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The Second Biennale: Towards a World Media Culture Forum

Growing a New Culture for the Multimedia Age

Anticipating the launch of the International Academy of Media Arts and Sciences in
Ogaki in April of 1996, the city of Ogaki and Gifu Prefecture jointly hosted a
World Media Culture Forum in July, 1995. The program included The Interaction
’95, an invitational exhibition of the world’s leading media artists, and a symposium
at which the impact of multimedia on lifestyles was discussed. The favorable
response in Japan and abroad has led to our planning our second international
event, The Interaction *97, which is the next in a continuing series using the
bienniale format. Today, as multimedia is bringing about huge changes in lifestyles
and international relations, we hope to encourage the growth and maturation ofa
new media culture by presenting the leading edge in interactive art.

The Future of Multimedia Culture

Interactive art, the highlight of this event, is a new art genre. In the past, art was for
its audience to view passively. By contrast, the meaning of interactive art depends on
how the audience acts upon it and enters into a dialogue with it. Examples include
packages of CD-ROMs, works that invite a global-scale conversation via the
Internet, and environmental installations with sound, visuals, and sensors reacting
to the participate’s movements, for an interactive experience that involves all five
senses. Our exhibition presents ten large-scale installations by more than 10 artists
from many lands. Interative art is still a young genre with relatively few practioners,
but interest in it is rising throughout the world, We hope that you will take this
opportunity to visit the exhibition, and, by engaging in an active dialogue with the
works there, give some thought to the potential interactive art offers.

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
Thanks to: Hiroshi Kanechiku (O.N.T.,Ltd.)

Graphics: Yasuhito Nagahara and the Nagahara Office
Construction: Yoshihara Kobo Co.,Ltd.

Supported by: Ministry of Foreign Aftairs, Ministry of Education, Ministry of Agriculture, Forestry and Fisheries,
Ministry of International Trade and Industry, Ministry of Transport,

Ministry of Posts and Telecommunications, Ministry of Construction, Ministry of Home Affairs,

National Land Agency, Canadian Embassy, Consulate General of the Federal Republic of Germany,
American Center Nagoya,

Cooperation: Nihon Silicon Graphics - Cray K.K., Apple Japan, Inc., Sony Corporation,
SANYO Electric Co.,Ltd., Nissho Electronics Corporation,
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An Invitation to Interactive Art
Itsuo Sakane

Welcome to the world of interactive art !

If this is your first experience with interactive art, we want to say plunge right
in. Touch the works on display. Use your body. Enjoy interacting with the art.

Those of you who came to The Interaction 95 last year enjoyed a wide variety
of remarkable events. You made music with your bodies. You drew artificial life
forms and saw them swimming in water. You talked with the image of a beautiful
woman. The interactive art you will experience this year is even more startling.”

The first thing you will notice about this year's displays is how the range of
subjects and themes in interactive art has grown. There are works in which you
can expand your perspective to interact with a world as wide as outer space. There
are others that take you ro realms of more subtle responses of the human senses.
Some even let you parricipate tactilely. There are works invoking metaphorical
meaning and meditation by means of time-space relativity, or an association
between image and language.

All over the world, new interactive art is being created. This cuts across such
conventional art genres as performance, music, environmental sculpture, and
public art. These new art forms synergistically combine image, sound, text,
architectural space and the human body in a multimedia art that offers a
comprehensive, total body experience.

Where, then, in the long history of humaniry did interactive art originate?
And where is it going? What meaning does it have in the culture produced by
human creative behavior? Turning back for a second look at The Interaction 95,
let us consider those questions.

The History and Genealogy of Interactive Art

In a narrow sense, interactive art was born when the computer made possible
a new type of art in which the audience could participate. It began attracting
attention in the late *70s and early ’80s, when the computer’s ability to perform
calculations at high speed made it possible to create interfaces that link the human
body or motion of the hands and feet to the images and sounds used in the work
of art. Toward the end of the ’G0s, artists and media technicians had already
begun to experiment with using these capabilities to create interactive works.

If, however, we re-examine the creative behavior of artists themselves, we find
that works of art emerge from a dialogue between artist and subject. When the
finished work is put on display, members of the audience exercise their own power
of imagination to absorb the meaning and emotion it conveys. In this broad
sense, all art assumes interaction. In, medieval paintings, for example, we find
examples of illusion and hidden meanings that can only be understood if the

viewer actively works at deciphering them. In creating these works, the artist often
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began with his own fascination with such devices while remaining conscious of
his audience. In this century, the works of Magritte and Escher arouse interest by
posing puzzles to those who view them. In their use of metaphors to evoke a rich
internal dialogue, they resemble contemporary conceprual art. In a broad sense,
they, too, are interactive art.

According to Regina Cornwell, a media art critic who lives in New York, the
roots of interactive art can be traced to the works of Marcel Duchamp in the "20s
and ’30s and to happening art in the *50s and 60s. Of course, in tracing the roots
of interactive art, which invites viewers to use their own subjectivity, we cannot
overlook the new art movements that emerged in the ’50s to challenge traditional
authoritarianism of art by involving and, thus, ceding power to the audience. In
the '60s, when McLuhanism was in full flower and people had begun to recognize
the new power of the media, new hope emerged that through participation we
might rediscover the world for ourselves through our own senses. Revolutionary
new forms of participation were seen in science displays and art museums, where,
traditionally, exhibits had been locked in glass cases and could only be viewed .
Now value was placed on the audience’s ability to interact more freely with the
exhibits and rediscover the world for themselves. This movement, too, may have

helped to propel the emergence of interactive art.
The Game-Like Qualities of Interactive Art

In interactive art, because the work only becomes meaningful through free
participation by its audience, the value of the work and the artist’s authority may
be obscured. The charisma associated with classical forms of art tends to be lost.
Since the work is enjoyed in a manner similar to enjoying a game, the artist’s
presence is hidden and does not draw attention.

There are several similarities between interactive art and games. In the case of
interactive art in the narrow sense, the art that blossomed in the ’80s by
combining computer and interface can be said to be the direct offspring of new
media technology made possible by the computer’s appearance. According to
Cornwell’s comment on history, we find that during the '60s, the milicary
supported the development of advanced computer technology, creating an
environment in which hackers, following their own curiosity, first developed
time-sharing and then personal computer technology. Then, they developed
video games, further expanding the possibilities for participation and thereby
created the roots of interactive art. Art and the games were siblings. Cornwell
notes, however, that even though they share common ancestors, the objectives
and values embodied in interactive art, which were born of a liberated
consciousness, are clearly different from those of the current video games, whose
values are based on the marketplace. In the way that they attack their objectives,
making struggle, victory and success their pattern, video games have developed in
ways that directly show their military origins. In contrast, interactive art aims to
free the imagination of its audience by providing an infinite number of ways to
participare. This is its greatest difference. More than battle games, interactive art
resembles games in which the objective is self-discovery. They show a creative
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spirit, such as that of the LOGO language invented by MIT’s Seymour Papert: a
spirit which allows children to discover their own powers as they learn about
computers through play. In this respect, says Cornwell, interactive art is a nearly
ideal form of education.™

Of the works on display at this exhibition, many offer the same kind of
enjoyment as games. SimTiunes, created by IAMAS’ artist-in-residence Toshio
Iwai, was released late last year by an American company. It is, indeed, a game
released on CD-ROM. It is, however, totally different from the usual shoot’em -
up game. It is a game thart allows its players to create an infinite amount of new
music, expressing their own personalities. In this respect it is quite similar to

interactive art.
Progress in Interactive Art

As described here, interactive art in the narrow sense depends to a greater or
lesser extent on computers and interfaces. Thus, the progress in digital
technologies on which it is based cannot be neglected. By using digital darabases,
the same work can be brought to life in many different media. For example,
Portrait One by Canadian artist Luc Courchesne was shown as an installation at
The Interaction '95. It is now a CD-ROM. Works by interactive art pioneer
Jeffrey Shaw clearly show this same evolutionary process. In 1989, when the
exhibition “Introduction to Interactive Art”, sponsored by Kanagawa Prefecture,
was held at Kawasaki City’s Kanagawa Science Park, Jeffrey showed a new work
called Alices Rooms™ I was the curator of the exhibition. Jeffrey and I collaborated,
using the same concept in one of Alices Rooms, which scemed to grow larger as you
entered it. We used a two line poem by the poet Shuntaro Tanikawa, written in
large characters across two walls of the room. This poem, “HUOM OV ELD T
LB LT OME, BEOMHICE kb DAL % 3 258 (With a stroke of the
joyful stick, Appears your own personal chamber/ Within a vortex of the Galaxy,
Discover the eternal coordinate of your own)” was stored in a database and
subsequently used in several other works as well. Finally, it also appeared in The
Virtual Museum. The principle of the rotating table used in Alices Rooms in 1989
was later used for the rotating stage in The Virtual Museum and has also been
developed further in this year’s exhibit, Place—A User’s Manual.

In 1989, Toshio Iwai presented Man-Machine-TV, No. 1-8. Since then, he has
successfully developed new ideas in the interactive arts, which has made him one
of the most advanced artists in this field.

Phototropy II, created by Christa Sommerer and Laurent Mignoneau is a more
advanced version of Phototropy, the work they presented two years ago at ARTEC
in Nagoya. At The Interaction '95, they presented A-VOLVE, based on the
evolution of artificial life. With each new exhibit, they improve the software,
adding new functions to take advantage of new, faster computers to enhance its
interactivity with the audience. Interactive art, then, is more than interaction
between the artist and audience alone. It is a ceaseless process of creative
rediscovery by the artist himself as he develops new works. In this respect,

interactive art is quite different from conventional art, which once completed,
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enters the museum and is frozen forever. Through participation, it offers
unlimited opportunities to unleash human creativity and thus approaches an
ideal form for education.

It is not intended to nurture human resources which are used to produce
video games to satisfy the market. By unleashing the richness of human creativity,
it provides a higher level of media culture. In this respect, interactive art is already
becoming important. It holds within it the potential ro ignite the consciousness
which will define tomorrow’s humaniry.

How to Enjoy This Exhibition

In the works on display at this exhibition, we see the breadth of the world that
media art takes as its subject. One example is a group of works that invite
interaction with outer space imagery of our Globe and planets. Another is a group
of works that appeal to delicate senses, especially touch. Between these two
extremes lie magical works in which time and space, virtual and real images are
mixed. There are also works that have as their themes the growth of living
organisms and environmental issues. In this wide variation we see the evolving

consciousness of artists who live in this Age of Information.

Outer Space Imagery

For example, there is Berlin's ART+COM’s T-Vision. By turning a large
trackball in the palm of your hand, you can turn the image of the earth on the
screen in front of you. You can zoom in or back off to see it from space. That’s not
all. As you close in on various places around the world, you can enter buildings
and penetrate their inner recesses. This display is a new, more advanced, multi-
dimensional version of filmmaker Charles Eames’ Powers of Ten, wherein a single
lens zooms from the interior of an atom to the depths of outer space.

Myron Krueger, a pioneer in interactive art, has been very producrive since
the ’60s. Here, by opening your hands around a small planet, you can fly higher
or lower, in a work that feels very much like a game. The audience can participate
from two separate locations so that while circling the same planet you can enjoy

seeing a friend.

Space-Time Interactions

When you look into the hall, what strikes the eye is Jeffrey Shaw’s 9-meter
diameter surround screen. While standing on the revolving stage in the center,
you will see 11 coliseum-shaped worlds displayed on the map on a liquid crystal
video camera monitor. When you approach the world of your choice, you can
zoom in to examine the interior. That world is then displayed on the screen
around you. As you zoom in and zoom out of one world after another, you do,
indeed, feel like Alice in Wonderland. When you speak into the tiny microphone,
it responds in English. The words are those of James Joyce and take the form of an
infinite number of different poems. The words are linked to the virtual world in
which you are standing, and the experience has a literary and metaphorical flavor
that is different from the usual sort of trip.
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The relationship of time and space is also a theme in the work of Jim
Campbell. Here, images of visitors are captured by a video camera, then slowly
transformed as the time displayed on the clock changes. The result is an uncanny
sensation of time passing.

In Canadian Henry See’s work, Regard, you enter a room where a man is
sitting in a chair reading a book. Depending on where you stand and how far you
are from him, he will respond to your gestures in a form of wordless
communication. The way this work makes use of space is striking.

Touching Games

At the opposite extreme from the works that use outer-space imagery is
another group of works that appeal to the five senses, especially the sense of touch.
Monika Fleishmann’s Liquid Views is one example. When you approach the
monitor, your face is projected on flowing water. When you touch the screen, the
water ripples and the face moves. It reminds us of the ancient Greek myth of
Narcissus. Another work that invites participation by using your hands is
Canadian Thecla Schiphorst’s Bodymaps: artifacts of touch. A white velvet cloth is
spread on a table about the size of one Japanese tatami mat(6' x 3"). In the image
projected on the cloth, water seems to flow across the table. In the water is the
shadow of the artist lying down. When a visitor touches the table, the shadow
changes in subtle ways, depending on how it is touched. A faint, then changing,
sound is also heard. This highly stimulating and imaginative work makes me
forget that there is a computer and sensor working away in the background.

Mixing the Virtual and the Real

Another group of works allows us to rethink our perspective on the mixing of
illusion and reality. One example is Masaki Fujihata's Beyond Pages. On a desktop,
the image of a page from a large book is displayed. If you touch the apple that
appears on the page with a special pen, you hear the sound of the apple being
eaten. As the page turns, it gets smaller and smaller. Then, when you touch the
light switch, a real desk lamp turns on. The feeling created by this mixture of the
real and the virtual reminded me of the time I was startled by the magic of
Czecho’s LATERNA MAGIKA at a world’s fair a long time ago.

In Christa Sommerer and Laurent Mignoneau’s Phototrapy I1, one sees a very
large screen.When a flashlight is shown on the screen, the image of cocoons and
eggs appears. If these images receive enough light, butterflies and dragon flies are
born, grow, and then fly around. This is the latest in a series of works whose
theme is the evolution and artificial life.

The Interaction of Art and play

There are also the interactive arts giving the audiences the joy of play and
creation. Toshio Iwai's Violin - image of strings is one of those inspiring works.
This new work bears a resemblance to Piano-as image media, which Iwai
presented at The Interaction ’95. Here, again, visitors mix music and a bow across

the strings, the visitor extends a finger and touches the touch sensor, the image of

14



the finger is superimposed on the violin. A beautiful beam of light springs from it
and dances over the strings, synchronized with the violin’s music. As you change
the movement of your finger over the sensor, new combinations of image and
music are born, You become, in effect, a composer, participating in creating a
work in which sound and image are combined.

Last December, at the Art Tower Mito, Iwai and pianist Sakamoto Ryuichi
collaborated together to give a performance. On the stage, a giant screen was
stretched between two concert pianos. The performance was a mixture of music
and image. A beam of light sprang from Sakamoto’s piano and danced across the
screen. When it touched one of the other pianos, it, too, began to play. Its theme
was free participation in creativity and discovery, which is present in all of Iwai’s

WOIk.
Toward the Expansion of Interactive Art

As you can see, many works of interactive art use this playful spirit to bring
the audience into participation in the richness of self-discovery. In this respect,
interactive art transcends conventional genres of art. Because it is connected with
the broader human reality and the joy of discovery, it should be seen in the
context of Caillois and Huizinga’s ideas of play as a basis of culture. In it one
seems to have stepped away from the traditional elitist ideology of art, in pursuit
of something that is at once both cultural and concerned with human survival.
From the perspective of interactive art, we sense at last a development in the social
and ethical character of art, awareness in which art is linked to the continued
existence of the human race.

In this way, too, the meaning of contemporary interactive art has also
transcended the stage of games and media and is linked to such basic human
concerns as time, space, language, gesture and the psychology of behavior. This
consciousness is linked to the sense of reality which one experiences. At the same
time, it also touches historical perceptions that connect it to the past. In the
future, interactive art will always be changing, transcending the times in which it
appears and returning to basic human concerns. Of this we can be sure.

Notes

*1. Catalog for Interaction '95: Introduction to Interactive Installations,
published by the IAMAS Project Planning Office, Gifu Pref.

*2. Regina Cornwell, “Interactive Art and the Video Game: Separating the Siblings,”
CAMERAWORK: A Journal of Photographic Arts. Vol. 20, No. 1, Spring-Summer 1993.

*3. The Science and Arts of Wonderland, a catalog
published by the Kanagawa Prefecture Art & Science Exhibitions Committee.
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- ART+coM

: ART+COM is'an |nterd|suplmary group concerned with the. |ntegratlon of
computer.technology, communication.and desngn :

. ART+COM was founded in 198_8 as a cenfre for computer-aided design and -
communication, with the intention to' promote:co-operation between science,

- design and/education. Since 1988 ART+COM has established itself as a melting
" pot:for.new ideas and new:technologies, where specialists'from the Arts, from

‘Science and from industry;come together to combine their, ideas and goals. The

method: of working at' ART+COM is characterized by‘an openness towards:new

projects and novel approacheS, the readiness to question old patternsiand ways:

_ ofthlnkmg and the ablllty to speed up.com plex development processes
~ T-VisioN (TERRAVISION)

‘WithiT-Vision, ART+COM tries to establish/a virtual representation of the whole
earth'as a general interface to'organize, to'access andito visualize any.kind of
~information. The virtual representation:of the earthis generated out:of hlgh &
resolutlon zD satellite i lmages and3D altltude data. :
T-Vision specific concept of seamless Iinksrbetween' differentlevels of detail
allows the continuous zooming from a global view down to recognizable
“features of.only a few centimeters:in size. On the virtual globe; any kind of
geographically related'data can be visuallyiincorporated.”

Because of the impossibility. of locally:storing:and constantly updating allithe
high resblution.data necessary for.such'a visualisation application, the
Terravision project is based on the concept of a transparent and world-wide
ATM:broadband networked data bank. By approaching a‘geosraphical region, -
the system automatically establlshes an 'ATM connection to the server.which'
provides the most up.to date and highest resolution data required: for the: ]
currentifield of view. This data is integrated unobtruswe[y in the user's'system

~ onthefly.

_ For the. nawgatmn on the wrtual globe. a special T-Vision user mterface in the
formof:a large, real globe was developed With this, the user has.full control
OVer. whlch |nformat|on to wew, atwhat time and E wh|ch [ocatmn : >

'T-Vl’sion is an exan_‘lple of information spatialization, and it shows-impressively'
“the power of the paradigm ofispatial access'toinformation. It is:aniinteresting
research topic:to:figure out the principles which allow one to generalize this
from geographlcal structures to arbitrarily organized InfDl’matan and
knowledge : : :

T-Vision is a broadband appl.lcatlo'n research project.realized 'by: ART+COM,
Berlin, financed by DeTeBerkom, Ber[m and supported by Weathernews
Tokyo ; : ; : :

Credits

. Contentand event management: Gerd Grueneis

Project management: Steffen Meschkat: ;

Hardware (EarthTracker, interface): Joachim Sauter. % -

Software Architecture: Axel Schmidt’ i y ;

- Other Contributors: Andreas Bogk, Axel Kilian, Dirk Luesebnnk F‘avei Mayer
Dirk Naepef Dieter Sachse ;
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MYRON KRUEGER

Myron Krueger was thefirst artist to focus on interactive computer art as a
composable medium. In the process, he invented many ofithe basic concepts of
virtual reality. He pioneered the development of unencumbered, full-body:
participation in computer-created:telecommunication experiences and coined
the term ‘Artificial Reality’ in 1973 to describe the ultimate expression: of this
concept.

Dr. Krueger earned'aBA'in liberal arts from Dartmouth College'and'MS and'PhD
degrees from the University of Wisconsin. His 1974 doctoral'dissertation
defined human-machine interaction as an art form. It'was.later published as
Artificial Reality.(Addison-Wesley, 1983); and significantly:updated as’Artificial
Realityll (Addison-Wesley, 1991).

Since 1969, Dr. Krueger has created interactive environments'in which the
computer perceives the visitors’ movements:through sensory floors and video
cameras and responds though'electronic sounds and environmental scale
displays. His:\VIDEOPLACE exhibit 'places visitors'in a computer-generated
graphiciworld, inhabited by other.human participants and graphic creatures, in
which the laws of.cause and effect can be composed from momentito'moment.

Dr: Krueger's'work has been funded! by boththe National Endowment for. the
Artsiandithe National'Science Foundation. In'1990, he received the first Golden
NICA from:Prix Ars Electronica foriinteractive computer art. He has'also'received
awards from the scientific community for his work. :

SMALL PLANET.

We all' know:that the earth'is round'and'that anyone who'ever thought
otherwise was ignorant. Butiin fact, we have no first-hand experience that tells
usithat this is true. We'simply take the scientists’ word for:it:

To make being on a sphere palpable, this environment: shrinks'the world to a
scale that can'be circumnavigated very quickly. Participants stand'inifront.of a'
large projection screen depicting a realistic three-dimensional'terrain. The
projectioniscreen s a portaliinto that:world. Participants are able to move
through'that terrain by pretending to fly exactly as a child wouldiby:holding
their hands out from their. sides'and leaning inthe direction they.want to'go.In
addition, they can control'their altitude by raising or lowering their hands.
When they lower their hands, they descend toithe surface. When they raise their
hands, they ascend-up:to‘the level of the:mountain tops.:|f they keep'their
hands elevated, they soar up'into space and see for the'first'time that the
terrain that they were exploring is really.the'surface of.a/planet.

Flying around this world is very satisfying by'itself, because the' means of:
navigation is so'intuitive. Since this is a planet, if participants continue flying in
one direction long enough, they will come backito the place they started from.
We have constructed the world'to make it interesting to explore. At times,
participants will'see a spherical object with a cape trailing behind'it flying near
them. The sphere is controlled'by another participant in'another identical
installation.
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JEFFREY: SHAW

23 October 1944, Melbourne, Australia.

1963 Architecture at the University.of Melbourne
1964 ArtHistory atithe University.of:Melbourne
1965 Sculpture at the Brera Academy,of Art, Milan
1966 Sculpture at St Martins School of Art, London

Since the'late 60’s, |effrey Shaw has'pioneered the use of interactivity and
virtuality'in his-many art installations. For many years he was living in
Amsterdam where he co-foundedithe Evenstructure Research Group(1969-81).
At present Shaw/is director of the Institute for.Visual'Media‘at the ZKM Center
for Art and Media'Karlsruhe.

Since 1995 Professoratthe ACADEMY OF DESIGN KARLSRUHE.

Selected'Works:

The Virtual Museum_ ‘Das Belebte Bild!, Art Frankfurt, 1991
Dissapearance ‘The Binary Era‘; Musee d’Ixelles, Bruxellesi1992
Eve ‘MultiMediale'3?, ZKM Center:forArt and Media, Karlsruhe'1994
The Golden Calfi‘Ars Electronical, Linz 1994

Place-A User’s ManualTrigon Personalet Neue Galerie, Graz 1995

PLACE-A USER’S MANUAL

This:work extends the tradition of panorama painting, photography and
cinematography inithe vector ofisimulation andivirtual reality. A'rotating
platform with three video projectiors allows the viewer.to interactively rotate his
window ofiview around a circular projection screen‘and solexplore a virtual
three dimensional'world'constituted by'an emblematic constellation of
panoramic photographic landscapes.

The projected sceneryiis constitutedby eleven cylinders\which'are photographs
of landscapes made with a'special'panoramic camera in:various: locations:-
Australia, Japan, La Palma, Bali, France, Germany, etc. Theiground on which
these panoramas are positioned'is'marked! by a diagram of.the Sephirotic Tree
ofithe Later:Qabbalists. The place of each panorama connects theivisuallidentity
ofiits scenery.with the signification of its location.

A'microphone onitop ofithe/interface camera picks up'any sound that the viewer.
makes, and'this'controls'the release of:travelling three'dimensional text within
the projectediscene. Quoted from various sources, these texts offer:a discourse
around issues ofiplace and language. Whilst the letters originate in the center.of:
the screen, their'physical arrangment'in the virtual space is‘dynamically
determined by the viewer!s movements. After'some minutes they become more
and more transparent untilithey disappear, comprising a tracery.of something
said that temporarily. marks each viewer’s presence in this work.

- Credits

Software: Adolf Mathias

Rlatform: Huib Nelissen

Computer: Silicon Graphics Onyx.RE2

Camera interface: Bossinade Lightworks
Production: Neue Galerie Graz and ZKM Karlsruhe
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Jim CAMPBELL

Jim Campbelliwas born'in:Chicago in'1956 and now lives in:San Francisco. He
received'2 Bachelor ofiScience Degrees in'Mathematics and Engineering. He has
showninternationally‘andithroughout North'America in'institutionsisuch'asithe
San Francisco Museum of Modern Art; the Carpenter.Center, Harvard University;
The Power Plant, Toronto; and the‘International'Center for Photography, New
York. His'work'is included'in:the collections of the San Francisco'Museum of
Modern Art; thetUniversity Art. Museum at Berkeley; and that of Don Fisher of
the Gap Corporation. In'1992 heicreated one of:the first:permanent public
interactive video artworks: in the U:S: iniPhoenix; Arizona. He has'lectured on
interactive'media art.at many institutions, including the Museum of Modern Art
in'NY.

DIGITAL WATCH

Digital' Watch. (1991)/is an interactive video.installation that allows the viewer:to
go back and forth between a real time world and a'delayed and discrete time
world. A magnified real'time clock movementi controls:the:motion of the viewers
when their image is seen inside the face of the 'watch, but outside'the face of:
the watch the motion'is live like'a mirror. The installation consists of a camera
pointing at a functioning:wind-up pocket watch, a’second camera; pointing at
the viewers'and a'large 60 diagonalivideo'screen. The image on the screen isa
close up ofthe pocket watchimixed with the live image as follows: Ifithe viewers
see themselves outside the area‘of the watch, theirimage is live, butiifithey.
move so that their position’is'superimposed withithe image of the watch;, then
theirimage is seen inidiscrete‘time 1 second'intervals with'the new images
occurring inisync:with the beat of the'second hand on the watch. These'discrete
images are also delayed'by 5 seconds. As a consequence: of this'delay, the
viewers feel as'though they no longer have control over the movement of their
bodies, i

Equipment:

60 rear.projection video,monitor, wind up pocket watch,
2 b&w:video cameras and custom made electronics.
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Above: Salina art center, Kansas, 1996
Below: San Francisco Museum of Modern Art, 1992

30



Digital Watch
1991
Salina art center, Kansas, 1996




HENRY.SEE

When lidiscovered!the Macintoshiinithe: mid-8os, | thotght it might be the tool
formaking film-like/creations: HyperGard made that'a reality.

From 1987 until 1994 | produced a'series of hypermediaiworks (The!Glenn Gould
Profile, A' Memory.Project, The Odyssey, and!B*rbie’s Virtual: Playhouse). Each
ofithese works contained 'some element oftcriticism;ofithe medium. Ten years
later, hypermedia is called'multimedia‘and has gone;to/Hollywood. Now.it costs
a lot of money and takes a'team of people.

I'have! always resisted/the'idea that we'need'to'use the latest andifastest
computers and software to:make these creations. If\we don't take the time to
master our.tools, then:we'are never: really - writing with'them. One:must make
the decision to'stay:withione’s toolsilong enough to explore themiinidepth:

Computers areifascinating because they are the ubiquitous technology of our
age. They have become our model for understanding ourselves, the metaphor
by which'we measure ourselves. Butthey are only:a'metaphor. The brainiis:like
a computer;ithe brain'is not'a computer. Too many people  forgetthis distinction:

In‘January 1995, |libegan \workingin'aresearch centre in'/Montreal on'information
visualization'and personalization adapted fto:the Internet. With'the closing of:
the centre'in the'summer of 1996, our research team!formed a company,
Merz.Com (http://www.merzcom.com); to.commercializejour software, a series
- ofJava-based information organization tools.

REGARD

A'man!sits'reading a book. He llooksfup briefly ‘as‘you enter the'room. He
continues'reading. How!he reacts subsequently. depends upon how:you move
through'the room. ;

In Regard, | wanted to'take a few simpleivisual'elements and see how: their
recombination could developinto;a'more complex levelof dialogue, a'dialogue
without'words. The parameters ofithis dialogue are those ofi public'and private
space. If you'transgress the figure!s private space, he will react'in one fashion; if
you respect his'private space, he reacts/in another.

Actor:Pierre Lebeau, well-known'in'Quebecand!in Europe through'his work with
the Théatre Ubu, brings hisientire body into play. From facial grimaces to
sweeping gestures, Lebeau creates a/figure at times curious, at'times playful, at
times menacing,

As in'my. other.work; l'am interested in the appearance of: intelligence which
computer creationsican invoke. By building a coherent world, based upon
simple rules, we can create the'illusion of intelligence..Understanding how:this
illusion succeeds can'help us to/pose necessary questions when confronted
with systems which disclaim the'illusion.
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MoONIKA FLEISCHMANN, WOLFGANG STRAUSS, CHRISTIAN-A. BOHN

Monika Fleischmann (born 1950) is a research artist and-head of.computer art
activities at GMD!s Institute for. Media. Communication’in Bonn, Sankt Augustin
Germany. In 1988!she was co-founder: of‘Art+Com, Berlin, Her. multidisciplinary.
background (fashion design, art and drama, computer. graphics):made her.an
expert'in the world of art, computerscience and media technology. Her:body of:
work includes Home of:the Brain, (Golden NicalofiArs Electronica, 1992); Liquid
Views (1993) is'seen as one of the masterpiecesiin'Media Art. Ini1993 she was
nominated for.the Unesco Award.

Wolfgang Strauss (born 1951) is an architect'andmedia-artistin thefield of
“Virtual Architecture” and “Interface Design®. Founder of *Virtual'Worlds
Studio’in Briey, France at the Centre de Recherche Corbusier, co-founder:of
Art+Com, Berlin. His artistic work = includes Berlin—Cyber City, Responsive
Workbench, Rigid Waves amongst other interactive environments. Strauss is a
guest-researcher.at the GMD-Institute for Media Communication:

Christian-A. Bohn (born‘1963) studied'computer science and is responsible‘for
Scientific Visualization, Neural'Networks'and Virtual:Reality at:GMD. He
developed a speech and’gesture recognition system:as a natural interface for
interactive virtual environments:like the Responsive Workbench or the Spatial
Navigator.

Liquip VIEWS - TOUCH AS VISION
NARCISISSM — FROM FRESCO, PAINTING TO VIRTUAL REALITY.

Narcisissmiin the mirror of society deals:with'self-reflection and self:
knowledge. Narcisissm in the mirror of art'can be traced back to:the originally
mythologic narcissistic figure which since antiquity has been interpreted:as a
parable for'self love - documented in Fresco Paintings in:Pompeii.

In Ovid’s: Metamorphoses, he speaksiabout the dialectic of identity and
difference, contrast and assimilation metaphorically'in the figure of Echo'and
the pond'in which'Narcissus'mirrors himself.: A‘mirror, by inverting reality;and
showing something that is there and not there, raises the same problems of
presence and absence.

Then the motif of Narcissus disappeared:for.about a 1000 years'from the
artwork, and'it'was picked-up again in‘the Renaissance. “Narciso, painted by
Caravaggio, is a young man addicted to the ecstacy of:his reflection on the
water. The “spot like* illumination from'different directions on people‘and
materials.is known today from film and theatre.

In'Rigid Waves and Liquid Views (Fleischmann, Strauss, Bohn, 1993) media
narciss'experiences reality.as'boundless. The spectator’s transition into'another.
world happens through touching their:own:fictitious:body. Touch'is the
interface’into the virtual world and the mediator of different languages and
perceptions. Both'interactive works create 'new ways in men-machine-
communication. To'touch a‘water surface, to influence a mirror are reactions
which correlate with reality. The interface with the machine’is imperceptible.
Through these elemental references, the works become Virtual Reality.
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THECLA SCHIPHORST,

Thecla Schiphorst'is a computer:media artist, computer systems designer,
choreographer, and 'dancer. She is a member of the design team that
developed: Life Forms, the computer compositional tool'for. choreography, and
has been warking with theiworld renowned choreographer, Merce Cunningham
in New York City. She has an interdisciplinary:M-A. in'.computer compositional
systems from SFU, and undergraduate degrees in dance and computer,
systems. She is currently Choreographic Consultant and Artist in Residence at
the: Computer Graphics and Multi-Media Research Lab at SEU where she is
exploring the use of'motion capture and'gestural’input as a real time interface.

Thecla'is also'the Artistic Director of the award:winning Cunningham multi-
media Archival'Project entitled'immerce. This enables the work of Merce
Cunningham'and'John Gage to be explored and!navigated using an'interface
metaphor which aligns'ideas of movement, the body, and the artists’ process:'to
mechanisms for interactive selection. This piece has won three first place
festival'awards at the International Digital!Media /Awards Festival, and has been
shown'at the ARC awards in Los Angeles.

BODYMAPS: ARTIFACTS OF TOUCH

Bodymaps: artifacts of touch'is a computer interactive sound and video
installation. It confronts views of interactivity and questions technological
interface mappings which typically'require a point and'click or: literal’ language
of experience that supports notion of “ownership® and*dominance? over. This
waorl invites relationships through an:experience grounded in proprioceptive
knowledge, skin sense feeling, listening through touch, seeing through hearing,
togetherintegrated through'attention:

The piece uses a specially designed sensor surface, with 15 Electromagnetic
field sensors embedded beneath it operating very much like'1s5 theramins, and
8 force sensitive resistors which can detect touch, pressure and:the amountof
force applied to the surface.

Together these'sensors lie beneath a white velvet surface upon which'is
projected the images of the artist's body and'that of her son’s. The surface
yearns for.contact and touch. Its'rule'base is .complex, and subtle, impossible
to decode, its effectis disturbing, erotic, sensual and'subjective.

Images ofithe body are'stored on videodisk. The'body:ofithe artist [and a
digitally represented body]'are projected onto a horizontal planar surface, The
surface is covered in white velvet creating a sensual and unexpected texture
whichileaves “traces” of the hand!prints that are left' behind. As the viewer
places his hands closer to the surface or skin of the installation, a complex
soundscape responds to their proximity, and'movement.: The image shudders.
The viewer becomes participant through the sense of touch. There is no escape
from entering the “third space” between objective seeing and subjective
feeling.

The intention of the work is'to subvert the'visual/objective relationship
between'the object'andithe eye, between click and/drag, between'analysis and
power,. to create a'relationship betweeniparticipant and technology that
transgresses rules of ownership'and objectivity and begs questions of:
experience, power, andbeing. :
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Thecla Schiphorst
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Bodymaps: artifacts of touch
1996

Credits

Design, Video: Thecla Schiphorst

Production Director, Programmer: Grant Gregson
Sound, Programmer: Ken Gregory, Norm Jaffe
Sensor System: Infusion Systems Ltd.

Physical Design: Hanif Jan Mohamed

Camera: Carla Elm
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MASAKI FUJIHATA

1956 Bornin Tokyo.

1975-1979 Tokyo University'of Arts, B.A.

1979-1981  Tokyo!University of Arts, M.A.

1982-1984 Member of Computer Graphics division, SEDIC Inc.

1990- Associate Professor, Faculty of Environmental Information;
 Keio University

Exhibitions extract':

Remoyable Reality— Installation with Kei’ichi IRIE, ‘Spiral:Hall’, Tokyo, 1992
Impressing Velocity‘ICC gallery?, Tokyo, 1994

organizing exhibition “TheiFuture of the Book of the Future?, 1995

" Global Interior Project #1. ‘InterCommunication 952, Tokyo, 1995

Global Interior Project #2, BeyondPages,

‘Siggraph, The Bridge/ArtShow!, NewOrleans,

‘Ars Electronica’, Linz, ‘DEAF, Rotterdam, 1996

Prizes:

1983 Mandala 1983, computer animation
Grand Prize recieved from VIDEO CULTURE CANADA Toronto
Harbor-Front, CANADA

1996 Global Interior. Project #2, Interactive Shared VR
Golden NICA recieved from ArsElectronica Linz Austria

BEYOND PAGES

In‘a fitful exhibition of virtual'domains at ISEA 96, of all the worlds on show, |
would want toilive in‘Masaki Fujihatals Beyond Pages. It is'notiits evocation of
childish-wonder, nor.the classicism of its decorous symmetry, but that in
Fujihata’s installation'delight, formaliperfection and intelligence meet at the
threshold of a passionate engagement with the world beyond'the'interface. The
natural'world — apple, stone — is folded in beside the common artifice:— door,
light'— and between them'sits the mark of the unnatural human, gate ofthe
super-natural, coreof the book;, writing.:

The data projector.loadsiimages of a leather bound tome onto a tablet whicha
light peniactivates, animating the objects namediin it - stone, apple, door, light,
writing.

(omitted)

Language even at its most foreign, straddles the divide between the otherness
of nature and the familiarity of artifacts. It makes the strangeness of:stone as
familiar as the alienness of the!light switch. We appropriate toourselves
unfamiliar:familiars, the.amazement we should always feel'in front of apples,
the joy in manipulating what is'no part of us, just as the child coaxed by the
lightpen delightsiin the efficient magic of.the hinge. What makes the door swing
openis thefulcrum of the word. Here we!learn'that a task for multimedia'is not
the simulacrum of the'moving image but the renewal of literature, a language
through whoseigaps thelight gets'in. (SEAN CUBITT)
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Masaki Fujihata
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Beyond Pages
1995




CHRISTA SOMMERER [/ LAURENT MIGNONNEAU

Christa Sommerer.born 1964 in.Gmunden, Austria, studied Biology at:University
of:\Vienna and'Art & Modern Sculpture at Academy:of Fine Arts Vienna, Austria
Laurent Mignonneau born 1967 in'Angouleme, France, studied Video and
ComputerArt at Academy of Fine Arts Angouleme, France

Collaboration since 1992: .

Exhibition extract:

April, 1997

‘ICC Museum’, permanent collection, Tokyo

‘Media Museum of the ZKM', permanent collection, Karlsuhe
Inter Act ‘Wilhelm'Lehmbruck:Museum’, Duisburg
Jenseits von Kunst, ‘Neue Galerie?, Graz

1996

‘Ars Electronica Center’, permanent collection; Linz

3D Vision ‘Tokyo Metropolitan Museum of:Photography’,
permanent collection, Tokyo

A-Volve ‘NTT Tokai’, permanent collection, NHK'Nagoya

Prizes:

1995 Inter Design Award at Japan!Inter Design Forum, Tokyo, Japan

1995 Ovation Award atiInteractive Media Festival, Los Angeles, USA

1994 MultiMedia’Award at: Multi'Media Association, Tokyo, Japan

1994 Golden'Nica Awardat Prix Ars Electronica’94 for.Interactive/Art, Linz

PHoTOTROPY I

Phototropy: is a biological expression describing the force that makes
organisms follow the light in order to get nutrition and'hence, to survive.

In Phototropy. Il.computer generated virtual insect-like organisms, like bees,
moths and dragonflies will follow:and fight for light, seeking for nutrition. The:
real physical light of a'lamp nourishes these virtual insects by giving them life-
supporting energy. The artificial'creatures follow the!light and try.to reach its
central focus. Each movementithe visitor does with'the lamps beam, the
creatures will follow, in order to'get a maximum of light nutrition.

Insects are born: in'cocoon-likeistructures, that grow on the'screen. These
- cocoons are nests where different'insect types are being.born. Each cocoon
bears a'new.insect larva, that waits to be raised by the viewer.

The visitor can decide: if, and how many cocoons he wants' to awake and how
many.new. larvae he wants to nourish with' his lamp: By lightening onto the
cocoon, the insects williwake up and start to fly.

When reaching a certain quantity of light, the insect-like artlf“mal creatures are
ableto reproduce. Two creatures will then produce an offspring, that.carries the
genetic code of the parents. : :

By carefully moving the lamp on the projection wall, one can increase the insect
population within seconds, creating a:swarm of flying insect populations. If the
insects onithe other hand do not reach enough light or if one switches off the
lamp, the insects will die immediately.
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The visitor has to be careful with his lamp: if he directs the “hot spot” of the lamp
too long onto the insects, the light becomes dangerous, burning the insects to

death. The visitor therefore becomes responsible for the creatures creation, their
evolution and their survival.

In Phototropy Il real light controls artificial life and functions as a natural interface,
that links real space with virtual space.




Phototropy Il
1996
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TosHIO IwWAI

Toshio Iwai was born in 1962 in Kira-chou; Aichi Prefecture. While an’art
student at:Tsukuba University, he started creating experimental animation, and
this became an inspiration for him to become a visual artist. While working:in
both film and video, he discovered new:possibilities for. visual expression in
such pre-cinematic toys as flip books'and zoetropes. He then began producing
works on the computer. During his student years, his video'installation, the
Time Stratum series, won the High Technology Art Exhibition ‘85 Gold Prize. He
was also the youngest artist ever to:win the 17th Contemporary Japanese Art
Exhibition Grand Prize.

After. completing the curriculumin the Plastic Art and Mixed Media course of
Tsukuba University graduate school in 1987, he went on to win acclaim for the
many.interactive, audience-participatory works he has exhibited in art shows
both in Japan and overseas. The following are exhibitions of Iwai’s work: The
‘Seville Expo'in Spain, 1992; Another Time, Another Space at the/Antwerp
Central Station'in Belgium, 1993; the Biennale d’art:Contemporain de Lyon ‘95s;
Mediascape at the Guggenheim Museum in'SoHo, New:York, 1996; and the
Sculpture Garden for the' Gz Summit in:Museum Art Contemporain, Lyon,
France, 1996.

While continuing to exhibit his work world-wide, he has also become a key
figure in'the design of computer graphic systems and of developing characters
fortelevision programs suchias Fuji-TV's “EinsteinTV**and “UgoUgoLhuga.” His
wide-ranging interests also include'the design of computer game software. In
1996, his'SimTunes game was released!in the United States on CD-ROM for
Windows. Recently, he has been active overseas, working on projects and
large-scale, one-man shows. He has been an artist.in residence at both the
Exploratoriumin San Francisco, 1991-92; and at ZKM in Karlsruhe, Germany,
1994-95. Iwai is currently an Artist in Residence at IAMAS.: In April, he will
unveil ainew concept for. a retrospective exhibition, which will include a
workshop, at the ICC-Inter. Communication Center. in Opera City, Hatsudai,
Tokyo.

VIOLIN ~ IMAGE OF STRINGS

In'1995, while living in Germany, | created a workicalled Piano—as image media.
In_this work a semitransparent screen is attached to a computer-controlled
grand piano. Control of the piano is linked to the computer-generated image
projected on the screen, so that anyone can play the piano by altering the
image. (This work was presented as'a performance at previous Interaction ‘95
symposium:and is‘now: part of the permanent collection at Nagoya City Youth
Cultural Center, Artopia 7F, Nadya Park.) By.combining the piano with computer
graphics, this work represented an advance beyond the traditional musical
instrument, the piano, through an installation that unified image and music.

At the Interaction '97, the theme of the Piano is continued in'a new work in
whichra violiniis combined with images. By using a half-mirror, subtle
computerized images are overlaid on the violin and mixed:with synthesized
violin'sounds. The result is:a performance in which the boundary between the
real and the virtual'is blurred.

There'is an opening scene in Disney’s Fantasia, created in 1940 by the
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Violin~image of strings (plan)
1997

experimental film maker, Oscar Fischinger, who was born in Germany but fled to
the United States. In this beautiful scene, music is heard as the bow of the violin is
drawn across the strings. In the work presented here, Violin~image of strings,
interaction is added, and one can experience “the ultimate pleasure of the fusion
of music and image” by touching the sensor with your fingertip.

(This artwork was created through IAMAS Artist-in-Residence.)
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Schedule for Related Events of the World Forum for Media and Culture

Site 1: Softopia Japan Center, 4-1-7 Kagano, Ogaki, Gifu

International Art and Media Symposium

Dates: March 13-14 (Thursday and Friday), 1997

Place: Ogaki Softopia Japan Center, 1st Floor, Seminar Hall
Convenor: World Forum for Media and Culture Committee

Day 1: Interactive Art: Present and Future

Time: 10 a.m. to 4 p.m., Thursday, March 13, 1997

— Internet demonstration: Henry See uses Netscope, the new browser from Merz.com
— Talks by Volunteers from among the Artists exhibiting at The Interaction '97

Day 2: The Evolution of Life and Consciousness in the Information Age
(Panel Discussion)
Time: 1- 4 p.m., Friday, March 14, 1997
Coordinator:
Kei Nagano

(Chief Research Fellow of Kawai Institute for Culture and Education, Cultural Bio Science)
Panel members:

Satoru Ikeuchi (Professor, Osaka University, Theoretical Astrophysics)

Osamu Sakura (Associate Professor, Yokohama National University, Evolutional Biology)

Hisashi Muroi (Associate Professor, Yokohama National University, Cultural Theory)

Hisatake Katou (Professor, Kyoto University, Environmental Ethics)

Concurrent Exhibition: CD-ROMs and Web Pages by IAMAS Students
Dates: March 10-19, 1997
Place: Ogaki Softopia Japan Center, 1st Floor, New Media Corner

(Kagano 4-1-7, Ogaki, Gifu)

Site 2: IAMAS Multimedia Workshop, Ryoke-cho 3-95, Ogaki
1. Exhibition of work by IAMAS students and faculty
New work on DVD: Fugaku 36-kei (36 Scenes of the Mount Fuji)
3 Installations by Students
Sound Installation Kyo Akabane / Ippei Ogura / Akiko Tamai
Magic Naoto Arai / Hiroaki Ishibashi / Masaki Ninoyu
T&S  Hiroaki Ishibashi / Shinichi Kataoka

2. Internet Live of International Art and Media Symposium
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