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The 4th Biennale: The World Forum for Media and Culture
An Invitation to Interaction '01

Working towards the worldwide expansion of media culture

Five years have passed since the IAMAS was established in Ogaki City, Gifu Prefecture.
In spring this year we opened the Institute of Advanced Media Arts and Sciences, a
graduate school with the same acronym as the Academy. The World Forum for Media
and Culture was first held in July 1995 to herald the opening of IAMAS in the following
year. Two years later the forum was held again, this time as a biennale. In October
2001 IAMAS will stage this Forum for the fourth time.

The Forum comprises “Interaction 017, an exhibition of the latest in media art from
around the world, talks by invited artists and an international symposium where
specially invited panelists will discuss the future of media culture. This is a *hand-made’
event with IAMAS instructors, administrators and students involved in all aspects of
exhibition management and production from planning through to the creation of the
catalogue.

In our ever-changing information oriented society, this event is an attempt to both
introduce the latest movements in media art around the world today and at the same
time make known our aspirations and propositions regarding the future of media
culture. We sincerely hope that all visitors to the exhibition actively interact with the
media art on display and don’t hesitate to give us their frank opinion of the exhibition.

Why hold an interactive art exhibition?

Among the new type of art works which were produced by the influence from digital
technology today, the interactive art has been under the spotlight since the 1980’s with
countless works exhibited all over the world. It is mainly the installation type of works
with which viewers can participate in creating the final image of the works through
his/her bodily movements and gestures without the use of a keyboard or mouse, and
even the computers are carefully hidden in the background. It is different from the
traditional art works which can be evaluated by the viewers just standing quietly in
front of the works.

At the past three biennales IAMAS has exhibited various interactive installation style
artworks from around the world. This time we especially focused on selecting works
whose images drastically transform in response to the viewer’s interaction. We have
also tried to make the exhibition site more attractive for every viewer. Please try to
establish a dialogue with the exhibits and then reflect on the future potential of
interactive media art.

We have added a new corner in the foyer of the exhibition site for selected CD-ROMs
and DVDs which have particular future significance, and also a special area for works
by IAMAS artist-in-residence not yet shown locally in Gifu prefecture. In order to show
the fruitful outcomes of our efforts at IAMAS over the past 5 years we also added a
corner for selected IAMAS graduate works and projects by IAMAS faculty members.

We would like to sincerely thank all the artists from around the world who have
participated in this exhibition and all the individuals and organizations who helped to
make this event possible.
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Invitation to Interaction 01
Itsuo Sakane

Welcome once again to the world of interactive art.

Since its establishment in 1995, IAMAS has continued to organize the World
Forum for Media and Culture once every two years. This year, we are proud to pre-
sent our fourth biennale. The main event of the Forum is the Interaction exhibition,
which features carefully selected works of media art from around the world: brand
new kinds of interactive art, which have been made possible through the digital
technology born of today’s information society, and the newest examples of unique
interface designs that link humans with information technology. We hope that by
bringing together these works and by inviting their creators and engineers to gather
here as well, we will be able to introduce the world of media arr, its appeal and its
possibilities, to a wide range of people.

When we held our first exhibition here in Ogaki six years ago, even the term
“interactive art” was not yet very well known. People were somewhat skeptical at
first, and many, it seems, became disconcerted the minute they walked into the exhi-
bition hall. After all, the works before them were exhibition installations that were,
unlike the works in previous art exhibitions or galleries, neither painting nor sculp-
ture, and people found that nothing happened at all unless they themselves did
something. The unique characteristic of interactive art, however, is that even those
new to the world can discover unexpected dialogue generated berween work and
viewer as they move, touch, or talk to the screens and apparatuses before them, and
some image or sound emerges in response. In not a few works, visitors would
become engrossed in trying this and that, and gradually, as they got the hang of
things, they would become totally captivated by the fun. Since then, a roral of two
Interaction exhibitions have been held, producing a growing number of fans each
time, from children to the elderly. Today, more and more people ask us, “When’s
the next exhibition?” looking forward to the event. No doubt it is the appeal of this
new world of interactive art that has caused such a response.

To answer to this anticipation, we have searched and found, from all over the
world, works that are even more captivating than ever. We have even asked some
artists to create new and improved versions of their previously exhibited works. In
this way we have been able to bring the fourth Interaction exhibition to realization.

Keeping this historical background in mind, let me therefore introduce below
some of the special features and highlights of Interaction *01 for the benefit of our
audience, including those of you who are first-time visitors.

Theme: Dialogue with Expanded Images

The theme of this year’s exhibition is “Dialogue with Expanded Images.” As |
have explained several times above, nothing will happen with the works in the exhi-
bition if you simply stand in front and stare at them. But once you wave your hand,
touch the screen, or say something, you receive an unexpected response. Most
noticeably, there is a diverse expansion of meaning, such as changes in the images or
accompanying changes in color, sound, or messages. Moreover, the images in these
works differ from those in works of film or video because they make viewers feel
that they themselves are inducing the images to change or expand through their own
actions. The meaning of “dialogue with images” thus includes you the viewer’s

11



interaction with these expanded images, and you will no doubt realize that you
yourself have been given the role of “image performer.”

Keeping this aim in mind, therefore, we selected installations appropriate for
this theme from around the world for the present exhibition. Some are works that
were exhibited at media art exhibitions during the past couple of years, while others
are previously unexhibited works that were still in the midst of production. We also
purposely requested some artists to exhibit two works, to enable the audience to
realize the variety of possible directions in which this field can develop.

In addition to the Interaction *01 exhibition inside Sophia Hall, the main venue,
a CD-ROM section and a section of representative works by IAMAS artists-in-resi-
dence, students, and faculty are also being presented in a part of the hall, the sur-
rounding lobby, and corridors. Below I wish to introduce some of the common fea-
tures of each of these different sections.

Works of Interaction '01 in Sophia Hall

The twelve installations (environmentally and spatially exhibited works) dis-
played in the main exhibition hall have several characteristic features. While the
reader is referred to the pages devoted to each artist for explanations of the individ-
ual works, I wish below to introduce them by some common characteristics.

Works that emphasize the presentation of images

In these works, the viewers themselves can induce changes in the image or its
presentation to some degree or the other.

For example, RPM by Casey Reas is a device in which the viewer can produce
changes in the shapes created by a variety of curves and their colors by operating a
table-shaped controller. It may be described as a proposal for an interface design
that can generate new images.

Camille Utterback’s Liquid Time, on the other hand, appears at first glance to
be just a filmed landscape projected on a screen. In facr, however, it is a highly
poetic work in which the image changes subtly in response to movements made by
the viewer standing before it. It can be described as a work in which images can be
presented by means of the viewer’s body and position.

In Extruded Window by Jay Lee and Bill Keays as well, the landscape on the
screen initially appears to be just a view from a window. In this case also, any slight
shifts in position by the viewer will cause subtle changes in the image, enabling the
individual to confirm this interrelationship with one’s body.

Tiffany Holmes’s Nosce Te Ipsum is a mysterious work in which only the sil-
houette of a human body is at first visible on the screen in front. As the viewer
approaches the screen, however, layers upon layers of pages from various magazines
appear and are in turn torn away, leading deeper and deeper. Finally, as the viewer
reaches a point immediately before the screen, his/her own image suddenly appears
inside a torn hole. The work is an effective satire on Nosce Te Ipsum: “Know thy-
self.”

Works that emphasize dialogue with images

Most of the images of the works in the exhibition hall have been created with
computers at least to some degree. The computers themselves are hardly noriceable,
but whether shown on liquid crystal displays or projector screens, the images are
commonly made of digital pixels and their shapes and colors are manipulated by
computer programs. A work that enables us to understand the characrer of the
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pixel is Jim Campbell’s Experiments in Touching Color. In this work, when viewers
touch a display on a table, the color of the pixel at that point immediately spreads
over the entire screen. As viewers move their fingertips, they can see the screen
quickly changing colors in response. The work also seems to be a teaching aide for
helping us understand spontaneously that a digital screen is essentially made of pix-
els of the three primary colors.

In Camille Utterback’s Arc Tangent, on the other hand, a sensor detects the
positions of viewers standing around a circular field of light and links where they
stand sequentially with linear, geometric patterns. It is a work that leaves a refresh-
ing, pleasant sensation.

A bench similar to those often found in art galleries has been placed in a corner
of the exhibition hall with a screen hung in front of it showing nostalgic scenes of
Japan’s coastline; probably making people wonder what is going on. This is Tiffany
Holmes’s work Surf and Spy, which ingeniously uses images from both outside and
inside the exhibition hall as part of the work. When a viewer sits on the bench they
begin ro see a collage of images from several cameras hidden around the exhibition
hall that gradually overlap and cover the image already on the screen. These images
break down into smaller images and then lines of symbols. This work combines
images from spy cameras placed around the exhibition hall and prior recorded
scenes of nature and various towns in a work that continuously transforms in keep-
ing with the movement of the viewer on the bench. Surf and Spy is making its glob-
al debur at Interaction "01.

Arnon Yaar’s Beam of Light, on the other hand, is a more typical work featur-
ing dialogue with images. It is a new work that reproduces portraits of the viewers
themselves in what seems like 3D. When someone passes in front of a beam of light
that is being shone from the side, the light scans the body and an image appears that
appears to float in mid-air, almost like a portrait composed of numerous rays of

light.

Works created through the interplay of music and images

Artists have long been concerned with the relationship berween images and
sound, burt these selected works represent new types of endeavors. In Golan Levin’s
Audiovisual Environmental Suite, for example, when viewers trace a line on a tablet
with a pen, that line appears on the screen at the same time that a sound is generat-
ed. Thus, they themselves can produce subtle suites of images and music. Using this
work, Levin himself will present a performance at the symposium.

Similarly, Bubbles, a collaboration by Wolfgang Muench and Kiyoshi Furukawa,
is a work of sound and images in which images of bubbles emerge one after another
on the screen, emitting cute little sounds. The viewers can play with these bubble
images, cupping them with their hands or letting them go.

Works that invite dialogue between matter and force

Additionally, some of the new works in the current exhibition present some-
thing slightly different from previous computer images. Tug of War, which has been
installed since last year at the Ars Electronica Center by its Futurelab, lets viewers
have a tug-of-war match with on-screen opponents using an actual rope thar
extends forward from below the screen. When viewers pull on this rope, the virtual
people on the other side pull back with a corresponding force. The technical rerm
for this is “force feedback.” This work is a game-like application of this new inter-
face, which attempts to make the participant feel feedback in the form of acrual
force through the mediation of a computer. Ars Electronica Center has agreed to
exhibit this work at Interaction *01, closing their own display for the duration.
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Protrude, Flow by Japan’s Sachiko Kodama and Minako Takeno, is of a very
different character from the other works of digital technology described above. It
makes use of the strange images that are created on the surface of a jet-black mag-
netic liquid. The liquid surface responds to viewers’ voices or whistles, sometimes
by forming countless protrusions and at other times appearing to vibrate. In that
sense, this work of course is also interactive, and it is controlled by a computer.
Protrude, Flow caused a stir when it was exhibited at SIGGRAPH2001 in Los
Angeles in August and has also drawn notice as an attempt to create a new art that
connects digital effects with analog phenomena.

There is a tendency to think of art that involves the mediation of a computer as
being complete just within the bounds of the work of virtual images itself. These
works, however, presage a possible future development, by forming a bridge
between computer-mediated art and the various materials and natural phenomena
around us.

CD-ROM and DVD section

In another feature of the current Interaction *01 exhibition, we have organized a
section outside the main exhibition hall where viewers can experience several unique
works by artists connected in some way with IAMAS, selected from among recent
works of CD-ROM and DVD from around the world.

In Japan, CD-ROM production today leans toward computer games, and there
is decreasing demand for the unique artistic, culturally oriented works that were
previously created. Europe, however, is still producing cultural works that are
worth appreciating at length and works that try to revive the cultural heritage of the
past in the present.

An excellent example of such a work among the CD-ROMs we are introducing
in the present exhibition is Kidai shoran, which lets the viewer follow interactively
the content of a Japanese picture scroll of the Edo period that was discovered in
Germany. Found in the collection of an art museum in Berlin, this 12 meter-long
picture scroll dates from the Bunka-Bunsei era, a period when Edo-period culture
was in full bloom, and depicts the Edo townscape from the Kanda area to the vicini-
ty of the Mitsukoshi store in the Nihonbashi area. A team, whose chief members
included students and professors of Japanology at the University of Cologne, the
staff of the Japanisches Kulturinstitut Kéln, and the staff of ART+COM, a computer
art production company in Berlin, created English-version and German-version CD-
ROMs based on this picture scroll. Viewers can experience walking through the
Nihonbashi area of the time, listening to street vendors hawking their goods and
encountering craftsmen of various kinds. It is an outstanding work in which a new
medium succeeds in transcending cultural boundaries to communicate to today’s
audience.

Similarly, in Moments de Jean-Jacques Rousseau, Prof. Jean-Louis Boissier of
the University of Paris 8 used a classical work by the philosopher as a foundation to
investigate, through images of contemporary people, the desires and interest in
human relationships that all people commonly share. This work, too, poses a chal-
lenge by presenting new possibilities for the CD-ROM, by transcending differences
in eras to investigate issues of human consciousness.

Alphabet, which was produced by NHK Educational and which won the top
prize of the Package Section of last year’s Multimedia Grand Prix, is a CD-ROM
that is based on a picture book by Kvéta Pacovskd, a Czech creator of illustrated
books. Through images alone, it transcends differences in linguistic spheres to com-
municate to children how fun the alphabet can be. From this work, we can sense
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the power of digital media to link different kinds of media.

In addition, the DVD Kyogen, which was recently completed through the coop-
eration of The Tsubouchi Memorial Theatre Museum of Waseda University and
ZKM (Center for Art and Media Technology) in Karlsruhe, Germany, is outstand-
ing educational material for the teaching of classical culture. This work was pro-
duced and compiled by the kyogen actor Mansai Nomura to introduce the various
kata (forms of expression) in kyogen, its stage, roles, performance, and props in a
manner that can be easily understood even by the novice. This project evolved into
an international cooperative effort because the Japanese production company had
been inspired by a CD-ROM, Inprovisation Technologies, about William Forsythe
of the Frankfurt Ballet Company that ZKM had previously produced and had made
a direct request for their participation.

ZKM has received much notice for its near-annual production of a series of CD-
ROMs entitled artintact. In the present exhibition, we are introducing a new DVD
being currently produced by Jeffrey Shaw and others, entitled Dislocation, before its
general release. This DVD contains works by a total of six artists, including Shaw,
Agnes Hegediis, and Peter Weibel, the director of ZKM. Its unorthodox style is sure
to pose questions about the future of DVD art.

Another CD-ROM in the exhibition is Dots by SuZung Kim of Korea. Using a
pen, the viewer can touch a dot or line that appears in the middle of a tablet and
move it freely. When it is moved, the dot or line produces music and draws an ever-
metamorphosing pattern. Dots is an enjoyable work rich in sound and image inter-
activity. Kim and Jay Lee are representing Korea at our exhibition for the first time.

Another work that deserves notice for its play of sound and images is Small
Fish. This CD-ROM was a collaboration by Masaki Fujihata and Kiyoshi
Furukawa of the Toride Campus of Tokyo National University of Fine Arts and
Music. When viewers click on some words in the original fairy tale-like text, they
become new types of musical scores or musical instruments. The interactive work is
programmed so that viewers can select shapes within the image at will and change
their relative positions, causing music linking those shapes to start playing automati-
cally. The work thus becomes a musical instrument in which viewers can even per-
form their own original music simply by manipulating images.

IAMAS Artists-in-residence works

Within Sophia Hall, we also invited some of our former artists-in-residence
whose works have heretofore been unable to exhibit the fruits of their labor here in
Ogaki.

IAMAS works section

Finally, we have organized a section for the exhibition of TAMAS works.
Presented are several works by students and faculty who have previously produced
and exhibited at IAMAS. We hope visitors to the exhibition will take this opportuni-
ty to meet and speak in person with the participating alumni and for artists-in-resi-
dence who visited here, again.
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CASEY REAS

‘Since September, 2001, Casey has been an’ Associate Professor at the
Interaction Design' Institute Ivrea, Italy. From June 1999 — August 2001 he
worked'and studied in'the Aestheticsiand Computation Group!(ACG) at the MIT
Media Laboratory, led by Professor John Maeda. He has recently exhibited:his
work at the American Museum of:Moving Image, the Ars Electronica Center, the
Cooper, Union, the New: York Digital Salon, the: Museum of Modern Art, Sega
Joypolis, and' Siggraph and his: work has been' published in'a number of
international books and magazines. Before joining the ACG, he worked as a
Design' Director at |/0 360 Digital'Design in' New:York City. He received’his
undergraduate degree from the College of Design, Architecture, Art, and
Planning at the University of Cincinnati.

RPM

RPM is'a dynamic system for analyzing and experiencing the relationships
between time'andispace. Manipulatingthe location; phase, and transparency.of
multiple instances: of'the same' moving object creates new. kinematic forms.
RPM'is inspired by past technological'developments used to'augment vision.
After the development of the camera in the mid 19th' century, men such as
Eadweard Muybridge and Etienne-Jules Marey began using its potential to stop
time and analyze details of movement that had neverbefore beenivisible to the
human eye. In the 1930s, Harold' Edgerton’ pioneered the process: of,
stroboscopic photography which enabled capturing the successive movements
ofian object with'a still'camera. Utilizing this' technique, the' photographs of
Herbert Matter and L. Moholy-Nagy began to reveal a new vision, a sight
unbound: from time. The medium of computation'has provided a medium for
further' extending our vision. RPM combines concepts from old and new
technology into aisystem for. constructing a new vision. It augments the early
experiments' in time and motion by providing the tools for analysis' made
possible through computation.

Casey Reas: Software, Electronics

Edoardo Brambilla: Mechanisms

Thank you'to John:Maeda, Ben Fry, Brygg Ullmer, Jason Short, Jeff Michael
The RPM software was developed at the MIT Media Laboratory.

The physical design\was realized at the Interaction Design Institute!lvrea.
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TIFFANY HOLMES

Tiffany. Holmes is a pioneering artist whose practice’ blends traditional
materials'and new media in large-scale interactive installations. Her work
explores the relationship between digital technology and culture with' an
emphasis on technologies of seeing. She lectures and exhibits widely in
international and national venues, including Digital Salon:'gg in New York and
Madrid, Viper.Media Festival in Switzerland, International Symposium on the
History: of Neuroscience in Zurich, Siggraph '99, Next 1.0 in Sweden, and
World@rt in: Denmark. Her interactive installation, Nosce' Te Ipsum, was
recently shown at Siggraph 2000 and featured in the New York Times. In
November, Holmes will exhibit new work at the ]. Paul Getty Museum in:Los
Angeles. :

With a diverse academic background in' painting, animation, and biology,
Holmes situates her work at the intersection betweenartistic, biomedical, and
linguistic modes of bodily representation. To' promote her interdisciplinary.
artistic practice, the Society ofi Fellows at the University of'Michigan awarded
Holmes a' prestigious: three-year: fellowship. = With a BA in art history from
Williams College, Holmes received a MFA in painting from the Maryland
Institute College of Art and an MFA in digital arts from the University of
Maryland, Baltimore County. She is currently an Assistant Professor of Art and
Technology at the School of the Art Institute of Chicago where she teaches
coursesiin'interactivity'and the history and'theory of electronic media.

SURF AND SPY

I'am fascinated by historical devices of visual entertainment such as the camera
obscura and painted panorama. Most of my.installations have been inspired by
optical'tools: microscopes, magnifying glasses, and in this.case, spy cameras. |
am interested in how digital technologies and contemporary. imaging devices
are transforming how we literally “see” and perceive ourworld. Surfand Spy is
anlinteractive multimedia environment in which a coherent field of vision—the
panorama—yields to a fractured array of data.

The word “panorama” refers to an unobstructed vista, generally of a/landscape
that extends in‘all directions. In its resting state with!no interaction, the wall
displays a panorama ofithe Japanese coast composed primarily of water and
sky. The'sound of waves lapping along the strandfills the space.

When' a viewer sitsion the wired bench' the audio:track changes toa more
localized'soundiof breakers crashing along the shore. Slowly, theivideo/image
is fractured by small rectangles that gradually hide the central landscape. As
the rectangles multiply, the larger image of the surf and sky is replaced by.
smaller'images of surfand “spy,” or rather, still'images of exhibition visitors
grabbed seconds earlier by hidden cameras.
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iffany Holmes
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The image continues to fracture as long as the participant remains seated. In
addition to the visual data provided by the hidden cameras, | incorporate
schematics and maps of familiar Japanese locales in the metamorphosing
projection. With continued presence in the room, a viewer travels virtually from
a seemingly infinite seascape bound only by the horizon to a highly localized
space that maps the viewer into its confines.

Continued presence in the space creates further transformation as the
landscapes become data sets. The final layer of imagery revealed is the code
running the animation. The maze-like networks of visual information allude to
the ways that technology alters contemporary modes of seeing and navigating
space.
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Nosce TE Ipsum

“Nosce Te Ipsum? is Latin for “know thyself.?  The installation invites the
audience fo engage in a metaphorical act of violence—the destruction of a
body. The story that inspired the piece is buried deep:beneath the surface of
the installation. In'the fairy tale, Snow.White and the Seven Dwarfs, the Wicked
Queen would daily ask: "Mirror, mirror on the wall, who'is the fairest one of
all2" The mirror answered: "Queen it seems to me, there is none fairer in the
land'than thee!" As long as the mirror idealized her:beauty, all was wellin the
Queen’s world. The dreaded day finally arrived when the mirror replied that a
young lovely:named Snow White had surpassed the Queen's beauty. Because
the avatar did/not return a predictable answer, the Queen’s entire conception of
reality shattered.

Like the Queen and her followers, many: cultures desire physical beauty of a
particular. variety—the “fairest” bodies appear on the! covers' of popular
magazines. Nosce Te Ipsum asks viewers to:consider new sorts of bodies with
very. different physical characteristics. Viewers entering the installation space,
initially view al projected spare outline of an androgynous human figure. A
dense line of words—*slice,” “pierce,” “slit,” “cut”—move across the floor
toward the projection. As the viewer treads on the line of text, the singular
body ruptures. Layers tear away, as in a dissection, to reveal a collage of
bodies of all shapes and!sizes.  As the viewer progresses, more layers tear
away. and fold' back, revealing overlapping sets of images that give way to
furtherimages. Arriving at the final word, the viewer’s face, filmed inireal time
from avideo camera, appears inside the projectedicomposite. At thissmoment,
observer and observed blur together in'the completely shorn body. Stepping
toward or away from the projection reverses the process, the'layers: rapidly
fusing, hiding the face iniimagery.

The central'aim of my work, in'these and other installations, is to draw together
highly specialized, often compartmentalized ways of knowing and representing
bodies in space. In Nosce Te Ipsum, |'use aivideo interface that records:the
viewer/performer’s face' yet locates the mirror within' the boundary of a
composite image of “idealized” flesh. In becoming part of the montage,
participants simultaneously recognize and lose themselves in'one body that is
also an amalgamation of human forms.
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Tiffany Holmes
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Jim CAMPBELL

Jim Campbell was born in Chicago in 1956 and lives in San Francisco. He
received 2 Bachelor of Science Degrees in Mathematics and Engineering from
MIT in 1978. His work has been shown internationally and throughout North
America in institutions such as the Whitney. Museum of Art, San: Francisco
Museum of Modern Art; the Carpenter Center, Harvard University; The Power
Plant, Toronto; The International Center for Photography, New York, and the
NTT InterCommunication Center in Tokyo. His electronic art work is includedin
the collections of the Whitney Museum of American Art, San Francisco/Museum
of Modern Art; the University Art Museum at Berkeley, and the San Jose
Museum of Art. In 1992 he created one of the first permanent public interactive
video artworks in the U.S. in Phoenix, Arizona. He has lectured on interactive
media art at many Institutions, including the Museum of:Modern'Art in'NY. He
has recently received a Rockefeller Grant in Multimedia, a Langlois Foundation
Grant, and a Eureka Felowship'Award. As'an engineer. he holds more than a
dozen patents in the field of video image processing.

EXPERIMENTS IN TOUCHING COLOR

This work consists of .a small black pedestaliin'aismall dark room. The pedestal
has a glass screen in the top surface and is hollow with a video projector.inside,
Animage is projected onto the glass rear screen from below. When the viewers
first walk into the room they'see an image on top of the pedestal in'a silent
room. When a viewer puts their.hand on the glass screen two things happen'at
the same time. A sound from the image:fades up in the'space and'the image
dissolves to a single color.

As long as the hand stays on the glass screen the sound remains and the image
stays a single but changing color.  As the hand moves around the image, the
color field emanating from the pedestal goes througha sequence of colors.
This color is based upon where specifically the viewer is' touching.  For
example, if the image!is of a'talking head, as the viewer moves herfingers from
the lips up to the eyebrowthe emanating color from the screen changes from
pale pink to varying flesh tones to dark brown. The color:seen at any one time
is based upon the color of the pixel that the viewer's middle fingertip'is
touchingin the now unseen image that was there. The viewer’s memory. of the
image that was there along with the exploration: of the colors at the various
points in the now hidden image define a new image that is part memory and
part detail.

And the image is moving, so after the image fades out and the color field fades
in, the image continues to change. The sound, which contains the movement of
the event, helps the viewer tolimagine what the image!is now doing.

In other words there are two cues pointing back to the image; the sound and
the color. Often the rhythm of the changing color field' and'the rhythm of the
sound reinforce each other. For example, by putting your finger anywhere near
the talking lips of a face, the words are heard inisync with the color changing
from red to black to white based on the hidden lips moving.:

Production Assistant: Claire Calvino
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Jim Campbell
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Experiments in Touching Color
1999
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CAMILLE UTTERBACK

Camille’ Utterback is a pioneering artist and programmer. in the field of
interactive installation. Her work has been exhibitediinternationally.at festivals
and galleries including New Langton Arts Gallery, San Francisco; Postmasters
Gallery, New York; The NTT InterCommunication Center, Tokyo; the Ars
Electronica’ Center, Austria; The Seoul Metropolitan Museum of Art; The
Netherlands Institute for Media Art; the' SIGGRAPH Art Gallery 2000; and the
Microwave International Media Arts Festival, Hong Kong. Utterback has won a
‘Silver’ NewMedia Invision Award (1999), The OLB! Media Art prize at the
European Media Art Festival (2000), and was selected by Res Magazine as
artist pick of the year for their “Annual Res/10/=Ten people who are making a
difference in their field” (2000). Utterback recently founded ‘Creative Nerve,
Inc:” to develop robust, engaging installations for: commercial and museum
settings. She has developed custom installations for Herman Miller, Shiseido,
and The American Museum of Natural History. Utterback holds a BA in Art
from Williams College, and' a Masters degree from The Interactive
Telecommunications Program'at NYU’s Tisch School of the'Arts. In"addition to
her artistic and commercial work, Utterback also' teaches as an adjunct
professor at the Interactive Telecommunications Program at NYU.

ARC TANGENT

Arc Tangentis a multi-uservideo tracking installation that generates interactive
spirograph-like shapes on a round floor projection. Projected interactive
drawings are composed: of abstract shapes and' lines. The drawings are
generated' based on| the number of people around the circle, and react to
people!s positions and'distance from the circle. The piece cycles through a
number of different drawing modes. In'one mode, each'person:around the circle
is connected to everyone else with modulating lines. In'another mode, people
can play a game of ‘pong’ with each other around the circle. Arc Tangentis a
series of visual explorations about the spatial relationships of people'located
around'a central space.
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Arc Tangent
2001
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Liquip TIME SERIES: TOKYO

Liquid'Time:is an interactive installation'iniwhich a participants physical motion
in the'installation spacei fragments time'in a'stored video clip. A  participant’s
movement in the' space is tracked' by an overhead video camera. As the
participant moves closer to the projection screen they push/deeper into'time —
but only'in'the area of the screen directly.inifront of them. As they move away
the fragmented image heals in their wake — like'a pond returning to'stillness. In
the Liquid Time installation; the interface of one’s body,— which canionly. exist
in one place, at one time - is the means to create a space in which multiple
times and' perspectives coexist. The resulting imagery can be described as
video cubism.

The Liquid Time installation is currently being developed into a series of pieces
each exploring imagery of urban infrastructures. Each piece is composed of
imagery from a site where'humans, data, or other. physical matter. move from
one place to' another. Through' their own movement, participants explore
imagery of spaces designed tofacilitate other movements. In thefirst piece in
the series —“Crossing” — visitors interact with abstractimagery of the Brooklyn
Bridge in:New York. The second' piece in the series will be developed! for
“Interaction’01” using video footage shot in Tokyo.
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ARNON YAAR

Born in Israel in 1970, Arnon!s experience and fields of interest range from
skydiving, through sculpturing, to children’s education, engineering and
interaction design. He holds a B.Sc. in Electrical Engineering from Tel Aviv
University and a Master’s degree in Interactive Telecommunications from New
York University.

Arnon currently works as an independent consultant in New: York, where he
lives with his wife and daughter. His recent work includes electronic musical
toys, interactive installations, web-based playgrounds and educational
environments for.companies like HBO, Alfy.com and Thomas the Tank Engine.

BEAM OF LIGHT

Beam of Light is a fun to use, buttons-free system, which simplifies and
illustrates a unique process of 3 dimensional scanning. The system doesn’t
treat the scanned user as a passive “object”. He has an active roll in the
creation and therefore it is an'interactive 3D scanner.

The piece is based on people’s interaction with a static flat beam of light. It lets
users explore concepts of light and space, body:and surface, as familiar. shapes
are broken into curvedlines and then transformed back into a new object in
front of their eyes. 5

About the process

Placing:an object in front of a narrow beam of light highlights one particular
slice of the object, revealing the curves that make up this slice. The light draws
an accurate picture of what isin its path. Creating enough slices in this way can
reveal the entire surface of the object.

Beam of Light gives people a chance to experience such a process. It gives an
immediate feedback and allows playful interaction with the light. The system
has several “rules” that the users may figure-out while experimenting with it.
One such rule is the fact that snapshots of the slices are being taken at
constant time intervals. The users can then either. behave accordingly or. not:
Move forward steadily and you will be scanned accurately. Move in any:other
way, and you create an abstractvirtual sculpture.

The interaction is'intended to intrigue and amuse everyone, from children to 3D
experts. All it takes is a beam of light, a video camera (plus a computer. behind
the scenes) and — of course — a curious playful user.
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More about the piece itself

One of my goals in designing Beam of Light was to simplify both the system
and the process as much as possible. For example, the fact that there is a light
beam only on one side of the user. The outcome is surprisingly satisfying; since
our eyes and minds are so well trained in assembling shaded objects. Other
examples are the presentation mechanism itself (assembled curved lines as
opposed to a full drawn surface) and the activation mechanism, which is fully
automated and has no real interface. The scanning mechanism itself ignores
the real depth. It assumes that the user moved in a constant speed. On the
other hand, it gives users the freedom to play with different depth between
consecutive layers. In addition, both the camera and the light beam are visible.
As a result, users have the opportunity to explore the process and figure out
the “making of” the piece, a fact that makes the interaction more entertalmng
and the scanning results more interesting.

Beam of Light, as presented here, is a result of an effort that span over the last
2 years, in which | invented this scanning mechanism and experimented with it
in different mediums such as water and air, with different lighting conditions
and different presentation methods. It ended up as my thesis project at the -
Interactive Telecommunications Program, NYW and was presented there on
December 2000.
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Beam of Light
2000
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JAY LEE + BiLL KEAYS

Jay Lee is currently an artist/researcher at the MIT Media Laboratory. He has
displayed: his conceptual and' aesthetic strengths in exploring interfaces
merged with' his background'in contemporary visual arts and architecture.
Recently, his research through interaction design and interactive artwork has
been: exhibited at SIGGRAPH, The NTT: InterCommunication Center, and' Ars
Electronica.

Jay holds advanced Science degrees through MIT’s Programs in/Visual Studies
and'in Media Arts and'Sciences. He also earned both Master and Bachelor of
Fine Arts degrees in Seoul. His HCl related computer science research papers
have been published at the most prestigious international conferences. He'is
also an IDEA award recipient for interface design together with Tangible'Media
Group at the MIT Media Laboratory.

Bill Keays is an interactive media artist who’s work attempts to dissolve the
boundary between real'and virtual realms. His installations accomplish this by
presenting innovative body-centric interfaces that share a high affinity with
conceptual basis of the work. His work has been exhibited at SIGGRAPH, Ars
Electronica and numerous galleries and exhibitions worldwide. He holds a
Master of Science from MIT, a Bachelor of Fine Arts and' a Computer Science
Bachelor.from the University of Ottawa. He currently.lives and works in Lugano,
Switzerland' as' an interactive. media expert and founding member of the
Research & Prototyping Group at the Fantastic Corporation.

EXTRUDED WINDOW

As a site-specific. interactive installation, Extruded Window. attempts an
architectural intervention in the Softtopia JapaniCenter with parallel computer-
generated views of its surrounding landscape. By extruding the form of the
physical windows from the encasing wall of the building into the gallery space
located deeper inside the building, the duplicated window structures become
an interactive space inextricably connected to the building’s architecture.

This reconfiguration of the windows seems to draw attention to the function of
the window as a boundary between two discrete spaces; inside and outside,
and invokes notions of expanding synthetic virtual images to be seductive
layers in space and time. The! installation invites viewers to explore the
expanded images inhabiting a fictitious space created by the delamination of
existing boundaries. Their direct or indirect hand motions create organic
disturbances in the fragmented images and bring attention to the nature and
function of spatial boundaries. Thus, the normal functioning of the window is
expanded and viewers find themselves hovering in a space extruded between
the real'and virtual.
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jaylee@media.mit.edu
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[ Bill Keays
- | keays@alum.mit.edu
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Jay Lee + Bill Keays
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Suspended Window (ZE{F&)
1999

2001©)Jay Lee & Bill Keays
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WoOLFGANG MUENCH + KiYOoSHI FURUKAWA

Wolfgang Muench

Born 1963 in Karlsruhe, Germany.

Studied Fine Arts at the State Academy of Fine Arts in Stuttgart, Germany and at
the University for Applied Arts in'Vienna, Austria. He is based at the ZKM Center
for Art and Media in Karlsruhe, Germany since 1996. During that time he
developed software for various projects of the ZKM Institute for Visual'Media
such as the interactive visitors information system “Panoramic Navigator” and
the publication series ‘Artintact’ and ‘Digital Arts Edition’. Since 1997 he'is a
lecturer for Interactive Media at Merz Academy Stuttgart [University of Applied
Arts], Germany. Currently works as an artist in residence at ZKM Center: for Art
and Media in Karlsruhe, Germany.

Livesin Karlsruhe, Germany.

Kiyoshi Furukawa

Born 1959 in Tokyo, Japan.

Studied composition with Y. Irino at'the Music Academy in Berlin and withI.
Yun and G. Ligeti at the Music Academy in' Hamburg. Guest composer at
Stanford University, USA, in 1991, Artist'in residence: at the ZKM Center for Art
and Media Technology in Karlsruhe, Germany. He has been.awarded numerous
awards and' scholarships including the “Ensemblia” in' Moenchengladbach
[1983]; the “PRISMA Prize”, Hamburg [1990]; “Siemens, Project Scholarship®
[1992 | 1993]; the “North'German Radio [NDR] Music Prize™ [1994]. Since 2000
he has' been assigned as an Associate Professor at the Tokyo National
University. of Fine Arts and Music [Faculty of Inter-Media Art].

Lives in:Germany and Tokyo, Japan.

BUBBLES

Interacting with virtual bubblesiis quite simple...you just walk'in front of the
projectors light beam and cast your shadow onto:the projection screen. The
bubbles will recognize this shadow and bounce off its outlines, at'the same
time emitting certain sound effects. By moving your body and its resultant
shadow youcan play with these bubbles'and'the sound composition:

In a subtle manner, the work addresses the aesthetics ofiinteraction on several
levels: There!is the body itself, which is usually: left: out when'it comes to
human-computer-interaction. In bubbles, it is central = users interact with the
work *as* bodies: The concrete body outlines on the screen become a means of
interaction. It's'the body’s shadow —a cultural'icon in its own right — which'is
being used as an analog ‘interfacing device’ to interact with a completely
digital world of its own, the simulated objects on a projection screen. The data
projector, the spectator’s body, and the screen itself serve as an ‘analog
computer’ that computes the size of the shadow. on the screen; the distances
and spatial relationships of these elements crucially contribute to'the overall
experience’ of the work. Finally, there'is the simulation algorithm itself that
defines the completely artificial, two-dimensional world of the screen.
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Muench + Furukawa
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Bubbles (ZKM | Mediatheater, Karlsruhe, August 2001)

While the technical requirements are in fact moderate and the setup relatively
simple, bubbles also displays illusionist qualities in that the ‘story” is obvious
while the way it’s done remains oblique. Spectators learn how to interact with
the system very quickly and get involved in dancing, playing, and other kinds of
odd behaviour, while the ‘how’ — question often remains unresolved.

Computer simulations and shadows share the property of a certain irreality;
bubbles celebrates the encounter of these two deficient reality modes: the
traces of solid bodies meet the fleeting results of program code, the latter
being the equivalent of an ‘essence’ in advanced information societies.

http:/ /www.merz-akademie.de/~wolfgang.muench/bubbles/main.html
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SACHIKO KODAMA + MINAKO TAKENO

Sachiko Kodama : :

Born 1970 in Shizuoka, Japan. 1993; B.A., Hokkaido University’ (Division of
[Physics.). 1995; MIA., Tsukuba University (Master’s Program in Art and Design.)
2000; Completed Doctoral Program in Arts and Design, Received Ph.D. from
Tsukuba University. ;

For several years, Kodama has studied about image art works using:a computer.
and holography, now she is making interactive art works using digital media or.
new materials such as magnetic fluid to explore the theoretical and practical
study' of media arts. Works Exhibited: Artec'gs, 97, 1996; One-man Show
(Kobayashi Gallery, Tokyo). 1997; Para Para' Parallax Exhibit (Gallery' NW.
House, Tokyo). In 2000, Kodama and' Takeno started collaboration in' making
Prtorude, flow. This work was' presented in Siggraph 2001 Art Gallery. A
research associate of Univ. of Electro-Communications (Tokyo).

Minako Takeno

Born 1969 in Tokyo, Japan. Graduated from Tama Art University. 1995. M.A.,
Tsukuba University (Master’s Program in' Arts and Design, Plastic Arts and
Mixed Media Course.) ;

Her main theme has been making people to conscious of an unseen, but
existing force “gravity”, “magnetism”. Works Exhibited: 1995; Color
Wonderland' (Minato Mirai 21 Yokohama Hall, Yokohama), Miracle Lab' Exhibit
(Parthenon Tama, Tokyo), One-man Show! (Studio’ Kinshicho, Tokyo). 1996;
Eggs of Mobius (0 Museum / Parthenon Tama, Tokyo), Reminiscences  of
Scientific Arts Exhibit (The Institute of Physical and Chemical Research). 1998;
The 27th Contemporary Art Exhibition of Japan (Tokyo Metropolitan Art
Museum). 1999; One-man Show “rise” (Suikatou' Gallary,. Tokyo),  The
International’ KATACHI U SYMMETRY: Il'Symposium" (University of Tsukuba)
Received the Best Presentation Award. 2001; ZONE Exhibit/(Para Globe, Tokyo),
efc. :

PROTRU_DE, FLOW

Modeling physical material more freely and' making it move more flexibly is a
dream long sought after by human beings, and many: artists have created
surreal illusions in pictures or.moving images. But those were imaginary. Can
we obtain a'real object that transforms as we designed'it? Protrude, flow:is an
interactive installation' which expresses: the dynamics of fluid motion of
physical material, the dynamics of organic, wild shapes and movements of
liquid'by. means of digital computer.control.

Protrude, flow uses magnetic fluid, sound, and moving images. Affected by the
sounds andispectators’ voices in the exhibition place, the three-dimensional
patterns of magnetic fluid transform in various ways, and simultaneously'its
flowing movement and' dynamic transformations are projected on the wide
screen.

The magnetic fluid appears as a black fluid. It is made' by dissolving: ferro
magnetic micro-powder in a solvent such' as water or oil, and it remains
strongly magnetic eveniin the fluid condition. Therefore, it is more flexibly
transformable than iron'sand and'so/it is possible toicreate more'complicated
three-dimensional organic patterns. That appear occasionally as pointed
mountains or pliable organic shapes, sometimes as flowing particle streams.
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¢ | Sachiko Kodama
| kodama@hc.uec.ac.jp

. Minako Takeno

) http://oz.hc.uec.ac.jp/~kodama/proflo.html
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The -transformation of magnetic fluid is caused by the: interaction with
environmental sound. The sounds in the exhibition place (sounds created by
artists, and voices of spectators) are caught by a microphone hanging from the
ceiling, then a computer converts the sound amplitude to: electromagnetic
~ voltage which determines the strength of the magnetic field. At the same time,
the magnetic fluid changes its three-dimensional patterns sequentially. Each
pattern appears synchronized to the environmental sound and the points of the -
shapes move correspondingly. As a result, magnetic fluid pulsates according to
the sound. A digital video camera captures images of the moving magnetic
- fluid, and projects it on the screen.
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Protrude, flow
2001
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ARS ELECTRONICA FUTURELAB

The ‘Ars Electronica Futurelab, under the directorship of Horst Hortner, was
founded in 1996 as the research and development laboratory of the Ars
Electronica Center.

Approximately 30 artists, technicians and scientists work in interdisciplinary
teamsion approaches to solving problemsiin‘a wide range of fields.

An Artists in Residence program also offers artists the opportunity to take
advantage of the lab’s infrastructure and know-how in bringing their own ideas
to fruition. Futurelab: projects range from' the implementation of exhibit
concepts to  complex R&D' assignments. The dissolution ofi the boundaries
between artistic, scientific and economic oriented undertakings necessitates
dynamic and flexible approaches that are reflected by the organization of the
Ars Electronica Futurelab.

TuG oF WAR

The installation is the outcome of an:intensive encounter. of human-computer
interaction with guestions having to do with the future of force feedback. The
result is'a.computer-supported version of a'tug of war. In the classic variant,
the object is to:drag an opposing team or. player pulling on the other end of a
ropeiacross a central line. The installation replaces the opponent with a virtual
character whose pulling power and' behavior are simulated by a computer
system. Tug of War was developed in collaboration with Peter Higgins of Land
Design Studio for the turn-of-the-millennium exhibition in the!Play Zone of the
Millennium Dome in Greenwich, England.

By means of digital video technology, actors placed in an imaginary setting
personify a variety of different stereotypes and indicate the!level of resistance
the virtual opponent is capable of generating. This set-up is an allusion to coin-
operated mechanical devices in whose long tradition the installation is/properly.
to be seen. Such apparatuses were first developed in the early 2oth century;
current versions that challenge all comers to a test of strength'at state fairs, for,
instance, have hardly changed. Their strength scales are labeled with
designations ranging from ballerina to' Superman that are meant to
characterize the strength of the'human challenger. The point is to punch, pull
or push'the device in such aiway as to move an indicator. (usually on'some sort
of dial) up' the strength-measuring scale until it reaches a designation with
which the user. can identify.

This familiar concept has been modified and further developed for'the Tug of
War installation, in which there are 12 different characters, three of which
confront each respective human player. Highly divergent types have been cast
as the opponents on the various levels, with their ironically. overdrawn
characterizations calling into question the clichés that are’ at work. The
unexpected sequence of levels featuring the respective figures evokes tension
and heightened attention. For example, a user. who has just defeated a
construction worker is then confronted' by a meter maid who proves to be a
considerably stronger. opponent. In contrast to the way Tug of Wars
mechanical predecessors functioned, things do not: proceed in linear. fashion
here, and the user has no idea which! figure awaits him next, how: it looks or
how it will ultimately behave. Each level tells a story. whose outcome is
determined by the user.
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ELECTRONICA

http://futurelab.aec.at/
EE FUTURELAB

MUSEUM OF THE FUTURE

Ars Electronica Futurelab
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Tug of War
2000

The virtual opponents issue threats, dance about, or celebrate triumphantly,
and in the case of a defeat may turn out to be rather sore losers. In this way, the
interaction with the installation is elevated onto an emotional level, which
plays an increasingly important role in the area of human-computer
interaction.

The attractiveness of the game is thus not based on a user measuring his own
strength; rather, the user gets involved in a story and becomes a part of it
through interaction with the medium.

Concept: Peter Higgins (Land Design Studio Ltd.), Joachim Smetschka, Gerfried Stocker
Visualization: Joachim Smetschka, Klaus Taschler

Software Development: Volker Christian, Christopher Lindinger, Gerald Schrécker
Sound Design: Manfred Schaéller
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GOLAN LEVIN

Golan Levin is an artist and composer interested in developing artifacts and
experiences which explore supple new modes of audiovisual' expression. His
work has focused on the design!of systems for.the creation and performance of
simultaneous image and sound, as part of'a more general examination: of
communications protocols for individual engagement and social dialogue.
Levin is the recipient of an Award of Distinction in the Prix Ars Electronica' 2000
for his  AVES' interactive software and its accompanying audiovisual
performance, Scribble. Levin received undergraduate and graduate degrees
from the MIT Media Laboratory, where he studied with John: Maeda in the
Aesthetics and Computation Group. Prior to' this, he worked as a research
scientist and interaction designer at Interval Research Corporation for: four:
years. He'currently resides in New.York City.

AUDIOVISUAL ENVIRONMENT SUITE

The Audiovisual: Environment Suite (AVES) is'a set of five interactive systems
which allow people to create and perform abstract animation and' synthetic
sound in real'time. Each environment is an experimental attempt to design an
interface which is supple andeasy to learn, yet can also yield interesting,
infinitely variable and personally expressive performances in both the visual
and aural domains. Ideally, these systems permit their. interactants to engage
in'a/flow state of pure experience.

The AVES systems: are built around the metaphor of an inexhaustible and
dynamic audiovisual “substance,” which'is freely deposited and controlled by
the user’s gestures. Eachlinstrument situates this substance'in a context whose
free-form structure inherits from'the visual language of abstract painting and
animation. The use of low:level synthesis techniques permits the sound and
image to be tightly linked, commensurately malleable, and deeply plastic.

The AVES systems inhabit a domain at the juncture of art, design, and!the
engineering of tools and instruments. As artworks, they'extend an established
Twentieth' century: tradition in’ which artworks: are themselves generative
systems for other media. As a set ofitools, the AVES work represents a vision
for creative/endeavor on' the computer, in which!uniquely ephemeral dynamic
media’ blossom from a close collaboration between a system’s user and
designer.

(1)
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Audiovisual Environment Suite
2000
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Golan Levin (software and composition)
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HiroO IWATA

Hiroo Iwata is an associate professor in the Institute of Engineering Mechanics
and Systems of the' University of Tsukuba, where he is teaching human
interface and leading research projects on virtual reality. His research interests
include haptic interface, locomotion interface and spatially immersive display.
He received B.S., M.S., and Ph.D. degree in engineering from the University of
Tokyo in 1981, 1983 and 1986, respectively. He is a board member of the Virtual
Reality Society of Japan.

He exhibited his work at the SIGGRAPH 94, 95, 96, 97, 98, 99, 2000, and 2001,
as well as Ars Electronica Festival 96, 97, 99, and 2001. He won honorary.
mentions in Prix Ars Electronica 96 and 2001. He created long-term exhibitions
at the Japan Science Museum in 1997, as'well as at the Ars Electronica Centerin

1999.
FLOATI NG EYE

- Floating Eye is an interactive installation that separates vision from the body.
The participant can only see wide-angle: image floating in the air, he/she
cannot see the real scene. Wide-angle image is taken by a specialized camera-
head mountedin a air-ship. The image is displayed in a wearable dome screen.
In order to realize wearable dome screen, a new technology named “Ensphered
Vision” is employed in this installation. .

Ensphered Vision is an image display system for wide-angle spherical screen
using combination’ of flat and convex mirrors. Ensphered Vision has an
advantage indisplaying wide-angle video image. The camera-head employs a
spherical convex mirror. The camera head captures a wide-angle image by a
single video camera. The camera records a predistorted image. The spherical
convex mirror is designed to minimize the distortion of the image on the
spherical screen. In the Floating Eye installation, the camera-head is attached
to an airship. The camera is equipped with'a wireless transmitter. Thus, the
image is transmitted to the wearable dome screen.

The camera-head is designed to capture look-down image from the sky. The
participant can see his/her body in the captured image. This configuration
simulates out-of-the-body experience. The airship can be maneuvered by
towing the string. The participant can walk looking him/herself as well as
surrounding scene. However, slight wind disturbs the airship. Thus, the
participant is forced to interact with the atmosphere. This installation evokes
new style of self-recognition and relationship between humaniand'atmosphere.

Floating Eye
2000

64



iwata@kz.tsukuba.ac.jp
http://intron.kz.tsukuba.ac.jp
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TAMAS WALICZKY + ANNA SZEPESI

~Tamas Waliczky, born in 1959, Budapest, Hungary, works as media artist.
Started out by creating cartoon films (1968-83), and worked as painter,
illustrator and photographer, too. Began working with computers in 1983. He
was an artist-in-residence at the ZKM in 1992, and later became a member of
the Institute’s research staff (1993-1997). A guest professorship at the HBK
Saar, Saarbrucken' (from 1997 till now). Stayed at IAMAS in Gifu, Japan, as an
artist-_in-'residence in 1998/99, and created Fisherman and his Wife, which won
2001 First prize of Asolo Film Festival, Italy, in video art section. His works won
numerous international awards, including the golden Nica of Prix Ars
Electronica, Linz, and were shown in several exhibitions worldwide.

THE FISHERMAN AND HIS WIFE

A 30 minutes long computer animation, based on a German folktale. The visual
world of the animation is based on those of shadow theatre. Every virtual
puppet, tree, flower or house are hand-drawn, scanned in and used as a
texture-maps on 2D polygonal forms positioned in the 3D space. At first the
scenes are lighted just with one light source, but as the story goes on, more
and more puppets have their own light sources, and cast shadows on the other
puppet or objects in the scene to visualize relations between humans, reality to
virtual reality, reality and desires, and reality and dreams.
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tamas@waliczky.com
http:/ fwww.waliczky.com/

The Fisherman and his Wife
1999

Animation: Tamas Waliczky and Tsuyoshi Fuyama
Narration: Manfred “Derek” Hauffen
Harpsichord music: Angelika Csizmadia
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TAMIKO THIEL'+ ZARA HOUSHMAND

Tamiko Thiel: After studying general engineering and product design at
Stanford University and mechanical engineering at the Massachusetts Institute
of Technology, Tamiko Thiel studied fine art at the Academy of Fine Arts in
Munich, Germany. All her work is alive and dynamic, and makes full use of the
latest in digital technology. Thiel created the visual form for the Connection
Machine supercomputers CM-1/CM-2, completed in the early 1980’s, and
created and produced Starbright World, a virtual reality playspace, as a
network for seriously ill children. Thiel also created the Totem Project “Cyber
Butoh,” a series of works that use technology to reclaim a sense of the human
body as mysterious and powerful, a source of mythic significance. Her work
exhibited at Interaction ’o1, Beyond Manzanar, uses VRML technology to depict
the plight of the Japanese imprisoned in California during WW2. This year
Beyond Manzanar will also be exhibited at the Interpoetry Exhibition, Sao
Paolo, Brazil and CYNETart 2001, Dresden, Germany.

BEYOND MANZANAR

This work was made in collaboration with Zara Houshmand, a Iranian-American
writer, theatre artist, and multimedia designer. :
Manzanar, California: Where Japanese Americans were |mpr:soned in WW2.
Whose landscapes evoke the austere beauty of Iran. Which memory saved
Iranian Americans from a similar fate in the 1979 Hostage Crisis. This work is
dedicated to all people trapped in between when their chosen country wars
with their homeland. Its doors invite you through this strange mingling of the
fates of two peoples, through prison camps and paradise gardens that speak of
the1r dreams and fears.
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tamiko@alum.mit.edu
http://mission.base.com/tamiko/
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Tamio Thiel'+ Zara Houshmand
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Beyond Manzanar
2000

Support: Intel Corporation
Technical support: blaxxun Interactive
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Luc COURCHESNE

Born in 1952 in St-Léonard d’Aston, Québec, Canada. Studied at the: Nova
Scotia College of Art and design, Harifax (Bachelor of Design in communication,
1974), and at the MIT(Master of CAVS, 1984 ). Began his interactive video in
1984 when he co-authored Elastic Movies. He has since produced many
installations and in July 2000 premiered at Siggraph the Panoscope 360, the
first single channel panoramic viewer. His work has been shown in galleries
and museums worldwide and he was awarded the Grand Prix of the ICC
Biennale '97 in Tokyo and an Award of Distinction at Pris Ars Electronica 1999 .
Stayed at IAMAS as an artist-in-residence in 2000/2001 and created. The
Visitor. Professor of information design at University of Montréal and preﬂdent
of the Technological Art Society.

THE Visn'on: LiviNG BY NUMBER 2001

The Visitor is a panoscopic interactive installation. A participant must first place
his or her head inside the large dome. This work is inspired by Paolo Pasolini’s
film Theorema and by a dream Courchesne’s daughter had when she was 10
years -old. Participants-Visito_rs are planted somewhere in the Japanese
countryside. From there they will try to make a life for themselves by saying any
number between one and twelve. Exploring the territory, happening upon and
. entering a shelter, meeting and dealing with the inhabitants and gaining status
within the group will define a visitor’s experience. Leaving the place and the
inhabitants to themselves (as in Pasolini’s film) or being forced to escape after -
an earthquake (as in his'daughter’s dream) will further
characterize the visitor’s experience.

Support: Daniel Langlois Foundation,Canada Council, Montreal University,
Society for Art and Technology (SAT)
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luc.courchesne@umontreal.ca
http:/ /www.din.umontreal.ca/courchesne/

Luc Courchesne
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The Visitor: Living by Number 2001
2001
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Related Programs of the World Forum for Media and Culture

Artist Talk
Specially invited artists will make presentations and hold discussions.
Date: 2:00 p.m. - Saturday 27th Ocrober 2001

Performance
“Fu Rai Kyo™ by Carl Stone
Date: 5:00 p.m. — Saturday 27th October 2001

“Audiovisual Environment Suite” by Golan Levin
Date: 5:00 p.m. — Sunday 28th October 2001

International Symposium “Embedding Media in Culture”

Specially invited, renowned overseas artists and critics will make presentations and hold
discussions.

Date: 2:00 p.m. — Sunday 28th October 2001

Panel Members:

Michael Naimark

Independent media artist and researcher

Michael Naimark has been a professional media artist and researcher for over two decades. He is
expert in “place representation” and its consequences, and has worked extensively with field
cinematography, interactive systems, and immersive projection. Naimark is on the Board of Directors
of the Ground Zero, the Board of Advisors of the Media Lab Europe, the Editorial Boards of Leonardo
Electronic Almanac and Presence journals.

Jean-Louis Boissier

Professor, Art Faculty, Paris 8 University

Born 1945. As professor, researcher, curator or artist he has been concerned with aesthetic changes
occurring with images and the arts in connection with interactivity and virtuality. His multimedia
works, CD-ROM, Web sites and interactive installations, explore new forms of narrative and fiction
and relations between cultural tradition and technical innovation.

Tamiko Thiel

Artist

Tamiko Thiel created and produced Starbright World, a virtual reality playspace for seriously ill
children, for Starbright Foundation’s chairman Steven Spielberg; exhibits her media art in the USA,
Europe and Japan; created the visual form for the Connection Machine supercomputers CM-1/CM-2
and will be teaching virtual reality at UC/San Diego.

Marina Grzini¢ Mauhler

Doctor of philosophy, researcher at the Institute of Philosophy at the ZRC SAZU

Marina Grzinic has been involved with video art since 1982. In collaboration with Aina Smid she has
produced more than 30 video art projects and media installations, Internet websites and an interactive
CD-ROM. She lived and worked in Tokyo as resercher in 1997-98, sponsored by the JSPS
Foundation, Tokyo. Her last book is Fiction Reconstructed. Post Socialism and the Retro — Avant
Garde, Edition selene in collaboration with springerin, Vienna 2000, margrz@zrc-sazu.si

Chairman: Hiroshi YOSHIOKA (Professor, IAMAS)

Venue: Ogaki Information Studio “SINC Hall”
4-35-10 Kono Ogaki City Gifu Prefecture

The avobe events will be broadcast live over the Internet.
heep:/fwww.pref.gifu.jp/gib

Event

“Floating Eye” Hiroo IWATA

Date: Saturday 3rd and Sunday 4th, November 2001
Venue: Softopia Japan Center 1F Lobby

Film Show

Date: 1:00p.m. — 6:00p.m. Friday 26th October - Sunday 4th November 2001
Venue: Softopia Japan Center 1F Seminar Hall
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The Current State and Future Outlook for Interactive Media
—Why Hold an Interaction Exhibition?

Itsuo Sakane

It was six years ago that we here in Ogaki City first held the Biennale entitled
Interaction Exhibition, and this year marks the fourth time we have had the pleasure
of hosting this event. This event was originally conceived to commemorate the
launching of the International Academy of Media Arts and Sciences (IAMAS). Since
then, for these exhibitions we have invited several dozen media art creators recog-
nized around the world in their respective fields to come to our event and we have
received acclaim on an international level for the exhibitions.

However, when most people think of art exhibitions, for the most part they
envision displays of paintings, sculptures, photographs and other forms of tradition-
al display. Even exhibitions of modern art held in museums and galleries in large
urban areas do not often include opportunities to showcase this kind of new media
art.

Still, there is a reason why we chose the of Interaction Exhibition and why we
have continued that through four distinct exhibitions. Looking back on the long his-
tory of art and science and technology, and looking forward as we widen our per-
spective to include the information society that is unfolding behind us and the new
flows of culture that will usher forward, we feel that it is indeed timely now to
establish a forum through which we can consider the issues that will effect our
future. Indeed, we believe that interaction (comprising interactive dialogue) is the
most appropriate term to characterize such a forum.

One of the elements in the background to that is the fact that there is a clear dis-
tinction between the kind of traditional media art genres previously composed prin-
cipally of computer graphics and computer animations, which were essentially visu-
al works to be observed. The new type of art form, known as interactive art, began
in the latter part of the 1970s and involves the participation of the viewer.

Unlike former types of visual art, in which viewers observed images displayed
on monitors and screens, many of the new types of interactive art involve a process
through which the viewers themselves use their own bodies and their five senses to
actually participate in the art form through a process known as installation (features
installed in an environment). This is a provocative process going beyond the tradi-
tional relationship between the artist and the viewer and poses new questions to be
considered.

In this new form of artful expression we sense a certain potential that tran-
scends the conflict between art and science that has existed until now. Therefore, we
decided to hold the first Interaction Exhibition and invited representative works in
the field of interactive art, which ar that time was gradually gaining attention
around the world.

[How Are We To Survive The Information Age?]
Furthermore, it goes without saying that one more important factor in the tim-
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ing of that launch has been the arrival of the current information society. Like it or
not, the flow of information and use of computers has penetrated to the deepest cor-
ners of our society during the last 20-30 years, and without us noticing it, this flow
has resulted in an influence on our very lifestyles, the way we think about things,
and our concept of what is common sense. Indeed, we cannot ignore the influence
that it is having on our new approaches to education and culture. In fact, our school
TAMAS is the offspring of that information society.

Still, we must also recognize that the outlook for the future of the information
society is not only positive and bright. There is no doubt that the communication
media that has been made generated by modern digital technologies, in particular,
digital media making use of computers, will exert a very real influence on world pol-
itics, economy and culture, and will have even a greater impact than the invention of
the printing press by Gutenberg had in its time. However, at the same time, we must
also realize that all new technologies can be double-edged swords bringing both pos-
itive and negative consequences. It is apparent that the combination of digital and
communication technologies, made possible through networks, also poses threats of
unpredictable danger. We should be careful not to blindly stride forward with the
goal of cultivating people who are only well trained in how to use these new tech-
nologies. We must seek out the fantastic potential latent in such technologies and
ensure that they are used for the benefit of more people. Indeed, it is our mission
and our duty to ensure that we devote our deepest insight and wisdom to educating
the right human resources for this new age.

One of the routes that will lead to the opening of such new possibilities is to lay
a bridge to close the gap between new forms of science and technology and artistic
sensitivity. Indeed, interactive art is one such bridge. Moreover, we believe that it is
a bridge that will lead to the creation of a new interface that will play an important
role of mediation in a multicultural humanity.

[Moving Beyond A Long History of Conflict Between Science and Art |

Reflecting back on the history of art and humanity, we see that throughout all
of our historical periods, there have been people blessed with great sensitivity who
incorporated the most advanced scientific discoveries of their age and the results of
great technological inventions, in order to create works of arts that had hitherto
never been created and thereby contributed to expanding the consciousness of the
people of their times. We have seen many geniuses who, in order to create new
forms of expression, incorporated new techniques into themselves and created fan-
tastic works of art by integrating those techniques with their rich powers of imagi-
nation. Indeed, the creation of new modes of expression born of new techniques is
the natural by-product resulting from the very basic, creative instincts that have
allowed human beings to ensure their continued survival. Seen over a historical per-
spective, that by-product has a tremendous ripple effect. However, with the develop-
ment of modern sciences and the increased specialization of fields of knowledge, we
saw a divergence with science and art moving gradually into distinct areas and by
the middle of the 20th century, we saw that against the background of two conflict-
ing cultural consciousnesses the creative forces of people were split in two.

It was after the Second World War that these new forms of media technologies
appeared and we began to see the appearance of a conscious desire to bridge that
gap. Movements such as the Experiments of Arts and Technology in New York and
the activities of the Center for Advanced Visual Studies at the Massachusetts
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Institute of Technology that began after the 1960s were representative of the many
similar movements that were occurring in many areas around the world at that time.
In fact, it could be said that such a consciousness has spread throughout the world.
With the beginning of the 1970s, the progress of computer technologies propelled
that process further. On the one hand, as we saw the birth of a new information
industry, we also saw that the characteristics of digital technologies originally used
for computers had the effect of creating bridges between diverse forms of art and
culture that had been cultivated by humanity, and in that way, opened the door to
possibilities for new and unprecedented types of creative behavior.

It can be said that one more noteworthy characteristic of digital technology is its
interactivity. By transforming the very content of information, specifically text,
images, and moving images as well as sound and other media format, into digital
signals it then becomes possible to reconnect those elements and repackage them in
a different vehicle. Furthermore, because the very position of those data elements is
encoded, it makes it instantaneously possible to access that information repeatedly
and convert it into a new format with a different meaning and content.

In that sense, it has now become possible for anyone to take initiative and make
use of computer programs for their own respective purposes and control data as
they wish and thereby edit it into a new work which has never existed before, creat-
ing images, sounds, and moving animations. Furthermore, as it is now possible to
develop images and music that speak to the five human senses in an interactive man-
ner, we now have the potential to use new forms when we express our sensitivity.

In this way, at first, this interactive character was used for works such as com-
puter game products. Over time, the artists themselves came to learn how to use
computer programs, and at times, collaborated with computer programmers and
computer scientists to make teams in order to develop interactive products that were
premised on participation by the viewer and involved constant changeability.

[Interaction in the Context of the History of Art]

Looking back on the history of art, it is clear that even in ancient times there
were art forms that presumed audience participation. In fact, considered from the
broad context, every work of art assumes that the viewer will stand in front of the
work of art and be able to understand the intent and meaning of the expressions cre-
ated by the artist. In that sense, it might be correct to describe every work of art as a
piece of interactive art. Digging deeper in that vein, if we consider that the viewer is
required to engage in a form of internal interaction while viewing that work of art,
we could perhaps describe the process as a psychological, internal form of interac-
tive art. Compared to that, the current forms of interactive art which make use of
modern media often make use of a physical interface to bridge the distance between
the work of art and the viewer and are therefore in fact only a narrow interpretation
of the broader concepr of interactive art. Indeed, it might be best to describe them as
physical interactive art.

Still, even in ancient forms of art there were genres of interactive art that took a
more proactive approach to eliciting the participation of the viewer. For example,
the hidden paintings that were popular during the Middle Ages, the trompe Ioeil
paintings as well as anamorphosis involve a process in which the artist attempts to
appeal to the psychological sensory perceptions of the viewer through a process of
bringing joy to the viewer, at the moment of discovery. Even in periods before the
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invention of computers, by the use of sensory illusions, mathematical images and
occasionally optical contrivances there were artists who took joy in a process of
joint menral endeavor in which the mental processes of the viewers were engaged.
Indeed, in all ages, we can see a continuous thread leading right up to the contempo-
rary forms of expression of rthat art. In fact, we can see this in some of the famous
works of Salvador Dali, as well as in the works of the famous Dutch printmaker M.
C. Escher in which there is clear evidence of the interplay of communication
between the artist and the viewer.

However, at the same time, as we look across the history of art, we see cases in
which the artist collaborated with patrons, art dealers and critics and were forced ro
follow a direction dictated by authoritarianism. With the coming of the Modern
Age, we saw an increasing number form of authoritarian and conceptual forms of
art that were only comprehensible to the artists themselves. Naturally, there were
also artists who revolted against this tendency. Some people say that Marcel
Duchamp, who created various surprising works of art at the beginning of the 20th
century, was one of the first interactive artists who dared oppose the powerful
forces that were trying to impose the spirit of authoritarianism on the creative forces
of the world of art.

[The Rise of Interaction in Science]

On the other hand, from around the time of the 1950s in the specialized field of
science, which represents yet one more realm of culture, there were people who
began to reflect on the fact that due to the same kind of over-specialization and
over-compartmentalization as a result of the tendency towards an organized author-
itarian approach ro knowledge, the end result was a closed form of academism. For
example, the British physicist David Bohm reflecting on the state of modern science
which has fallen into a mode of elementalism, has stated that efforts must be made
to rediscover the wholeness that science originally possessed and he has stated that
the type of wholeness seen in art is close to that which must be found in science.

From the end of the 1960s, there appeared around the world interactive science
halls such as the Exploratorium in San Francisco and the Ontario Science Center in
Toronto which diverged from traditional forms of authoritarian science exhibit halls
and strove, rather, to elicit the simple curiosity of the viewer and in response to the
viewers curiosity and sense of beauty to evoke the joy of discovery. These experi-
ments arose from a belief that by stimulating the basic creativity inherent in all
human beings even a little, it would be possible to widen their eyes to rake in new
wonders of nature and discover the abundance of the human spirit. At the same time
that such new trends were taking place from within the worlds of art and science,
there was an attempt to move beyond the traditional boundaries that separated sci-
ence and art, planting the seeds of an inquisitive spirit that would allow anybody to
seek the answers to their queries and invite an interactive form of participation
through a new type of sensitivity resulting in an interactive culture. It was against
that background that we saw this trend take on a global appearance from the begin-
ning of the 1970s.

[Seeking a More Humane and More Natural Interface]

Naturally in order to ensure even better interaction between works of art and
the viewer, there is a need to make preparations to induce a dialogue through which
the viewers will naturally bring themselves closer to the works of art. In the case of
paintings and sculptures, viewers just stand in front and look at them and nothing
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happens. In order to create a situation in which natural interaction will occur with-
out requiring the viewer to touch a mouse or keyboard, which would be connected
to the computer, there is a need for some sort of interface to link the work of art
with the computer that is participating in the background with people. Then, from
around the latter half of the 1970s, various types of interface design efforts, focusing
on creating a natural link taking advantage of the five senses to connect users with
computers, began from the Massachusetts Institute of Technology and arose at
research facilities and universities around the world.

After a while, various forms of interfaces were created to make it possible for
you to interact with the works of art through the use of sensors that could identify
the presence of viewers and even minute changes in their body motions, as well as
sensors that responded to voices, and even sensors that could understand what was
being said. This laid the foundation for a more practical development of designs
leading to the rise of participatory art, which in turn, sparked more and more inter-
est in people, in general.

This kind of research focusing on interfaces has garnered increasingly high
expectations and it will play an increasingly important role in the coming informa-
tion age. In order to create an information environment that is people-friendly and
can exist both in society and in our living environments at home, we must create a
means so that we are not operating computers through direct interaction, but rather
that we develop an interactive environment that can naturally sense the presence of
human beings and make decisions regarding their needs. Furthermore, the functions
of an interface that was born as a means of art could serve as a catalyst and have the
potential to lead to various other uses. Moreover, it may be that such an interface
exceeds the definition of art, but may rather evolve into a form of interface that
links human beings with the kind of environment that we hope to create in the
future.

Who knows how these will develop? At times we may see provocative, poetic
forms that stimulate our imagination. At times they may call us forth with inspira-
tion on nature and the universe. At times they may inspire us to explore internal
meditation. Indeed, this has gone way beyond the definitions of that which is science
and that which is art, and has become a catalyst which could contribute to helping
us all evolve into better human beings by using our respective areas of expertise.
Indeed there exists even the potential that this could lead to feeling that we have a
mission of sociocultural and historical significance.

[Reflecting on World Trends in Interactive Art]
Interactive art began to flourish at the end of the 1970s and quickly developed
as a result of progress in science and art at that time.

SIGGRAPH is an American academic society with a special interest in the com-
puter graphics research group. It has been meeting every year since 1974, in various
locations in the United States. This year it was held for the 28th time. Originally it
disseminated the results of research in the computer graphics researchers and indus-
tries. But, from the beginning of the 1980s it began to focus on holding exhibitions
to introduce interactive arts to the world, too. Now new artists producing interac-
tive works consider SIGGRAPH to be very important to their chances of success.
The catch phrase of this year’s SIGGRAPH meeting was “explore interaction and
digital images”, and it tells us that SIGGRAPH itself has been realizing that interac-
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tion is becoming the more important to connect people within the information-
based society today.

And then in 1979, in Linz, Austria, Ars Electronica, which is known as a global
electronic media festival, was held for the first time. This event originally focused on
electronic arts linking art, technology and society. Now it holds an international
contest featuring various categories such as computer graphics, computer music, and
net art. Every year it awards a Grand Prize, which comes with a significant prize
money and known as the “Golden Nica”. Electronic media artists all over the world
want to win this prize and they regard it as an important step towards success in
their field. Interactive art is one of the categories in this contest, an important one,
and most of the interactive art pioneers working in the world today have won a
prize in this contest.

[The Interactive Art Network Spreads Throughout the World]

As a result of the activities of SIGGRAPH and Ars Electronica, from the second
half of the1980s the same kind of media art events began to be held all around the
world, and semi-permanent arts centers were established. In Japan an exhibition
called Biennale Artec focusing on technological art was held in Nagoya in 1989.
Several outstanding works of interactive art were featured in this exhibition. It is
extremely unfortunate that this exhibition was discontinued after the fifth exhibi-
tion held in 1997. In autumn 1989 an exhibition called “Introduction to Interactive
Art”, which was sponsored by Kanagawa Prefecture’s Office of Cultural affairs, was
held in the Kanagawa Science Park, Mizonokuchi, Kawasaki City. Looking back on
it now we can see that it was an epochal event in the history of interactive art. A
total of 13 interactive art pioneers such as Myron Krueger, Jeffrey Shaw, Ed
Tannenbaum, Paul DeMarinis, David Rokeby and Toshio Iwai showed their works.
It was the first large scale interactive art exhibition in Japan.

Around the same year, ZKM was established in Karlsruhe Germany, and in
1990 invited Jeffrey Shaw to be the director of the Institute for Visual Media. In
1997, ZKM was moved to a much larger media art center. In 1996 a permanent
facility for the Ars Electronica Center was established in Linz, the site of the Ars
Electronica Festival. In April, next year the NTT InterCommunication Center (ICC)
which had its beginnings in Nishi-Shinjuku in Tokyo, put into place a system for
international cooperation in this field, promoting itself as the first and foremost
stage for media art in Japan.

IAMAS also established an independent graduate school without colleges for
the undergraduate courses, in April 2001. Instead of having the colleges, though,
TIAMAS established the Center for Media Culture (CMC) as the basic research and
creative center based on the accumulated experience of the last five years in the vari-
ous research and creative field of media arts and sciences. It could play a role for the
junction of an international network of media culture, positioning and continuing
the interactive exhibitions held up to now and the Artists-in-residence as the CMC’s
main activities.

In fact, IAMAS has invited some Ars Electronica prizewinners and some artists
who have exhibited at SIGGRAPH art shows to participate in its Interactive
Exhibitions. But, at the same time, works completed by our Artists-in-residence
while at IAMAS have gone on to win the Golden Nica at Ars Electronica, or have
been shown at SIGGRAPH exhibitions. Moreover, there are more and more cases in
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which the works of young artists discovered by IAMAS inside or outside Japan, or
those of IAMAS university students, have been invited to Ars Electronica and SIG-
GRAPH too. In this way media centers and academic societies are becoming very
important to the information culture, and through this process of exchanging infor-
mation about works and artists and sharing the works themselves, a new important
cultural trend is emerging. In this sense our 4th Interactive Exhibition will have an
important role as a new turning point in world media culture.

[New Movements Towards a New Creative Media Culture in Japan and Asia]

Looking at the domestic situation, in January of this year “sendai mediatheque”
which combines a library and an exhibition of media culture planning, was estab-
lished in Sendai. And in Yamaguchi City the same kind of facility combining library
functions and media culture activities, the Yamaguchi Center for Arts and Media
(tentative), is being prepared now.

At the same time at art universities in Japan new media art departments are
being established, and they have increased rapidly in the last few years. At the very
traditional Tokyo National University of Fine Arts and Music, a Department of
Inter Media Art has been set up at the branch campus in Toride and they are active-
ly encouraging media art. And even prestigious Tokyo University, which until now
did not have an arts department, established a new organization in April last year
known as the Interfaculty Initiative in Information Studies which forms the heart of
a new graduate school and is working on creative activities and research appropriate
for the information age. Professors from both Science and Technology Departments
and Humanities Departments are working there.

In the same way in South-East Asia the movement towards the information cul-
ture has rapidly become more vigorous. In autumn last year the 1st Biennale Media
City Seoul 2000 was held in Seoul, South Korea. Several works of interactive art
from around the world relying on computers were shown at this large exhibition of
video installation works. Also in Seoul, a new media art center called “Art Center
Nabi” was started last year. In Taiwan, a media art exhibition called “A Sparkling
City-2000” was held last autumn. IJAMAS’s assistant professors Christa Sommere
and Laurent Mignonneau showed one of their works of interactive art. And
Taiwanese media artist Shu Lin Chen who has been active overseas, displayed large
scale works at ICC of Japan in spring this year. In this way, activities of media
artists that cross national borders will surely increase more and more in the future.

Japan and Asia’s research and creativity in this area has, over the last one or
two years, connected with the rest of the world’s efforts leading to a big step down
the road towards cooperation and mutual inspiration in the media arts.

[Between Interactive Art and Modern Art]

As media arts have come to prominence, traditional art museums, and even
modern art museums, have become unable to ignore them. Among the media arts,
video art was the first to get started, in the last half of the 1950s. Now there are
curators specializing in video art in famous art museums, most notably the Museum
of Modern Art (MoMA) in New York.

Furthermore, although there are not that many regular opportunities to focus on

computer art or interactive art, there are times when interactive art is put on display at
institutes like the Pompidou Center in Paris and the New York Guggenheim Museum.
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At KIASMA, a national museum of modern art opened last year in Helsinki, the
opening event included a major media art exhibit, which drew together many signif-
icant works of interactive art from around the world.

At the Triennale Modern Art Exhibition recently launched in Yokohama, the
majority of the works displayed were, quite naturally, pieces of modern art.
However, there were still quite a few works displayed by interactive artists who
have earned an international repurtation, including Masaki Fujihata and Eduardo
Kac.

It is true that interactive art requires equipment such as computers and other
peripheral devices so that it can be installed, and therefore, it requires both labor
and cost to maintain it. However, in addition to those factors, there are still voices
expressing doubt as to whether or not modern media art will be incorporated into
the world of contemporary art. The reason is that there is a slight difference in the
historical line of development taken by modern artists and the perspectives, con-
sciousness and atritude toward their work adopted by media artists. As such,
whether or not works of media art will continue to be granted a place in modern art
exhibitions will depend on the respective quality of each work and the views and
evaluation made by curators, critics and the artists themselves. Therefore, one can-
not draw any simple conclusions. At the same time, as long as there is a commonali-
ty in the perspectives regarding the reality that is pressing on contemporary interna-
tional society, it is natural that media artists will share a degree of connectivity with
other modern artists in their views and concerns regarding the crisis situation that is
approaching the future of humanity. As such, there is no doubt that we are seeing
the beginnings of great strides bringing these art forms closer together.

The Development of Media that can Bring to Life Classic Cultures for
Contemporary Times

At the same time, even at museums and other centers that store classic cultural
artifacts and historically significant works of art, in order to transmit to the minds
of contemporary people, the precious cultural and historical treasures of humanity,
efforts are being made to make use of digital technologies. In cases where the entire
cultural assets cannot be preserved, digital technologies are being aggressively used
in order to make an effort to appeal to the hearts of young people and communicate
with them. Through the digitization of the works held by such museums, it is possi-
ble to create a more thorough archive and, at the same time, make use of such digi-
tal art as interactive media artwork. At the Philadelphia Museum of Art in the
United States, during a three-month period from July 2000, there was a major exhi-
bition focusing on the works of Koetsu Hon’ami at the request of Dr. Felice Fischer,
who is in charge of the oriental art department of the museum. A team working here
at IAMAS developed virtual scroll, which are actually rolled by the viewers, and
affords them a process through which they can actually touch for themselves origi-
nal images that are 13 meters long. Indeed, the reproduction of classical works
through digital technologies affords us various possibilities. The CD-ROM and
DVD corner, which will be established on the sidelines of this interaction exhibit,
there will of course be works which allow us to engage in new dialogue with ancient
and precious works of art.
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[Increasing the Number of Artists Involved in Media Art]

Each year at the Ars Electronica, a unique, contemporary theme is selected and
a symposium is held at which discussions focus on this theme with participation by
a wide range of individuals from both the scientific and artistic fields. At the Ars
Electronica 2001, the theme selected was TAKEOVER-Who is doing the art of
tomorrow. This theme clearly focused on the movement to reach out and launch a
dialogue with the artists who are to be expanding the horizons of art, as we see
more and more widening of the number of creators involved in contemporary media
art.

The selection of the term “TAKEOVER?” as the theme of this does not imply
that the artists involved in this genre will replace traditional forms of art. Rather, we
see a process in which, as a result of the appearance of artists incorporating modern
technologies into their work, and with the creation of vibrant digital media forms
which has led to a new type of artists, there is a need now to review the attitude of
such artists and while making comparisons with traditional concepts of what it
means to be an artist, to reaffirm and re-evaluate the role that such artists are to
play in the future.

If we take a look at the types of interactive art pieces that have been brought out
so far, we already see that the artists involved are not only people trained in a tradi-
tional art background, but also people who studied at engineering institutions, peo-
ple who studied biology and genetics, specialists in programming languages, and
other various kinds of designers and exhibition organizers whose works have been
gathered into different exhibitions. It is clear that, both directly and indirectly, there
are a great number of people involved in producing and displaying these kinds of
new art forms.

Among those who are quite stubborn and who focus on craftsmanship, there
may be some who feel that the sacred realm of art has been sullied, and even those
who believe that these new works cannot even be described as works of art.

However, the creation of expressive works of art made possible through such
digital technology naturally involves, not only interaction among digital technicians,
but also in order to create the very concept of the work, it also requires involvement
of people from many cultural realms.

As was stated at the beginning, it was back in the 1950s that people first began
to challenge the borders between science and art, leading to the appearance of a new
form of culture. The knowledge and world views held by various people coming
from different realms of expertise led to the beginning of an age in which people
gave serious thought to how humanity is to survive in the future.

It seems apparent that we have to go beyond the traditional concepts held by
artists and the former definitions of scientists and technicians so that we can use
cooperative and collaborative creativity to share the realm of imagination.
Practically speaking, due the shackles of traditional academic organizations, acad-
emism, and academic views, there are many people who are as yet unable to easily
cross those boundaries. Furthermore, it is also a fact that the works that have come
forward in this new realm speak of only a shallow history and may not have yet
reached a level at which they are able to provoke and move all people.
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However, [ believe that the course that has been plotted will not change.

Inspired by their interest in this area, we have already seen people graduating
from engineering institutes, art institutes, and schools specializing in the humanities
who have integrated their diverse knowledge, capabilities and imagination in order
to create works of art. Conversely, there are those who entered universities with an
interest in studying art and, on their own, learned computer programming languages
and have been able to create art works unimaginable by people working only from a
technical background. In fact, several of those people are displaying their works at
the upcoming interaction exhibition.

The IAMAS school opens its doors to all of those specialized fields. However, as
a result, there are still very few students who have mastered the fundamentals of dig-
ital technologies. There are many students who collaborate with students working in
technological fields in order to create their graduation projects.

If there is one problem that we are currently facing, it is that in this period of
transition, we have still not fully identified the right future oriented new theories for
our education. That is why, from that point of view, we now bear an extremely -
important responsibility.

Still, no matter how you analyze it, the history of this new digital culture is a
short one that has only just begun. Compared to the long and great history of paint-
ings and sculptures, this is indeed a very short history. Still, the creators of today
must focus on the serious reality that our world faces and making use of the particu-
lar materials and systems that our world affords them, must move forward. That is
their only choice. There are times when one is overwhelmed by the magnitude of the
great legacy of the past. There are also times when one rediscovers the infinite
knowledge and conceptual powers that flow forth from that. Making use of this
new media, there will be times when we will certainly overcome factors such as age
and gender and move beyond the walls of different cultures in order to create new
works of art that will link us to the future.

This Interaction Exhibition is indeed held with great expectations for raising
awareness about the arrival of such a new age.

I would like to ask all who come to this exhibition to humbly experience the
opportunities afforded by these works, speak with the creators that are giving birth
to this new age, and delve deeper into the boundless possibilities afforded by the
unfolding information culture of the future.

Itsuo Sakane, President
Institute of Advanced Media Arts and Sciences
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Embedding Media in Culture
Hiroshi Yoshioka

(1]

If the words “interactive art” and “media art” do not tell you what they are, it
would be a good idea to visit the exhibition INTERACTION 01 and experience the
works directly. They are all full of originality and playfulness, but besides their
immediate charm, they are informed by sophisticated aesthetics. Although some
works have the appearance of games, what is at stake is something more interesting
and more subtle than that found in the software games on the market. Each work is
invested with a particular style and use of the computer, and this is part of their fas-
cination.

However, it may be that after such a visit, however, your perplexity remains
intact. Why, you might ask yourself, were these art works created at all> What’s
the point?” It is for you and your questions that I am here writing this essay. And
yet it is these same questions that I am now asking myself.

Some definitions: The word “media” in “media art” refers to digital media. It is
an activity that is made possible by using computers and electronic devices. Within
this category of media art, interactive art refers to an art that responds actively to
the viewer, to his or her movement or sound or to some other parameter of involve-
ment. It is not too much to say that media and interactivity represent the form of
art.in the age of information technology.

Are you happy with this explanation? I'm not. Once again I say that [ am writ-
ing this text for those who are not convinced by this explanation, for people who
continue to be perplexed by unfamiliar Japanese words like “media ahto(media
art)” or “intarakutibu ahto(interactive art).” It has long been the case, throughout
the process of Japanese modernization, new ideas are declared from above which the
people below are supposed to accept without fully understanding what these ideas
are. In our schools, those who accept new ideas and facts quickly without asking
questions have typically been admired as smart students. But aren’t such students in
fact rather stupid? For real intelligence requires the ability to doubt, to ask ques-
tions, to enjoy discussing every idea from every angle, to live in uncertainty. It is
this concept of intelligence that our country must start to promote and nourish.

Thus, I would like to ask some basic questions about the ideas of this new art.
For me, it seems to be very important that both media art and interactive art are
called art. Many artists use the newest digital technology, but their artistic products
are often quite different from commercial products. This difference must come from
the fact that they are deemed works of art. But in what sense are they art? This is
the starting point of my discussion. In what sense is media art art? This is a ques-
tion that is hardly ever asked by those involved in the creation, education and man-
agement of media art. This question inevitably leads to another and more funda-
mental one: What is art? This is a question that many of us are too busy to struggle
with. Moreover, such a question cannot be answered if we are guided by the notion
of established field or trade.

The question of art’s identity is not just an abstract, philosophical issue. On the
contrary, it is closely related to ordinary constructs of our daily reality. If a work is
presented in an art exhibition instead of an international trade fair, it means that the
work is declared to be art. That is, we are already commirted to a notion of art just
by showing them or appreciating them in an art exhibition. An institute like
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IAMAS(Institute of Advanced Media Arts and Sciences/International Academy of
Media Arts and Sciences), where I now work as a professor, is different from normal
schools for training digital skill, in that it is concerned with art. (Otherwise, it
would be a waste of money to have artists and philosophers working there.)

Media art contains in itself a requirement that it should be art. What, again, is
art? Asking the question of art in this way seems to be more useful than asking: “Is
media art ‘art’?” For, while the latter sounds as if concerned with the conventional
notion of art, the question of what art is, provoked by thinking through the status of

media art, can lead to a new understanding of art in our contemporary world.

[2]

Media art cannot be art in the same way as modern art has been. To illustrate
this, we can compare the experience of media art with that of some popular modern
works of art. Just suppose someone is looking at a painting by Vincent Van Gogh.
The viewer may know little more about Gogh’s paintings than about media art-
works. But s/he is aware, more or less, of the basic narrative which describes how
hard the painter tried to transcend his personal self through art, so hard that he lin-
gered on the verge of insanity. However commonplace this narrative may sound, it
gives the viewer a certain framework, in which s/he combines the meaning of the
painting to her/his own life. The narrative is concerned with existential questions
like “How can we cope with the solitude of life?” “How can we live for others?”
“What is the meaning of life?” and so on. Thus, the viewer is encouraged not only
to appreciate the work from a purely aesthetic point of view, but also to interpret it
with the deepest concerns of life, because we all share the basic facts of life that we
live in solitude, find it hard to love others, and are still in search of the meaning of
life.

In most media artworks, there seems to be no narrative that points us to those
deep questions. Media art does not reach the depth of our existential being in the
same direct way as modern art does. So, it is hard to think of media art as art in the
sense of modern art.

Then, is it possible to regard media art as an offspring of avant-garde art? In,
say, the ready-made works by Marcel Duchamp or in the works by Andy Warhol,
there seems to be no existential narrative connecting our being directly with these
works of art. The works themselves don’t seem to show any deep content which we
can identify as an artist’s expression of his thoughts or feelings. This absence is one
reason why the scandals they provoked when first viewed touched profoundly at the
our cultural order and meaning: “How can such a thing be deemed art?”

But of course, when the avant-garde initiated a revolt against traditional art, it
was largely aware of the consequences of such transgressions. By seeming to be,
from the standpoint of traditional art, sheer nonsense, it forced the viewer to reflect
on the context surrounding the art work, i.e., the museum as an cultural institution,
the discourse of art criticism, and indeed the very notion of art as an understandable
cultural norm. By provoking these reflections, the avant-garde art can be character-
ized to a certain extent as “interactive”. Here the content of the work is nothing but
a series of questions proposed by the work to the viewer about the social and cultur-
al context to which the work belongs. The extent and depth of these questions is a
measure of the quality of a particular avant-garde work.

Media art is much less rebellious. It seldom reflects on, let alone resists, the cul-
tural framework of art the way avant-garde art does. Reflective questions do not
constitute the core meaning of a media art. Here, “interaction” is not so much a
process happening in our consciousness or interpretation, as a real-time response
given by the machine/artwork according to physical movements of the viewer. (Paul
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Virilio criticized this concept of interaction as an alienation of the ability for
action.)) Whatever it is, the meaning of art in media art is not coextensive with the
meaning of art for the avant-garde.

What we can learn from the above analysis is this: In order to think media art as
art, we should not depend upon conventional notions of art, whether in the sense of
modern art or avant-garde art. Instead, we have to develop a new notion of art.
And this is a requirement not just for media art, but for every contemporary activity
involved in art. The virtue of media art is that it is a new development in art that is
uniquely engaged with questions of technology.

(31

A century ago, it was political radicalism that gave people a vision of a utopian
(or an apocalyptic) future. Today, technology seems to have taken over this role.
Almost every morning, we learn of some new development in information technology
and biotechnology, its very rapidity filling us with constant amazement along with
hopes and fears. Innovations, introduced into industrial production with increasing
efficiency and with more speed and complexity than ever before. Such change is
drastic and seemingly irresistible. No doubt technology offers us great benefit, but
at the cost of a dissolution of individual body and mind into huge impersonal sys-
tems. If art is concerned with human freedom in its deepest sense, media art has the
ability to raise the possibility of freedom in the world dominated by technology, a
freedom within technology, a freedom demonstrated by using technology in unusual
and personal ways. By “deconstructing” the hold of technology, art opens up new
visions of freedom in technologically oriented cultures and societies.

But at the same time, there is a danger for media art which links itself too close-
ly to technology. Such closeness breeds in media art a fascination with technology
itself, confuses its own radical potential as art with its direct impact as a technolo-
gy. If we think a work as radically new because it makes use of the newest technolo-
gy, we are undermining the very thing that makes media art valuable. Looking back
over the history, we come across similar misjudgments about art.

In the Soviet Union in 1930s, there was artistic trend, normalized by the govern-
ment, called socialist realism, in which the meaning and value of art was determined
from the viewpoint of how well it serve to promote the education and establishment
of Socialism. Now, if the so-called “IT(Information Technology) Revolution” aims
at the total reorganization of society, culture and everyday life of Japan, it looks like
a kind of de-politicized socialist revolution, in which media arr, just like socialist
realism in olden time, is supposed to represent the images of a utopian future real-
ized by information technology. In other words, the meaning of media art is to pro-
pagandize media technology and to contribute to the spread of “information litera-
cy.”
and the state in their goal of total integration and control of social life.

Media art would then be an approved art, a kind of functionary of industry

Thus, in the end, we are again led to the question: “What is the meaning of art
in media art?” In those periods when a certain civil practices and ideologies exerted
great power over society, art opened up a space of freedom by subverting the domi-
nant ideology. It was different. But since the dominant forces of today — technolo-
gy and industry in the context of de-politicized world capitalism — are not ideologi-
cal in a straightforward sense, art cannot simply oppose them. (If it did, it would
look like anti-progressive romanticism.) To find out what media art can do in this
situation, we need to take a more general look at the situation of art in our contem-
porary society.
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Media art tries to discover alternative ways to use information technology, to
find a purpose different from that in normal practices of information culture. Media
art is the name of various attempts and projects to make technology deviate from its
usefulness in everyday reality. As seen in the artistic practices of Dada and Surrealism,
or in the concept of “alienation” of Bertolt Brecht and Russian Formalism, the act
of “derailing” something out of its everyday track, making something look unfamil-
iar or showing another side of reality, is one of the central functions of the contem-
porary art. Media art “alienates” technology. In this sense, and in this sense only,
can it be called a merger (or a vision of the merger) of science and art.

It is true that from the viewpoint of long history of civilization, science and art
were not separated activities, for both derived from the desire of humankind to deal
with the secrets of nature and the universe. In this sense, the integration of science,
technology and art is a singular ideal that has been pursued throughout the
Renaissance, the Industrial Revolution and the twentieth century. But if media art is
thought of the achievement of the ideal simply because it applies science and tech-
nology to an art work, without paying any attention to the history of modern art
and avant-garde art, this judgment is too narrow and optimistic. It fails to take into
account the inevitable change that took place in art in the twentieth century.

Throughout the last century, art went through a great mutation. With the
decline of the avant-garde movement, art has lost its vocation as the pioneering
force of culture, as the means through which a new totalizing view of life and world
could be offered and explored. Instead, art was reduced to being simply one of
many cultural sectors. This is what some philosophers like to call “the end of art”.
In order to grasp the true meaning of this concept, however, we should at least care-
ful enough to make distinctions between two different meanings of art, a distinction
which seem to be often confused in many postmodern “the end of art” argument.

One meaning is art as an institution. This notion of art was born in the West,
and it is inseparable from an individualistic, human-centered understanding of the
universe. This understanding parallels the practices and value judgments in the
modern Western civil society, and supported by its cultural system including the art
academy, museums, concert halls, etc. Moreover, this institutional model of art has
functioned as a kind of mirror that attempts to reflect and represent every form of
art in (non-western, pre-modern or post-modern) cultures. Though art in this sense
is inherently Western, it assumes an objectivity and universality, applicable to every
culture and every age.

This notion of art ignores the deep asymmetry of art in the West and that in the
non-western cultures. For example, we cannot understand art in Europe and art in
Japan as the same thing. Japanese language has an established translation of the
word “art”, but this word does not have the same semantic range as its original. In
Japan, “geijutsu(art)” or “geijutsu-ka(arttist)” are often too high-sounding words,
and people today prefer to avoid them by using words like "ahto(art)” or “ahtisu-
to(artist).” This complication is one of the traces left in the language of an older
and different perspective, showing too how the Western notions have influenced but
not quite penetrated the Japanese way of thinking in the course of modernization .

On the other hand, we can use the word art in an extended, casual way, and this
constitutes the other definition of the word. Art in this sense is the name for various
attempts to express our understanding of life, the world and its possibilities. Art is
an experiment, an attempt to say something new, an effort to go beyond the com-
monly accepted boundary of our daily reality, to think and to live in a different way.
In this sense, I think we can use the word “art” without worrying too much about
the fact this word was originally coined in the West.
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What “ended” in the notion of “the end of art” is the former sense of art, i.e.
art as an institution. This “end” is welcome because it means that our eyes are now
open to various different forms of culture around the globe. But this end has its neg-
ative aspect too, which is the loss of the standard. Since Western modern art has
ceased to function as the standard, no one is able to say with confidence what art is
and should be. And although art as an institution has come to an end, institutions
of art remain with us, just as the shell remains after the snail dies. These institutions
belong to the total social system produced by the modern West. In 1990s, we have
seen a boom in the construction of gorgeous buildings intended to contain art.
Museums have become more and more perfected as containers of art, but there is no
standard as to what to put into them. Predictably, the loss of a standard in recent
years has led art museums to open their spaces to a diverse activities which had long
been excluded from the category of art. Thus, indigenous cultures, political mes-
sages, ecological views, various forms of social criticism, claims of regional, ethnic,
sexual, cultural groups coexist with variations of the avant-garde and pop art.
These works, whatever they are, have become squatters, occupying buildings that
have ceased to know who their proper occupant should be. And it is important to
know that media art is sometimes one of these squatters.

[5]1

The current situation of art in the West(including Japan) is more or less under
the influence of pluralism, multiculturalism, relativism and an “anything goes” type
of anarchism. It is pluralism which, as Marina Grzenic has correctly pointed out, a
globalized capitalism would welcome. Likewise, the problem with our contempo-
rary museums is not that of a universal standard dominating art, but rather one of a
pluralist symbiosis of heterogeneous elements which neutralizes any truly critical
moments. It is not about the opposition between globalization and nationalism, but
the “abstract collaboration™ among multifarious activities, without having produc-
tive interactions to each other i,

Where do we look for this potential of art, this moment of freedom, in these sti-
fling and uncertain modern times? Among other things, how can we conceive the
future of media art? I think one clue can be found in looking more critically at the
encounter of the digital media and various other elements of culture.

For example, when we try to represent traditional or different cultures using
digital technology, we are faced with an extremely critical question that involves the
kind of relationship that we have with these cultures. If we regard a traditional cul-
ture as an objective thing and aim to preserve it by way of a digitized database or
archive, there is nothing new to say. Recording, preserving and classifying artworks
as something already completed has long been the conventional routine of modern
museums. Of course digitization has a practical value, enabling quick reference and
search. Thanks to it, we can analyze data from every possible angle, and that saves
a great deal of time and space. But this urility does no not make an essential differ-
ence in terms of pluralism and control; in fact, the project of perfecting the digital-
ization of culture will in the end reinforce the institutional power of the museum.

Nevertheless, digitization has its subversive side which has something to do with
its temporal and changeable character. Unlike traditional art, which bases its
authority on a sense of weight and permanence, media art is not, by its very nature,
a fixed object even if at times (in the form of installation work, CD-ROM and so
on) it looks like a complete and closed object. Indeed, It would be more productive
to think of media artworks as suggestions for a new thinking, as constantly revising
projects, and as proposals for new environments. Hence, digitization, because of its
temporal character, points to deconstruction of the authority of art, thereby opening
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up new ways to interpreting and criticizing the “cultural treasures” or “historical
records”.

One of the works included in INTERACTION °01 is “Kidai-shoran,” the digi-
tized Emakimono(scroll painting) packaged in CD-ROM. This ‘preservation pro-
ject’ is not just a record of a piece of traditional art. Rather, it seeks to immerse the
viewer into the event of the art object, in this case bringing the viewer to the street
depicted in the painting, immersed them in it, as if s’he were actually walking along
a street in the city of Edo(the former name for Tokyo) during the eighteenth
Century. It also suggest that some interesting connections between the time struc-
ture in emakimono and that in cyberspace. Another piece, “The Kyogen,” is a DVD
introduction to the world of Kyogen, a traditional farce which used to accompany
the Noh. Unlike the conventionally fixed dichotomy ‘pure tradition spectacle / mod-
ern audience” that underlies the usual appreciation of traditional theater, “Kyogen™
allows multiple and self-conscious viewpoints. This is signaled, for example, when
Mr. Mansai, a popular young Kyogen actor, speaks to the audience in a Western
suit and tie. In this interpenetration of tradition and new, we are made aware of the
particularity of cultural context on both sides of the event.

“The Time of Jean-Jacques Rousseau” by Jean-Louis Boissier is a splendid
work, in which we understand another relation of cyberspace to philosophical and
reflective texts. Although it has become something of a cliché to say that electric
media is replacing printed media, destroying “the Gutenberg Galaxy”, few who
repeat this wisdom grasp what it means. The strength of Bossier’s work is that it
responds to this idea by envisioning a new relation between reading and the comput-
er. This envisioning is achieved by of way illustrating our experience of reflective
thinking in digital media.

The intermingling of histories in “Beyond Manzanr,” a VRML work by Tamiko
Thiel and Zara Houshmand, is astonishing and captivating. The work deals the
concentration camps that were constructed by the American Government for
Japanese Americans during WWII. However, it goes beyond being a mere record of
this unfortunate historical scene, by combining the landscape of Manzanr with that
in Iran, a Japanese garden with an Islamic one, and by extension the fate of Japanese
immigrants with that of Iranian immigrants, and by extension all internal “enemies”
of the American government. Traditionally, it has been an important function of
poetry to bring together images which are unconnected in everyday thought.
“Beyond Manzanar” evokes an associative experience similar to that in poetry, but
utilizing virtual reality instead of words. Given the tragic consequences that reli-
gious and cultural differences are associated with in our contemporary world, it is
encouraging to imagine media art as a tool that would help us rethink differences
with more connectedness and with greater depth.

The usual image of media art in Japan is one in which it is linked largely to
political inhibitions and exhortations, industrial techniques and business growth.
Contrast this with the images of media that are projected by some of the artists at
INTERACTION ’01. Here it is a matter of the potential of digital media to open up
two way dynamic flows between different fields in contemporary and traditional
cultures, and of creating new spaces for discussion and reflection about culture.
This, finally, is the meaning of interactive art that we sought at the beginning of this
essay, its identity as a media art, its potential as alternative form of media. It is a
potential that is certainly great and desirable, but a potential that is also elusive and
easily lost. And this is precisely why exhibitions like INTERACTIONS ’01 have
come to be so necessary.

Hiroshi Yoshioka, Professor
Institute of Advanced Media Arts and Sciences
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i) Paul Virillio, Le Bombe informatigue, Galilee, 1998.

i) | once tried to analyze this situation by means of the notion “self-colonization,” in another
context of modern Japanese culture.
Hiroshi Yoshioka, "Samurai and Self-colonization in Japan”, in Decolonization of Imagination,
ed. Jan N. Pieterse, Zed Publishers 1994,

i) Marina Grzini¢, “Does Contemporary Art need Museums Anymore?”, in Future Perspectives,
ed. Marina Grzini¢, Marino Cettina Gallery(Umag, Croatia), 2001.
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Student Works and IAMAS
Keiko Suzuki

I resigned from the company where I had been employed to enroll in the newly
opened JAMAS. This was around the time the word “Internet” was starting to be
used among the general public and CD-ROM publications were just coming out. [
applied to TAMAS because T wanted to understand this new thing called digital
media and, from there, to find my own mode of expression.

I faced my first hurdle at IAMAS that June, soon after entering the school, when
I had to create an actual work. It was “IAMAS Week,” during which we took a
break from our regular classes and lectures and instead attended workshops, film
screenings, and events. At the workshop I attended, we students had to choose sev-
eral key words from those that were given, produce a work or a work plan, and
make a presentation.

There I was, enrolled at IAMAS, but I found actually creating a work more dif-
ficult than I had expected. I could not keep up with the workshop at all and spent
my time until presentation day in the library, reading and anguishing. What does it
take to turn idea into form? I was totally lost, having for the first time in my life
stepped into a world where I could not find the correct answer.

Then, the day came for our presentations. I was astounded by my classmates’
works. They had joined key words and ideas, and had given them accompanying
form. One student, for example, who had chosen “network” as his key word, had
made a little box which one could push open and look inside. There he had placed
fragrantly scented pieces of cotton and thumbtacks with their sharp ends pointing
outward, thus presenting his ideas about network communication as objects, so they
could be understood by the viewer. Another group had chosen “honeybee” as a key
word. In their case, they had connected some computers in a network and arranged
it so that honeybees would be seen flying from inside one computer to the next.

When I saw these works, I had the strange feeling of perhaps knowing, or per-
haps not knowing, what it meant to create a work and what it meant to create a
work at IAMAS. T asked all sorts of students why they had made what they had.
Their answers amazed and impressed me. To this day I remember the anticipation
and apprehension I felt, what fun it was, and how I wondered if I, too, would one
day be able to do what I wished to do by studying at IAMAS.

IAMAS is the acronym for the International Academy of Media Arts and
Sciences, which was founded in 1996. It is a specialty school established as part of
Gifu Prefecture’s informatization policy. With facilities that can be used twenty-
four hours a day and more than one computer available per student, it provides an
outstanding environment and offers a practical educational program based on actual
work production. The school building, renovated from an old high school built in
the 1960s for female workers of a textile factory, is occupied by a slew of state-of-
the-art computers, but some of the classrooms still retain the ambience of days gone
by. When IAMAS was first established, it had two courses of study, the Multimedia
Studio Course (hereafter referred to as the Studio Course), intended for high school
graduates or higher, and the Art and Media Laboratory Course (hereafter referred
to as the Laboratory Course), designed for four-year college graduates or higher. In
2001, however, six years after the founding of [AMAS, a new system has now been
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put in place. The two courses have been combined and reorganized into a course
with a higher degree of specialization, and the Institute of Advanced Media Arts and
Sciences, which includes the Post Graduate School of Media Creations (hereafter
referred to as the Post Graduate School), has been formed as a successor to the
Laboratory Course.

Students who enroll in AMAS come from all walks of life. In addition to those
coming from graduate schools, universities, and high schools, there have been cor-
porate employees (including system engineers, computer programmers, and clerical
workers), artists, free-lance writers, piano instructors, school teachers, Shinto
priests, and housewives. Countless, too, are their previous fields of study, some of
which are painting, design, filmmaking, architecture, music, information sciences,
physics, chemistry, pharmacy, literature, history, and philosophy.

TAMAS is generally recognized as a school that deals with computers. Some
students therefore have specialized in information sciences to begin with or have
worked for companies in that field. Others, however, have never even touched a
computer before coming to JAMAS, so that there is a vast difference in computer
skills among the students. Because students have such diverse backgrounds, special-
ties, and skills, they are made aware of things they have never even thought of
before. They also undergo the valuable experience of having someone else help
them in aspects they cannot manage on their own and, in turn, being able to help
someone else in other aspects.

Since its inception, a total of almost three hundred students have entered and
graduated from JAMAS. Thanks to the outstanding facilities, instruction from a
faculty as unique in their backgrounds as are the students, and the students’ own
efforts, a large number of student projects have been completed. I wish to introduce
below some student works that I feel exemplify the special character of IAMAS, that
is, the union of facilities, teaching, collaboration, and the students’ own intrinsic tal-
ents.

Revolving Black Hole (Hideyuki Hashimoto: Studio Course 1996, Laboratory
Course 1998) was produced through a seminar taught by Christa Sommerer and
others. The objective of the seminar was to create and display a media installation.
Hashimoto had majored in physics at university and was expert at computer pro-
gramming as well. He had a clear vision of what he wanted to create but was hav-
ing trouble giving it manifest form as a work. The support of the instructor, who is
a highly experienced artist, was no doubt extremely helpful for him in developing
what he envisioned into a media installation.

Hashimoto’s installation is a simulation of the nature of a black hole. Geodesic
lines (a geodesic line is the shortest line joining two points on a curved surface) that
have been warped by the black hole and an object that has been tossed into that
black hole are projected on a piece of elastic cloth. When the rotational speed of the
black hole is altered, its mass increases, pulling the screen (cloth) downward, and
the viewer can observe the change in the way the object is sucked into the hole.
Hashimoto therefore “made visible” the black hole, a phenomenon that no one can
see (for it sucks in even light!), in a way that was easy to comprehend.

After graduating from the Studio Course, Hashimoto continued on to the
Laboratory Course. He showed several times in exhibitions both in Japan and over-
seas, but after graduating, he stopped creating works of media art. Today he is
employed in a corporate environment producing computer games.

G-display (Motoi Ishibashi and Motoki Kouketsu, both Laboratory Course
1998) was created for a seminar taught by Atsuhito Sekiguchi, Masami
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Hirabayashi, and others on the theme of virtual reality and human sensation.
Media installations are often produced and exhibited as art, but this work is more of
an example of interface design using a display equipped with a tilt sensor. The
image on the display, which is attached face up on a thin pole thar leads down to the
floor, changes in response to data from the tilt sensor. When the display is tilted,
the image shows movement that corresponds to the amount of inclination. In the
demo content CUBE, for example, when the viewer tilts the display, it shows a cube
rolling in that direction, leaving a visible path. Thus, G-display makes use both of
first-hand tactile sensation and gravity. Currently, both Ishibashi and Kouketsu
continue to create interfaces for information display, such as image information sys-
tems that can interact with the audience, while advancing their professional careers
at the same time.

The annual (1997, 1998, 1999, 2000 student volunteers) is a work that was
first begun in 1997 for a seminar on design taught by Yasuhito Nagahara, as a
package that recorded the events of the year at IAMAS. Since then, it has been pro-
duced every year under student leadership.

The original stimulus that led to the project was a discussion on “how ro record
IAMAS activities” during the seminar. The discussion arose because, being a new
school, IAMAS had not kept a proper record of events at the time of its founding.
The students therefore decided to make a record of their school themselves and
began production of the annual. Design and organization were handled by students
experienced in the fields, but the rest of the project was completed by the others
gathering information and learning as they went. The annual is the sole medium of
record for IAMAS and has provided useful reference material about the school.
Each spring, a student project team is formed. After gathering information and
holding discussions, the team undertakes production of the annual, with different
editorial policies and a different package each year.

Works (Ryoji Tanaka, Studio Course 1998), clock WERK (Kazuo Soma, Studio
Course 1999), and micro-plantation (Akinori Qishi, Laboratory Course 1998) were
developed as assignments for Nobuya Suzuki’s course on CD-ROM and web page
production. In this class, many of the students received tips on digital expression by
learning the use of certain software, which enabled them to produce original works
for themselves. These works present interactive designs within the limited space of
the display, based on input from a mouse or keyboard.

Works is a group of studies that convert the movements of the mouse into
designs of various movements. Tanaka designed simple but unexpected graphic
movements using the numerical coordinates indicated by the mouse as parameters.
Because he had a background in the sciences, he had found it relatively easy to learn
programming. Combining this skill with his innate interest in design, he produced a
large number of CD-ROMs and web page designs. Tanaka, who energetically creat-
ed a succession of works at IAMAS, today is active at the forefront of web design,
continuing to develop and refine the kind of work he did at IAMAS. Likewise, in
clock WERK, Soma used a “clock” he had created for his class assignment as a basis
and designed a program for displaying the time, with time and the movements of the
mouse as parameters. Both Works and clockWERK commonly feature designs
intended to be presented on a computer display. Because the mouse and keyboard
are the devices that are the most universally employed by computer users, these
types of works, which involve inputting through their manipulation, can be experi-
enced by a large number of computer owners. They are not presentations of the cre-
ator’s self but rather attempts to produce designs for the presentation of content (for
example, in Soma’s case, a clock).

In micro-plantation, on the other hand, Akinori Oishi skillfully translated his
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distinctive illustrations into digital media. Oishi, who admits that he found it diffi-
cult to become accustomed to computers, had been producing hand-drawn cartoons
and illustrations populated by numerous tiny, black-and-white characters. Using as
a starting point a program he had learned as part of a class assignment, he scanned
his hand-drawn illustrations into a computer, page by page, turning them into ani-
mation. Then, he added some simple interactivity and produced a CD-ROM.
Because he was not good with computers, Oishi had a difficult time completing
assignments as a student and received little favorable notice at the time. His gradua-
tion project, however, which was his first digital work, subsequently brought him
recognition for its uniqueness of expression. After drawing attention at an interna-
tional trade fair, Qishi moved to France. Today he continues to produce his unique
creations at a multimedia production company.

Fukuda-san (Atsuko Uda, Studio Course 1997) was created as a class assign-
ment for Shinjiro Maeda’s course on film and video production. TAMAS has two
types of courses in film and video production: those based on live-action filming and
those based on 3D computer graphics. In the former case, students produce their
works using digital video cameras and a computer with nonlinear editing software.
With advances in digital technology, video cameras have so improved in perfor-
mance that the difference in image quality between professional and amateur films
has been remarkably reduced. For her work, Uda neither constructed sets nor car-
ried out elaborate location filming. Instead, she filmed undramatic everyday life on
campus, as acted out by fellow students. Her painstakingly filmed images, however,
are extremely beautiful and convey a sense of high quality. In fact, this work won
major awards at several film festivals. Because the images have been filmed using a
digital video camera, they can be input into a computer and then, after processing,
transferred to and used in other media. Uda has indeed created CD-ROMs and web
pages using the images in this work.

My Old Home (Ma Chao, Laboratory Course 1998) is an animation of a novel
by Lu Xun. Having always worked as an oil painter, Ma made use of his artistic
skills and painted a sequence of oil paintings on panes of glass. Then, with the sup-
port of Masao Takakuwa, a computer graphics specialist, he used a digital camera
to photograph each painting, one by one, input the images into a computer, and cre-
ated an animation using editing software. While this is an orthodox animation tech-
nique, Ma has combined his craftsman-like expression with digital technology in a
very skillful way. Currently, he is in the midst of producing a new work in a moun-
tain village in northwestern Gifu Prefecture.

Let’s Play with Bits (Shoko Inada, Makoto Iguchi, and Tadahiko Sato,
Laboratory Course 1999) began not as a class assignment but as a group project by
students with similar interests. It is a workshop for children that lets them experi-
ence how a computer’s processing device works. Inada, Iguchi, and Sato’s study
project grew out of their interest in recognition science and resulted in their present-
ing opportunities to experience and understand “how we think” through the scheme
of a computer. Their workshop using the manual, wooden Wood-bit Computer is
an enjoyable experience for both children and adults. The three have formed a
group, which they have named “Curious Lucy,’
shops for children mostly in Gifu.

The work spannung (Haruko Uchida, Laboratory Course 1997) represents what
had been Uchida’s theme from when she first entered IAMAS, that is, generating
abstract pictures automatically by computer. It is one of the few instances in which
a student steadily brought to realization her original research project. Having been
a painting major in college, Uchida found that division of the picture space and

]

and continue to organize work-

color organization in the creation of an abstract painting was extremely similar to
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the (algorithmic) way of thinking involved in computer programming. In her work,
an image is projected onto a canvas. Then, when an element is arranged on the can-
vas by clicking with a mouse, the computer judges the relationship between the ele-
ment and the blank space and completes the painting on the canvas. This process is
continued repeatedly, and new pictures are continually produced.

Watashi-chan (Tomoko Ueyama, Laboratory Course 1998, Postgraduate School
2000) is a work that Ueyama, who had previously been a sound production special-
ist and sound effects operator, created with the cooperation of other students and
faculty. Her project was at first considered difficult to realize but was ultimately
produced successfully after repeated discussions and adjustments. This clothing-
shaped work detects surrounding sound and makes it visible. When sensors
attached to various parts of the garment detect sound, air is sent to balloons near
those sensors, and they inflate. When a person wears Watashi-chan and moves
around, the entire body becomes an “ear” and shows expression in response to
sound. After graduating from the Laboratory Course, Ueyama has continued on to
the newly founded Institute of Advanced Media Arts and Sciences not only to con-
tinue producing works but also to investigate how to make use of those works with-
in society.

Remain in Light (Haruki Nishijima, Laboratory Course 1999) presents issues of
media technology by likening them to the act of insect collection. The “insects” that
are collected in this case are analog electronic signals of a personal nature rthat are
emitted from objects like cordless phones. Fragments of these waves, which are
emitted heedlessly from people’s homes, can be collected and placed in a “specimen
box.” They are then reproduced by being converted into light and made to fly
around like fireflies. Nishijima was not very knowledgeable about computer tech-
nology but was able to complete his work through the support of students and fac-
ulty who recognized the excellence of his concept and helped him in programming
and device production. First presented in autumn 2000, it has received awards at
art festivals both in Japan and abroad, and is planned to be shown at various sites in
the future.

[Conclusion]

The works introduced above are only a small portion of the student projects
that have been produced at IAMAS. Although admittedly there are differences in
scale, almost all TAMAS students have undertaken a graduation work for their own
personal satisfaction, and a large number of them have been presented in the gradu-
ate exhibitions. Some of these have not only borne fruit as works by the individual,
but have made their mark in various other ways, for example, by developing into
major projects or involving corporate participation as well.

These student works have won acclaim at media art exhibitions and other
events both in Japan and abroad. At the same time, however, we cannot say that
they have as yet adequately played their anticipated roles in the goal set by Gifu
Prefecture, of contributing to the development of the information industry.

With conditions being as they are today in Japan, the course that students will
follow after graduation as artists, creators, or entrepreneurs, will undoubrtedly be a
difficult one. Linking creative activity with economic activity will be an issue they
will need to tackle in the future.

Keiko Suzuki, Researcher
Center for Media Culture
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RPM, 2001
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Tiffany Holmes
Surf and Spy, 2000
Installation

Tiffany Holmes
Nosce Te [psum, 2000
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Jim Campbell

Experiments in Touching

Color, 1998
Installation

Camille Utterback

Liguid Time Series: Tokyo,

2001

Installation

Camille Utterback
Arc Tangent, 2001
Installation
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Arnon Yaar
Beam of Light, 2000
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Jay Lee + Bill Keays
Extruded Window, 2001
Installation

Wolfgang Muench
+ Kiyoshi Furukawa
Bubbles, 2001
Installation

Sachiko Kodama

+ Minako Takeno
Protrude, Flow, 2001
Installation

Ars Electronica Futurelab
Tug of War, 2000
Installation

Golan Levin

Audliovisual Environmental
Suite, 2000

Installation / Perfarmance

Hiroo lwata
Floating Eye, 2001
Event
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Original book:

Kvéta Pacovska

Realisation:

dada media

Production:

NHK Educational Corporation

SuZung Kim
Dots, 1999
CD-ROM

Kidai Shoran, 2001
Publication: Museum of
East-Asian Art, Berlin
Production: Office of Dr.
Jeannot Simmen
Scientific Research:
Franziska Ehmcke
Design: Joachim Sauter
(ART+COM)

Mansaku&Mansai

That’s Kyogen, 2001
Production: TOKYO MEDIA
CONNECTIONS CO,,LTD.
Support: ZKM,

Theatre Museum of
Waseda University

Jean-Louis Boissier, Hajime
Takeuchi, Jean-Noél Lafargue
Moments de Jean-Jacques
Rousseau-Prototype for
Japanese version CD-ROM, 2000
Publication: GALLIMARD
Production: CENTRE POUR
L'IMAGE CONTEMPORAINE
GENEVE

Kiyoshi Furukawa

+ Masaki Fujihata

+ Wolfgang Muench
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Production: ZKM
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DVD-ROM
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2R3 TrYIE— Tamas Waliczky
+T7 et + Anna Szepesi
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304, EFA WIFE, 2000

30'00", Video
Z2IdF71—N Tamiko Thiel
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[E3 kw44 —] 2000 Beyond Manzanar, 2000
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Yaw7-9-0n1X Luc Courchesne
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Info.Table, 2001
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Haruko Uchida
Spannung, 2000
Installation
Programming:
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Mitsuhiro Kaneda
Immortal Forge, 1998
Installation

Ryota Kuwakubo
Bit-hike, 2000
Installation

Artwork Management:
IAMAS

Takahiko Toyama
+ Naotaka Otsuka
WAFT, 2000
Installation

lori Nakai

Streetscape, 2001
Installation

Scientific Research:

Shiro Yamamoto,
Ressentiment, Daiya Aida
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Kaeko Murata

+ Eiji Yamauchi
Fisherman'’s Cafe, 1998
Installation
Cooperation:

Hisakazu Igarashi

sanada + maeda
a Messenger, 2001
44'00", Video

Production: Sol Chord cos Tone

Camera & Editing:

Shinjiro Maeda
Perfarmance & Animation:
misao Sanada

Yasunori lkeda

+ Katsumi Ilwata
Karaena, 2001

7"20", Video

Music: Masatsune Yoshio
Papet: Katsumi lwata,

Ai Hasegawa,

Yasuyo Hirayama

Hirofumi Oohashi

+ Akio Okamoto
Komadori Brothers oh-oh
remix, 2001

10'00", Video

Kenji Kuriki

HORSE'S RECOLLECTION,
2000

2'00", Video

Masakazu Saito

+ Rintaro Teshima

R, 2000

6'00", Video

Support: Shinichiro Tanaka,
Satomi Kawabata
Supervise: Shinjiro Maeda

Tadasu Takamine

Tadasu Takamine1998 /
INERTIA, ONYX DREAMS, .
The Keisan-pun Band,
Kimura-san, 1998

38'00", Video
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Mayumi Tsuboi

The Story of Floating Dots,
1998
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Narration: Gayle D. Pavola
Music: @SUSHI

Hanako Tomida
ESCAPE, 1998
2'30", Video
Music: Eric Lyon

Ai Hasegawa

An Example 01, 2001
7'30", Video

Dance: Koichi Kido
Translation: Usman Haque

Ma Chao

My Old Home, 2001

8'30", Video

Music: Masatsune Yoshio
Sound: lori Nakai

Subtitle: Gayle D. Pavola
Supervise: Masao Takakuwa

Satomi Murasawa
Gamo, 1999
3'30", Video

Ken Morita
SLIM DOWN, 2000
3'50", Video

Arisa Wakami

afr, 2000

10'00", Video

Sound: Tomoko Ueyama
Narration: Shino Katayama
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Cable Communication
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Atsuko Uda
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WEB

Akinori Qishi
Micro-plantation, 2000
CD-ROM

Jun Sasaki
The World is Mine, 2000
CD-ROM

Tomoko Ueyama
Watashi-chan, 2000
Performance
Support: IAMAS
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