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The Third Biennale: The World Forum for Media and Culture

Aiming for the Advancement of World Media and Culture

Nearly three years have passed since our school IAMAS opened in Ogaki City, Gifu
Prefecture. The World Forum for Media and Culture was held as a commemorative
event in July 1995, the year before the school’s opening, and developed into a biennale.
This March will be our third biennale. The main events consist of The Interaction *99
exhibits the newest works of media arts in the world, and symposiums with visiting
artists and critics discussing the future of media culture. This event is the creation of the
faculty, administrative staff and students of IAMAS who have participated in every
aspect of its operation from the initial planning to the production of the catalogue,
construction of exhibit sets and administrative management. In a rapidly transforming
information society, The Interaction 99 is our attempt to rethink the future of media
culture and make-known our aspirations and vision to the world by introducing media
art in its youthful flowering. We eagerly anticipate your active participation and honest
opinions.

Why an Exhibit of Interactive Art?

Among the remarkable developments of multimedia culture over the past few years is
the emergence of artworks in which audience members themselves are encouraged into
the works as subjects and allowed to engage in a dialogue. From their beginning these
expressive works required on the audience’s participation (interaction) and thus have
been called Interactive Art. Although it’s history is recent (dating to the 80’s) the
interactive art has surged in popularity, evidently by the increasing number of
exhibitions around the world. In past exhibits, typically classical art exhibits,
appreciation consisted of being a passive audience, standing fixedly in front of the
artwork with arms folded and meditating on the meaning of the object. In contrast,
interactive art requires a new kind of viewing experience. Of course, the character of
this interactive art is changing tooj; increasingly keyboards and mouses are used as little
as possible, computers are placed where they cannot be seen, and audience members can
interact with their voices, gestures, or body movements.

We have passed through two biennale and each one giving a picture of the state of
interactive art in the world, and recently we have been focusing on the current situation
and future possibilities inherent in the important role played by audience participation
and a more human interactive design. In the exhibition hall, try your hand at dialoguing
with the artworks, and contemplate the potential for media art of the future.

In holding this exhibition, we would like to express our sincerest thanks to the participation of the artists
and the following individuals and institutions for their kind cooperation.

Office: IAMAS, International Academy of Media Arts and Sciences

Chief Curator: Itsuo Sakane

Staff Members: Instructors, office staff and student volunteers at IAMAS
Thanks to: Hiroshi Kanechiku (O.N.T.,Ltd.)

Graphics: Yasuhito Nagahara and the Nagahara Office

Construction: Yoshihara Kobo Co.,Ltd.

Additional Funding by: The Japan Foundation

Supported by: Ministry of Foreign Affairs, Ministry of Education, Ministry of International Trade and Industry,

Ministry of Transport, Ministry of Posts and Telecommuications, Ministry of Construction,
Ministry of Home Affairs, National Land Agency, American Center Nagoya,
Consulate General of the Federal Republic of Italy

Cooperation: Nihon Silicon Graphics K.K., Apple Japan, Inc., APTi,
Sony Corporation, Nissho Electronics Corporation, MBS Corp., NEC Home Electronics, Ltd.
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An Invitation to Interactive Art
Itsuo Sakane

Welcome once again to the world of interactive art!

There are not a few of you who will be even more impressed by the new media
artwork at our third biennale in Ogaki since 1995. There are a lot of you who are
new to this rare group of artworks, who feel nervous when first touching an art-
work and moving your arms and legs, or who may be surprised by its changing
sounds and images. Be assured; many of you will eventually get a knack for dialogue
with the works. Many of you here for the first time will surely be enticed by the par-
ticipation games starting all around you, and after watching them, you’ll be eager to
try them out yourself.

As its name implies, interactive art is artwork that from the beginning conveys
meaning and enjoyment when you participate in it. If you only stand still the whole
time, nothing happens. The artists themselves demand on an active participation,
and to that end have prepared a program waiting your engagement. Many works
offer you a stage on which you are the actor of the moment — the artists have antic-
ipated for your responses, and concentrate on creating works that will evolve as
cooperative efforts.

Certainly some people will doubt whether this game-like aspect in a dialogue
model of art can really be called “art.” Some who desire the silence suited to the
solitary internal dialogue while quietly standing face-to-face with the artwork, as in
exhibits of former genres of art such as painting or sculpture, will be dissatisfied.

However, interactive art has a history of its own. This is not only a history of
art, but of a new genre born from a close relationship with the development of sci-
ence and technology as human intellectual activities.

Moreover, there are already many works of interactive art in development.
Among these, from works that are metaphorical and difficult to understand in one
viewing, to those that have their appeal in the discovery of their symbolic, introspec-
tive images, the extraordinary variety of works should surprise us.

But this time, in order for more people to grasp the trends and future possibili-
ties of interactive art, we changed our design slightly and have deliberately arranged
easily understood artworks that anyone can feel an affinity for. In them we have
hinted at the technology behind the scenes that have the interaction between audi-
ence members and the works, and we have given attention to enabling you to read
between the lines the ideas and performing devices. With this we hope the next gen-
eration of young media artists will be inspired even part of the way, and that you
might contemplate the possibilities hereafter for this field. But first, visit the exhibi-
tion, and with an open mind begin a dialogue of your own with this group of art-
works.

The History of Interactive Art

As mentioned at our previous two exhibitions, in the history of art dating back
to the Middle Ages several instances in each country can be found for the broader
applications of interactive art, where artists themselves invited the active participa-
tion of the audience, and where viewers experienced the pleasure of solving a riddle.
Trompe Poeil and hidden pictures are one example. But apart from this trend, con-

temporary interactive art can trace its origins to the time when computers came into
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practical use in the 1960’s. A kind of game-like program developed when computer
users freely chose a strategy for achieving a goal they set for themselves. In time,
things progressed so that instead of computer input with keyboards, mouses or
touch-pens, mediation was accomplished by devices such as sensors reacting to the
touch or body movements of humans. We can say that today’s interactive art made
its appearance when it become feasible for audience members themselves to take an
active role in the world of the artwork through direct use of their bodies.

Artists who are responsive to curiosity as well as to the spirit and the leading
technology of this unusual era will not likely overlook this potential. In the latter
half of the 1960’s, the decade when computers were invented, we were already at a
point where specimens of interactive art were beginning to be produced in countries
all over the world.

Positioning Interactive Art in the Contemporary Arts

From the viewpoint of contemporary art, one could think interactive art is not
part of the Art World, but a separate act of creation produced from the broader
workings of human knowledge. Certainly computer science and other technologies
do fulfill an important role in this art concept. However, if we think about the
merging of art and science, the unity of art and technology as a large theme within
humanity’s creative activity since the dawn of this century. It is fair to say that this
merging is one of the new aesthetic endeavors that opens up the future and recon-
struct identity of art. On the other hand, there is also a kind of resistance communi-
cated toward art itself up to now, which over the course of its long history became
too authoritarian and tended to forget the subjective participation and interpreta-
tion of those on the viewer’s side. New York art critic Regina Cornwell asserts that
an element of the historical resistance movement against this authoritarian art is
communicated in the spirit of today’s interactive art. From our current perspective,
says Cornwell, the new art movements of Marcel Duchamp earlier this century and
the happening art of the 50’s were pioneers of a kind for interactive art. The same
kind of consciousness toward participation has not only flourished in the field of
art, but also in the sciences since the latter half of the 60’s. Instead of the exhibit
methods of art museums and science museums up to now, where historical memora-
bilia was shown to the public from a one-sided system of values, exhibits that privi-
lege the audience’s viewpoint are more and more appearing. New participatory
museums responding to the opinion that we must rediscover the meaning of natural
phenomena are multiplying all over the world. In any event, we have come to
believe it is necessary to rethink the historical background against which the two
domains of art and science have mutually influenced each other since the latter half
of this century.

The Genealogy and Development of Contemporary Interactive Art

With such a history in its background, from the late 70’s to the mid-80’s various
interactive art pioneers appeared from wide range of backgrounds and places and
began showing their new work. For example in the late 60’s, American mathemati-
cian and artist Myron Krueger, who continues to do such works, exhibited an inter-
active exhibit of a maze set on the floor that changed with the participants’ move-
ments. Since the late 70’s students and researchers at CAVS and at the Architecture
Machine Group, predecessor of Media Lab, in MIT, have produced unique ideas for
interfaces and thus accelerated the advance of this interactive art. For example,
Michael Naimark and Scott Fisher are two such pioneers in Interactive Art, as they
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participated in the development of Aspen Moviemap Project during their student
days. Scott Fisher also developed a dance project in which a dancer’s movements are
automatically recreated as graphic images on the screen, and he later became a
founder of a Virtual Environmental Workstation at NASA. And since the late 80’s
artists from a variety of genres of past art forms have been venturing into this world
one after the other, producing interactive artworks of unsurpassed artistic merit.

Jeffrey Shaw, director of the Institute for Visual Media at the ZKM (Center for
Art and Media Technology) in Karlsruhe, Germany, is one person who earned the
world’s praise as he presented work after work of high artistic value full of
metaphor and symbolism. Artists who up to now had been creating paintings, sculp-
tures, music, and works of photography, design, dance and video gradually entered
the world of interactive art. Also on the increase and setting standards for the world
are those artists who exhibited their work at world-renowned professional launch-
ing pads such as the computer graphics conference of SIGGRAPH in USA, and ARS
ELECTRONICA held in Linz, Austria and known for events featuring the fusion of
art and technology. Accomplished artists have increasingly opened exhibitions all
over the globe and ushered in a new golden age of interactive art.

Activating the World’s Media Culture Centers

Behind these new trends in media art, construction of media culture centers as
stages for creating and exhibiting new works is on the increase in Europe and the
United States. The aforementioned Ars Electronica, begun in Linz, Austria in the
late 70’s, set up a new prize category in interactive art in 1990, and inaugurated a
new building, the Ars Electronica Center in September 1996. The following year
1997 in October, ZKM, which began its creative activity in the late 80’s, was offi-
cially inaugurated as a large-scale media culture center. In Japan, NTT’s ICC muse-
um in Nishi-Shinjuku, Tokyo debuted a step ahead of ZKM in response to this cur-
rent in April 1997. The Center for Advanced Visual Studies (CAVS), initiated in
1967 at MIT as a center whose aim was the integration of art and technology, stag-
nated in the early 90’s when it failed to ride the current of the media era. Last year
however, Professor Stephen Benton of the Media Lab set out to remake CAVS into a
new arts center for the media age.

We here at IAMAS too, in following up on the pioneering trail of global media
culture since the 1970’s, have formed cooperative ties with the world’s artists and
centers, which is in a sense laying the new foundation for our current school. We
have set up a system for inviting artists in residence from around the world, and ini-
tiated of the World Forum for Media and Culture biennale. The biennale centered
around the installations of interactive art, contemplating the current tide and future
outlook of global culture.

The Unique Character of Interactive Art

The unique character of interactive art, even if we take only one work as an
example, is that it’s progress depends on the artist’s or the audience’s attitude
toward participation. This is a crucial difference from previous artworks. With art
of the past, a work’s value was frozen at the moment the artist completed it, there-
after becoming an object of preservation and speculation. In contrast to this tenden-
cy, interactive art possesses qualities whereby the artist or cooperating authors
upgrade the program version or reform the interface design; in this way a new work
is reborn when participation by viewers deepens its substance, provides for accumu-
lation of messages, and makes the work grow as if it were a living thing. Closely
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resembling to the concentrated efforts of humans to raise landscape gardens or build
historical cities, the work is a living thing nurtured as it absorbs the spirit of an era.
We can say that a feature of this creative field is that just as there is value in the first
original work created by an artist, there is much anticipation for the growth process
of the work.

Distinctive Features of This Year’s Exhibition

Among those of you who experienced the previous two Interaction exhibitions,
there may be some who notice the atmosphere of this year’s exhibition is somewhat
different.

Some of you might feel that compared to past exhibitions, the scale of the instal-
lations is somewhat smaller and the formalities of their display facilitate intimacy.
One reason for this is that the lineup of exhibiting artists has become younger. Of
course, there are veteran artists such as IAMAS Artists in Residence Christa
Sommerer, Laurent Mignonneau and Tamas Waliczky, who have won numerous
prizes in global media art competitions. And the Italian group Studio Azzurro, who
since the early 80’s have been actively showing their video installation works on the
international circuit, will present a large-scale work for this year’s exhibition.
However, of the group as a whole, graduate students as well as graduate school
instructors and researchers account for the majority, and most of the students are in
their twenties. Although at first glance their works seem small in scale, but they are
distinguished in that very unique and attractive ideas can be seen in their interface
schemes for inviting audience members to dialogue with the works. Rather than an
attitude toward including a profound message or metaphorical quality in their con-
cepts or content, one feels foremost the effort made toward the enjoyment of a
homey interface design. Of all the exhibits, one in particular that can drive home a
profound message in its images is that of Studio Azzurro, whose work is modeled
after a concept inspired by the 15th century paintings of Italian Paolo Uccello. If
anything, its attitude is close to that of contemporary art and video artists to date,
and with knowledge of the artwork’s concept and cultural background, it is a work
rich in metaphor whose true meaning becomes clear.

Thus one can sense quite a difference between this year’s exhibits on display,
from those inclined toward an interest in interface design to those showing an
adherence to concept and content. There are also differences as to what degree the
viewer herself as a principal actor can participate in the final images of the work.
Screen Play and other such exhibits, in turning the images of audience members into
the leading actors, are conscious of the pleasure viewers take from having a dia-
logue. On the other hand, Studio Azzurro uses in their works an interface with a
hidden microphone that responds to audience members’ voices or clapping. These
sounds, however, serve as triggers for video images recorded in a laser disc, and
therefore audience members do not participate in constructing images. Rather, dur-
ing the course of their extensive activity producing video installation exhibits,
Studio Azzurro has cultivated a vast store of excellent image creations, results of the
staging of their exhibits. With this store of images they aim to capture the audience’s
appreciation for the profound meaning of video itself. Thus, the difference between
whether an aim is revealed through the uniqueness of the interface design or
through the artistic quality of a work that encourages mediation, leaves us anticipat-
ing the broad directions interactive art will take in times to come. The differences
come from the various artists’ distinctive attitudes toward or experiences with their
creations and from their different cultural backgrounds, and result in the individual-
ity of every work. Knowing there is such varied potential in interactive art, we have
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come to understand that it is impossible to summarize it in just a few words. As we
comprehend interface technology, uniqueness of design, and the variety of message
content, we have also come to believe in the need to keep a close watch on future
potential for development. These interface technologies are full of possibilities for
going beyond the domain of the arts and bringing their effectiveness to fields of
practical application in society. Interface design is not only for the sake of artistic
expression — it has the potential for useful service in human living environments of
the future. We encourage you to not limit this year’s works on display to a narrow
interpretation of artistic value, but to look at them from a broad cultural and social
perspective.

Another distinguishing feature of this year’s exhibiting artists is that they are all
concentrated in a small number of educational and research facilities: MIT’s Media
Lab, NYU’s ITP, and the Interval Research Corporation of Palo Alto, for example.
Actually, this is not a coincidence, but a conscious decision. As mentioned earlier,
Media Lab at MIT from the mid-70’s to the present played an instrumental role in
developing interface technology. ITP is a graduate school of media design that was
founded twenty years ago in New York University’s Tisch School of the Arts, and its
curriculum in interface design has an established reputation. Interval Research
Corporation has many talented media artists engaged in research, and is a place
where much energy is invested in the development of unique practical applications
for interface design. These three institutions maintain close ties, and promote pro-
grams for the mutual exchange of research personnel and interns. The designated
course in computer-related design at RCA (Royal College of Art) in London is also
famous in this kind of interface design research, and also promotes the exchange of
artists and personnel with Interval Research Corporation. It is clear that for the pur-
pose of future creative developments in interactive art and interface design, coopera-
tion between the world’s research and educational institutions is becoming critical.
We believe this exhibition is one of the means through which we can think about
what the environment for development and education toward such a future will
need. We hope also that in contemplating Japan’s media culture of the future, dis-
cussion and collaboration with this year’s artists will be an opportunity for generat-
ing new proposals and questions.

Introduction and Highlights of Exhibits on Display

Commentaries on the individual works by each artist are featured in this cata-
logue, but here we will introduce the highlights of each work in terms of an
overview of the whole exhibit. First of all, this year you may notice that quite a few
works make use of computers behind the scene; the effect is to forge more intimate
connection with people’s everyday emotions, their sense of play, and even historical
nostalgia. This might symbolize the circumstances for the continuing maturity of
contemporary media art. The following is a look at a group of works that share sim-

ilar concepts among those on display.

In Pursuit of Nostalgia and Recollection

Several of the exhibits strive to provoke in us recollection and nostalgia. First is
Christa Sommerer and Laurent Mignonneau’s work Haze Express, displayed in a
large, wide room immediately to the right as you enter the exhibition hall. In a
structure much like a car of the bullet train, there are three pairs of seats, and visi-
tors sit in seats facing each other with a window in between. When you sit down
and look out the window, fondly remembered towns and landscapes pass by in the
deep mist, evoking a nostalgia for journey. If then you touch the window, these
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images take on fantastical changes. At the time of this writing, the image interfaces
were also in the midst of completion, so I myself am giving free play to my imagina-
tion in trying to picture these fantasies.

Focus by Tamas Waliczky is also a work whose theme is tied to reminiscence.
On display is a kind of souvenir photograph synthesized from collected photographs
of fondly remembered friends from his six-year sojourn at ZKM in Karlsruhe. Here
again, the focus in the photographs is blurred as if surrounded by mist. However,
when the viewer touches the small panel before him, that area comes into focus on
the screen. Moreover, as if adjusting the depth of focus with the lens of a camera,
when the viewer slowly shifts the moving scale to change the depth, the area in focus
then expands. Tamas developed the design for this new interface after his arrival at
TAMAS as an Artist in Residence; the tactile sensation of the lever seems to make the
nostalgia in such photographic images even more keen. The work has progressed a
step further since he presented it at the Ars Electronica exhibition in September of
last year, as he has added quite a few more photographs.

Stream of Consciousness, created by two young graduate students, David Small
and Tom White, at MIT’s Media Lab, is also a work that triggers memories some-
where in our imagination of words. In a pond made of stones, which at first glance
seems to be out of place in an exhibition hall, letters flow from the upper part of the
pond, floating down like the leaves of a tree . . .. When you casually pick out words
and read them, associations develop, and a variety of remembered meanings begin
circulating in your consciousness. When the tactile interface covered with a soft pad
is touched, a cursor of light appears in the water; when the letters are touched by
this light, they twirl around like tree leaves, and one after the other change into new
words with seemingly similar meanings. From memories of meanings made up of
letters, there comes an imaginative space where people recall their own experiences
and think of the future. . . . It is a fresh new work that skillfully draws out the psy-
chological effectiveness of these words.

An image that similarly arouses nostalgia (in the Japanese most of all) is Elaine
Brechin’s Windgrass, a marvelous exhibit of hundreds of incense-like sticks standing
together in a charming vessels set within the exhibition hall. Tiny incandescent
lights at their tips make us think of the glow of incense, and when you blow on
them the glow drifts back and forth, evoking the atmosphere of Japan’s Obon sea-
son when the spirits of ancestors are called forth. In this refreshing work, the grass
growing at the bottom of the containers also waves in the wind with the swaying
vessel. In spite of yourself you feel for a moment immersed in a dialogue with
nature.

Games with Light and Shadows

Simulation functions in which images identical to the actual object are produced
have been around for a long time in computer operations. The field of virtual reality
that makes use of this is expanding, and there are a number of exhibits displaying
this feature. Two works displaying light and shadows in particular stand out.
Motoshi Chikamori and Kyoko Kunoh’s KAGE-KAGE for example, is a further
development of their award-winning exhibit KAGE presented in previous multime-
dia events. This version is set up between two vertical walls. The shadows that seem
to be produced by light are in fact not real shadows; every time a viewer touches a
cone, a completely unexpected, mysterious virtual shadow leaps out in this charm-
ing work. It beckons children and adults alike to take part in this playfully innocent
shadow-play.

The other work that encourage mutual action between light and humans is
Boundary Functions by Scott-Sona Snibbe. It is a strange experience that a beam of
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light acting as a boundary line appears at the feet of two people and separates them
as they stand in the space. When the number of people increases to three or four,
then three or four boundary lines insert themselves between the people. This work
experimenting with an interface design that utilizes cognitive systems makes us
think about the psychological sense of space that tends to separate one person from
another even among friends, and the subtle psychological influences that give rise to
physical distances.

Works Inspiring the Artistic Impulse to Sketch and Draw

Emily Weil’s Screen Play is part of a developing software work. The portrait
form on a screen is reflected through a series of permutations — chalk drawing, the
outline of the silhouette, moving picture of the participant — in response to the
movement of the participant, instantly creating a “moving portrait” on a screen.
Emily is currently adapting this program to make it more directly and tangibly inter-
active to change the sequence. We are eagerly looking forward to witnessing the fin-
ished product at this exhibition.

VideoPaint Easel by Daniel Rozin, one of Emily’s colleagues at ITP, similarly
pursues a sketch-type image as it invites audience participation. When you stand
facing the canvas and stroke it with a brush made of optical fibers, you are able to
paint in any number of images selected from among those captured by the numerous
video cameras set up in the exhibition hall. Through a kind of synthesizing stroke,
you can produce one extraordinary painting after another, whether portraits or
landscapes. In this exhibit you can take pleasure in designing as you dip the brush in
the canister of virtual ingredients to select the images allocated each camera, as if
choosing a component for a painting.

The Balancing Maze Game

This maze game, MetaField Maze, is a collaborative work based on a new plan
elaborated by an MIT Media Lab graduate student William Keays and Ronald
MacNeil, a principal researcher at the previously mentioned CAVS. In the tradition-
al maze game that is currently on the market, you attempt to get the ball into the
final hole by tilting the direction of the board it sits on; this idea reappears in the
same form in this computerized version, but now utilizes advanced artificial intelli-
gence. The maze is clearly projected on the floor and the rolling ball is visible, and
when the visitor stands on the maze, the entire floor surface truly seems to tilt
toward the position where the person shifts his weight, and the ball begins rolling
toward the lowest area. As you shift your position and control the tilting of the
whole maze, you force the ball into the maze’s exit. Even though the actual floor
does not move at all, you have the sensation that it is tilting, an optical illusion in
this work featuring the experience of virtual reality. With high-speed calculations
performed by a computer, this intelligent exhibit moves the ball by computing the
center of gravity from the position of the participant; two students are taking on the

challenge of developing the interface program for this work.

Metaphors for Classical Painting

The last work exhibited is the large-scale Frammenti di una Battaglia by Studio
Azzurro. The water, sand, mound of fallen leaves, and deep bamboo grove filling
four rectangular holes dug into the floor appear quite still, and remain so unless visi-
tors intrudes sonically upon them. When someone approaches one of the holes and
shouts or claps her hands she will be surprised, for suddenly people’s bodies leap
out of the water or sand, or pile of leaves and engaged in fierce struggle, bodies
twining arms and legs around each other while slapping and tumbling around in a
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violent acrobatic display. A variety of battle scenes soon emerge from each place,
whose intensity is quite a novel in this type of media art. Actually, this is a portion
of a large-scale work shown in the exhibition Totale della Battaglia held in 1996
within the remains of an ancient castle in Lucca, Italy; here we are introducing only
four parts of a series of dozens that comprise the entire work. The Studio Azzurro
team devised and prepared this theme as an installation exhibit from a hint found in
The Battle of San Romano by 15th century Italian painter Paolo Uccello. The Battle
of San Romano portrays a battle scene with knights, horses, and weapons standing
together. With the active movements of the whole momentarily restrained, this com-
position has the psychological effect of caricature at a glance. The city of Lucca,
which commissioned the work, is an ancient castle town surrounded by high walls
that used to prevent enemies from entering in. It is said that no enemies ever
advanced within, so the town was always peaceful. The Studio Azzurro had been
fans of Uccello’s works since their student days, and was inspired by the effects of
his painting and the unique atmosphere of the castle remains. They decided to
experiment with transforming the painting’s freeze-frame movements into smooth
movements through audience participation and showing it as a video exhibit. At the
same time their work can also be thought of as a satirizing the idea of war and
peace. In this creation many actors are utilized to create scenes of naked bodies in
battle, but in this we can deduce that, from the birth of humanity to today’s high-
tech wars, it is not so much that the so-called warrior instinct is the source of con-
flict, or that in the end the quality of the machines themselves constitute war.
Rather, people’s judgments, made in the twinkling of an eye, and the speed of their
responses tell us something about the substance of war that is captured metaphori-
cally by this work. At the same time, we can also appreciate the beautiful ballet of
intertwining limbs. The collage-like video work from the Studio Azzurro creation,
projected on the walls of gigantic column in the deepest recesses of the Lucca exhibi-
tion hall, is also projected at the far end of this room. The portraits of bodies and
horses in motion, created by them and rendered as a collage from Paolo Uccello’s
original (in the Uffizzi Gallery), is also itself a work of images. Uniquely, this instal-
lation, with its references to Italian history, culture and particularly art history, rep-
resents a new approach, one in which we can sense the extraordinary potential for
nuance and complexity in multimedia art.

As you can see by the above-mentioned works on display, contemporary inter-
active art has entered the domain of our everyday consciousness, and is beginning to
develop new methods of expression related to fundamental issues of humanity, such
as time, space, language, and even behavioral psychology. From one view point it
resembles a game, but beyond this level it begins to connect with spiritual culture of
the future; at the same time, the interface design and programming technology that
support development will relate both directly and indirectly to tomorrow’s manu-
facturing and economic activity. Current opinion in the information industry, if
anything, tends toward pragmatism and shortsighted commercialism; but as we try
to figure out how humanity is to cultivate this symbiotic environment, it is now
more crucial than ever to aim for a mature sensibility and wisdom when it comes to
education and culture in the 21st century. We will be pleased if you experience this
year’s events by considering, in part, its deeper significance, its spirit of investigation
and anticipation of a future media culture.
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CHRISTA SOMMERER / LAURENT MIGNONNEAU

Christa Sommerer and Laurent Mignonneau are Artist-in-Residence at the
IAMAS International Academy of Media Arts and Sciences Gifu, Japan and
Researchers and Artistic Directors at the ATR Media Integration and
Communications Research Lab in Kyoto, Japan where they direct research on
interactive computer systems that combine topics like artificial life, complexity,
communication, interface design and new forms of interactivity. Their
interactive computer installations have been called “epoch making” (Toshiharu
Itoh) as they pioneer the use of “natural interfaces” and create a new language
of interactivity using artificial life and evolutionary image processes.

Permanent installations in collections:

Life Spacies at the NTT InterCommunication Center, Tokyo, Japan

Interactive Plant Growing at the ZKM Media Museum, Karlsruhe, Germany
Trans Plant at the Tokyo Metropolitan Museum of Photography, Tokyo, Japan
A-Volve at the NTT PLA-NET in Nagoya, Japan

Phototropy Il at the Shiroishi Multimedia Art Center, Shiroishi, Japan
VERBARIUM at the Cartier Foundation, Paris, France

HAZE EXPRESS

Haze Express is an interactive computer installation that develops the
metaphor of traveling and watching landscapes passing by through the window
of vehicles such as trains, cars and air planes. When looking at a landscape at
high speed, one does not really know very much about this landscape, how it
looks in details. The passing landscapes become mere images, accumulations
of forms, shapes and colors, like a haze of impressions.

Haze Express is an interactive journey on a virtual train where the viewer can
watch the passing images, stop them and look at their composition in more
detail. Only when the viewer physically engages in interaction with the window
of the train, can he influence the composition of these images in the landscape.
The way he moves his hand on the train window surface will influence how the
landscapes behind become composed: non-deterministic evolutionary image
composition linked to interaction will always provide new and unique image
elements that become part of the semi-realistic and semi-virtual trip through
data landscapes.

Haze Express consists of 3 compartments with one window and two seats each:
up to 6 visitors can interact simultaneously. Sitting in one of the Haze Express’s
comfortable chairs the visitor can look out of the window while touching it with
his hand. When sliding his hand to the left or right or up and down the window
surface, the images on the window will slide in the same direction, uncovering
always new and abstract landscapes composed of lights, reflections, haze and
shadows. The behavior of these elements depends on the frequency, speed
and direction of the viewer’s hands movements; through evolutionary image
composition they ultimately decide the composition of the upcoming
landscapes. The moving images can also be simply stopped by ceasing the
hands movement while remaining with the hand on the window surface. When
no interaction takes place over an extended period of time, the patterns and
forms will slowly disappear, as the landscape is directly linked to the viewer’s
presence and interaction.

Christa and Laurent
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Like our previous works, Haze Express aims for a new type of image generation,
that uses genetic programming and evolutionary image processes linked to
interaction to create a process-oriented artwork. It is no longer pre-fixed and pre-
programmed by the artists, but instead created through interaction and non-
deterministic and non-linear image processes.

Developed for IAMAS International Academy of Media Arts and Sciences, Gifu, Japan
Supported by TENRYU INDUSTRIES CO., LTD. Gifu, Japan, Central Japan Railway Company
Interface Development: Laurent Mignonneau

Space Design: Shiro Yamamoto

http://www.mic.atr.co.jp/~christa

Haze Express
1999
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TAMAS WALICZKY

Tamas Waliczky, born in 1959, works as a painter, film cartoonist and
computer-animation filmmaker. He started out by creating cartoons films and
comics (1968-74), later taught himself drawing and painting, and began
working with computers in 1983. He was artist-in-residence at the ZKM,
Institute for Visual Media in 1992, and subsequently a member of the
Institute’s research staff (1993-97) before taking up a guest professorship at
the Hochschule der Bildenden Kiinste Saar, Saarbriichken in 1997. IAMAS in
Gifu, Japan, has chosen Waliczky as artist-in-residence in 1998-99.

Focus

Focus consist of two elements: The first is a large projected image; the second
is an interface that allows the viewer to interact with the image.

Several people standing on a street, with houses on the left and right, are
projected on to a large screen. Part of the interface set up the user can see a
smaller copy of this composition. At first, the whole composition is blurry, like a
photograph that is out of focus. To adjust the focus, the user can simply touch
any part of the interface image with his or her finger. The part of the image that
has been selected will then be sharpen reflexively in the projection. Once a
subject has been picked out and focused on, the user can then display a large
scaled photography of this subject simply by pushing the button positioned on
the right side of the interface. Likewise, if the viewer wishes to return to the
main composition, s/he only has to push the button on the left side of the
interface. Picking out a person or a house on the screen interactively can be
seen as a perceptual metaphor for the way you go about isolating and
attending to an individual or an object from a mass of individuals and objects.

The second level of interacting with Focus is different from the process
outlined above. By choosing different aperture values on the interface (F 1.4,
2.8, 4, and so on), the viewer broadens the depth of field of the image, causing
neighbouring layers to become sharper. Therefore, instead of separating
elements out of a mass, the user can — by simply changing the aperture reading
—discover connections between the different parts of the composition.

The people and houses in the composition are positioned in such a way that the
friends, colleagues, or relatives of one family are the closest to each other in
depth. Therefore, by increasing the depth of field the user can find out all the
possible connections between the first person selected and his or her
neighbours in the composition. Most of the time, changes in aperture values
lead to corresponding changes on the large scale independent photos as well.
Thus, by focusing on one person in a composition and pushing the right button
at the lowest aperture level (F 1.4) , the user will usually see a large scaled
photograph of that person. By changing the aperture level to F 2.8, the large
scaled photograph of the one individual will be transformed into a photograph
with two or three persons; the original individual and his or her relatives or
friends. Again, with the aperture at F 11, the user may end up with a photograph
of a group of a dozen people.

This system works a bit like a computer game: The aim of the user is to find the
proper combinations of the focal position and the aperture value that will show
aricher and richer variety of compositions.

Tamds Waliczky
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Focus
1998-1999
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Concept: Tamas Waliczky, Anna Szepesi
Programming: Tamas Waliczky, Wolfgang Munch
Interface Development: Shiro Yamamoto

Focus was originally commissioned by “PHOTO 98: The UK Year of Photography and the Electronic
Image” as part of a series of exhibitions featuring ten international artists and asking important
questions about the nature of Europe and its changing political, economic and cultural identities.

Copyright Tamas Waliczky and Anna Szepesi, 1998-1999
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DAVID SMALL / Tom WHITE

David Small recently completed a Ph.D. at the MIT Media Laboratory with a
dissertation titled “Rethinking the Book”. He began his studies of dynamic and
3D typography in three dimensional landscapes first as a student and then a
colleague of Muriel Cooper, founder of the Visible Language Workshop. The
design of complex information environments has led him to construct novel
physical interfaces for manipulating virtual objects.

His work has appeared in “Scientific American”, “Print”, “Communication
Arts”, “the Atlantic Monthly”, “ID magazine’s 42nd Annual Design Review” and
the book “Information Architects”. He has designed interactive information
environments for such companies as IBM, LEGO and Nike,Inc.

Tom White is a Ph.D. candidate at the MIT Media Laboratory, working in the
Aesthetics and Computation group under Professor John Maeda. His work
focuses on creating new ways of communicating with computational media,
often through the design of new hardware devices. His master’s thesis
centered on anew family of interfaces known as Liquid Haptics, and the Stream
of Consciousness uses a Liquid Haptic device as its way of allowing people to
interact with the flowing words.

STREAM OF CONSCIOUSNESS

This interactive poetic garden is literally a fountain of words. Water flows
briskly down a series of cascades into a glowing pool. A tangle of words
projected on the surface of the pool float like leaves in a stream. Sitting on the
edge of the pool — but without getting your hands wet — you can control the
flow of words, blocking or stirring them up, causing them to grow and divide
into new words that are eventually pulled into the drain, then pumped back to
the head of the stream, only to tumble down again. The garden is one of the
experiments underway in the Media Lab’s Aesthetics and Computation group,
under the direction of Professor John Maeda, working to sculpt computational
media into new expressive forms.

Water enters at the back of the garden and cascades down a series of pools
until it reaches a large square pool. This larger pool is lined with crushed white
coral and here the water moves slowly until it spills out the back edge. Words
appear to tumble down the rocks along with the water, calmly pull themselves
through the shallow pool, and then magically reappear at the top of the stream
along with the water. The words mimic the physical behavior of objects floating
in a real fountain. The person sitting at the bench can interact with the words
through a special hand interface letting her stop the word flow, push and pull
words, and over time change the content of the words themselves.

The garden is built with an SGI 02 workstation, poplar, copper, river stone, a
video camera, a bladder of soy sauce and bamboo. All software was custom
written in C++ by Small & White. The research was sponsored in part by the
Media Lab’s Things That Think and News in the Future consortia.
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David Small / Tom White
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