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Abstract
Reading rooms examines a set of three conditions for diverse
modes of spatial reading. These conditions originate from
three common terms: object, space, and performer, which
I have subjectively defined through my thesis work. I hope
to clarify my own design methodology by examining these
terminologies through the thesis process.
I regard printed media as independent objects which have
physical qualities: material, texture, volume, and depth. My
practice emphasizes physical forms as architectural structures
which can be transformed and evolve through readers’
interpretations of the objects. The true communication with
my physical work can be realized by touching, moving,
and changing structures. These interactions lead to new
realizations that viewers cannot achieve until they physically
approach the objects.
I also view myself as a mediator between physical and digital
realities: I experiment with the spatial qualities of these two
distinct worlds, surveying the symbiotic relationship between
two-dimensional and three-dimensional spaces. My practice
oscillates between intimacy and unfamiliarity by distorting
readers’ perceptions of space. These visuospatial experiments
create imaginative spaces where readers can enjoy bizarre
sensations while suspended between physical and digital,
2D and 3D spaces.
I construct communicative reading environments by engaging
with interactive technologies that connect physical and virtual
worlds. My practice establishes a collaborative platform or
stage where one or more readers are invited to “perform” work.
In this stage, readers become creators of their own “reading
rooms,” which consist of graphical traces created by media in
response to the readers’ performances.
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Read

Physical

A whole process of understanding the
meaning or context of a thing by using all
types of human sensibilities—from visual,
auditory, and tactile senses, beyond conventional reading, which means looking at
written texts or images.

A state that can be touched or seen without
any digital devices. It is closely connected
to humans’ intimate senses. In my thesis, it
means all the graphic design outputs that
we can physically experience. The relationship to human physicality functions as
an important methodology, especially in
the third section of this book. We cannot
completely forget about our physical body,
even when we experience digital media.
The body works as a mediator bridging the
physical and digital (virtual) worlds.

An immersive environment in which people
can completely focus on what they think
and how they behave. It is not confined to
only physical spaces, but also means any
fictional or imaginative spaces.

Writer
A person who delivers his/her own voice
through communicative ways. Writers leave
traces as a result of their endeavor to express their ideas, and readers interpret the
traces printed physically or digitally. They
can use written texts or combined languages of images or sounds.

Virtual
As opposed to the term “physical,” virtual
things have extremely short lifetimes, and
do not have a materiality which can be
physically touched. They can be theorized
as transitional stages in some processes.
Throughout my thesis, I continuously
explore certain relationships between two
contrasting points: physical and digital (virtual), 2D and 3D, permanent and temporal.

Reality
A composite body of what can be seen,
heard, touched and experienced by a
person. I mostly use the word in the plural
form. With the advent of digital media, I see
different kinds of realities through everyday digital devices. It can also be used in a
social and political sense, discussing current
situations and various voices dealing with
contemporary social and political issues.
Human beings are creating lifelike fake realities by using diverse technologies to fulfill
psychological desires. We create idealistic
virtual worlds and call them “realities.”
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kendall buster, Double Chalice, 1996.

Room

Louis Kahn, National Assembly Building in Dhaka, Bangladesh, 1982.
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Object

Proprioception

A thing that physically exists with a sense
of volume and depth. As a three-dimensional figure, its appearance changes
depending on the quality of the surrounding environment and viewers’ perspectives.
It has certain materials or textures that can
be seen or touched.

The human body’s ability to sense where it is
in space. The term is mainly used in medical
science, but it is also an important concept
in human interaction in digital or virtual
reality technology. It closely works with visuospatial sense. When those kinds of senses
are in dissonance, this imbalance can cause
uncomfortable feelings.

Space
All or part of an unceasing extent that
humans recognize as an environment in
two or three dimensions. In my thesis, its
meaning is not confined to only physical
realms, but also includes any virtual or
creative areas that humans can imagine.
When a human experiences an illusion of
depth, I see that the person feels a sense of
space, regardless of whether it is physical
or digital. The relationship or distance
between entities also can create a spatial
sense. Light and shadow can affect how
the entities are seen.

Jeffrey Shaw, Legible City, 1989.

Performer
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Dimension
Compared to the term “reality,” I believe
that a dimension is more related to the
notion of space, and also has an important connection to creating an immersive
environment. I use this concept usually as a
way of expressing my ideas rather than as
content itself. I’m interested in how the level
of dimension is defined, and how graphic
design can affect the way people perceive
a dimension. I witnessed a huge transition
in the shift from 2D to 3D worlds in animation and film, but what intrigues me is that
graphic design hasn’t experienced this radical shift yet. I have enjoyed being in those
relationships between 2D and 3D, analog
and digital.

According to the Oxford Dictionary, the
term performer means a person who
entertains an audience. I use this term as
an extension of conventional reader. In my
thesis the performers also can become an
audience themselves. Performers can be
amused or surprised by themselves. The
meaning or the context of what a performer is reading can be different depending
on what the performer does, so the person
can become a writer as well.

Terms and Methods
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Reading Rooms
1 Lacan, Jacques
et al. The Ethics of
Psychoanalysis 1959–1960
(Le Séminaire #7,) 1986.

Jacques Lacan's office, Judith Miller,
Album Jacques Lacan: Visages de mon père.

In his 1959 seminar, the French psychoanalyst Jacques
Lacan1 recounted an anecdote gleaned from his practice:
Ruth Kjär always complained about suffering from
serious depression, feeling that she was never able to fill
an empty space inside herself. She was living in a room
that had been originally used to store her brother-in-law’s
paintings; it contained many paintings horizontally hung
on the walls. Ruth’s depression became much more severe
after one of the paintings was sold, its absence leaving an
empty space on her wall. Realizing that her feelings were
related to that empty space, Ruth filled up the void by
painting an image that was similar to the other paintings.
Eventually and surprisingly, her depressive symptoms
completely disappeared.

What was the relationship between the void inside
her mind and the empty space in her room that was
left behind when the painting was sold? Why did she
have to make a simulacrum of the missing painting to
fill her mental void? Perhaps it was a matter of spatial
perception, as humans do not visually or conceptually
comprehend an object without perceiving the
environment surrounding the object.
The Reading Room is an enclosed space in a library
which is devoted to reading. Historically, these kinds of
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Duke Humfrey’s Library. One of the world’s oldest
reading room at the University of Oxford.

specific reading spaces have been created to allow readers
to specifically focus on given subjects. The paintings hung
on the walls in Ruth Kjär’s room were analogous to books
in a library, and her room was a reading room for the
paintings. Kjär filled up the empty space with a cathartic
forgery, thus engaging in a kind of performance where
she interpreted and utilized this “reading room” as a more
personalized kind of “reader.”

In my practice, I encourage viewers to interpret my work
by assuming the position of performers actively exploring
media through physical contact—not merely reading text
or images conventionally. For instance, in my combined
book and calendar project, The Year 2016 in South Korea,
readers can encounter a hidden context for interpretation
by opening the book further, which requires additional
physical interaction. I also have emphasized print media
as a three-dimensional form, which has volume and depth;
this observation led me to experiments that challenge
conventional notions of form in print media. In El Lissitzky
Book: Architecture in Book Space, every page in the
book assumes a non-rectangular shape, which reveals
content from following pages alongside the current page
being read. In this way, this book encourages readers to
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The Year 2016 in South Korea, pp. 48–59.

Reading Rooms
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In Lacan’s anecdote, the physical space surrounding
Ruth Kjär was a reading environment for conjuring
mental images. The simulacrum was a medium that
linked her mental space to her physical reality and
eventually filled up the emptiness inside her mind:
it was not a coincidence that her anxiety disappeared
when the two realities became connected.
In the second chapter of my thesis book, I discuss how
the world of imagination is associated with physical
reality, and how I can utilize this relationship to influence
readers’ perspectives. My work in this chapter considers
the material and spatial properties of the physical world
in the digital realm, encouraging readers to appreciate,
rather than resist, the discomfort driven by a potential
“uncanny valley” response to graphic design. To design a
poster for the Most Beautiful Swiss Books 2016 exhibition
at RISD, I created three-dimensional digital models of
the selected books and printed the poster using a Riso

18 °

printer, which is an analog medium2. While working on
this project, I interpreted the books as objects that we
physically manipulate, as reading a book does not mean
that we only read text or images on it, but also means that
we hold the book and turn its pages.

Reading Reading poster, pp.78–91.

El Lissitzky Book: Architecture in Book Space, pp. 40–47.

explore the book as an architectural form with spatial
sensibilities and shows various visuals and contexts
depending on the perspective of viewers.

PROLOGUE

Returning to Lacan for a moment, Kjär sincerely enjoyed
every part of the process involved in filling up her space—
from making a palette which looked like the one that
her brother-in-law used to drawing a painting which
was similar to the other paintings hung on the walls in
her room. It must have been quite satisfying to have the
authority to change the physical space. This natural desire
related to the fear of emptiness (also known as “Horror
Vacui”3) has appeared in many forms of art, ranging from
Victorian paintings to new media, such as Augmented
Reality (AR) or Virtual Reality (VR.) Both the technologies
relate to the idea of spatial reading, as Augmented Reality
connects physical spaces with virtual images, and Virtual
Reality connects virtual spaces with the human body’s
physical senses.

Reading Rooms

2 Since 2002, the Swiss
Federal Office of Culture
has held an exhibition
titled The Most Beautiful
Swiss Books on an annual
basis. Last November,
James Goggin’s course
X, Y, and Z: Graphic
Design in Space hosted
the exhibition at RISD.

3 Horror Vacui,
a fear or dislike of
leaving empty spaces,
especially in an artistic
composition.
Oxford Dictionaries.
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4 Proprioception,
the perception by an
animal of stimuli relating
to its own position,
posture, equilibrium,
or internal condition.
Encyclopaedia Britannica.

OnDraw( ), pp. 204–215.

Personally, when I have a Virtual Reality (VR) experience,
I feel a dizziness similar in effect to Benign Paroxysmal
Positional Vertigo (BPPV), which I have previously suffered
from. I try to be fully immersed in the virtual experience,
but I feel that my body is reacting in a different way than
what I am seeing at the moment. The dizziness is related
to the notion of proprioception4, which is defined as the
human body’s ability to recognize where it is in space.
Even in a virtual space, it is critical to keep the persistent
connection to our physicality. Virtual reality sickness
could be resolved as VR technology is improved in the
future. However, my experiences with BPPV, VR, and AR
have made me consider my physical body as a crucial
element in experimenting with various visual practices,
ranging from print to digital.

An important consideration in my practice is to retain a
sense of physicality: In my AR work OnDraw( ), I created an
interactive environment in which participants face negative
biases based on their height which is a fundamental and
unchangeable part of one’s physical presence. However,
the participant can resist the biases through their physical
movements in the environment. In this work, users have
the authority to fill up, change, and obliterate the virtual
space, and eventually this experience concludes with new
awareness about their physicality.

20 °
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My other AR work, Unresolved Positions, discusses
national borders, directly connecting the physical and
digital worlds by using a paper book and a digital screen.
This project turns participants directly into performers
by making participants the main component of every
scene on the digital screen, front-and-center. They can
move to another national borderland by turning pages
of the paper book, as if they are virtually experiencing
the borders. The physical presence of the book was a
significant motivation of this project. As I looked at a
book gutter connecting spreads, I thought of the duality
of national borders including the social and political irony
that I have sensed as a citizen of South Korean.
Drawing a painting or turning book pages is a physical
act, and the enjoyment derived from these kinds of
activities is the core philosophy that I always consider as
a graphic designer. In the last chapter of my thesis book,
I discuss the value of the reader’s presence as a performer.
I have created a range of interactive environments that
encourage users to perform as active readers so that they
might build their own kind of “reading room” through
their experience of the work. As people interact with my
work, they not only read, but present and create their
own imaginative spaces that function as a kind of virtual
mirror in which readers recognize themselves.
Throughout my thesis, I consider the triad relationship
between objects, spaces, and performers. All three
sections of my thesis function as separate reading rooms
that enable a deeper understanding of our world and of
readers themselves. In my “reading rooms,” I hope readers
will experience new, surprise realizations of space by
interpreting this triad, much in the same way that Ruth
Kjär’s depression disappeared by her act of painting.

Reading Rooms
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Unresolved Positions, pp. 216–235.
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Object as
Architecture

This methodology goes with the systemic logic of this thesis book. The
type of content differs depending on how a viewer reads this physical
object. This book does not encourage viewers to execute a linear reading.
For instance, viewers can read this book by quickly flipping its pages, or
read from the back in an irregular order. My projects in this section are
based on the same philosophy, as they show diverse modes of reading
rooms, in which readers experience different types of awareness about
reading materials, as if they are playing with three-dimensional blocks.

Books are objects. On a table, on bookshelves, in store windows, they wait for someone to come and deliver
them from their materiality, from their immobility. —  Georges Poulet, Phenomenology of Reading, 1969.

As a graphic designer, when my design enters the physical world beyond
a digital screen, I consider how the design is realized and what kind of
materials the output has. I do not regard the physical output as a simple
representation of my design, but contemplate how readers interpret my
work with the materiality or spatiality of the physical object
demonstrating my ideas.
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Rational
Recreations

Rational Recreations (6 × 9 in.)

Print
Sep. 2016

Rational Recreations: In which the Principles of Numbers and
Natural Philosophy are Clearly and Copiously Elucidated is a
book series written by William Hooper in the 1780s, with the
purpose of teaching scientific knowledge through recreational
experiments. I found the third volume of the series at the
Providence Public Library’s Special Collections, which contains
electrical and magnetic experiments. Inspired by the book
structure having numerous plates of illustrations for elucidating
experiments described in the book, I reinterpreted this object
as ten pairs of plates titled Rational Recreations, which are to
be played by viewers so that they can obtain basic knowledge
about electricity and magnetism.

William Hooper, Rational Recreations, Vol. 3: In Which the 		
Principles of Numbers and Natural Philosophy Are Clearly 		
and Copiously Elucidated, 1782.
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Illustrations (plates) in Hooper's Rational Recreations.
The experience for Rational Recreations follows this order:
First, viewers are encouraged to combine the first 10 plates in the right order to find one
complete image. Then, they can find complete sentences by matching each plate to its
corresponding partner and reading words seen through the holes on the plates. The front has
diagrams about electricity and magnetism, and the back has a pattern made by illustrations
that were drawn on the plates of the original book.
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Rational Recreations
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A diagram about electricity and magnetism I created to use on the fronts of the plates.
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Rational Recreations
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Rational Recreations, backs.

Rational Recreations, fronts.
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Work
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Work
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Rational Recreations (6 × 9 in., reproduced at 1:1 scale. )

02

El Lissitzky Book:
Architecture in Book Space

El Lissitzky Book: Architecture in Book Space, front cover.

Book
Nov. 2016

This booklet is from my inquiry on the book space and
structure, which I began while considering print media as
a three-dimensional object with a deep interest in physical
attributes and conditions such as materials, volume, and depth
created along the z-axis. This booklet contains a body of work of
El Lissitzky who was a Russian artist, designer, typographer, and
architect in the early 20th century.
Inspired by his unique three-dimensional approaches to all sort
of media that he used, I interpreted the format of this book
to be architectural, in a way that every non-rectangular page
creates multiple spaces between them. Before a reader opens
this book, it looks like an ordinary book having a rectangular
shape. However, the reader soon realizes that every page has
a different shape, and the structure makes the contents on
the next pages appear with the current page that the reader is
looking at. At this moment, this booklet is no longer just a book,
but an architecture.

El Lissitzky, Proun IV–Blatt 4 der I. Kestnermappe, Proun , 1923.
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This book consists of contemporary design examples related to Lissitzky’s work. I mainly
chose architectural works that have both simplicity and flexibility in their structures. Due to
the structure of this book, images on different pages make diverse compositions together,
so that readers can think about the relationship between form and content.
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El Lissitzky Book: Architecture in Book Space
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Lissitzky Book: Architecture in Book Space, back cover.

This book incorporates graphic elements driven by El Lissitzky's architectural drawings,
installations, paintings, and typography work.
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El Lissitzky Book: Architecture in Book Space
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Work
El Lissitzky Book: Architecture in Book space (10 × 15 in., reproduced at 1:1 scale. )
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The Year 2016 in
South Korea

The Year 2016 in South Korea, front and back cover.

Book
Jan. 2017

The year 2016 will go down as one of the most frustrating
periods in modern Korean history. It was revealed that the
president and people around her had lined their pockets, and
political scandals began pouring in every day after this moment.
Numerous people got together several times to protest despite
the piercing cold in the winter, and the fight is not completely
over yet, even though they succeeded in impeaching the former
president, who was in the center of the scandals. Watching this
situation, I felt that we might have routinely focused and been
interested only in unimportant matters, even though we are
living in a flood of information.
This book is a cross between a calendar and a history book
showing events that happened in the year 2016 in South Korea,
where I was originally from. Headlines of articles that people
read the most are written each day, and when a viewer opens
the book further, the viewer can find hidden stories that also
happened in the same week but were not noticed even though
they were important to know.

Numerous South Koreans marching for the
impeachment of President Park in a public square.
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The images on the hidden pages create ironic juxtapositions with the images on the main
calendar pages. The content on the calendar pages is based on objectivity from statistical data,
but the content on the hidden pages reflects my subjective perspectives about Korean society.
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The Year 2016 in South Korea
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Each calendar page features an image from one of the articles on the same page.
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The Year 2016 in South Korea
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Throughout this book, the two complementary colors red and green are used to maximize
the contrast between the two types of contents.
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The Year 2016 in South Korea
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The Year 2016 in South Korea (4.5 × 12.5 in., reproduced at 1:1 scale.)

when
you flip
through it.
There’s a
difference.

Where
it’s more
physical,

Julia Born, Laurenz Brunner, Scheltens & Abbenes. Unfolded, 2012.

You feel with
your thumb

it’s more
threedimensional.
—Julia
Born
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Interview

JULIA BORN

Conversation with a
graphic designer.

Julia Born, Title of the Show, 2009.

Julia Born is a Swiss graphic designer living
in Zürich. She studied at the Gerrit Rietveld
Academie and has worked on various design
projects in books, magazines, exhibitions
and more. Julia and I talked about spatial
relationships between content and form,
2D and 3D, and physical and digital media.

Jinhwa Oh
I think your book Title of the Show
nicely talks about inward-turning
dialogue between content and form.
What does it mean to you to bring
physical reality into the book form? I’m
also wondering about your emotional
reaction when you first thought of the
idea, since it totally subverted conventional notions of designing an exhibition catalogue.
Julia Born
The entire idea came up when I was
asked to produce an exhibition of my
work, which was not how graphic
design usually worked. There was
already a rather unconventional context. If I would be involved in dealing
with an exhibition or its content, I
would be either designing the exhibition or designing a catalog for it.
That’s actually how the idea came up,
and we produced the book like a “catalog,” a normal product to produce.
The exhibition was only a step in-between, which was a tool that eventually produced the book. This is the thing
which was maybe unconventional.
And in my case, I also knew that the
book would be what's left after the
exhibition. And not many people saw
the show because the exhibition was
held for a short time. What would be
left is the book or the catalog.
JO
Can you also tell me more about the
reaction of the people who saw both
the exhibition and your catalogue?

64 °

JB
I think they were happy about it. I was
only there at the opening because
I was working at that moment. I
was there for three weeks to put the
show on, and then I was there for the
opening. I can't really say what they
did and what the reaction was, but I
guess it must have been an intriguing
experience to walk through a book.
They could fully understand the book
when they were walking through the
exhibition with it. I was hoping for this
to be clearer to the spectator that
it’s sort of like a two-way relationship
between the space and the book. In
the beginning, I was hoping to find a
place in the next exhibition to place
a pile of catalogs. But then I thought
it was more radical to actually keep
the exhibition as it is, and to just sell
the catalog in the shop where it would
be normally sold, so that’s how I did
it. And I was just hoping that people
would see both things.
JO
I’m wondering about other reactions
of people who didn’t experience the
exhibition, as I analyzed the book with
other classmates in a design seminar
class at RISD.
JB
I got enthusiastic reactions to it.
And still to this day, people somehow talk about it. I don't know why
exactly, but I guess in the graphic
design world, it has been discussed
in the critique environment. But it’s
definitely a comment on the role of a
catalog or the physical attributes of

Interview

Julia Born, Title of the Show, 2009.

Julia Born
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the exhibition itself. It is the documentation of the exhibition in book form,
which remains because the exhibition
is temporary and it will be gone, and
it will be only accessible for a limited
amount of people. And personally, I
am really interested in these kinds of
impossibilities or problems when it's
really difficult to capture the physical
experience. An exhibition or performance is such a thing. Performance is
happening as live acting for a specific
duration in a space. And only a specific number of people are witnessing it.
And then afterwards, it's a matter of
how things can be documented. And
usually, I'm really interested in when
this translation is a step further or just
trying to be as close to the original as
possible. And in the Title of the Show,
there is something a bit ironic because
it's the actual exhibition. It's just a wall,
and it's a picture of that wall, which
comes directly into the catalog. It's
also a bit more ironic because there is
no text with it. There are no additional
features, not even the page numbers,
and the barcode. Everything is physical in space. I guess the ironic relationship is the thing that I was slightly
obsessive with, and why many people
have responded to the book.
JO
I see. This book also reminds me
of your book Unfolded, Scheltens &
Abbenes. Compared to the Title of
the Show catalogue, this book follows
a circular trajectory from analog to
digital and back to analog again. What
was the most significant difference between the Title of the Show catalogue
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and this book to you? What was the
most important quality when making
the 3D renderings? Were there any
important connections between the
digital and analog realities?
JB
In the Title of the Show, I was dealing
with a physical space, an existing
physical space that’s the museum. So
when I was visiting the museum, I was
walking through the space as I was
taking pictures. And then eventually, in
designing the exhibition, I was actually
using these images as backgrounds in
my InDesign file. I already knew more
or less about what it was. With Unfolded, of course, there was a step in
between creating the physical model
and the 3D renderings. That’s the big
difference that we were dealing with.
We were not displaying and mounting
the work very physically like we did in
the Title of the Show. The works in the
book are physically installed and painted, and then photographed. But the
Unfolded happened entirely virtually,
but as close to reality as possible.

JB
That is true. We never aimed to recreate the photo as a realistic imitation of
the real space. We quite liked this virtual nature of the space that we were
dealing with. Also, this book was made
before the physical realization of the
show. But in Title of the Show, there is
this sort of level of realness in it, and
I would say that’s one of the main
differences of these two approaches. And the other thing in Unfolded is
that while we were making the book,
the exhibition wasn't done yet. Mak-

ing the book was parallel to making
the exhibition. One sort of helped the
other. We felt that this is a bit realistic
and a slightly abstracted appearance
of the spaces. It’s not just a normal
architectural rendering like you see
everywhere nowadays on an architectural plan, which imitates reality. It’s
also a bit like revealing the technique
or revealing the virtual construction of
the space.

JO
Yes, at your lecture at RISD, you said
that you tried to deliberately manipulate the overall tone and detail of the
images to make them surrealistic,
dreamy, and weird-feeling. Why was
it important to bring those kinds of
qualities to the book? Was it your interpretation about the exhibition, or did it
originate from a curator’s direction?

Interview

Julia Born, Laurenz Brunner,
Scheltens & Abbenes. Unfolded, 2012.

Julia Born
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JO
When you were designing the Unfolded book, did you predict how visitors
would utilize the catalogue? How did
your expectations influence the design
of the book?

JO
I also want to talk about your Shannon
Ebner - A Public Character book. I think
this book contains three different analyses about type: type as an object, type
as an image, and type as language. How
were those different perspectives about

Julia Born, Laurenz Brunner,
Scheltens & Abbenes. Unfolded, 2012.

JB
Not so much. When you see a show,
you're not buying an exhibition catalogue every time. I never buy the
catalog before I even see the show.
For example, I’m looking at the show
and if there is something that I’m
interested in, and if there is a catalog
and the catalog is a good book, then
I'm buying the book. The catalog also
wasn't meant to be a tool to use to see
the show, because you can just look at
the show without the book. And then
for me the book was more a means of
documentation. The very original purpose of an exhibition catalog is actu-

ally indexing. In the early days, the first
art catalogs were there to index all the
works in the exhibition. In the Unfolded
book, there are maybe 60 artworks with
their titles, dimensions, and techniques.
And eventually, it functions as an index.
And then it became more of a reflective
tool for documenting a show or archiving a show. And in that sense, to me
an exhibition catalog has a bigger relevance to your experience of the show. I
have many catalogs, but I haven’t seen
every show from the catalogues. I think
it’s a communication about the exhibition that took place.

the letterform A applied to the book
form? Could you tell me more about
the process of how you made important decisions in designing the book? It
seems like you also made a very unconventional decision here—hiding the
title of an image inside the fold. Was it
a content-driven decision or from your
own methodology as a designer?
JB
It’s really interesting, because what
you say is actually more an analysis
of the artist’s work. But I think it’s also
the beauty of this book. Her work is
dealing with a type as language type,
as image type, as sculpture or body or
something. So that’s Shannon Abner's
work that you're talking about. All I did
was to actually find different ways to
display these relationships, or find various ways to display type. I don't think I
can say that it's my concept. It's like I'm
recognizing her concept and finding a
way to facilitate that in the book.
JO
Could you tell me more about how you
made important decisions in designing
the book, especially about the form,
such as double pages? I want to know
more about that because your interview
will be included in the first section of
my thesis book, which is about how I
can approach print form as an architectural structure as a graphic designer.
JB
The double page structure is called
Japanese folded pages, and it has a
very specific purpose. Shannon was
thinking of the series of the letter A
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as physical bodies. Her obsession
with the letter A stems from specifically the letter A as a body with legs,
which stands on the ground and just
looks like a physical presence that
she's been interested in. And she was
very interested in the terminology of
a physical character in typography.
When I was imagining this letter A to
be printed, the first thing I thought
was that they cannot share a page,
because a page is like something
between two dimensions and three dimensions. It’s flat, but if you flip a page
or if you look inside the page, it’s like
an object. Paper has two sides. And
I didn't want the A images to share
the back sides with another A. So
that’s why I didn’t want to do each A
followed by a blank page. That’s how I
got to this idea of doing these double
folded pages. It also gives a different
physical experience of flipping through
the book. You feel with your thumb
when you flip through it, and I think
there's a difference. Where it’s more
physical, it’s more three-dimensional.
The series of the letter A is the source
of all the works that are featured in the
book. It’s basically the original source
material that the book starts with. I
wanted this to have a different physical presence than the rest. And then
there are these in-between spaces.
And the titles are not necessarily important, because Ebner only numbers
some of them. And she herself said
that these titles are not so important.
It’s not like you need the title in order
to understand the work. But it’s fine
that they are there, so that’s why I sort
of hid them in between the pages. In

Julia Born
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my recent lecture, I also talked about
this in another book that’s called A Not
B. It’s a photography book. The text
placement in relation to the images
is very important, because it's very
consciously chosen. These images and
photographs don't really have titles,
but they have text related to them. But
they should not be underneath the
images or on the same level as the images. That's why in that case, I had a
sequence of images and then grouped
them on one spread where I had all
these captions. It's a deliberate choice
to direct readers about how a caption
can be read with the image. In some
cases, I want people to first look at the
images and want them to look around
to read the texts.
JO
So, what do you think of the most
distinct features or properties of book
spaces as a book designer who has
dealt with the medium for a long time?
You can say anything from your experience or observation.

JO
What kind of distortions or translations do you enjoy the most when you
design? It could be visual or conceptual
enjoyment. Do you think that the content you design with should be delivered as it is? What do you really think
of the graphic designer’s role?
JB
Well I think the way I make books is
quite engaged. I try to be as engaged
as possible. And I try to enter the
process at the very beginning, which is
quite often the case. This means that
you can participate or get involved in
a number of decisions. And very often,
the idea for the design or the materiality is directly reflecting the structure of
the content or the concept of the work
with the artist. I always see myself as

JB
On the one hand, it's really quite limited. It has a specific size from beginning to end, from very small to very
big. It’s limited in form. But yet, through
how it’s constructed, the book offers
many opportunities. There are endless
possibilities to play with, and to create
and influence narratives. There’s this
kind of idea of linearity in a book. But
I think you can use it in a very non-linear way. I think the book offers many
ways to break its form. That’s what
really interests me. It’s the form.
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Shannon Ebner (design: Julia Born,)
A Public Character / Shannon Ebner, 2016.
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the first reader of something. I'm the
very first person who gets prompted
with texts and images, and I'm the one
who is trying to organize these kinds of
content. And of course, I try to find an
adequate and an appropriate form for
a specific kind of content. I think that
is a very important role of the graphic
designer. He or she is the mediator
between the content and what others
will read. The graphic designer mediates between the author and the reader, or between the speaker and the
receiver. It’s a very good metaphor for
communication basically. It’s like the
speaker and the listener. And I see myself somewhere in the middle, somewhere in between to have control and
have something be understood or
interpreted and looked at.
JO
Considering your previous designs,
I think they mainly questioned the
dimension of designed reality or environments. These days, many young
designers are experimenting with the
concept of dimension, which actually
distorts some conventional rules in
graphic design. For example, in typography, distorted types challenge the
concept of legibility. What do you think
about this new graphic design phenomenon?
JB
If it’s a trend or a reflection of the reality of the moment, that’s something
that I’m not that interested in or open
to. And if you talk about legibility, I
think it is a delicate topic within graphic design, because it always causes
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arguments with any client. It’s just a
matter of the form, or how the text
brought its content to you.
JO
Yes, I agree with you. I also love experimenting with typography, even
if it’s sometimes unreadable, since I
think the true meaning of typography
is not only about the legibility. The
fear of legibility sometimes limits our
potential to produce more abundant,
meaningful graphic design. I produce a
lot of graphic design where I work with
three-dimensional environments.
JB
I think we also grow with whatever we
are surrounded by. If you talk about
three-dimensional virtual moving
types, we are also learning about
them, because that’s what we are
surrounded by day by day. So I guess
our ability to understand and read
changes due to the technology that
we are surrounded by. I would say that
I basically embrace any kind of special
or unconventional form of reading as
long as I can read it.

relationship between writing and
reading interests me quite a bit. In
terms of current projects, I'm also
working on a museum identity
project right now. And I am also at
the beginning of working with Uta
Eisenreich, who is the artist that I
made the book A not B for. We’re
now working on a second volume of
that. And then I also have a few other
book projects in the pipeline, and I’m
teaching as well.
JO
That sounds interesting! I look forward to seeing the new book. Thank
you so much for your time. It was fun!

JO
Right. Could you tell me about your
current projects or any ideas for your
new projects? What are you most interested in now?
JB
This question is out of the speaker
and receiver relationship I mentioned
before. I am currently preparing for a
symposium on this subject. That's a
topic that I'm really interested in. The
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Julia Born, Laurenz Brunner,
Scheltens & Abbenes. Unfolded, 2012.
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Imaginative Space

We need to stop thinking about the future of publishing and think instead about the
future of reading. —  Clive Thompson, “The Future of Reading in a Digital World,” Wired, 2005.

This section consists of a set of inquiries investigating the spatiality that
graphic design can express. These experiments sometimes connect or
combine the physical and digital realities, examine how we can perceive
these two disparate worlds, and what we can read differently in those spaces.
This chapter mainly incorporates form studies residing in between 2D and
3D, and physical and digital. These relationships can cause unease, but
eventually create diverse reading environments in which readers can enjoy
these bizarre sensations.

Reading Reading
Poster, Video
Nov. 2017

Reading Reading poster.

04

Since 2002, the Swiss Federal Office of Culture has held an
exhibition titled The Most Beautiful Swiss Books on an annual
basis. Last November, James Goggin’s course X, Y, and Z:
Graphic Design in Space hosted the exhibition at RISD. I was
on the communication team, in charge of designing a poster
for the exhibition. For this project, I translated a selection of 24
books as a three-dimensional structure, and I played with the
models to create diverse visuals from different perspectives.
To print out the poster, I used Riso printing, which was a
meaningful conversion of presenting digital objects through
analogue media.

The Most Beautiful Swiss Books 2016 archive website.
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Frames from Reading Reading invitation video.

Detail shots of 3D models.
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Our team also created an Instagram account to promote this exhibition. I created a moving
image of the poster, which worked as an invitation on several social networking services,
such as Instagram and Facebook.
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Reading Reading poster (11 × 17 in., reproduced at 1:1 scale.)
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Projection as
Visual Practice

Course Description

Teaching, Final Show Curation
Jan. 2018

During the 2018 winter-session at RISD, Jieun Kim and I taught
a five-week course titled Projection as Visual Practice. We
collaborated from proposing the course to curating a final show.
Throughout this course, students learned and experienced
various modes of projection, from analog to digital. Since
they were from different backgrounds and majors, over the
five weeks they experimented with projection as a possible
medium to apply to their own practice. After several lectures
and workshops, the whole class focused on the final show that
was held in The Old Library at RISD. Every student had their
own space and was responsible for displaying their work in their
space, so ultimately they had a practical experience about how
to utilize and modify a given space and environment.

This experimental class introduces and investigate modes of projection
and lighting used in varying scales and contexts within contemporary art
and design practices. The main goal of this class is to familiarize students
with projection as a medium with spatial, material, and communication
possibilities across disciplines. The class will explore various ways to expand
the scope of how artists and designers can express their ideas using the
flexible medium of projection.
The course will include various studio exercises and experimentations largely
based on graphic design principles but common to any art or design practice
using language, image, sequence, and space. Students will be encouraged
to explore projection methods from analogue to digital. The course will use
relevant readings to complement and seminar discussions on contemporary
visual works in projection. Throughout the course, we will explore ways
to maximize projection’s potential to amplify and shape an individual or
collective voice to an audience.
Students will work individually or collaboratively to make small to largescale projects that are applied to a space. In the course, students can explore
a visual range from a very small projection on a sketchbook page to a huge
projection on the outside of a building. They will be encouraged to play with
typography, still and moving images, and dimensional structures. We will
also explore various ways to deconstruct conventional screen/frame settings
to deliver content through newly created settings. Students will determine a
site for their projection and/or build their own surfaces and shapes as ground.
Students will learn how to focus their personal interests into the creation
of visual sequences and narratives, honing technical skills utilizing various
tools, such as After Effects, Cinema 4D, and Processing as needed.

Final show at The Old Library at RISD.
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On our first day, we did an analog projection workshop to become familiar
with the use of light and shadow. We did two kinds of drawing activities by
using the three color of lights—red, green, and blue.

In the first workshop, students drew simple shapes and lines by using one color
crayon under the same color of light. They couldn't see what they were drawing
at the moment due to the accordance of color of the crayon and the light. It was
a relay-style drawing, in which each student had a 60 second time limit. The next
person drew new lines on what the previous person drew. They could see what
they drew only when the color of light changed for the next person.
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Using three colors of light bulbs, students made body contour
drawings according to the colored shadows of their classmates.
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For this course, we created and managed a class website in which students could
find the class schedule, lecture slides, and other related materials.

Class website, main page.
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Class website, schedule page.
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Projection as Visual Practice Final Show Poster.

PROJECTION AS
VISUAL PRACTICE
FINAL SHOW
02.06.2018

For the final show, I created an exhibition identity and designed the following
applications: video invitation and exhibition signage.

Exhibition signage.

Projection as Visual Practice
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Sequence of frames from the video invitation.
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Since there was not enough light due to the display of projection works, we did not
use printed signage. Instead, we created an exhibition website in which visitors can
find project descriptions of students' works.
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Final show at The Old Library at107
RISD.
°
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Isobel Connelly, Dresses.

Emily Wright, I Dreamed Last Night That You Did Too.
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For the final show, student used various materials related to their interests and majors.

Projection as Visual Practice
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Zuzanna Belska, In Search of Lost Time.
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Fuzzy Practice
Website
May. 2017

Fuzzy Practice is a Tumblr theme, which was caused by my simple
resistance to the blog themes that are grid-based, arraying all
content in rectangular modules. This theme makes all uploaded
content blurred and partially merged with nearby contents,
and it appears clearly only when you hover your cursor on a
post. Compared to general blogs that are a flood of images that
catch your eyes regardless of your will, you have an authority
to decide what to see and read first. This theme challenges the
general notion of digital space on the web by distorting the
comfortableness that has been habitually pursued to maximize
the user’s convenience.

This theme is customizable through the Tumblr
HTML/CSS editor.
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This theme also blurs the boundary between main content and background, as a post gets
fuzzy and goes back to the background right after the cursor is outside of it. It resembles how
human beings see things in the real world.
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Tumblr dashboard.
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Fuzzy Practice, laptop view (13.3 in. display, reproduced at 1:1 scale.)

06

360° Alphabet
Typography
Mar. 2018

360° Alphabet challenges conventional dimensionality
in typeface. Every letterform has a three-dimensional figure
which shows different visuals depending on its angle. The
inner lines inside of each letter rotate more on the z-axis as
they are closer to the center of a letter. Due to the regularity in
transformation, all the letterforms look very similar when they
turn 90 degrees. As a set, the alphabet has both regularity and
irregularity in its form, residing in a three-dimensional world.

This typeface was first designed in Illustrator, and all the 		
letters were vectorized and were exported to Cinema 4D.
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360° Alphabet from the front view, 0° rotation.
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360° Alphabet from the front view, 90° rotation.

Inner lines of each letterform are extruded equally in Cinema 4D.
And then, the extrude lines rotate 10 degrees more on the z-axis
as they are closer to the center of a letter.

10°

0°

20°
30°

40°

50°

60°

70°

80°

90°

100°

110°

126 °

SPACE

360º Alphabet
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Letterform E, 0°
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Sequence of frames from the letterform O rotation.
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Sequence of frames from the letterform S rotation.
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360° Alphabet from the perspective view.
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Contrast

Contrast poster (18 × 24 in.)
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Poster, video
Mar. 2018

Contrast is a moving poster discussing the relationship between
two-dimensionality and three-dimensionality. Rather than
regarding the relationship as a matter of “A or B,” I see infinite
progressive stages between the two conditions, like a spectrum
from low to high contrast.
Although this poster is a digital image, it resembles a sticker
sheet, which is an ordinary object in the physical world. This
poster is peeled off gradually, leaving different images that are
invisible at first.
This poster also talks about the idea of national borders in which
more than two countries are facing each other. All symbols in
this poster are from national flags, and when the symbols on the
front side are peeled off, symbols of different nations that are
adjacent to the countries gradually appear.

This poster was first designed in Illustrator, and
all the paths were exported to Cinema 4D.
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Sequence of frames from the Contrast poster.

Sequence of frames from the Contrast poster from the top view.
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Contrast poster, from the perspective view.
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15 Perspectives

15 Perspectives poster (24 × 36 in.)

Poster, video
Mar. 2018

This moving poster shows fifteen different perspectives of Latin
numbers, from 1 to 15. It challenges how we perceive them.
These numbers gradually become three-dimensional figures.
From 1 to 5, they have the least distortion: they turn in one
direction. From 6 to 9, they rotate in two directions so that they
are less recognizable at some moments compared to the former
set. From 10 to 15, they have the biggest distortions to sincerely
challenge our perception of these numbers. As the numbers
consist of two sets of characters, they are separated by
rotating in different directions and sometimes even combined
into different groups as they turn and transform into threedimensional figures.
The gradient colors tie the numbers together as one set and
bring an intentional confusion to their dimensionality, even
though they are apparently changing their form from twodimensional to three-dimensional structures.

The numbers were first set up in Indesign and exported
to Cinema 4D, and then I separated the numbers.
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Detail shots of 3D models.
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Sequence of frames from the 15 Perspectives poster.
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Responsive Lines
Interactive Poster
Mar. 2018

Responsive Lines poster.
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Responsive Lines is an interactive poster that follows users' hand
movements. A motion tracking device is needed to activate this
poster. This poster consists of numerous cube units, mapped
with the same graphic pattern. The cubes react to a user's finger
movements in real time so that they can manipulate this poster as
if they are playing the piano. The cubes function as virtual piano
keyboards, which can recognize up to ten fingers' movements.
When a finger is almost to the end of the range that the machine
can track, the cubes become very bright, and when the position
gets lower, the cubes get darker.
This poster questions the conventional notion of poster form,
which usually has static images so that it has only one direction
of communication with viewers. By looking at afterimages caused
from a slight time difference between the machine and users'
movements, they can recognize the poster as a living mirror.

Basic unit used in the poster.
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Responsive Lines uses Leap Motion Controller, which is a hand tracking device. When a viewer
moves their hands over the device, it tracks the viewer's hand movements.
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Stills from a live demonstration of my interaction with the Responsive Lines poster.
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Responsive Lines, laptop view (13.3 in. display, reproduced at 1:1 scale.)

Falling Posters
Poster, video
Apr. 2018

Falling posters poster (6 × 9 ft.)
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This moving poster virtually represents typical graphic design
display settings in physical reality.
In this virtual space, some posters are hanging on white walls.
The hanging posters gradually fall as time passes, so the entire
poster itself finally falls down. This poster questions what the
real graphic design object is—the hanging posters, or the whole
image including the poster itself.
This poster also talks about time, as the gradient colors in the
hanging posters represent how the colors in the physical world
change depending on the times which are written on each poster.

This poster was also printed 6 × 9 feet. I mimicked the 		
process the poster falling in physical reality.
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06:15 am

03:25 pm

01:30 pm

05:25 am
Images of the gradients in the poster.

07:40 pm

06:35 pm

08:15 pm

05:17 pm

Sequence of frames from the Falling posters poster.

As the background color in this moving poster gets darker and transforms to a complete black,
the poster frame disappears. Finally, the little posters completely fall outside of the frame so
that they distort the boundary between the content, background, and frame.
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The last frame of Falling Posters video.
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Writing in 3D: John Cayley case study, Computer &
Information Services video, Brown University.

What you read
is the
language.

—John
Cayley

Interview

JOHN CAYLEY

Conversation with a poet,
translator, publisher, and
book dealer.
Writing in 3D: John Cayley case study, Computer &
Information Services video, Brown University.

John Cayley is a professor of Literary Arts at Brown
University. He researches the relationship between
computation and writing, and currently teaches
Writing 3D, an advanced experimental workshop
for writing in immersive 3D. He has also practiced
as a writer and poet, and all his activities have been
influenced by his background studying Chinese
language and culture.

Jinhwa Oh
Thank you for speaking with me today.
I looked through the syllabus for your
writing 3D class and I was really interested in how you combine writing and
virtual reality. What was the path that
led you to this combination especially in terms of creating an immersive
environment?
John Cayley
Well it’s historical. I think it was 1999
when the cave was first set up. Robert Cooper, who’s a novelist here and
also studied electronic literature,
knew some of the famous computer
graphics people like Andy van Dam,
and he asked whether he could
experiment with using the cave and
run a course in it. Cooper was excited
about electronic media for writing. So
at that time, using the cave was not
very easy. You have to have pretty
high-end graphics programmers to
make anything happen in the cave at
all. But Cooper was very enthusiastic
about the possibilities. So he imagined that it would just be a whole new
medium. So he ran the course for quite
a long time. And I come from a slightly
different background. I come from
poetry to using computers to manipulate language. And I'm a practitioner,
whereas Cooper was just somebody
who promoted electronic literature.
Then he invited me to do some other experimental things in the cave.
Eventually I got a job here thanks to
him in about 2007, and then I started
teaching. But even at that time, using
the cave was really hard, and trying
to get the students to do anything
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of interest within a semester was not
easy. We did get a front-end software
by gifted undergraduate students,
which is pretty easy, especially for students these days, to learn that allows
them to create textual objects and
then place them in the virtual space.
And we had that fairly early on and
that just worked, and it’s kept working
until now. Then it becomes a matter
of what it means to write in 3D space.
And although now I teach writing 3D
using the cave, it’s important to get
away from the specific device, because the cave was originally one type
of immersive VR device. So you want
to say something like “writing 3D” and
then you want to distinguish immersive VR, which is what we’ve got there
from head mounted displays and
other types of VR devices. Although it’s
not my main medium, I get interested
in the ideas. The idea of what it means
to write in space is an interesting one
that people usually don’t do. What
it ended up boiling down to is that I
ask my students to try and produce a
reading machine for VR space. So it
has graphically represented language
in it that you can read. But that language is presented in some way which
makes use of spatiality up to the third
dimension.
JO
That’s a very interesting story. Can you
also tell me more about your educational background? You studied Chinese
language and culture, and I’m from
South Korea. Although it’s a different
country, I think there are a lot of commonalities between the two countries,

Interview

The Cave is an 8' cube with projected images on the front, left and right walls,
as well as the floor. CrystalEyes LCD-shutter glasses provide stereo depthperception, and a variety of Intersense and Polhemus tracking devices allow
software to track the position of a user's hand, head, wand, etc. The Cave also
has a multi-speaker sound system that provides positional audio.
—Center for Computation & Visualization, Brown University.

Writing in 3D: John Cayley case study, Computer & Information Services video,
Brown University.

John Cayley
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in terms of their culture and language.
So I'm really interested in how your educational background influenced your
current practice.
JC
I take a special and pretty professional
interest in the Chinese script and how
the Chinese scripts works theoretically
in terms of the theory of language,
philosophy of language, things like
that. So as part of my practice of
writing, I’ve always been interested in
how the practice of writing in Chinese
culture differs. In terms of when you
write with characters, you write in
a different way. What is the nature
of that? I don’t think it has anything
directly to do with 3D, because writing
in Chinese is no more 3D than ours
is. Nonetheless, there’s a different
approach to visuality in relation to the
characters. So somebody like me is
ready to at least be appreciative of
differences in the way you write if you
present it with different ways of doing
it. I'm open to that in a way that a lot
of more conventional Western writers
are not. Let’s get on with the writing
part. 3D would nonetheless imply
different ways of composing and then
eventually ways of reading. So writing
in immersive VR is another mode of
writing. And sometimes students just
intuitively, without denigrating the
idea of intuition, they just get it. So, I
can say that the Chinese background
helps but not directly.
JO
The relationship between your educational background and your current
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practice resonates with me because I
also have experienced a huge schism
being in between two different cultures, and the experience has considerably influenced my graphic design
practice. In terms of academic culture,
RISD’s graduate graphic design program encourages students to read and
write a lot. Korea has a different kind
of reading and writing culture. This
difference was one of the hardships
that I had to endure while studying
here. That’s my personal background,
but I think everyone has a different
experience and history in reading and
writing. So I'd like to ask about what
you expect from your students who
might have experienced a different
environment of reading and writing
compared to yours.
JC
The environment of reading that
you’re questioning is Western
post-Gutenberg conventions of
reading, and I take those to be historical and contingent. Reading is not a
natural activity. And our brains adapt
physically over time, but no one would
read unless they were taught to read.
They have to use language, which is
a different thing. That implies that the
relationship between language, which
we don’t have to think about, and
what we call reading will be different.
So the idea that people should read
differently just seems to me to be obvious. But the crucial thing that many
people don’t pursue is to seriously
consider how the practice of reading
relates to language itself. And people
don’t really follow that one. So some-

Interview

times it’s a matter of getting students
to propose. They propose things that
are basically unreadable. But they
say they are trying to make something that can be understood as if it
was language. That maybe has some
relation to language. And that’s also
fair game. So a lot of students come
in to something like writing 3D, and
because they’re suddenly confronted
with the ability to manipulate visuality
in a way they haven’t done before,
they start manipulating. And they
might call it reading, but it isn’t from
my sort of critical perspective, unless
they prove to me that it is.
JO
Yeah, that must be interesting. If it’s
done within a certain environment
requiring special technologies, I could

also think about the issue of accessibility as well, in terms of another fair
game matter, since language is fundamentally based on the communication
between speaker and listener.
JC
The accessibility?
JO
Yes, the accessibility. It could be a little
bit different context, but the reason
why I’m saying that is that personally,
even though I'm really interested in VR,
I have the physical barrier that I have
vertigo when I do a VR experience. I
really try to endure the vertigo while
experiencing a VR work, but it’s not
really easy. Sometimes I don’t remember almost anything about what I see
and hear after taking off VR glasses,

Philip Bayer, Tiger Dingsun & Zach Ziebell, Ted the Caver, 2017.

John Cayley
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because it is very hard to focus on the
content, I mean the language used
in the world. I also see that there are
many people who also have the same
symptom as mine. So I think VR has a
problem in accessibility.
JC
Yeah for sure.
JO
Yeah. So do you think that this kind
of immersive reading and writing
environment can be the mainstream
of reading and writing in the future
despite this problem?

JC
I mean, it definitely won't go away.
And whether it will be mainstream or
not is, that’s really hard to say. Once
you can read, you’re very sensitive to
it. Your eyes look around for things to
read. And that’s immersion happening in virtual spaces. So there will be
a need for both designers to arrange
that in a good readable way, and writers to write in a way that’s appropriate
for those spaces. Whether it becomes
mainstream or not, who knows? For
example, if you have words floating
around, you’re not going to want to
type into that space because you’re
typing to yourself. So you might want
to talk into that space though. So the
language part of your activity will be
done vocally with speech recognition,
and the display aspect might be done
in visuality. So there’s all sorts of things
that could happen. There’s lots of people working on this I'm sure.
JO
Yes, that’s a really new and interesting trend. So what do you think of the
difference between traditional reading
and the immersive reading in terms of
perceiving content when letters have a
three-dimensional sense like a volume
or depth and react to viewer’s perspectives? What’s the benefit of working
with an immersive reading environment?
JC
If you want to spell it out in my terms,
none.

Writing in 3D: John Cayley case study,
Computer & Information Services video,
Brown University.
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JO
Oh, none?
JC
It doesn’t matter whether it’s extruded.
It doesn’t matter whether it’s a long way
away from you, if it’s big enough to be
read. It’s just whether you can read it
or not. And there’ll be cleverer people
working in visuality in the future that will
do really interesting things with that.
Like letters that change or spell as they
turn or something. It’s to do with when
and where and how you read, but not
about what you read. What you read is
the language. When, how, where and all
that, those aspects can be manipulated
by the Z-dimension.
JO
Yeah. I also produce a lot of 3D graphics even though I'm working in graphic
design, but I always consider the legibility. Especially when I’m working with
text, if it’s extruded and rotated a little
bit, it’s likely to be unreadable. But I
face a dilemma when the distorted text
is visually appealing. You also mentioned aesthetics about legibility in your
Writing3D essay. Could you explain more
about what you mean by the relationship
between legibility and aesthetics?
JC
Yeah. These days I usually try and stick
with reading as the main word. And
so I talk about readability. Readability means if it’s readable, then it can
be turned into language by the act of
reading. Legibility, I normally reserve
for talking about things that have a
continuum of being more or less legible.
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But readability is more of an on-off
thing. It’s either readable or it isn’t. If
something is not readable then it’s not
language, it’s just a graphic smudge.
But something that’s a smudgy word
and so a little bit illegible, it is still the
same word as if it’s crisp and easy to
read. 3D for me is a complication in
terms of legibility.
JO
I also don’t think that it’s a matter happening only in the virtual world. The
same effect happens in our physical
reality as well.
JC
Yeah. There’s that. I mean, depth is
a metaphor that produces an effect.
So like theoretical structure, linguistic
objects can give you both significance
and effect. But this is an example, you
could have a text that was set in three
dimensions that was supposed to be
right across, but the words were all
placed at different distances. For most
people that would probably cause
anxiety and it would also make them
think about what the meaning of the
word being closer was as opposed
to the word being further away. But
if you’re just facing that object, and
the lighting is all perfect, you could
have the more distant words as bigger
and the nearer words smaller and
somebody standing here and looking
at it would just see a flat sheet. So if
you want to generate a different type
of reading experience, then you just
move to the side and you notice all the
distances are different. And then you
might freak out a little and you might
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read it differently. But it’s to do with
the legibility and mostly to do with effect as opposed to the signifying part
of the linguistic forms.
JO
Yeah. Could you also tell me your audience’s first reaction to the new reading
environment? The 3D effect is not new
considering that it also happens in our
physical reality, but we don’t usually
link the effect to reading text because
we’re used to reading text on a flat
screen or paper.
JC
It mostly produces a visceral experience. But relation to reading experience is not easy. It’s not straightforward to make it so that the 3D
experience of reading words has a
coherent relation with the experience
that the words are pretending to convey. But there are very clear examples.
So a word comes at you, if it goes
through you, you experience it in a
different way. It’s like a complex poetry
but it’s like the concrete poetry, which
is weird spatiality and action.
JO
Yeah. Right. I'm also wondering about
the role of readers in the virtual
immersive environment because writers cannot expect that the readers read
their text in a linear sequence because
they are in a space, being surrounded
by four walls. So, what does it mean to
give more controls to readers in deciding a narrative or sequence?

JC
People have different feelings about
that. For example, you can pick up
books and read them, but you can put
them down and you can read them
backwards, and you can read every
fifth word if you want. So the media
that we already have is pretty non-linear and spatial, especially in the role
of graphic design, such as posters.
And graphic designers try to control
the order of reading, in the same ways
that interactive media pieces may well
do that. So I don’t think that it’s a big
problem either way. I think the concern about that is sort of exaggerated
because in new media, it’s obvious,
but in old media, it isn’t as obvious. So
the new media is less free. The opponents of that view said “no,” because
there are two things. We give the writer the freedom to present their work
the way they wanted in their time and
in other pieces, and we let the reader
read anything whenever they want.
And we make the words appear as
we want when we arrange them. So
all of the different positions in relation
to freedom have been addressed and
advocated. But that’s not true from
the point of view of the artist or the
writer, that’s not necessarily what’s
important. The artist or writer wants to
produce the best possible experience.
The best possible experience may
be a non-linear experience. So, those
positions are aesthetically fine.
JO
Can you tell me more about the freedom? What does it really mean to both
the readers and writers?
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JC
In relation to the object of reading,
readers are free. They can do what
they want. They don’t have to read it.
In old media, the writer works really
hard with the knowledge that the
medium is what it is and tries to make
it possible for the reader to have the
experience that the writer anticipates.
In new media, the writer wants to
do more and gives new interesting
types of experience that would not be
possible for the reader to experience,
but the reader is still nonetheless free
to ignore that. It’s like an interactive
piece. If you don’t know how it’s working, you can just stop interacting with
it as most people do.
JO
So for the best possible experience,
what contributions can graphic designers make? What do you think of the
role of graphic designers?
JC
I think graphic designers are essential.
But in the world of VR and new media,
there’s the programmer. There isn’t
anything comparable, but the graphic
designer and the programmer are for
me pretty close in what they do. The
writer is producing something that can
be read and might want to be read in
a particular way. But if they happen
to know a graphic designer, then they
can get a page that’s way better, in
terms of conveying their vision for how
the reading experience should transpire. And the graphic designer working together with the programmer can
do way better than either of them on
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their own in new media, like in some
places like the cave. So, in my practical
everyday experience in the workshop,
when you get somebody who’s trained
in graphic design, then it’s normally
very helpful because they will see that
things aren’t looking good when they
could do way better.
JO
Yes, you are right. As a graphic designer, I always consider aesthetics regardless of any kinds of media I deal with.
And personally I still prefer the analog
sense, since I’m not a big fan of aesthetic trends in contemporary digital arts,
even though I am interested in VR and
AR. Maybe we can jump into the topic
of merging physical and digital realities. Do you think that having an analog sense is important to make readers
immersed in the virtual space?
JC
Yes, absolutely. But I'm not exactly sure
how to answer that. I think in a real
sense, there isn’t a digital world for the
human, there’s just the human world.
If you’re inside a immersive VR, you’re
just a human inside immersive VR. You
haven’t become digital. The development is to make this simulacra of the
analogue as real as possible. And, I
don’t think that will stop. And then the
interesting sort of language philosophical aspect is that language is different. Language doesn’t have the same
materiality as other stuff.
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JO
I see. So in terms of language, what
does it mean to experiment with
immersive VR forms to you?
JC
It’s important to experiment because
if there’s going to be people practicing language in a serious way and
a significant proportion of linguistic
experience is going to migrate to
these media, then the people who are
developing that media should take
responsibility for that. There might
be a bunch of people doing that who
think it’s going to be better. For example, novels are going to be so much
more fun to read in immersive VR than
they are when we just have them in
box. My current thinking is that people
will listen to books. They will read by
listening to books more and more in
the future. Although I still read a lot of
stuff, I also now listen to a lot of books,
probably because I'm interested to
see what it’s like. But also because it’s
really pleasurable, and I think it’s physically easier than reading visually. And
you can get good at it in the same way
that you can get good at visually reading. So like the attachment to particular ways of reading that people have,
that’s really not going to go away for
a long time because people are really
attached. And books, it’s not like book
are going to vanish off the face of the
earth. But they will go quickly. If you
are a publisher, like a large corporation
that is dedicated to producing books,
and you didn't have to print any of
them, you could just do other things.
You’d stop tomorrow.

If you consider that the attachments
are sentimental, and people are no
longer willing to pay because they feel
sentimental about the physical book
and they’re willing to get the same
reading experience from a different
medium, then you would give up
paper tomorrow. I mean that’s a bit of
an exaggeration but for the publisher,
you definitely would, there might be
other people, other constituencies like
libraries, who would stop them. But the
hard-headed commercial individual
whose job is to get books out into the
world would much prefer to have book
appear in a immaterial form for the
obvious reason, it’s cheaper ultimately.
It’s not cheaper ultimately if people
want them and they are willing to pay
but those stop.
JO
That’s a really interesting point. I just
produced five posters and printed
them before I came here. But I am
sometimes skeptical about print media,
because some print media forms usually more only work for graphic designers who are generators of the media.
JC
Yeah, probably about half of the
books in this office really don’t need to
be on paper. It would be much better
if they weren’t. Half of them deserve it
but most of them don’t.
JO
Yeah, right. I also heard that there are
lots of changes happening in terms of
archiving information, even in museums or libraries. I mean, it doesn’t need
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to be paper forms. So my last question
is, how do you archive your immersive
virtual reality works?
JC
We use the system we were given by
undergraduates who made the frontend. We’re very lucky in that the projects can be represented as an XML.
And even if we don’t have an engine
to run them, we still have a record of
what they were and what they did that
is easy to archive and easy to record.
So that’s like the bottom line, except
for the archiving of the experience. In
new media, that’s just a huge problem
and nightmare. It’s not one that I'm
going to solve. And like the cave that
you’ve seen, no one’s going to build
another one of those. So if you wanted
to go back to what people actually
experienced when they were making
the first things in the first Brown cave,
good luck with trying to recreate that
experience.

JO
Yes, you’re right. It’s definitely worth
experimenting since we would be able
to find other possibilities about future
reading, which could be the best possible reading experience.

JO
Yeah, especially in the case of VR, there
are many controversial issues due to its
limitation of archiving and sharing experience. It’s not just as simple as other
media that can be easily circulated,
such as books, videos, or websites.

Writing in 3D: John Cayley case study, Computer & Information Services video, Brown University.

JC
But it’s experimental, it’s not really
about the mainstream. It’s about experimenting with what people want to
do in some future mainstream.
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Writing in 3D: John Cayley case study, Computer &
Information Services video, Brown University.

PER
FOR
MER
200 °

PERFORMER

Reader as
Performer

Prologue

Work

The user moves through this galaxy, browsing the generalities or exploring the detail of complex ideas
and relationships. —  MIT Media Lab, Information Landscapes, Visible Language Workshop, 1994.

This section focuses on the main agent who is reading, not the thing that is
read by the person. Although conventional reading means looking through
texts or images, readers of my work in this chapter can virtually touch,
move, or distort the texts or images as performers. According to a dictionary
definition of the term “performer,” it usually defines a person who entertains
an audience. However, performers in this chapter also equate with an
audience themselves. As the performers/readers interact with what they
create through their performances, they can build their own meanings.
In this stage, a reader is a performer, observer, and explorer.
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OnDraw( )

The system recognizes movements of the messages on the white caps, and leaves colored
traces of the movements on the screen.

Augmented Reality
Oct. 2017

OnDraw() reinterprets human height, a conceptual line that
we commonly share in society to compare with other human
figures. This project encourages users to break down heightrelated biases by utilizing the space between the physical and
the digital world.
When users stand in front of a screen, general height-related
comments appear on the frame, such as “can I use your head
as an armrest?” or “how’s the air down there?“ When the users
wear a cap with messages on it, such as “standing straight”
and “we’re vertical,” the screen recognizes movements and
draws lines according to the wearer’s trajectory. In this way,
the participants can cover up the biased comments as much
as they want. The lines created by their physical bodies
function as a means of activism in the digital world, which
break down discriminatory social prejudices.

OnDraw( ) default setting.
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OnDraw( )
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OnDraw( ) is an augmented reality application using Vuforia and Unity.
I uploaded the messages on the caps as image targets to the Vuforia website.

OnDraw( ) work space view.

Image targets uploaded to the Vuforia website.
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When you first open OnDraw( ), you face the height-related comments.
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Unity, game development software.

OnDraw( )
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Process stills of Jenn and Eury's OnDraw( ) experience, as they physically react to the text on screen.
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OnDraw( ), laptop view (13.3 in. display, reproduced at 1:1 scale.)
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Unresolved Positions

Unresolved Positions, augmented reality.

Augmented Reality
May. 2017

Unresolved Positions is an Augmented Reality book that reflects
contemporary paradoxes inherent in national borders. My
cultural and national background as a South Korean contributes
my strong interest in the concepts of division and borders: I
regard national borders as a symbolic representation of duality
that humankind has created for social and political purposes.
In the Unresolved Positions book, each opening page spread
becomes a staging ground for an Augmented Reality scene
about two adjacent communities, to express their historical/
present positions toward each other in non-verbal, spatial terms.
Drawing a line itself is an artificial behavior. I expand the
borderline by using two contrasting media: a paper and a
screen, which are archetypal forms of the physical and the
digital world. The project creates an encounter at the border
of the print and virtual spaces. The experience of Unresolved
Positions is completed by a complementary interaction of the
physical and the virtual realities.

For this project, I selected 12 national borders sequentially, 		
starting from where I grew up to where I am now.
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The physical book only prints geolocation data of selected national borders to maximize
the collaborative effect of when the page faces a digital screen.

Unresolved Positions physical book (10 × 10 in.)

Belgium-Netherlands border.
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Unresolved Positions
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Spread containing the geolocation data of South Korea-North Korea.

Final models and settings used in Unity, which correspond to spreads in the physical book.
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Unresolved Positions
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Unresolved Positions
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Augmented reality scene of the South Korea-North Korea border.
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Augmented reality scene of the North Korea-China border.
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Unresolved Positions
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Iraq–Syria border.

Syria-Turkey border.
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Unresolved Positions
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WorkPositions, laptop view (13.3 in. display, reproduced at 1:1 235
°
Unresolved
scale.)
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Fictional Warnings
Interactive Installation
Dec. 2017

Fictional Warnings is a temporary interactive environment
installed in the empty space next to the basement stairwell at
Mason building of RISD. The basic prompt of this project was
to choose any interior or exterior void in Providence, and then
identify and activate the space through design. The space that
I chose for the project seems so close to us, but is at once
inaccessible. When I found the space, I realized that even
though we cannot physically reach the restricted space,
light and sound can approach and fill the space.

Empty stairwell at Mason building of RISD, where the
graduate studios are located.
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When viewers move their hands over the hand tracking device,
they can virtually grab, move, and throw the projected signs.
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Work

Fictional Warnings
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The projected signs are related to ordinary warning signs that
we see in our daily life.
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Fictional Warnings
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3D models and final setting in Unity.
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3D models and final setting in245
Unity.
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Projected installation.
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Reading Room
Interactive Installation
Dec. 2017

In terms of traversing through different levels of space,
I created an interactive environment in which viewers can
experience a graphic design medium in a three-dimensional
space. I chose a newspaper as the main subject. A newspaper
is representative of flat media in graphic design. I chose ten
different articles discussing significant events that happened
since I was born, and placed them by using the X, Y, and Z
axes. X axis means months, Y axis means dates and the Z
axis means years. In this environment, viewers can see the
articles published for the last thirty years all at once, and freely
navigate between the articles. Sounds assigned to each article
react to the distance in relation to how close or far viewers
are from it. This system also reacts to viewers’ hand gesture,
so that they can touch, move, and rotate the floating threedimensional objects in this space.

Reading Room was built in Unity.
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Reading Room
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Final models of Reading Room in Unity workspace.
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Interface of Reading Room.
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Reading Room, laptop view (13.3 in. display, reproduced at 1:1 scale.)

Performers or
Collaborators
could be
designers
as well
to create a
better version
of the idea

Early Morning Opera, The Institute of Memory (TIMe.)

than I could
have ever
imagined.

—
—Lars
Lars Jan

Interview

LARS JAN

Conversation with a
director, visual artist,
and writer.

Early Morning Opera, The Institute of Memory.

Lars Jan is a director, writer, visual artist
and the founding artistic director of
Early Morning Opera, a genre-bending
performance and art lab. Lars’ work
is known for engaging live audiences
with emerging technologies. Lars is a
TED senior fellow and member of the
faculty at CalArts.

Jinhwa Oh
At your talk at the MIT Media Lab,
I was very impressed by how you
approached your old memories about
your father in The Institute of Memory project. I was especially impressed
with how you translated analog records or conceptual records, which are
your memories, into the forms of digital media and performance. Since this
project is fundamentally based on your
memories, which are very changeable
and ephemeral, and the final output is
performance, which can be variable depending on the situation, I’m wondering if the content of the performance
has changed as time passes. Have you
been influenced by seeing your memories presented? Has it changed anything about your work?
Lars Jan
I think my performance has happened
six or seven times now in seven different cities. It was probably the second
or the third performance when the
performance was mostly completed.
Even at that time I was still receiving
information about my father that I had
submitted various kinds of inquiries
for. After that, I was contacted by two
family members who found out about
my existence through the project, and
they didn’t know each other. One was
in Orlando and the other one was in
Sweden. One of the people had sent
me 200 photographs, a family tree,
and a lot of prescription drugs. As the
performance has been unfolding, I’ve
been continuing to learn more about
my father’s history. So, it was kind
of a semi-arbitrary stopping point,

Early Morning Opera, The Institute of Memory.

266 °

Interview

because I had more leads and more
information than I had before. Another thought related to that idea is that
I brought my performance to Holland
in December 2015. There was something weird that happened to me. I
was walking to a theatre on the day of
our opening there. The temperature
was very low in the early morning, and
I was walking into the sun and saw
this sort of thin male figure wearing
the kind of hat that my mother used
to wear. He was also wearing the kind
of jacket my mother used to wear, and
had jeans and a beard like my father
had. It was one of the first moments in
my life where I just for a moment really
thought I was seeing a ghost. An important idea occurred to me: to bring
that performance back to Poland, and
in a way to bring him back to Poland.
That was like a kind of homecoming or
a return in an abstract way. Finally, the
most recent time we did the project,
we brought it to Boston, which is the
area where I was raised. I spent some
time in Cambridge, and I went back
to my father’s unmarked grave with
some of my collaborators. It was raining, and I read part of the last monologue of the performance. Where the
actors do that in the performance, I
read that monologue by myself. That
was another kind of thing that I don’t
know how to call it, but it was a recursive integration of sort of art and life.
The project started to exist with me
outside of the theatre.
JO
Was that the only case when the project had developed as time passed?

Lars Jan
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I think because the theme of the
project itself is about time, and based
on various records of memories about
your father, I’m wondering if this kind
of situation has only happened in this
project. Is there any other project that
has been influenced by time?
LJ
I would say that all the projects are
fairly unique. They all take several
years to develop, but The Institute of
Memory project is particularly unique
because it’s really about a conversation between the analog and the
digital about multiple generations. It’s
also by far the most personal work I
have ever made. It’s sort of attached
to me and has evolved with me in a
way that is just more connected to the
changes in my own life. For example,
about being a father, I now have a five
year old daughter. So, my biography
is more relevant to this work than it is
with other projects.
JO
I can see that there’s always a very
strong analysis of a theme in your projects. Even though you’re using various
new technologies, I see there is a strong
analog sense in your work; for example,
your selection of installation materials
or the themes of your work. The transition between analog and digital has
always interested me. I’m wondering
how you have enjoyed the relationship
between analog and digital throughout
your work.
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LJ
I’m from a generation that really is
part of the shift from the analog to the
digital. I have various types of analog
technology persisting in my life for
years, even when I had my first digital
technology. I work in live performance.
You’re working with present materials, you’re working with bodies, you’re
working with time and some of those
things; that’s the organic nature of
performance. It really feels much more
affiliated to analog. It’s not a question
of ones and zeros, it’s really a question
of waves. They can be interrupted and
transformed, but it’s not just binary.
Some of the analog technologies I
think are more related to some of it.
For example, the material of the water
itself, like with the Holoscenes project.
There are a lot faster ways to move
water around now. But really, the idea
of moving water around goes back to
the history of farming and irrigation.
Our relationship to water is a very old
phenomenon.

Early Morning Opera, Holoscenes, Installation view in Toronto.

JO
I think you also work with three
different axes: x, y, and z, since you
create three-dimensional graphics, and
create an environment for performing
your work. Also, I think you work with
another axis, which is time. I mean, not
only The Institute of Memory project,
you also set a specific timeline in your
Holoscenes project. How are those axes
related to each other in your work? Do
you have any specific view or perspective regarding them?
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Early Morning Opera, Holoscenes, Toronto.
Early Morning Opera, Holoscenes, Abu Dhabi
Early Morning Opera, Holoscenes, Toronto.
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LJ
I have come originally from performance. Working with time is really
about the way I make choices, and is
about how it feels. The methodology
for that is very intuitive, and just sort of
about how that makes me feel. If the
energy in a room or in the world needs
to change, then I need to figure out
how to create that change and what I
want that change to be.
JO
I also think that we feel time when we
experience any sort of recording and
archive of something from the past.
Looking at the image created by a
Lidar Scanner that you worked on with
your CalArts students, I imagined that
archiving in the future would follow
that kind of form, which is based on
maybe 3D representation, not static images anymore. As I also have seen that
you’ve dealt with lots of 3D imagery
and data visualization in your work,
I’m wondering what it means to you, as
a means of archiving or presentation
method. How do you archive your performance work, as it is live action?
LJ
Part of what I’ve been doing is creating other sorts of generations of artwork out of my projects. I think about
projects as constellations, and the
performance is usually at the center of
all of this. They have printed work that
was eliminated but have potential in
installation. From all those things, I’ve
created two video works and a printed
piece. I still want to create a book. I
still want to make a kind of future film.
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I don’t think of it so much as archiving
the work as translating screens related
to the same project to formats which
are just inherently more archival. Also,
you really can’t affectively archive
live performance. And that’s one of
the reasons why I’m really passionate
about performance. That’s where my
energy is. I’m really dedicated to the
nature of performance.
JO
Yes, the nature of performance is live
and changes every time, which is very
fascinating to me as well compared to
graphic design, which usually ends up
being archived. I’m also very interested in your print work and hope that
I would be able to see it sometime in
the future. Now we can jump into my
last question. In my thesis, I define the
reader as a performer, since my work
utilizes the presence of the audience’s
bodies. For example, I’ve done a few AR
projects, and in these projects, the audience’s bodies appear as main components, and the audience is encouraged
to do a performance to compose their
own context in my work. Likewise, I
have tried to create a better reading or
performing environment in which the
audience can fully perceive my work.
With that in mind, I’m wondering if
you have considered performers of
your work as readers. How do you communicate with your performers? Has
their reaction or impression influenced
your work? Have you also invited your
audience as performers?
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LJ
Performances generally collaborate
with performers. I enjoy that aspect,
and certainly as a director, I feel like
I’m conceiving a project and trying
to build a vision for them. But I’m also
curating the people who are involved,
and trying to inspire their interests, talents, and various passions in a particular direction together. In some cases,
the scenario that I’m looking for is that
performers or collaborators could be
designers as well to create a better
version of the idea than I could have
ever imagined. They take something
that I give them as a sort of seed, and
they grow something out of it. That’s a
very symbiotic relationship. It’s generative. It’s really about a healthy network
in a way. In terms of the audience, it
depends on the project. When it is in a
public space, the choreography of the
audiences has become very interesting to me over the years, such as
looking at how people watch the work
in Abu Dhabi versus how they look at it
in Times Square. There are also several kinds of cultural norms and the way
that people view things that changes
in different places and cultures.
JO
That’s very interesting. My thesis is
about creating various kinds of environments for reading. My work itself functions as a reading room, and the performers and readers also can become
environments for any sort of reading activities. I think our conversation about
technology, space, and performers will
be a great asset to my thesis. Thank you
so much for your time.

Lars Jan
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