective
and concealing fragments of future
photographs. The world falls victim 
to the viewerÕs glance, and everyone 
is involved in its disappearance. The
farther we penetrate into this universe,
the more strongly aware we become
of its inÞnite nature. And the chaotic
elements renew themselves, so that 
as soon as we recognize them, they
recompose themselves once again in 
a tragedy without end.

CAVE interactive installation
Maurice Benayoun

Interactive music
Jean-Baptiste Barri• re

Software
Patrick Bouchaud, Kimi Bishop, David
Nahon (S.G.I. Europe/ Z.A Production)

Graphic preparation
Rapha‘ l Melki

Production
Z.A Production, Ars Electronica Center,
Silicon Graphics Europe

Maurice Benayoun

World Skin  1997, CAVE 3D VR Installation, 10Õ x 10Õ x 10Õ



Windgrass explores the contrast
between natural forces and computa-
tional processes, between human 
intimacy and technology that creates
distance. Computational technology
often leads us further away from the
physical world, particularly when the
interaction it supports is channeled
through the narrow bandwidth provid-
ed by the keyboard, mouse, and
screen. Windgrass seeks to address
this problem by bringing more intimate

physicality into the play between
human and machine.

Lightly blowing across the surface of
Windgrass sets off an undulating
visual display on a Þeld of 768 tiny
incandescent lights. In addition,
Windgrass ampliÞes the usersÕ soft
blowing. This movement makes the
object pull against its tether in the
same way a dog pulls against its
chain. 

Windgrass evokes the emotional
closeness we associate with our rela-
tionships to domestic animals. It sug-
gests a domesticated piece of tech-
nology with a dependency on intimate
human input. The user is compelled to
bend down closer to the tethered
object to interact with it in an intimate
way. This recreates a sense of famil-
iarity in the interaction the object
requires. 
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Elaine Brechin

Windgrass  1998, Interactive Installation, 20Ó x 18Ó x 18Ó
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Swimming Pool was created from 
simple tiling elements that are permu-
tated together. Each tile is a cell in an
automaton which develops over time
according to some simple rules. The
resulting image was a vector graphic,
or line artwork, that was subjected to
a number of continuous tone raster
graphics Þlters to create the coloured
and textured surface that composes
the Þnal print.

Rather than being constructed or
designed, these works Òevolve.Ó I look
forward to a future where computation-
al processes like the ones I build will
themselves make artworks without 
the need for human intervention. 
The creation of such processes is
something that has always fascinated
me. Swimming Pool is just one route
marker from the journey so far.

Printing  
Pasi Ihalainen 
Spectrum Photographic Colour Services Pty. Ltd.

Paul Brown

Swimming Pool  1997, Iris print on Deckle edge Arches Watercolour paper, 22Ó x 32Ó



Untitled 67  1995, Fujix pictrography print on glossy paper, 10Ó x 8Ó

This group of images has evolved
from photographic works that empha-
size the artiÞcial nature of that medi-
um and draw on its capacity to project
idealized environments. 

Throughout this evolution, I have
developed an increased interest in
objects and how we perceive them in
photographs. The images include ele-
ments such as miniature toys, dia-

grams, cursive and gestural marks,
industrial debris, and photographs
themselves combined with synthetical-
ly generated, three-dimensional digital
objects.

Within the artiÞcial framework of a
digitized photograph, I can easily juxta-
pose these found and virtual objects
and lead the viewer to new associa-
tions among them. I Þnd this new

arrangement to be a more ßexible
extension of traditionally constructed
photographic tableaux, one in which
the camera may isolate and scrutinize
objects for comparison. Through this
process of controlled fragmentation
and reassembly, I hope to create a
representation that reßects my interest
in photographic observation and 
illusion.
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Jim Butkus

Untitled 76  1995, Fujix pictrography print on glossy paper, 10Ó x 8Ó
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Matt Cave

My art is like a playground for my soul,
a place where I can be spontaneous
and try out new ideas and thoughts. ItÕs
a place where I can run free and for-
get all the worries and responsibilities
of being a grownup. On this play-
ground, I toy around with imagery and
ideas about psychology, spirits, lots of
emotion, and I ask questions that I
would love to know the answers to:
Does the mind belong to the body or
the soul? What really happens after
death? Where do ideas come from? Is
my intuition simply my guardian angel
whispering in my ear? My approach is
simple. Most of the time I will sit down
with no preconceived notion of what I
expect the piece to be. That frame of
mind leaves a lot of room for spon-
taneity and irrational thought, which
leads to happy accidents. I think happy
accidents are the doorway to the sub-
conscious mind, which I believe to be a
direct link to the soul.

Artist Block 2  1997, Photographic R print on matte Þnish paper, 31.5Ó x 47Ó 

Indecision  1996, Photographic R print on matte Þnish paper, cut clean, 15Ó x 21Ó
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Motoshi Chikamori and Kyoko Kunoh

Since the earliest times, the shadow
has proved existence Ð the ghost has
no shadow. However, like the ÒvirtualÓ
image projected on a TV monitor, the
shadow itself has no substance. And
at the same time, the shadow, or the
silhouette, appears as the basis of the
image.

In KAGE, computer-graphics shadows
of cone-shaped objects explore this
shadow-substance characteristic. The
computerized shadows projected
toward the ßoor are motionless, like all
shadows, but as time passes, some of
them begin to tremble. When the
objects are touched, various kinds of
patterns appear on the computerized
shadow images. 

The ceiling-mounted projector also
illuminates the viewers, so their shad-
ows join the shadows of the objects
on the ßoor. When the false shadows
created by computer graphics and the
viewersÕ true shadows are both pro-
jected on the same plane, viewers rec-
ognize the shadow-existence dilemma.  

KAGE  1997, Interactive Installation, 160Ó x 100Ó x 72Ó
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In Conversation aims to examine the
boundaries and social customs of two
distinctly different kinds of public
space, the street and the Internet,
each with its own established rules of
engagement.

On the street, passersby encounter an
animated mouth projected onto the
pavement and hear voices triggered
by Internet users trying to strike up a
conversation. Should anyone choose
to reply, a concealed microphone and
surveillance camera document and

transmit the responses. Through the
Web site, Internet users can view the
surveillance camera image and
sounds. They can type ÒliveÓ mes-
sages, which are converted into
speech and broadcast on the street.

In the gallery, In Conversation is a
large-scale ÒliveÓ installation. The sur-
veillance camera image is relayed to a
large projection screen. The conversa-
tion between the street user and the
net user, together with ampliÞed
sounds from the street and an original

soundtrack by Tim Clarke, creates a
live Þlm noir, unfolding in real time.

In Conversation introduces two kinds
of public space to each other, along
with the etiquette that governs them
and the people who frequent them.
This project is an experimental explo-
ration into how different environments
and means of interaction affect not
only our willingness to communicate,
but the way and manner in which we
do so.

Susan Alexis Collins

In Conversation  1997, Live installation and Web site
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Marjorie David

These works explore some of the
rough edges of relationships in
which such issues as control, fear,
self-determination, and identity col-
lide. Beneath the surface decorum,
darker forces are at play. The con-
trolled environment may be a trap;
the beast is within. ÒWaterÓ also con-
cerns the struggle with beastly
forces. Conßicting needs and
desires, fears and wishes, roles and
identities, and the testing of bound-
aries threaten to unbalance the rela-
tionship of mother and child.  

Why Water Always Scares Me  1997, Digital collage, iris ink-jet print on watercolor paper, 

deckle edge, 16Ó x 20Ó

Wolf  1997, Digital collage, iris ink-jet print on watercolor paper, deckle edge, 

16Ó x 20Ó on 17Ó x 22Ó paper
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Touching is a very broad concept. In
these images, lines are playing a game
of touching, of near-touching, of avoid-
ing, of seeking, of crossing and inter-
mingling: a manifestation of the purity
of the line and an invitation to meditate.

Algorithmically generated drawings,
drawn on a pen plotter, constitute a
very small segment within the area of
computer artwork. It is this small seg-
ment, however, which I Þnd most fasci-
nating. This has to do with the archaic
notion of a mechanical extension to the
drawing hand, unlocking a universe of
machine-generated drawings utterly
different from hand drawings.

Hans E. Dehlinger

b97.9.3  1997, Chinese ink on paper, 50.5Ó x 35.2Ó with left and right boundary  1997, Pencil on paper, 50.5Ó x 35.2Ó 
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Chris Dodge

With this installation, I was interested
in developing alternative ÒsoftÓ com-
puter interfaces based on natural
media. These devices, compared to
traditional interfaces, are imprecise
and vague, capturing only the gestural
essences of the userÕs interactions. Air
and water, with their innately ethereal
properties, suit the thematic explo-
ration of the installationÕs content,
where the viewer creates, via real-time

image processing software, a dialectic
between the icons of societal identi-
ties Ð architecture Ð and the ßeeting
Þrst-person experiences contained
within these structures. Through the
non-linear dynamics of these two ßuid
media, viewers can only provide
impulses, via stirring water in the tub
or blowing air onto the monitor, to a
complex natural system that propa-
gates beyond their control. The futility

of the human intervention is com-
pounded by the fact that there are
neither goals nor states in the system;
the viewerÕs presence is as transient
as the visual content and interface
media. A Þnal irony: not only do we
perturb the system, the work leaves
traces of itself: wet hands and short-
ness of breath.

The Winds that Wash the Seas  1995, Interactive Installation
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The more personal the issues you deal
with in your art, the more universal
they become. I often address human
issues in my work: beauty, life, aging,
and death. I also deal with social
issues such as poverty, class, alien-
ation, and violence. I Þnd that by incor-
porating humor into my work such as
photomontages created from my own 
photographs, I gain a release and an
escape from the horror of the injustice
that takes place in the world.

Thomas Esser

Synthesis: A Dream  1996, Giclee print on deckle-edge Sommerset satin watercolor paper, 

22Ó x 30Ó

Footnote to the Millenium II  1996, Color print on glossy Konica A6E paper, 12Ó x 18Ó
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ARTSITE Jury

Judy Malloy

Judy Malloy is a writer of hyper-
narrative and an information artist. 
Her hyper-narratives, including Its
name was Penelope, Forward
Anywhere (with Cathy Marshall);
l0ve0ne, and the Roar of Destiny,
have been published, shown, and
reviewed internationally.

In a recent issue of Modern Fiction
Studies (MFS), Jaishree K. Odin writes
that “Malloy uses the fluidity of the
hypertextual medium to create a poet-
ic text, which, in spite of its fragmenta-
tion and discontinuity, leads to a read-
ing experience that is very satisfying
because it allows the reader greater
creativity as to the form the reading
will take... In Malloy’s text, the visual is
transformed into the verbal. The bor-
der between text and image dissolves,
and image becomes the text.”

Judy Malloy has been Editor of
Leonardo Electronic News and an
artist in residence at Xerox PARC. She
has taught Web design at the San
Francisco Art Institute, and she cur-
rently works on the Internet as Arts
Wire’s Network Coordinator. 

Statement

I looked for an understanding of the
Internet as a public art space, an
understanding of the Web’s hypertex-
tual capabilities, content, depth, inno-
vation, and impact, both visual and ver-
bal. I viewed the sites on three sepa-
rate computers: my home laptop, my
local library’s Internet access machine,
and a college media lab. Since I
believe that Web sites are a form of
public art that should be accessible, if
submitted projects did not run on any
of these platforms, I voted no. 

Annick Bureaud

Annick Bureaud, works and lives in
Paris. Consultant in electronic art.
Editor of the IDEA/International
Directory of Electronic Arts and IDEA
online (nunc.com). Freelance art critic.
Member of the Editorial Board of
Leonardo, adviser and collaborator to
OLATS/Leonardo Observatory for the
Arts and the Techno-Sciences
(www.cyberworkers.com/Leonardo).
Independent curator. Lecturer at the
art school of Aix-en-Provence.

ARTSITE www.siggraph.org/s98/conference/art/artsite.html

SIGGRAPH 98 initiated a Web site for Web artwork. The objective of

ARTSITE is to stimulate creation of new forms of artistic expression in

the Web context. This site is available online in the Art Gallery and via

the Internet before, during, and after the conference. These projects

illustrate innovative thinking about Web sites: artwork that absorbs and

creatively utilizes the indigenous nature of the Web, its capabilities and

its artifacts. Artists have created new forms of artistic expression that

wrap around and extend beyond the Web. Jurying for ARTSITE was

done on the Web by jurors in remote locations.







This exhibition chronicles 25 years of computer art, from early algorithmic

drawings and paintings to modeled figures and “pebble drawings” by

pioneering computer artists.  These artists have participated in and 

contributed to a number of SIGGRAPH art shows and are currently 

practicing artists. This section documents their early work together 

with their current artwork.

Jane Stevens
Curator

25th Anniversary Celebration of Pioneering Computer Artists
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Victor Acevedo
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vacevedo@aol.com
167 Avenue B # 3F 
New York, New York 10009 USA

Rebecca Allen
Department of Design, UCLA
rebal@ucla.edu, rallen@arts.ucla.edu
1200 Dickson Art Center
Los Angeles, California 90095 USA

Mark Amerika
Brown University/University of Colorado
amerika@spot.colorado.edu
POB 241 
Boulder, Colorado 80306 USA

Colette and Charles Bangert
721 Tennessee
Lawrence, Kansas 66044 USA

Maurice Benayoun
Universití de Paris 1 / Z.A Production
mbenayoun@csi.com
5, boulevard Beaumarchais 
75004 Paris France 

Steve Benton
Massachusetts Institute of Technology
Director, Center for Advanced Visual Studies
sabenton@mit.edu
265 Massachusetts Avenue, Room N52-390
Cambridge, Massachusetts 02139-4307 USA

Elaine Brechin
Interval Research Corporation
brechin@interval.com
1801c Page Mill Road
Palo Alto, California 94304 USA

Paul Brown
paul_brown@siggraph.org
2 Susan Court
Cornubia QLD 4130 Australia

Annick Bureaud
bureaud@altern.com
57, rue Falguiere
75015 Paris France

Jim Butkus
Metropolitan Community College
jbutkus@ne.uswest.net
5610 Hickory Street
Omaha, Nebraska 68106 USA

Matt Cave
Cave Images
mcave@mindspring.com
4967 SW 32 Way
Ft. Lauderdale, Florida 33312 USA

The Center for Metahuman Exploration
Carnegie Mellon University
metahuman@ri.cmu.edu
Field Robotics Center
Pittsburgh, Pennsylvania 15213 USA

Motoshi Chikamori
motoc@geijutsu.tsukuba.ac.jp
1294-169 Kuden-cho, Sakae-ku, Yokohama
Japan 247

Susan Alexis Collins
Slade Centre for Electronic Media
susan.collins@ucl.ac.uk
Slade School of Fine Art University College
London Gower Street 
London WC1E 6BT United Kingdom

Donna Cox
NCAS/UIUC
cox@ncsa.uiuc.edu
605 E. Springfield
Champaign, Illinois 61820 USA

Charles Csuri
Advanced Computing Center for the 
Arts & Design
The Ohio State University
csuri@cgrg.ohio-state.edu
1224 Kinnear Road
Columbus, Ohio 43212 USA

Marjorie David
mdavid94@aol.com
1649 W. 103rd Street
Chicago, Illinois 60643 USA

Hans E. Dehlinger
University of Kassel
dehl@cad.uni-kassel.de
Menzel str 15
D34109 Kassel, Germany

Chris Dodge
cdodge@media.mit.edu
148 Fifth Street #1
Cambridge, Massachusetts 02141 USA

Heather Elliott
The School of the Art Institute of Chicago
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Department of Art and Technology
112 S. Michigan Ave, 4th floor
Chicago, Illinois 60603 USA

David Em
PO Box 1089
Sierra Madre, California 91025 USA

Thomas Esser
Washburn University of Topeka
zzesser@acc.wuacc.edu
1700 College Avenue
Topeka, Kansas 66604 USA

Robert Fabricant
fabricant@radicalmedia.com
435 Hudson Street 6th Floor 
New York, New York 10014 USA

Leslie Nobler Farber
William Paterson University
14 High Street
Demarest, New Jersey 07627 USA

Eudice Feder
artedge@pacbell.net
1543 Elvado Drive
Simi Valley, California 93065 USA

Penny Feuerstein
PennyF@mcs.net

Rob Fisher
Glenunion@aol.com
228 North Allegheny
Bellefon, Pennsylvania 16823 USA

Monika Fleischmann
Wolfgang Strauss   
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MARS - Media Art Research Studies
fleischmann@gmd.de
GMD-Institute for Media Communication
Schloss Birlinghoven
D-53754 Sankt Augustin, Germany

Herbert W. Franke
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Boca Raton, Florida 33498 USA
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Concordia University
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1455 De maisonneuve Blvd, West
Montréal, Québec H3dioM8 Canada

Donna Geist
Geist Studio
4445 Worster Avenue
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4237 West 14th Avenue
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University of Massachusetts
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Western Washington University
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John Grimes
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Institute of Design
Illinois Institute of Technology
Chicago, Illinois USA
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University of Wisconsin - Milwaukee
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Department of Art
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Craig Hickman
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Saoirse Higgins and Ian Ginilt
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Kenneth A. Huff
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PO Box 536188
Orlando, Florida 32853-6188 USA

Ron Hutt
rhutt@suba.com
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Chicago, Illinois 60614 USA

Troy Innocent
noodleboy@peg.apc.org
PO Box 2070
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Victoria 3182 Australia

Yoichiro Kawaguchi
Institute of Art - University of Tsukubá
yoichiro@geijutsu.tsukuba.ac.jp
1-1-1 Tennodai
Tsukuba Science City
Ibaraki Prefecture 305 Japan

Isaac Kerlow
Walt Disney
isaac_kerlow@studio.disney.com
5721 Briarcliff Road
Los Angeles, California 90068 USA

Tammy Knipp
Florida Atlantic University
TKNIPP@FAU.EDU
F.A.U. Art Dept., Room 106
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Boca Raton, Florida  33431 USA

Ken Knowlton
kcknowlton@aol.com
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Merrimack, New Hampshire 03054 USA

Myron W. Krueger
MyronKru@aol.com
55 Edith Road
Vernon, Connecticut 06066 USA

Jun Kurumisawa
ATR Media Integreation & Communications
Research Laboratories
kurumi@mic.atr.co.jp
2-2, Hikaridai, Seika-cho-, Soraku-gun,
Kyoto 619-02 JAPAN

Muriel Magenta
Institute for Studies in the Arts
muriel.magenta@asu.edu
Arizona State University
Tempe, Arizona 85287-2102 USA

Judith Malloy
Arts Wire
malloy@artswire.org
5306 RidgeView Circle #5
El Sobrante, California 94803 USA

Juliet Martin
juliet@bway.net
450 6th Avenue, #2F 
New York, New York 10011 USA

Hiroshi Matoba
NEC Corporation
matoba@ccm.cl.nec.co.jp
C&C Media Res. Labs, NEC Corporation    
1-1 Miyazaki 4-Chome,    
Miyamae-Ku, Kawasaki,    
Kanagawa 216, JAPAN

Jennifer and Kevin McCoy
The City College of New York
mccoy@earthlink.net
210 Congress Street #2C
Brooklyn, New York 11201 USA

Bonnie Mitchell
Syracuse University
bonniem@syr.edu
102 Shaffer Art Building 
Syracuse, New York 13244 USA

Manfred Mohr
mohr@scivis.nyu.edu
20 North Moore Street
New York, New York 10013 USA

Lisa Moline
University of Wisconsin - Milwaukee
lmoline@csd.uwm.edu
Department of Art
PO Box 413
Milwaukee, Wisconsin 53201 USA

Vera Molnar
54 rue Hollí
Paris 75014 France

Deanna Morse
Grand Valley State University
morsed@gvsu.edu
268 Lake Superior Hall
Allendale, Michigan 49401-9403 USA
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Barbara Nessim
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New York, New York 10012 USA

Ken O’Connell
University of Oregon
oconnell@oregon.uoregon.edu
Fine and Applied Arts
Eugene, Oregon 97403-1206 USA
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Maggie Orth
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20 Ames Street        
Cambridge, Massachusetts 02139 USA
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Florida State University
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Art Department
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Meadville, Pennsylvania 16335 USA

Jim Rose
Clarion University
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Art Dept. - Marwick-Boyd Fine Arts
Clarion, Pennsylvania 16214 USA

Daniel J. Sandin
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University of Illinois at Chicago 
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Lillian Schwartz
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524 Ridge Road
Watching, New York 07060 USA
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Jacques Servin
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Rik Sferra
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The CADRE Institute
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School of Art and Design 
San Jose State university
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David Small
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Cambridge, Massachusetts 02139 USA

Cornelia S.V. Sproat
Pratt Institute
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Jane Stevens
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Chicago, Illinois 60601 USA
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Ljubljana, Slovenia

Valerie Sullivan Fuchs
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Chicago, Illinois 60610 USA
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University of Oregon
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Fine Art Department 
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Helen Thorington
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Olga Tobreluts 
dog@mail.wplus.net
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Kati Toivanen
Columbia College, Chicago
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Chicago, Illinois 60660 USA
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The School of the Art Institute of Chicago
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Chicago, Illinois 60603 USA
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Notre Dame University
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Greeley, Colorado 80639 USA

Paul Vanouse
Studio for Creative Inquiry
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College of Fine Arts
Carnegie Mellon University
Pittsburgh, Pennsylvania 15213-3890 USA

James Faure Walker
University of Central England
JamesFaureWalker@compuserve.com
88 Greenwood Road
London E8 INE United Kingdom

Annette Weintraub
anwcc@cunyvm.cuny.edu
City College of New York
Art Department 
138th St & Convent Avenue 
New York, New York 10031 USA

Corinne Whitaker
The Digital Giraffe
giraffe@giraffe.com
PO Box 0-1
Carmel, California 93921 USA

Anne Wilson
The School of the Art Institute of Chicago
a.wilson@artic.edu
Fiber Department
37 S. Wabash
Chicago, Illinois 60603 USA

Mark Wilson
PO Box 23
18 River Road
West Cornwall, Connecticut 06796 USA

Stephen Wilson
San Francisco State University
swilson@sfsu.edu
1600 Hollaway
San Francisco, California 94132 USA
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Chairing this program has been an
extraordinary experience with two
recurring “themes” surfacing through-
out. The first is the notion of the whole
being greater than the sum of the
parts. The second is the fact that we
are, as an industry, continually reaching
and going beyond ourselves. Perhaps,
in reality, these two things are aspects
of the same one thing - the fact that
we, the SIGGRAPH community, are
both the container and the content (to
borrow Walt Bransford’s words), that
we continually evolve in that manifesta-
tion. The “parts” themselves are excel-
lent, and the “whole” is extraordinary.
This is certainly true of the body of
work that I had the privilege of seeing,
for the continuum that I feel I am part
of, as well as for the people I had the
pleasure of working with: the contribu-
tors, the SIGGRAPH committees and
sub-committees, the jury members, the
contractors, the volunteers - each a
member of the community that has,
does, and hopefully will continue to
contribute in his or her own right.
That there is excellence (of idea, 
of technique, of intent, and/or of 
manifestation) remains the underlying,
unchanging premise. Seeing what
that excellence is, presenting what

that means, how that changes, 
remains the challenge.

As such, this year’s Computer
Animation Festival began with a not-
very-well-understood wish and hope 
on my part: the “unflattening” of this
program. Each stage of the process
brought with it a clearer understanding

of that hope as the reality that was
defining it took form. I learned that
what I meant was indeed a far cry 
from a criticism of past festivals, that
due exactly to that history I was able 
to take all that that meant and venture
out just a bit “farther,” that in the con-
text of this conference, and in particular
with this 25th anniversary year, there
was and is both an opportunity and a
responsibility to step back and see
where it is that we have come from,
where it is that we are going and,
above all, where it is that we are.

Well, we are certainly “out there,” in all
kinds of amazing and surprising places.
And, as I have learned and re-learned,
we are an incredibly passionate, caring,
proud, and, at the best of times, a very
“respect-full” community. We like what
we do. We want to show others what
we do. It seems very important to us
that others understand exactly what it
is that we have done (more important,
what we are now doing and, some-
times most important, what it is that 
we will do next). And we do all of this
in a way that crosses gender, cultural,
national, age, level of experience,
expertise and sophistication, areas of
interest, and ability “boundaries.” And,
yes, we are doing some exceptional things.

The computer graphics industry has
reached a point of maturity that now
sees us exploding into a truly new
world, a place where computer graphics
is simultaneously a medium, a process,
and a product, a place where the line
between these three separate “things”

is actually unclear. This is extraordinary.
It is mind changing.

For the longest time, we were discover-
ing, learning about, inventing, and
developing the tools (the algorithms,
hardware, and interaction/interface
techniques) that made doing anything
possible. This was in itself incredibly
exciting. And we did somehow “master”
this stage when it become necessary
for people in the industry to say to
each other: “that was computer graphics.”

From my point of view, this was and
remains a measure of the sophistica-
tion of the tools, the readiness of the
medium to now really be “used”. And,
yes, now, I believe, we are at a point
where it, the medium, is exploding. We
are at a point where not only our way
of doing but our actual way of being, 
of thinking is being changed.

This is what I hope is reflected in this
year’s Computer Animation Festival.

We did receive a record-breaking num-
ber of submissions this year. We did
select less overall content than has
been historically true. The overriding
criterion for this year’s festival was and
remains excellence. Where the
Electronic Theater presents the
breadth of the computer animation
industry, the Animation Theaters hold
its depth; where the Classics Theater
showcases our past, the sigKIDS
Theater looks toward our future. We
present the excellence of our “parts” in
a context that shows that the whole is
indeed much greater than the sum of
these. This truly is a pause, a celebra-
tion, a convergence, a reflection, an
experiencing of our ideas, methods,
media, processes, our trials and 
tribulations, our evolution, our art, 
our work, our community.

We are still discovering tools and tech-
niques, but/and we are going “beyond”.
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Introduction

In an industry that is young enough to still be its own history,
yet old enough to have reached a place of maturity rich in its
depth of experience; in a place (the SIGGRAPH conference)
that at the best of times celebrates its own eclectic nature; in a
context full of the technical, the artistic, the technically artistic,
the artistically technical; amidst and from the whole of an
industry that has a hard time defining and describing itself due
to its own nature... from this industry, to this industry, in this
conference context, we present the SIGGRAPH 98 Computer
Animation Festival.





Christine Schöpf
Jury Member

Sitting in the airplane on the way to
Montreal from Linz, Austria by way 
of Zurich, I asked myself why in the
world, once again, I hadn’t been able
to bring myself to say NO! From morn-
ing to night for four long days, I will 
be sitting in darkened rooms. And for
this I had to reschedule an important
appointment, work is piling up on my
desk at home, the answering machine
will never finish, and email messages
are overflowing my mailbox! 

I suppose it must be this tremendous
enjoyment of the images, that I never
seem to get enough of. The curiosity
to see new ones – and to realize once
again that the only limit is the imagi-
nation. And of course there is Ines’
gentle power of persuasion allowing
us, Kathy, Marceli, Tom, and me, complete
liberty and inviting us to contribute our
own individual ideas and opinions. And
there is something else as well: it is
naturally an honor to provide a cre-
ative contribution to the 25th (!) year 
of SIGGRAPH.  

It is my conviction that there is no
other area in which the cultural trans-
formation of our time is more apparent
than in computer graphics. Digital
media are the common platform for
artistic concepts and products from the
field of entertainment, as well as for the
visualization of economic correlations,
military strategies, social processes
and scientific hypotheses. It is the
same, whether it involves mega-films
like “Titanic,” the homage to the bril-
liant mathematician David Hilbert, the
captivatingly beautiful Bjork video, or
exciting, amusing, or touching short
stories like “Geri’s Game,” or impres-
sive commercials like “Perrier,” or the
many works by highly creative young
people from universities all over the
world, or… The list could be endless.  

On the whole, these were highly 
stimulating discussions, exciting days
that I would not have wanted to miss.
It is with great anticipation that I look
forward to the show and Animation
Theaters – I am certain that Johnie
Horn has done a fantastic job putting
it together again.  

Four days later and it is back to Linz
from Montreal by way of Zurich. And
once again I know: THE ONLY LIMIT
IS THE IMAGINATION!

Kathy Tanaka
Jury Member

The jurying process has a life of its
own. As a juror, I came into the meet-
ing with a vision of what I hoped the
Electronic Theater would be, but it
was not until all the work was seen
that we really had a sense of what 
this particular theater could be. Each
year's Electronic Theater is unique, the
timbre defined by its contributors and
their work. It is not until the pieces are
viewed as a group that the show
begins to coalesce, the sum being
greater than, and dependent upon,
each individual piece.

This year's Electronic Theater is distin-
guished by the breadth of the work
presented. The content of the film and
video portion of the show is indicative
of how the field of computer graphics
has matured. Alongside the commercial
work, the technical and the visualization
pieces, we also have pieces that
explore the themes of what makes 
us human. From humorous to quirky 
to poignant, from the most intense
heightened colors to subtle shades 
of black, white, and grey, from highly 
rendered to seamless compositing to
hand-drawn, this show covers the
spectrum.

In addition, there are a number of works
that are being presented live, on-site,
truly making this an event that can only
be experienced in person. We are seeing
the lines between computer graphics
and the performing arts dissolve. The
presentation of discovery and explo-
ration is what keeps SIGGRAPH and
the Electronic Theater truly alive.

I am privileged to have participated in
the coming together of such extraordi-
nary elements. It is the culmination 
of the hard work of the Computer
Animation Festival committee, of the
effort my fellow jurors, and most
importantly, the vision of Ines. It is my
hope that you, the audience, will laugh
and cry and ponder, and ultimately be
inspired to reach for new horizons in
your own work. 

Marceli Wein
Jury Member

As a member of the Computer Animation
Festival jury, I found the number of
excellent submissions almost numbing.
It was a far cry from the early days of
SIGGRAPH, when we brought reels of
film to the conference and made
informal arrangements to show them.
There were many submissions this
year that were just terrific. The three
types that got me excited were:

• Whimsical and funny short films
• Examples of stunning facial animation

that suggest human, expressive 
animation is not far in the future. 

• Powerful stories presented as 
strong films.

This year’s Electronic Theater hopefully
will leave an impression on you as it
did on me that the examples of new
work in the show are truly innovative
and exciting.

Computer Animation Festival Committee 
and Jury Statements
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Susan Gourley
Animation Theater Producer

Overworked? Underpaid? No time for
life's little necessities like family and
friends? Sound familiar? When I 
volunteered to produce the Animation
Theaters, all of the above was true.
Yes. I was in a rut.

Ines pulled me out of it, offering 
quite a challenge. "So let me get this
straight. You want me to make a pro-
gram I would like to watch? You want
me to ask my boss for time in order to
do this? You want me to watch six
hundred films in a row?"

I accepted.

And I found the student work stupendous.

And I found it heart-wrenching to
choose only a very few of the total
number of films submitted, to choose
which of all of them were to be shown
in the Animation Theaters.

I wanted the audience to be charmed,
disturbed, and entertained. I wanted
the films to be seen and appreciated
by as large a SIGGRAPH audience as
possible. I wanted the overall program
to reflect that, were it only up to me,
we would all "have to" look at all 
591 juried pieces. This gave me an
overview of our industry that you can
find in no other way.

John Matthias
Animation Theater Co-Producer

When Sue asked me to help with the
Animation Theaters, I was flattered.
And, being new to this, as the sheer
scope of the undertaking became
clear to me, that sentiment soon
changed to one of awe. Ines and Sue
were very patient and coached me

through the procedure, and I was
pleasantly surprised by how open and
invigorating the selection process was.
It has been a wonderful and unique
experience, well worth losing a bit of sleep.

The entries were a humbling collection
of riches, and choosing among them
was very difficult. Sue and I wanted a
program that respected tradition but
introduced new categories we felt
would be of interest to the audience.
We also wanted to ensure that chosen
pieces would be afforded the best
possible chance of being seen.

The most rewarding part of this was
having the chance to see the current
student and independent work. The
selected pieces from this very promis-
ing body of submissions not only
exemplify excellence within the medium,
but often transcend it and take us to
places we could not otherwise know.
A pleasure.

Kathy Tanaka
sigKIDS Theater Co-Producer

This is the first year the sigKIDS
Theater is being presented at 
SIGGRAPH. We present these 
works to educators and parents, to
those who produce works for kids, 
and of course, to the kids themselves.
The overall theme is one of “inspira-
tion.” The sigKIDS Theater draws from
many facets of computer graphics,
providing a sampling of what is possi-
ble in this rapidly changing field. Each
piece has something unique to offer –
where some are humorous, some are
educational, some are insightful, and
some are simply wonderful fun. Each
piece in the sigKIDS Theater, in its
own way, brings with it a broader view
of the world.

Our children are growing up in a world
much different from the one of our
own youth.  Computer graphics are an
integral part of their daily life. We not
only want kids to be computer literate,
but also to be aware of the myriad of
potentialities in the field. It is they who
will create that which we cannot yet
envision.

It has been educational for me to
watch my own boys view this material.
Sometimes I was surprised by their
responses, other times we shared
laughter. Some pieces provided com-
mon ground for dialogue. With this in
mind, I hope others too will share this
work with the kids in their lives, as an
opening perhaps to unexpected places.

Scott Lang
sigKIDS Theater Co-Producer

The central themes of the sigKIDS
venue for SIGGRAPH 98 were inspira-
tion, motivation, and participation. These
were the driving factors in helping us to
craft the sigKIDS area in Hall C. When
we chose our selections for the sigKIDS
Theater program, we selected pieces
that would inspire not only a child of
seven but an adult of seventy. We hoped
both young and old would be moved to
participate in coming years so the sigKIDS
Theater becomes an annual event.

I believe that we met these goals with
the work that’s been selected. We have
pieces that will make you laugh, that will
make you think, that will educate you,
that will make you wonder "Why?" Much
as life is a story, many of the pieces in
the sigKIDS Theater were chosen for the
wonderful stories they tell. In the final
analysis, a tale is only as good as the
story it tells and the effect it has on
you. We hope we’ve inspired and moti-
vated you to participate in the future.
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A 10-second animation showing art,
technology, science, and education in
a quick fly-through.

Director: C. Alan Crandall
Producer: C. Alan Crandall
Contributors: Sante Fe Community College

Contact
C. Alan Crandall
Sante Fe Community College
P. O. Box 6986
Santa Fe, New Mexico 87502-6986 USA
+1.505.984.3618
+1.505.982.2661 fax
calannm8@ix.netcom.com

Spirit Dance In-Between Animation

From the bottom of the ocean to infi-
nite space, this segment shows how
computer graphics can create and
transcend worlds.

The sphere and all lighting (atmos-
pheric and from divers’ helmets) was
computer generated. The jellyfish 
were modeled in Alias Power
Animator, animated in Softimage,
trained by our animators to intimidate
and attack, given proprietary motion
blur and rendered in Renderman.
Underwater shots involved a 
combination of greenscreen, com-
puter generated bubbles (created 
with Dynamation), set extensions 
and random, computer generated 
dust. 

The shots of the nebulae utilized 
computer generated planets and
starfields, and a host of proprietary
tools including a proprietary volume
renderer.

Director: Barry Levinson
Visual Effects Supervisor (WB): Jeff Okun
Producer: Cinesite Digital Studios
Visual Effects Supervisor: Carlos Arguello
Digital Effects Producer: Aaron Dem

Contact
Jill Smolin
Cinesite Digital Studios
1017 North Las Palmas
Los Angeles, California 90038 USA
+1.213.468.2102
+1.213.468.4404 fax
jill@cinesite.com

Sphere Animation Theater




































