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Shiki-no-Hiroba [Four Seasons Square)

Ogaki Park West Castle Square, Softopia Japan Center

IAMAS [Institute of Advanced Media Arts and Sciences +
International Academy of Media Arts and Sciences] and others

Exhibition Period: Oct 6 [Fril — 15 [Sun], 2006

Organized by: IAMAS

Gifu Prefecture

Ogaki City

Japan Center for Local Autonomy

Supported by: Ministry of Foreign Affairs

Ministry of International Affaire and Communications, Ministry of Economy
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FOREWORD

I am extremely pleased to deliver this report of Ogaki Biennale 2006. Ogaki Biennale was
first held from February to March in 2004. We undertook the venture of adapting the
previous World Media Culture Forum — which originally exhibited cutting edge interactive
media art works from around the world at Suitopia Center and Softopia under the title
Interaction — into a completely new form by taking it to the streets. Fortunately due to
support provided by many people the attempt produced a successful event. The first Biennale
was held in the cold days of February and March, allowing visitors to see the annual IAMAS
Graduate Exhibition. However, holding both events simultancously proved a heavy burden,
additionally the harsh cold was difficult for visitors, so the Second Biennale in 2006 was
planned for early October.

The First Biennale was set in the sprawling central urban district, and this time the events
and exhibitions extended to a more expansive region. This year’s theme was “The Power of
Chance.” We requested as directors Gunalan Nadarajan, who is an active critic and curator
of media art, along with our own Professor Hiroshi Yoshioka, the head of the Center for
Media Culture; and invited artists particularly from various Asian regions. This preference
recognizes the importance for our community to prize future relationships with these
countries, and that IAMAS also must establish ties in Asia. I would like to express gratitude
from my heart to Gunalan Nadarajan and the participating researchers and artists. Their
dedication committed ro individually selecting venues suitable for each event and exhibition
resulted in more centers for exhibition than the previous Biennale. T think this is fantastic,
but I worry whether it demanded too much from those who enthusiastically participated in
multiple exhibitions and events.

I consider the invigoration and cooperation with the community under this Biennale
important. The First Biennale was over-preoccupied with organization, so exchange with the
community became secondary. In this regard, Biennale 2006 was able to conduct exchange
in all aspects owing to performance of the staff lead by the IAMAS-affiliated research body,
the Center for Media Culture. There were additional innovations such as the special issue
Crocus student organized newsletter and Biennale newspaper that piqued the interest of the
general public towards Biennale. Bevond a doubt, Biennale is entirely due to cooperation
and support from many people. This time as well we received tremendous support from
various affiliations including non-profit organizations, businesses, shops, the city, and the
prefecture to produce an unprecedented event. I want to express my deepest gratitude for
the effort everyone invested, and say that we continue to be dependent upon your additional

cooperation and support to further enhance the next Biennale in two years.

Tadashi Yokoyama
President,

TAMAS (Institute of Advanced Media Arts and Sciences + International Academy of Media Arts and Sciences)
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View of Installation at Takeshima-kaikan Site

EFhotigs7 2BOG

HlfEE . 2006 F

ETd -1 A9 b—ax

The imaginary bridges that link them
Video Installation

2006




EThoZREET HIRBOE

HE-NFH Ty TE->T, BAFE (ZfEED
REBEINDIT-ARDIERTE AV, ZhiEB L3,
BOERER DL DBED, OEDOETAAHE
BRILAVRTHD, NAH Ty MIIBFAOH DFE
8- MIEMXRICERT 24, ZOERITERD
LOENLOBFEOFRAEESBL TV S0
TlEad, LA > THHFHLRERTIH A F X<y
4y 7 BEREESIERTELWESD

WE—ATI, SEOEBAOBEZEETHE
E&->T. HEREOEANAF >HBNLEER
HHET D, ZHEA T, FREBTREHTHD
BRAEORARICOLWTRAREICSAZ20E.
B TAGTIRICEEE->TW S, 7 F. RIS
AR ENIZ20HBOEO EICEAMAMNIEADD
E=HICIE BICHFR->TEELGASEEF DY A
A4, BB F—LZAEHIGR EITELD%A A~

V. CC TELNIMIE OIS, PORELA
BELEEA2RE3TMOIO0—IATv /. "ET
Hd. TheRiLMCTERIZEESESHA
TlEHD2N, TFS T4 v ILBRBRIBE~EWET 2m
DI, BoEERENTARENGETEALE
WIATK, ELEZFDVEDICESTOGE
AL EENDZ ECLY, BEIEIDERRIEF
CLW2BENES%2LEHTLLOCHS

COLTER—EWVWS LY, UEDDERERE—®
FICEE->TWD &, AR EFEMNEI 7 —FIIcD
WTORBHEENHPL (-, £3TC
CTlE BE{tE /i b0EMERZOHD
P ALBMBERCE TR RBENCT IRV LE
Ut ThwahOL57, BEATEENTZR
MMFEEDBIEBIC, NAH Ty FOESRITEEN
A RME NS,

View of Installation at Takeshima-kaikan Site
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The imaginary bridges that link them

For Kamol Phaosavasdi, the venue of this
exhibition doesn’t mean a mere space in which
his work is installed, but it rather is an irreducible
element of his conception of the piece. Though
Phaosavasdi does mention the place’s historical
and cultural context, his work doesn't directly
refer to a particular background. The relation
between his work and the exhibition space is
complex, and we cannot speak of a "site-specific”
work in the simple sense of the word.

By changing the color of light in the rooms,
he deprives them of the usual atmosphere of
traditional Japanese spaces, and to the audience
he makes only vague suggestions about the
relationship between the place and his work.
The eight monitors set up in three tatami rooms
show such images as a samurai on horseback
shooting an arrow, an interior, worm'’s eye view of
Genbaku Dome [The Hiroshima Peace Memoriall,

a computer graphics-based run through a
corridor, or the peculiar wave motion of tea in a
tea bowl. All of these motifs can be associated
with Japan, but none of them evokes an exatic
kind of feeling. Instead, the repetitive image
sequences create a meditative and quiet state of
mind. One of the eight monitors always shows
the respective visitor who is at the time sitting in
the room, which makes the viewer aware of his
or her presence in this particular place.

Sitting inside this work - or rather, inside this
environment — we may become unsure of our
normal, i.e. Western and modern understanding
of “art”. It is as if the work was trying to suggest
us that all our standardized views of art are just
"attachments” in the Buddhist sense, which we
should free ourselves from. Meditative as it may
look, Phaosavasdi's work seems to contain a

deeply critical notion.
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Kamol Phaosavasdi

Born 1958 in Pitsanulok, Thailand. After receiving
art education in Thailand, Kamol earned an M.F.A. in
Intermedia. His video works and installations using natural
materials often deal with environmental contamination
and the destruction of nature as side effects of rapid
economic growth, as well as developments in technology,
and the estrangement of humankind. Exhibitions include
among others a solo show at Yokohama Museum of Art,
exhibitions at Echigo-Tsumari Art Triennale 2000 and
Venice Biennale 2003.
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Kamol Phaosavadi
Interview

——Can you briefly tell us about the work you are
exhibiting in this Biennale?

This has been a great opportunity for me to play
a lot with the site. The work relies on the venue,
which | hadn't actually seen before. | worked off
of photographs | received by email and stuck with
that to think up the work. From the message | got
| began to play around with the work by putting
together word for word. Before | came | only
prepared this image, it wasn't going to be exactly
along those lines. | made a video on DVD and
brought the data with me so if anything needed
to be changed, | could change it. This gave me
the opportunity to finish off the installation
while learning a lot about the site itself. | had a
fixed basic concept, but the atmosphere of the
exhibition site and the ability to get into that style
was even more important for me in the end. | am
quite satisfied with how | finished my work, "The
Imaginary Bridge to Link Them.”

It is based on the idea of a world with a historical
background that | don’t know, and the story of
which | cannot fully comprehend, so | don't try to
tell that story. | think that, what is important in
art is that the audience forms the substance of an
image themselves, out of elements that include
the characteristics of the venue as well as the
title. That is the idea of the work.

—Do you find exhibiting at Takeshima-kaikan,
with a tatami mat background, very different
from showing a work at a museum or gallery?

Yes, it is a bit different. When showing something
at a museum | do all the work beforehand and
simply exhibit it. When the venue is a place like
the Takeshima-kaikan, | learn about the site
and eventually come up with ideas | never had

before, which | quite enjoy. | crave this kind of
work because to work at the site allows me to
create a more complete work. It's not the same
as exhibiting in galleries. What's important to me
is to learn about the exhibition site, and the site
teaches me a lot.

—What are the ideas and experiences behind
your work?

| am interested in Japanese architecture
and architectural styles, and | really like this
space. Historical sites can put us into a state
of meditation, and without doubt, art can do
the same. | finished my work so that visitors
would look at and become aware of the tatami
mats. At a gallery, usually visitors walk up to an
artwork to stand there and look at it. In contrast,
visitors who come to see this work exhibited in a
Japanese home must first remove their shoes,
and then sit on the tatami floor. Sitting in front
of an artwork creates a somewhat historical
and very meditative atmosphere. | think this
is an aspect that makes this piece work more
psychologically with the space it is displayed in,
to become another artwork.
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Performance at Butokuden Site
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False Securities, Ogaki
2006

Sound Performance
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Sound Performance at IAMAS Multimedia Studio
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False Securities, Ogaki

Zulkifle Mahmod arrived in Ogaki several days
before the opening of the Biennale, and captured
different sounds in the city in binaural recordings.
A binaural recording is made by mounting one
microphone each on the ears of a (human)
dummy head so that the sound is recorded the
way it is perceived by the human ear, which
results in a feeling of "being right there” when
listening to the recording with headphones.
Mahmod presented his work three times
during the Biennale - in front of Butokuden, at
Shiki-no-Hiroba, and finally on the rooftop of
the Multimedia Studio at IAMAS. As all three
performances took place outdoors, and open-
type headphones were being used, visitors
could enjoy the double experience of hearing
recorded sound from the headphones and real,

environmental noises of the respective location.

The first performance took place surrounded by
trees in Ogaki Castle Park, so sometimes the
audience couldn’t tell whether the bird’s song
came out of the headphone or from real birds.
One of the most significant characteristics of
Mahmod's work is to let his audiences experience
at once real and virtual occurrences, in groups,
and in outdoor environments.

In these events it was noticeable how persons
who were not wearing headphones were
obviously not sharing the experience of the group
of listeners. They were completely excluded from
the shared artistic experience. In the present day,
this kind of acoustic environment is in fact not
unusual at all, as the advent of the Walkman 30
years ago has rendered such sceneries part of

common social life.
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Zulkifle Mahmod

Born 1975 in Singapore. Majored in sculpture at Singapore’s
LASALLE-SIA College of the Arts, and graduated in '97.
His multi-disciplinary artistic activity encompasses sound,
installation, drawing and sculpture, and is always inspired
by relationships of objects in certain spaces. Formally
trained in sculpture, over the past three years he has
expanded his range of activity to sculpted sound and live
sound performances.
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Zulkifle Mahmod
Interview

~——You plan on giving a sound performance
at Biennale. What have you prepared for the
performance?

| went to different spaces using binaural
microphones to record sounds in Ogaki. | will
combine these acoustic sources with sound
| composed for the performance, for which
visitors will come in and listen with headphones.
Binaural recordings are best listened to with
headphones because you get a 360-degree sound
environment. Since coming to Ogaki, | often got
lost walking around the old urban area near
Juroku Bank and the Botokuden. The recordings
are from places where | actually stopped to visit.
| want to share the sounds with the audience
because we actually hear them in the city, but we
simply ignore them and it becomes mere noise.
If you stop for a while and listen, there is a lot of

character in it.

~——Could you give us an explanation of what a
binaural system is, and why you are interested
init?

A binaural microphone is a device that you put in
your ears to record environmental sound as your
ears are hearing it. Listening to the recording
gives you a sensation of 360-degree surround
sound. What fascinates me about it is the fact that
it gives the audience an illusion between real and
virtual space. When | was doing performances in
Singapore, most people in the audience took off
their headphones to see if someone was behind
them because they thought they heard people
walking. But it's all happening inside the head,
inside the microphone, in the so-called virtual
space.

——Would you say a few words about the ideas
and experience behind your work?

What | want to share with the audience is an
aural experience - just sounds but no visual
images. At live sound performances | normally
find people looking at certain things, which they
seem to need in order to imagine something. But
these performances are built just from sounds
and you imagine it only through sounds. The idea
behind it is to capture data that would otherwise
get lost. As | explained above, | went to different
places and captured a particular part of their
sonic environment, sometimes for a minute,
sometimes for five, before moving to another
space and doing the same again. The results are
being presented in the performance.
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Hulikotekan v2.1
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Hulikotekan v2.1 / Shift Register

"Hulikotekan” is a video made by combining
different sounds and images of everyday objects
found in every average home. The artist calls
it an "audiovisual canon”. The nine different
sounds of the canon were produced - as shown
respectively in the nine parts into which the
screen is subdivided - by beating a metal
bowl, shutting a box, dropping gloves on the
floor, spinning a record, knocking on a door,
dropping rubber bands, cutting a tape, touching
a box and knocking on a wall. The unique title,
“"Hulikotekan™ is composed of the Tagalog and
Balinese words "Huli"(delayed], "Uli"(again],
“Likot"(restlessness), “lkot”(cycle), “Kotekan”
[interlocking melodies) and “Teka"[wait a minute).

Entrance to "Shift Register”

An experimental video constructed with images
and sounds in a more or less conceptual way, the
work reverberates with a somehow familiar feel
that makes people watch it comfortably without
bothering about a possible meaning - something
we normally don’t expect from the genre of
experimental video.

The other work by the same artist, "Shift
Register” is exhibited in the specially-constructed
passageway in Juroku Bank. When a visitar
passes through the dark walkway, his/her face is
photographed by a camera and projected onto the
wall at the end of the corridor, where the visitor
can see how the image gradually melts.
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Tad Ermitano

Barn 1964 in Manila. Studied biology at the Hiroshima
University, and philosophy at the University of the
Philippines. A video artist who incorporates in his
works sound design, algorithmic editing, and computer
technology, focusing primarily on how these fields modify
or relate to the moving image.
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Tad Ermitano
Interview

——At this Biennale you are showing two
works. Could you give us a short description of
each of them?

The first one is a short video work called
"Hulikotekan.” It's basically an audiovisual canon.
| show a bunch of images of me making sounds.
| hit bowls and other things, and then | show
a composited version of this in nine channels,
delayed by three seconds each. The result is
basically a very lush landscape made from a
very simple sound fragment and following a very
simple rule of repetition. The second work is
called "Shift Register”, which is the name of a
primitive, basic computer circuit. Visitors enter
a tunnel in which they see reflected images of
their faces that gradually melt. A simple sensor
triggers a camera that captures the visitor's
image, projects it, and "melts” it.

Could you tell us about your ideas and

experiences behind these two works?

| think Hulikotekan is fairly straightforward. It
was just the idea of hearing sounds and finding
a way to make it that way. What | like about it in
particular is that it's actually the best example of
my pursuit of a video with a logical format. | like
the form to be very clear and logical, because in
the Philippines a lot of experimental film is under
the spell of Stan Brakhage, and that kind of
Expressionist “| feel this, so it's this image. | feel
this, so it's this image. | feel this so-" ...it's very
individualistic and expressive, and under that |
feel kind of lost. What to do next? Why this image,
why not this image? So | was looking for a way
to make the arrangement of the images logically
clear, and this is the best | could come up with.

“Shift Register” is a bit more complicated, and

I'm not sure what | was thinking. Usually | get
an image and then | find meanings in that image
myself. It's as if | found somebody else’s artwork,
and then discover new meanings in it. It's the
same thing, just that in my case the artwork was
not made by anyone, but it's as if | just found
it in my head. So | had this idea where you go
somewhere and see your face as it melts. Once |
had that image | just started finding new ways to
realize it - the program that makes it happen, the
circuit that activates the sensor. After it was done
| thought it was perhaps also about surveillance,
and identities melting or becoming unstable
under surveillance. Later it occurred to me that
it also seems to be about the nature of video, and
about the mirror with a memory. | was thinking
that it's like when you go somewhere and see
your face, and it's as if the machine looked at
you, touched you, or said “hey, you!” We see our
images all the time with those little webcams or
whatever, and it seems just normal. But this one
suggests that it's actually kind of miraculous, and
that maybe there’s an alien intelligence touching
you, looking at you or thinking about you.
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Venzha Christ
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ICU in ma mind! + OPERATIONROOM TOTAL SOLUTION
2004, 2005

Media Performance

Collaboration: Vindriyanto [Yance] + Anton Christanto

ICU in ma mind! + OPERATIONROOM
TOTAL SOLUTION

In technology-infiltrated contemporary society,
even our individual body can be reduced to a
chain of medical data. This applies not only to
medical experts, but to every one of us. We show
our fingerprints or iris patterns for purposes
of personal identification. At the hospital, when
undergoing a medical check one is presented
with lists of numerical data that each exactly
indicate a particular function of our body. In a
way, our body doesn't only exist here and now
as real, living matter, but also in the electronic
domain as a virtual being reconstructed through
numerical data.

Venzha Christ's work: “ICU in ma mind” is a
performance using medical apparatus to take
signals from the artist’s body, and transform
those data into sounds. In other words, the
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Venzha Christ

Born 1973 in Banyuwangi, Indonesia. He has been focusing
on new media art since 1999. Established the "House of
Natural Fiber” [Yogyakarta new media art laboratory), and
produced and organized projects related to new media
and education. Some of his works and projects have been
presented in Japan, Singapore, Malaysia, France, Brazil,
Netherlands, Germany, and Finland.

performance attempts to receive messages
transmitted from the artist's own living body
that even the transmitter cannot control, and
bring them into artistic interaction between the
artist and the audience. Most remarkable here
is that Christ's work shows no sign of viclence
to the body, which is often obvious with this kind
of performance, and this leads us to assume
an alternative understanding of the body - one
that is very different from that of the modern,
rational mind-body relationship. Unfortunately, a
performance using real ICU in a hospital couldn't
be realized in Ogaki, so at the Biennale the artist
gave a performance using this concept and video
footage on October 8 at Butokuden, the video

recording of which was shown.
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Venzha Christ
Interview

~——Could you give us a short description of your
work for this time’s Biennale?

After inspecting the site and the equipment,
and thinking about what | could do inside the
Butokuden, | decided to make a work that
combines digital and analog technology. | found it
interesting to work with this kind of relationship
because the Butokuden is an old building, while
in IAMAS you have a new paradigm of a possible
future in the art field. So | combined the software
that | made with a sensar, but this time without a
time score sequence. For the performance | use
an analog system to pick up frequencies from
the sonic environment around the Butokuden.
A sensor detects movements of my hand and
translates them into X, Y and Z coordinates,
which generates spatial images and different
sounds. It's a bit complicated, but it is very simple

to understand if you see the performance.

~—What are the ideas and experiences that
went into your work?

| am interested in public spaces. | like to explore
all kinds of places, but also to experiment with
electronic equipment. For example, in VDS we
captured the frequency of a mobile phone system
outside the city, which is completely different
from radio or other frequencies. The system
| made can be combined with software from
telecommunication companies. For example,
when | perform in a hospital, the equipment is
different from that used in the mobile phone

system.

—You are from Jogjakarta, Indonesia. What do
you think is the situation for artists like you who
are trying to use media in Indonesia? Do you find

it easy to get support?

As | said, in Indonesia media art is really
embryonic. We just started to become familiar
with the realm of contemporary art, and we have
a different perception of media art and how it
can be developed. In 97, | started a new media
art lab called "The House of Natural Fiber” in
Jogjakarta. Many artists were thinking at the
time that media meant to take contemporary art
to another level using different media, but in our
community we didn’'t see it that way. We are just
thinking about media art itself, and how to utilize
art and technology to invent innovative things
that are useful for people outside the art sphere.
We have different ideas about the use of media
art. It's very difficult to make people understand
this, but that's absolutely essential because we
are aware that people in Indonesia don't know a
thing about contemporary art. They don't even
know much about painting. So we're aiming to
develop simple technologies and gradually work
our ways into different branches of science in
my country. Some communities in Indonesia
did succeed with new media though, replacing
painting and sculpture with video or photography
as alternative media. We might be different, but |
think we're all dreaming about the same kind of
future. It's interesting because the communities
are all thinking in different directions.
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View of Installation
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Video Installation

Field of Consciousness

The huge triptych portrait screens of Jamsen
Law show a drama played by three characters, or
at least scenes of what looks like a drama. The
lines spoken in Cantonese sound like monologues
in the minds of the three protagonists - one
young girl and two boys - rather than normal
conversations. The video seems to be showing an
average urban life scenery, but as the characters
don’t wear costumes but are casually dressed,
and don't use any items that would suggest
a staged drama, it all looks more like a read-
through, which creates some sort of distance
between the viewer and the story told on the
screens. The three talk about themselves, seem
obsessed by certain ideas, fight, and end up
in a disaster scenario. But the viewer gets the
impression that it is not something that happened
between these particular people, but a more
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Jamsen Law

Born 1973 in Hong Kong. Law is a prominent experimental
artist in Hong Kong whose videos and performances have
been exhibited in Asia, Europe, North and South America.
At present one of the directors of Microwave International
Media Art Festival, and the programme director [media
arts) of Hong Kong Art School. Completed IAMAS masters
program in 2006.

general event that could take place between any
given trio of human beings in the world.

The work is based on a conception of “field”,
which refers not only to an area of certain spatial
extent, but to a terrain with certain depth on
which some plants can grow but others can't.
Jamsen Law compares the “field” in this sense
with “consciousness”, which in turn doesn’t mean
what we usually understand under this word, i.e.
the awareness of something or of ourselves as
assumed in the modern, western conception of
the mind. On the contrary, it refers to a multi-
layered mental structure surrounding ourselves,
as told in Buddhist teachings. Just like the growth
of a plant depends on the terrain that surrounds
the seed, the workings - or Karma - among
these three youths are determined by the “field
of consciousness.”
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Jamsen Law
Interview

~——Could you give us a brief description of your
work this time for the Biennale?

The video | made for Ogaki Biennale this time
is called “field of consciousness” and | made
it under the theme of Buddhism. According to
Buddhist teachings, consciousness is not just
about this life, but also about the life before or the
life after and after that. | divide my video into two
parts to signify this generation and the next, or
the generation before and this one. You will see
some linkage between these two generations.

~How did you come to this idea of referring to
Buddhism? How did you get interested in this?

For myself, I'm always interested in human
consciousness, or human emotion, and | think
Buddhist ideas are inspiring for me to understand

this subject more deeply. They have concepts
that are very interesting when talking about why
we are trapped in a kind of suffering in our lives.
There are three elements. One is greed, one is
anger, and one is innocence. Because of this
we are always trapped in a kind of situation that
we cannot break through, and this is suffering.
And this is related to our intention of doing
something. And this intention is more or less
related to our consciousness. And this is inspiring
for me because my previous work talks about
consciousness in a very objective way or Western
way, like it's something quite detached from our
lives or experience and everyday life. So | think
it is another very interesting perspective to link
my own culture and my own experience of life to
explain something that could not be explained
earlier.

View of Installation
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Bank Safe Entrance to “Five Pieces of Evidence”
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Five Pieces of Evidence

2003 [re-configured in 2006)

Video Installation
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Five Pieces of Evidence

There still is an old bank vault left in the former
building of the Jurcku Bank Ogaki Branch after
the bank itself moved to a new building in the city.
This vault is the site the two artists from Raqgs
Media Collective chose for the exhibition of their
work. Upon entering the dim “venue”, the visitor
is greeted by five old file cabinets. One drawer
each of these cabinets is opened, and the inside
faintly lighted by an LCD monitor. Stepping closer
to inspect the drawers’ contents, the viewer
discovers that five different looped sequences are
playing on these monitors, from which one can
easily conclude that these are parts of a story
about a mysterious case of missing people that
actually happened in the city of Delhi.

The enigmatic suspect in this case is "monkey

man,” who leaps from roof to roof at night,

terrifying people indiscriminately. Who is “monkey
man”? There was a rumor going round that
“monkey man” was a kind of cyborg, part of his
body being a machine. The artists describe this
work as “a detective story awaiting its author”.
In the fantastic realm of unconsciousness
surrounding the megalopolis of Delhi, a true
criminal case developed into a mysterious urban
legend. This reflects the dynamic process of
imagination shared by many big cities around
the world. The question Rags Media Collective
attempt to ask through this work seems to be,
“What is a city?” Could it be a space that was
transformed by media into an environment
in which reality and fiction have become

inseparable?
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Rags Media Collective

The Delhi-based group working in contemporary art (new
and old media, installation, video, sound, photography
and text] began working together in 1992. They also
founded Sarai at the Centre for the Study of Developing
Societies, Delhi, in 2000. Participated in many international
exhibitions including Guangzhou Triennale, the Taipei
and Venice Biennales, Documenta 11 [Kassel], and Ars
Electronica [Linz).
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Raqs Media Collective
Interview

——Please give us a brief explanation about the
work you exhibit this time.

It's a video installation using five monitors, on
each of which one part of a detective story is
being shown. The five parts are the standard
five elements of a crime story: the missing
person, the crime scene, the assailant, the trail,
and the motive — five chapters of a novel if you
like. We called it "Five Pieces of Evidence,” and
the idea was to explore the ways people make
dense experiences in urban environments.
Along with complex bureaucratic processes of
organizing people by citizenship, measurements
and calculations, phantasmagoric forms of the
machine/human/animal appear in the city. All
these different strings run together in the form of
five separate stories.

—Why did you choose the framework of the
detective story?

Everybody knows detective stories, so we wanted
to use a simple, basic pattern that people are
familiar with. I'm a big fan of crime fiction.
This type of novel makes the reader follow a
story, follow clues. As Umberto Eco once said,
philosophy and detective stories have much in
common. In philosophy too you have to go from
one clue to another, and try to find a conclusion
for your detective work. So our idea was to have
people look at the work and follow the structural
clues like in a crime story, and ultimately develop
some new ideas about their own cities.

What is also important in this work is that it is
based on the idea of presence through absence in
urban spaces, as opposed to our understanding of
citizens as people that are present and countable
as a city's population. Most public urban spaces,

for example, don't develop a deeper connection
with the people in the respective street or block,
as many people are migrants that come and go.
But they all leave behind impressions, and those
too we consider as one kind of urban presence.
One knows that once there were other people
living in one’s house, and that hundreds and
thousands of people have walked down this
street before you. All those people who disappear
from a city leave behind their traces, and these
are all aspects of what we think of as presence
through absence. When thinking about the people
who aren’t there anymore, you automatically
think about those who do live in the city, and to
encourage this using the detective story format

as a hook is what our work is all about.
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Detail of “Snow White on the table”

Seo Hyo Jung
A kadar
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View of Installation
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Snow White on the table
2006

Media Installation
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Detail of "Snow White an the table”
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Snow White on the table

The theme that Seo Hyo Jung chose for her
work in Ogkai is Snow White, the fairy tale that
is equally famous in Korea and Japan alike. It
may seem strange that children in these two
East Asian countries share in their fantasy a
story originated from Europe, and an American
adaptation of the material in the form of an
animation film. What does Snow White refer to?
It is a tale about beauty, envy and happiness, and
a story that can be horrifying if you dig into its
deeper meaning. Hyo Jung's work intervenes in
this famous tale and enables us to experience
alternative developments. Guided by a silhouette
of Snow White projected onto the wall, the
viewer approaches a table with several drawings

depicting scenes of the story. Touching certain

7 N N
= \‘

View of Installation

spots on the table triggers projections that
suggest several possible digressions from the
original plot, such as a scene in which the prince
tries to take one of the seven dwarfs and leave
instead of waking Snow White up with a kiss.
Anather scene shows Wilhelm Tell shooting down
a poisoned apple.

A fairy tale can be interpreted in many different
ways, but the fate of the hero or heroine is always
fixed. The first thing children learn from a fairy
tale before touching upon the moral talk about
good and evil is the fact that there exists such a
thing as destiny in the world. Hyo Jung’s work
seems to deconstruct this primary lesson in the
fairy tale and replace it with a multiplication of

“chances.”
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Seo Hyo Jung

Born 1972 in Seoul. Seo Hyo Jung’s works are exhibited
permanently in the YMCA Counseling Center for Youth and
Seoul Youth Factory for Alternative Culture. Other recent
exhibitions include “live environment no.1 - EUPHORIA”
[2005) together with Japanese artist Niitsu Adoka, the solo
show "Beyond Imagination” [2006], and participations in
“tradition und zeitgeist” in Munich, International Digital Art
Festival 2005, SIGGRAPH 2006, etc.
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Seo Hyo Jung
Interview

~——What is your first impression of Ogaki
Biennale?

Although of course | am Asian, but | realized that
previously | hadn’t had much of an interest in
Asia. When you hear Biennale, first you think of
exhibitions in galleries, but | think it's interesting
to hold a biennale using bank buildings, temples
and shrines and other areas originally part of the
city for venues.

——Could you give us a brief description of your
work this time for the Biennale?

| began thinking about my work after | heard
the theme would be Janken: The Power of
Chance. Janken is a kind of game. So | thought
| wanted to create something fun that wasn't
difficult. What | came up with was a tale like
Snow White or Cinderella that ends happily ever
after. Looking at her life, | think she was able to
become happy at the end because she was happy.
| wanted the viewers to think about what would
have happened if things hadn’t turned out as
expected. | wanted the viewers to think about this
themselves. So | thought | would create a work

where communication begins, where it is born.

~To a certain degree, your work was made
along the lines of the theme. What are the
common thoughts and themes in the background
of your previous works?

Previously, | was thinking about time and space
and what media could be used for. | had the
desire to show unimaginable things, things that
are around us but we do not notice, through
media art. | was interested in ghost photography
and other phenomena where using a camera

shows something that is invisible to the naked
eye, so | wanted to make works along that vein. |
created works by imagining what our lives would
be like if things were like so in everyday life using
time and space. | think creating works pondering
what-if scenarios relates to the theme here as

well.

~Does everyone know the story of Snow White
in South Korea?

Sure, everybody knows. What | created here isn't
familiar only in Japan, but in South Korea, Asia,
and Europe as well, so | thought | would make it
a little more interesting. | couldn't reflect this in
my work this time, but when | was looking into
Snow White in the Asian region, | saw Japanese
webpages where Snow White wears a kimono or
works in a rice field. The dwarves are originally
stonemasons, but if | have a chance to exhibit this
work again, | would like to incorporate an oriental
form.
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The Cultural Specificities of Asian Media Arts

Gunalan Nadarajan

The art world has its centers and peripheries
— the centers usually generating the primary
discourses and practices thar determine what
come to be accepred as the possible and
significant while the peripheries reflect their
anxiety abourt the centres by blindly mimicking
them or vehemently rejecting them. Globalization
abetted by the proliferation of communication
and information technologies is often touted
to have complicated the sustainability of such
distinctions. The global media arts topography
that seems to have developed however has
merely followed the contours of existing
disparities in access to these technologies. This
oft-neglected disjunction between the rhetoric of
globalized media and the specific ways in which
media technologies are actually being interpreted
and exploited is most conspicuous in the media
arts developments of Asia.

The thrust towards new media arts in many of
the Asian countries seem to be caught between
two parallel and related trends — a) the need
to develop culturally specific and locared
ways of engaging with and incorporating
the new information, communication,
experiential and biotechnologies; and b) the
need to respond to the global imperatives
that drive these technologies and their related
artistic developments. While the media and
technological developments in these countries
indicate a constant juggling between these local
and global imperatives, many of the media
artistic developments in these countries pose
interesting ways of reevaluating and significantly
expanding the current discourses and practices
in art, media and technology.

Much of the information, communication,

experiential, imaging and bio technologies that
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have supported the media arts developments
in Europe and the US are still rarely available
in many parts of Asia. Ironically, even though
several major commercial producers, researchers
and creative developers of these technologies
are ‘in’ Asia, only a relatively small number
of people in Asia have ready access to them
compared to Europe and the US. The highly
differentiated economic disparities within
specific Asian countries further complicate this
lack of access. However, more than by issues of
inadequare access and unequal distriburion, the
media arts developments in Asia are affected
most remarkably by the specific historical,
socio-cultural and aesthetic contexts within
which old and new technologies are conceived
and employed. These cultural specificities that
mediate the creative interventions into and uses
of these technologies are what constitute the
distinctive elements of Asian media arts.

An important aspect of the Ogaki Biennale
2006 is the geographical and cultural focus on
emerging media arts in Asian countries. The
tremendous developments of media arts in the
Asian region have not been shown before in a
systematic way to generate discussion about its
aesthetic, cultural, critical and technological
peculiarities. We have tried to highlight some
peculiar aspects of media arts practices in Asia
in our selection for the Ogaki Biennale 2006.
Firstly, there is a strong tendency in Asia for
media artists to organize themselves into and
function as media / artists’ collectives. This
tendency to work in collectives seems to be
focused on enabling participating artists with
access to appropriate tools and resources as
well as to expertise that might not be found
in any one of them individually. For example,



Rags Media Collective which is also included
in this Biennale is a significant example of a
media collective that has developed around
such notions of sharing and collaboration.
Venzha Christ, who founded and leads the
media collective, ‘the house of natural fiber’ in
Jogjakarta despite practicing and showing as
an individual performance artist, constantly
works in collaboration with other members
of his collective to create his works. Secondly,
many Asian media artists focus on developing
strategies for understanding the convergence
and complications of urban culture and
developments in new media technologies (e.g.
the house of natural fiber in Jogjakarta, Raqs
Media Collective in Delhi and Common Room
in Bandung). Much of their works center
on both exploring the ways in which media
technologies infuse and complicare our daily
lives in urban environments as well as in tryving
to develop means to critically intervene into and
transform the operations of the urban everyday.
Third, while there is a common notion that new
technologies represent radical discontinuities
with those of the past and thus that they
demand a very different aesthetic and socio-
cultural sensibility, many Asian media artists
deliberate on the continuities between old and
new media in their arristic explorations (e.g,
performance art & media arts, kinetic sculptures
& new technologies, rituals and virtual reality,
erc.) A fourth and related peculiarity of media
arts in Asia is the strong socio-culturally
grounded agendas that inform their artistic
practices. Nearly all the works of Asian media
artists presented at this year’s Ogaki Biennale
reflect their culturally located sensibilities.
While the works of Kamol Phaosavasdi and

Jamsen Law relate to Buddhist notions of life
and death through their highly evocative video
installations, the interactive installation of Seo
Hyo Jung introduces novel narrative strategies
to complicate classic Western fairy rales.

The Ogaki Biennale 2006 has the distinct
honor of being the first media art exhibition
that presents the works of so many Asian media
artists together with an intent to exemplify some
of these aspects. And this choice to show Asian
media arts has some interesting relationships
to the theme of Janken too. In a contemporary
world that is technologically and culturally
structured around the rigidities of binaries, the
power of chance, and the importance of ‘the
third® in terms of generation, circulation and
evaluation of differences, seems to be much more
strongly (if not consciously) felt in non-Western
cultures. And even if these notions of the third
and chance operate differently in the various
Asian cultures, its specificities and possibilities

are presented in novel configurations.
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Beyond Serendipity: Rethinking Janken and the Power of Chance

Hiroshi Yoshioka

Highly advanced civilization distinguishes
human beings from other living organisms,
but what has enabled human beings to arttain
civilization? Perhaps the easiest answer is that
humans have large brains that make them
“smarter” than other animals, but while it is true
that human brains are larger than those of many
other animals, it is wrong to assume that a larger
brain necessarily equals a smarter creature. Such
an assumption satisfies the old and simple sense
that humans have of themselves as the lords of
creation, bur the size of the brain has no direct
relation to smartness, nonetheless.

What does it mean for a species to be “smart™?
If it means competence in realizing the ultimate
goal of survival, in maintaining individual as
well as collective life with minimal cost and
maximal certainty, human beings don’t seem
to be smarter than fish or insects, some of
which, with brains far smaller than ours, have
surprisingly smarter strategies for survival. Put
cynically, viruses and bacteria can be regarded
as much smarter than us because they did not
develop such a cumbersome organ as a brain in
the first place.

If I am going roo far ralking about micro-
organisms, let’s look at ourselves. Men’s
brains are larger than those of women, and
adults’ brains larger than those of children.
But it is highly questionable that adult men are
smarter than the others because of their bigger
brains, considering all these meaningless wars,
inequalities and destructions in the world they
manage. And how about difference among races?
In regard to the average proportion of brain
weight to the weight of the body, the Mongoloid
has a little heavier brain than the Caucasoid or
Negroid. This fact, again, can flatter an outdated
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racist pride that some persist in having, but it is
nonetheless obvious thar the weight or size of
brains has no relation whatever to superiority in
intelligence or civilization of a particular race.

Recently in Japan we see a fad in which people
speak of “training the brain,” a kind of mental
version of exercising. There are drill books and
gadgets designed for this weird practice, focusing
mainly on brain powers such as memory and
calculation, which are relatively easier than other
functions of the brain to measure. Media try to
convince people of the necessity of improving or
maintaining brain power, resisting the narural
process of getting old. In contemporary society,
aging is hated, not only as it relates ro physical
appearance but also mental ability. Today we
have no freedom to go senile.

It might be desirable to keep the “high level of
performance” of our body and our intelligence
forever, but sticking to this idea too much would
lead us to ignore much more essential issues of
life. Some important problems cannot be solved
however advanced our physical and mental
abilities may be. Aging itself, the decline of
ability, is one of them, along with unexpected
illnesses, accidents, and natural and man-made
disasters. More essentially, there is the basic
“chance™ of our being, of being born in a certain
time and place, as an individual just as we are.
Not all these conditions are purely accidental, of
course, but we cannot improve them by our own
ability or effort. Life is permeated by chance,
and human beings for thousands of years have
formulated various ways of addressing it.
Instead of making a program to solve a certain
problem, there is a way of accepting the problem
and understanding the meaning of our own life
as it seems to be threatened by chance. This way



shows the other side of human civilization and
demonstrates the specific character of human
intelligence.

In our contemporary sociery, however,
this aspect of intelligence is not paid its
deserved respect. This is because the dominant
understanding of human intelligence, which
treats every issue as a problem to be solved, is
so widespread. With advanced technological
development, humans are now able to cure or
to avoid diseases and natural menaces which
long have been accepred as destiny, and to
control to some extent birth, aging and death,
which were believed to belong to the realm of
God. Today people put the highest value on
technology that enables or hopes to enable all
these achievements. Living in this society, we
are persuaded to believe that every problem
in life can be solved by effort, invention and
technological progress.

Information technology is the field in which
we most obviously find this technological
thinking. The identification of human smartness
with the performance of the brain is often
justified by employing the computer as a model
of intelligence. It is a model that has become
convincing to many of us. Computers are
everywhere and constitute an indispensable part
of daily life, at least in “advanced” countries.
Taking the computer as a model, people attempt
to “program” the state, society and even
individual lives, and when something doesn’t
work as expected, they set out to find the “bugs.”
When, for example, something is wrong with
the industrial, political or educarional “system,”
people search for some wrongdoing persons,
inappropriate regulations, or security holes,
and conclude that they can solve the problem
by replacing these “parts™ with better ones, by
making new rules, or by enhancing surveillance.

Of course, it is not at all my intention to
deny this way of thinking. On the contrary,
the systematic, technological form of thinking
is among the most important parts of human

intelligence as it has been refined through the
centuries. Butr our contemporary society seem
to depend too much on it, and to lose a healthy
balance of mind. In other words, we seem to be
insensitive to the aspects of the real world that
cannot be tackled by rechnological thinking.

When I had the initial idea of “Janken: the
Power of Chance” as the theme for Ogaki
Biennale 2006, T liked it because it would fit the
pleasant atmosphere of a media art festival as
I hoped to direct it, and in thinking about this
theme more carefully, T found it more and more
significant in the context of our situation today,
as [ have argued above. The focus on Asian
media arts is important not only because such
a media arts show has not yet taken place, but
also because we hoped to learn from attempts of
Asian media artists to interpret technology and
combine it with art, learn new insights about
the relation of art and technology different from
those we have seen in many Western-oriented
media arts, including those in Japan. I find this
direction especially important as the school
IAMAS, with its agenda of fusing artistic and
technological activities, is located in the local
city of Ogaki.

It is not that simple, of course, to open a
critical view on our contemporary world just by
focusing on the topic of “chance.” The question
is: how should we see and talk about “chance”?
To put it more concretely, while we may regard
“chance™ as an opportunity to achieve some
kind of success, and strive to gain the ability or
intuition to avoid bad chances and to take good
ones, we are not experiencing “chance” in its
true sense. “Chance,” as valued in terms of a
possible future success, seems to mean something
else.

In order to think about this issue more clearly,
I would like to take as an example of the idea of
“serendipity.” This is more or less an established
word in English, but when we think carefully its
exact meaning is not exactly evident. The word
was originally coined by the eighteenth-century
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English writer Horace Walpole, based on his
childhood reading of a Persian fairy tale called
The Three Princes of Serendip. “Serendip™ is an
old name for Sri Lanka. The story begins with
the three princes, all endowed with wisdom,
courage and arristic talent, leaving the kingdom
to travel in search of a secret scroll in which
they hope to find a magic spell to get rid of the
dragons threatening the sea around their country.
But it is not easy to achieve this purpose, and
they come across other problems and adventures
instead, which they overcome in unexpecred
ways by their surprising vision and foresight.

In a letter to a friend Walpole mentioned
this story, and said thar he had “serendipity,” a
special sense of finding something by accidental
sagacity. Hence, the word came to be used to
refer to a case of finding something one has not
expected, by pure chance. Scientists, especially,
have liked the word, when they talk about their
great discoveries or inventions. In fact, we find
many such cases of accidental findings in the
history of science and technology, such as the
discovery of the X-ray or penicillin, despite the
fact that many people think the progress of
science and rechnology has been achieved by
way of rational thinking. Since brilliant scientists
are often good-natured and a little naive, when
they have been praised for their genius they
often have taken great pleasure in speaking of
their discoveries as brought about by chance.

In the ordinary sense of the word, serendipity
means a kind of good luck we have when an
intended plan or program fails, but in such a
way that something better than the original plan
takes place. Certainly serendipity tells something
about the power of chance. But we should be
aware that it refers ro the power of chance only
after chance has led to a certain success. The
word serendipity looks back on the intervention
of chance as a transcendental power at a crucial
moment in the past. Therefore, it potentially
means something like the grace of God, bevond
human intentions and reasoning,.
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However, is The Three Princes of Serendip
really about serendipity? It is not, as you will
sce if you read the story without prejudice.
Nothing in it clearly suggests serendipity in the
sense Walpole meant, and that many scientists
have referred to. Talking about a kind of story
in which a hero finally comes to an unintended
success by the power of chance, we could find
numerous other fairy tales and old narratives
which originate from Asia as well as from many
other parts of the world. The Three Princes of
Serendip is not unique at all in this sense.

What is fascinating about The Three Princes
of Serendip and other such stories 1s that while
the smartness or wisdom of the princes and
other such protagonists has little to do with
so-called serendipity, they present a far deeper
insight abour chance.

Let’s look at a famous episode abour a stray
camel, which has been mentioned by many,
including Walpole himself. The princes come
across a caravan and a man in it who asks if
they have seen his lost camel. The princes have
not seen the camel, but they ask if it was blind
in one eye, missing a tooth, and lame. It was
indeed, and having exactly described the missing
animal the princes were suspected of having
stolen it. They were brought to the Emperor and
required to explain how they had been able to
give an accurate description of something they
had never seen. They had deduced that the camel
was blind in one eve, they rold the Emperor,
because the grass had been eaten only on one
side of the road, that one of its teeth was missing
because they had found along the road clumps of
chewed grass exactly the size of a camel’s tooth,
and that the camel was lame because they had
seen the trail in the road left by one dragged leg.
The Emperor and others present greatly admired
the smartness of the three princes.

This episode can be read as showing an
unusual case of deductive intelligence, but it
has little to do with serendipity in the sense of

a chance discovery of something unexpected. In



his use of the word serendipity in the letter to
his friend Walpole seems to mean the ability to
deduce a fact by way of faint clues instead of
unexpectedly making a chance discovery. Does it
follow from this, though, that The Three Princes
of Serendip has little to do with the power of
chance? The answer is no. If you read further
you will find that the story does tell about the
power of chance, but in a sense rorally different
than that of serendipity.

One illustration of the point is the episode in
which a giant hand appears upright from the
sea and terrorizes people by sometimes picking
up one of them and throwing him into the
sea. The princes cross the sea and visit a queen
who has asked them to rid her country of this
menace. They go to the beach and the eldest
prince confronts the hand, which appears with
its five fingers open. When the prince holds up
his own hand with the second and third fingers
erect and the others folded, the giant hand with
its five open fingers disappears under the sea and
never appears again. In other words, the prince
defeats the giant hand by producing “scissors”
against “paper.” [ would like to say that this
is the origin of Janken, but unfortunarely it is
not. The episode nonetheless reveals something
important about the power of chance. When the
queen of the country asks the prince how he was
able to defeat the giant hand, he answers that
by showing its five fingers erect the hand had
appeared to give people an important message:
if five men unite for the single purpose they can
govern the kingdom well. The hand had resorted
to violence when ir did because the people in
their fear could not read its message. When
the prince held his own hand up with only two
fingers erect he was demonstrating, he said, that
not five but only two people working for a single
purpose could govern the kingdom. The giant
hand had disappeared because finally its message
had been understoad.

The giant hand had appeared to the people

as a meaninglcss terror because no one

understood its message. The smartmess of the
prince was precisely his ability to find a sign in
what others had regarded only as a fury, and
to decode it as language. Unlike the episode
about the camel, however, the prince gives no
explanation about how he came ro understand
the message of the giant hand. It is as if he had
chosen “scissors™ without any clue against the
“paper” of the hand, and suddenly a meaning
and a communication took place. This is not
serendipity, nor even ability or intelligence in
the normal sense of the words. It is rather an act
done with an empty mind at a moment of truth.
As I understand it, the power of chance is at
work at such a moment,

Today smartness means basically the ability
to calculate and to reason logically, the power
to process information. What is assumed in the
background of this understanding is a world
in which those who can make the most exact
predictions, and those who are capable of coping
with the largest number of possible situations,
will survive in the end. The development of
this ability is indeed one important aspect of
civilization. In the real world, however, often
we face the unpredictable. By confronting a
situation beyond calculation and prediction,
our inherent abilities emerge and take us in
unexpected directions. It is crucial that we
recognize the importance of this moment.
It is when chance works. Protected in our
technological environment we emphasize roo
much the following of a plan or a program,
and thereby experience less and less the power
of chance. This is the reason we need the
intervention of art. Media art, in particular, with
its agenda of intervening in technology itself and
interpreting it in alternative ways, challenges us
in this way.
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[Symposium] 7 October (Sat), Softopia Japan Center, 1F Seminar Hall
Searching for New Relationships Between Community and Art
Hiroshi Yoshioka + Gunalan Nadarajan + Hisako Hara

Yoshioka: On behalf of both directors I would
like to welcome our guest Hisako Hara to the
Biennale Opening Symposium.

One significant characteristic of this Biennale
is the involvement of the community. However,
this is not only the case with media art, bur also
carried out in much of the contemporary art
tield. We invited Hisako Hara, a contemporary
art critic, curator, and Osaka Electro-
Communication University professor, to share
criticisms and comments from her broad point of
view.

My co-director for the Biennale, Gunalan
Nadarajan, is originally from Singapore, where
he has raught at LASALLE-SIA College of the
Arts. He 1s currently based in Pennsylvania State

University in the U.S.

Significance of a Small Biennale

Yoshioka: I would like to begin with a brief
introduction of the background, theme, and
distinguishing features of Ogaki Biennale.

The Biennale developed out of the World
Forum for Media and Culture, an event started
in 1995 - prior to the founding of IAMAS - for
the purpose of publicizing the school. The event
has become popular in the field of media art in

» (1)

the form of the “The Interaction” " exhibition
that was held biannually through 2001. In
2004 the event was restructured with the aim to
connect more to the local/regional communiry,
and the program was expanded to include
exhibitions along with symposia and workshops
in downtown Ogaki. In 2003, I organized the
Kyoto Biennale "™'in a similar way.

A “Biennale” is normally associated with

an art festival with dozens of artists and large
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budgets. Ogaki Biennale is a little different. What
makes it unique is the fact that it is planned and
carried out by our school, IAMAS, as part of
its education program and uninfluenced by the
general art marker. Although it is a small event,
distinguishing features need to be worked ourt
carefully.

The first Biennale was held at the same time
as the graduate exhibition in 2004. Even though
we did not have enough time to plan the event
properly, plus it took place in the rather cold
February, it was accepted by many people in
the town as a new type of art festival, thanks to
the efforts of students and teaching staff who
helped realize it. This time we decided to hold
the Biennale in a warmer season and with clearer
defined characreristics, and [ invited Gunalan
Nadarajan to contribute his vast knowledge and
experience.

This Biennale basically has two features. The
first is a focus on Asia, or Eastern Asia and India
to be more precise. Previous installments featured
mainly participants from the Western culrural
sphere, which is certainly not a bad thing, but it
seemed odd that we don’t know anything about
media art in neighboring (in both a cultural and
geographical sense) countries. Our idea was
to explore what young artists are considering
through their art against the backdrop of rapidly
changing technology and society in Asia.

The Power of Chance

Yoshioka: The second feature is summarized in
this event’s theme, Janken: Un-no-chikara (The
Power of Chance). The Japanese word “un”
means both “chance” and “fate,” burt here it

is referred ro mainly in the former meaning.



Chance is something we experience as unforeseen
happenings that shift events from the planned
to a different direction. People sometimes find
their potential mental power exposed through
such chance happenings. | explained the popular
Japanese game “Janken”(rock, scissors, paper) as
a familiar example of our playing with chance to
Gunalan, and he thought it interesting. Referring
to the meaning of the numeral three, he told me
that there are many tales around the world in
which a hero fails two times, and only on the
third atrempt something happens. Janken involves
the idea of an endless circle of victory and
defeat, with no final winner or looser. Gunalan
immediately approved this sort of circular rather
than progressive structure as our central theme
for the Biennale. The elephant in the Wayang
Kulir (Indonesian shadow play) performed ar
vesterday’s opening event was larger and stronger
than the man; the man then trampled the ants,
and the ants intruded the elephant’s body to ear
its spirit. The ant can defeat the elephant: just
like in Janken, the relation is circular.

Not all featured works this time are necessarily
related directly to Janken or chance, but this
Biennale has been developed while expanding the
theme of Janken, with the knowledge of related
people.

Two Types of Biennales

Nadarajan: I'd like ro start by ralking a lictle bit
about the general idea of a “biennale”. T think
there are two types, according to my experience.
One is organized at a major city, and the city
uses it to reinforce its already central position in
the arts. The second kind is organized by cities or
towns that are not central to the arts, and allows
them to develop a profile for themselves in the art
world. Ogaki would be the second type. There
are many cities that are hosting similar biennales,
such as the Sharjah Biennial ""in the United Arab
Emirartes, and the Busan Biennale “*. These are

relatively obscure cities that have developed a

Biennale to build up their portfolio and profile in
the arts.

Documenta "is held in Kassel, a city that is
absolutely unknown excepr for the time when
it stages the art spectacle once every five years.
In many ways biennales and major art festivals
are tools for drawing attention to a ciry that is
otherwise marginal and not very well known in
the art world.

So it is not surprising that, when thinking
about how to establish a biennale here in Ogaki,
we started by looking at the city itself first.

We walked around to get an idea of what we
could highlight about the city. Ogaki seems to
be divided into two parrts: Softopia is for people
who come here from outside and leave again,
while Kuruwamachi — with Ogaki Castle, the
Inari Shrine, and the Takeshima-kaikan — is the
city people live in. We felt that these two cities
were somewhat separated. The people from these
two cities didn’t communicate and understand
each other very much, so we felt that one of the
things that this Biennale could do was to create a

bridge.
Asian artists interact in Ogaki

Nadarajan: Artists and other people in Asian
countries are trying to understand how media
and media technologies are affecting their lives.
These are societies deeply rooted in traditions
and culrural norms that are very different from
how technology is asking them to respond. We
felt that the way Asian societies and artists are
dealing with technology can be an interesting
aspect we could use for our linkage between the
two cities of Ogaki.

In a curartorial trip to Asia, we went to
Singapore, Manila and Bangkok, where we met
artists and visited their studios, and did more
research to find out what’s going on in the
respective contexts. We met and looked at the
works of about 40 artists. We made a tentative
list of artists from these countries, and later
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added one from Korea, one from India, and one
from Hong Kong, in order to show the diversiry
of methods i media art across Asia.

I believe that Ogaki Biennale is already
a success. Ogaki can be very proud to have
exhibited a selection of Asian media art as
comprehensive as it hasn’t been shown anywhere
else in the world.

It was an interesting experience to see
how artists who have been working alone by
themselves for a long time discover similarities
in the way they look at media and media
technologies. Particularly exciting and meaningful
for me was to see how the Biennale highlighted
not only connections berween these Asian artists,
but also connections between theirs and the
works of Japanese artists.

I think it’s extremely important in the global
field of media art to create alternative ways of
looking at media and media technologies, and
how responses are different both culturally and
aesthetically. I think this Biennale is a good

testimony to these ideas.

Art Transpiring at Various Sites
Enlivens the Community

Hara: Although 1 am not a media art specialist,
I've been visiting Ogaki and IAMAS frequently
over the past 10 years. However, I only knew
Softopia(which hosts the graduate exhibition)
and IAMAS, so I knew only one of the “two
faces”™ of Ogaki. The exhibited works by Asian
artists are of extremely high quality, and I'm
enjoving them a lot. I believe that being able to
enjoy an artwork is extremely important. As
various works are being exhibited out in the
streets this time, it’s probably the first time for
the city residents to encounter media art in their
town. The first encounter is very essential, and
how it is accepted has a large influence on the
following relationship to art. Also, T think these
venues’ unique atmospheres makes people feel
like sitting down and taking their time to look
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at the exhibits. You need to take a map and
walk to places that are a little off-the-track, and
sometimes you may get lost and walk down

streets you’re not supposed to. As a result, you

are able to see the town. That process is also very
important for the introduction of the artworks.
Not only the works themselves, but also the way
artists attempted to captivate the location, where
and how to set up their works, the significance of
these streets’ sizes and qualities have contribured
to an extremely well-balanced exhibition.

As you may know, there have been a host of
art events carried out in the streets recently, such
as the 3rd Echigo-Tsumari Art Triennial " for
example. Many of the featured projects made
use of vacant houses. Particularly impressive
was a work made by the sculprure department
and students of Nihon University College of
Art. Rather than simply exhibiting in a vacant
house, they invited the owner and neighbors to
witness the setup process, so those people were
able to watch something that usually happens
behind closed doors. Unlike Ogaki, Tsumari has
become extremely depopulated, and in aiming
to revitalize the town, art could exercise some
strength as a common ground to connect people.
I believe that Ogaki shares some of these things
with Tsumari, and we will surely see the Biennale
expand in this direction.

In Awajishima there is an event called
Awajishima Art Festival 7. Like Echigo-Tsumari
focused on the houses that were left vacant after
a large earthquake in the region a while ago, the
festival in Awajishima was launched in response
to the extensive damage and abandoned homes
after the Great Hanshin-Awaji Earthquake
in 1995, The unique identities and histories
of these places have not been communicared
in documents or news, but they have been
visualized in artworks according to each artist’s
interpretation. Some of the works exhibited at
this Ogaki Biennale are certainly doing the same
thing.

There are many cities in Japan that have



become hollow, and some that have worked our
cultural policies aiming to re-establish them as
“creative cities.” Yokohama and Nagoya would
be two cities that are heading in this direction.
Many of the vacant places that have sprung up
in downtown Nagoya due to the decline of the
textile industry, for example, have been turned
into artists’ateliers. The artists don’t only use
those places to display art, bur allow neighbors
to catch a glance at the various things an artist is
doing. [ think that this is essential.

I believe that this event and subsequent artistic
activities across the city of Ogaki could mark a
change of direction for the two towns and their

decade-long srate of separation.
The Community Educates the Artist

Yoshioka: Imagine a Buddhist monk who, after
undergoing strict ascetic training at a remple,
must go out into the world and put his exercises
into practice. Which do you think is more
difficult and challenging for him: training in
the temple, or relating to people in the outside
world? I think it’s the latter. This applies also to
an artist or researcher who tries to communicate
with the community. While planning the
Biennale, I met local community representatives
and shop owners that I usually wouldn’t have
a chance to talk to. Many of them told me,
“You can use our facilities, but don’t expect us
ordinary people to comprehend thar art thing.”
As art is obviously still a closed book to those
people, we tend to think we should educate them
and share our “advanced knowledge” so they
could understand what we're talking about. But 1
believe that this is a completely wrong approach.
We have established our ser of values through
our own efforts in theoretical and practical work,
so we know well what we're talking about, but
whar is really important is to face the surprising
things that happen when placing these things
in front of people who share totally different
values. It’s that unexpected feedback that it’s

all about. It is often amazing to see how the
highly advanced artistic or technical features of
a work are just being ignored, and other, almost
unconsciously created aspects being appreciated
instead. In this case the appreciation of art isn’t
something that people with greater knowledge
and skills teach to those “lower™ audiences, but
rather the other way around. There are many
things the community can teach us specialists;
so a productive relationship berween art and
community should be our goal.

For example, it’s easy to think that one could
put people in touch with art just by exhibiting an
artwork in a vacant space in the middle of town.
This is not art all the case. Likewise, the idea that
everyone will look at an artwork if it’s being
displayed prominently enough is far too naive.
It is a process in which artists and art-relared
individuals are being educated by the concerns of
the community, and this is definitely not meant
as an understatement. This understanding is one
of the points why I chose to adopt this form for
our Biennale.

As Gunalan said, biennales held in major cities

tend to obscure that educational process. Ogaki
Biennale is small bur doesn’t depreciare itself, and
this is the positive, unique thing about a small
biennale that makes it possible for people to
experience in the first place.
Nadarajan: If you look at the history of
modernism, it revolves around the idea of the
artist as an autonomous soul, and arr as an
autonomous product. In the last 20 or 30 vyears,
the discourse of modernism and the idea of the
autonomous modern artist have become far more
difficult to sustain. I feel that not just in America
and Europe, but in a lot of other countries
artists have developed a stronger notion of
interrelationship that almost forces them to think
about their roles in community life.

So how does an artist act relevantly in society?
One way would be to do only what society
requests or approves. Another way is to start
by suggesting that an artist can function within
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society as an educator, questioner, supporter,
philosopher and activist, and not just as a person
who makes pretty pictures. This is the option
today’s artists have within their obligation to
function in relation with society. Artists ask
themselves, why am I doing the things thar I
am doing? How can I do it better? How can |
make it serve the community better? It is not
just a matrer of “this is what people want so
this is what I give them”, because if you do ask
people, they will say, “Why are artists going
into hospirals and working with patients?” or
“Shouldn’t artists be doing paintings?” or “Is
that really art?” An artist needs to develop his or
her own way of relating to society.

I think that the community is also changing.
The community that once expected artists
to make things and exhibit them plainly in
museums and galleries doesn’t exist anymore
as it used to. Arrists these days are being
approached and asked to come up with ideas
for abandoned factories, new hospitals, disabled
communities, city planning, child education,
etc. | think that media art more than any other
art form is particularly appropriate for these
kinds of engagements with society. Media art
often requires artists not to work individually
because they don’t possess all the necessary
skills, knowledge and sensitivities to make a
work happen by themselves. Collaboration is
a key aspect of media art, and a powerful tool
for artists to participate much more actively
and comfortably in the community. This
however doesn’t mean that every media artist
automatically becomes a part of the community.
It still takes the artist’s desire to contribute
something; and the expectation that the artist is
likely to and capable of doing so.

Hara: Pieces of media art often use video and
computers. People from the general public know
the technology from the entertainmentr field, such
as computer games and animations. But how
can they relate to it when they encounter it in
the form of media art? This is a difficult point.
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Communication usually functions among people
who share a common language, so in this case
where art wants to be communicated to the man
on the streer, its language has to be translared.
This requires a considerable amount of energy,
and to rackle this communication issue surely
helps an artist discover himself and take his work

to the next stage.
What Does Society Desire from Art?

Hara: Art that interchanges with communiries
tends to be pleasant and comforting, and rarely
poisonous. It raises issues, but never to an extent
that it evokes disgust or repulsion, If this is an
essential condition, then I think it 1s crucial to
V\.’Ufk out appr()prime ways to C{)mmuuica[c a
piece of arr properly to the viewer, and ro create
it while bearing this point in mind.

Yoshioka: I think that the relevance of art in the
community does not mean that artists have to
provide the local society with what they demand.
If the above-mentioned Buddhist monk entered a
village and met a terminally ill person, 1t would
be wrong if he just said, “Trust my magic spell
and you’ll be alright™, because even though the
monk knows that the person can’t be cured, it’s
his duty to do something helpful.

For example, paintings of pretty sceneries and
flowers in hospitals cheer up patients and help
them deal with their illness better, but comforting
people with pleasant, decorative pictures is not
what art is for in general. Artists must face the
facts here, and can’t just make up something
the local people “probably want”. They have
to learn, and that learning process is surely the
hardest and most difficult part of their work.
Hara: In my view, assumptions of what
others “probably want” involve a sort of
underestimation of those people. It is not the
role of artists to simply please their audiences
with pre-established harmonies, so one has to
distinguish carefully between such behavior

and proper communication, because otherwise



the result will be of fairly low quality. Even
those who are no experts in art will understand
the trick and uncover an artist’s half-hearted
approach as long as they are average citizens
leading orderly lives.

Yoshioka: This problem is a universal one though
that isn't limited only to Japan and Asia. People
inside the school call those outside “ordinary
people”, but where exactly ARE those “ordinary
people?” When presented with a controversial
work, an administration official may object,
“You see, there’ll be elderly people and children
coming...”, but if elderly people and children
don’t even know abourt this, how can that officer
decide on their behalf? Our preconceptions,
if unconscious, of “ordinary people” and
“townspeople™ are like that, but fact is that we
don't really know them. The community seems
close and familiar, but who knows, maybe those
people in the streets turn out to be very far away.
Nadarajan: It appears to me that there is a
tendency both in the concepts of exhibitions and
in the way artists perceive their relationships
with the community toward considering the
community as average persons that are unable
or unwilling to deal with the complexity of an
artist’s work. I've always preferred to leave the
benefit of the doubt to the visitor in his / her
encounter with art, and let the people from
outside the art world and the artwork speak
to each other, even engage each other. As a
curator I'm always trying to find ways to avoid
prescribing to the audience how to interact with
a work.

I think thar the role of a curator is an

important one. The curator connects artists —
individuals who consider carefully the aesthetic,
the marerial, and the public presentation of their
works — with the community.
Yoshioka: It was wonderful that we had the
opportunity to have this little debate while
several other events are going on, and I'd like to
thank all those who found the time to be here
with us roday!

[*1] the interaction

Interactive art event curated by IAMAS founder Itsuo
Sakane, held biennially between 1995 and 2001.

[*2] Kyoto Biennale

International art exhibition at Kyoto Art Center and other
locations in 2003, featuring works by 13 artists/groups
from five countries.

[*3] Sharjah

Sharjah International Biennale, a large-scale international
contemporary art festival, has been held in Sharjah, one
of the United Arab Emirates, since 1993. It has gained
a reputation as an occasion for getting acquainted with
trends in the Arabic sphere of contemporary art.
http://www.sharjahbiennial.org

[*4) Busan

Busan Biennale is an international art exhibition held
since 1981 in various forms as part of the cultural
policy of Busan, a South Korean city with a population of
4,000,000.

http://www.busanbiennale.org

[*5) Documenta

Large-scale contemporary art event staged once every
five years since 1955 at the small German city of Kassel.
In this important international exhibition, every time a
different director determines a theme and selects artists
according to his or her analysis and premonition toward
the future course of contemporary art. Recent Documenta
events have attracted as many as 6,000,000 viewers.
http:/fwww.documental2.de/

[*6) Echigo-Tsumari Art Triennial

International contemporary art festival held once every
three years, expanding across the villages between the
mountains of the Echigo-Tsumari area [Tsunan town and
Tokamachi city in Niigata). In 2006, about 350,000 visitors
came to see a total of 150 works exhibited in an area with
a population of 76,000.

http://www.echigo-tsumari.jp

[*7] Awajishima Art Festival

The NPO Awajima Art Center has been holding this event
every year with the aim to reconstruct and revitalize the
island since 2004,

http://www.awajishima-art-center.jp

Hisako Hara

Professor of Multi-Intelligence, Osaka Electro-
Communication University. Involved in many art events
in the capacity of art producer and curator, such as
Roppongi Crossing Exhibition ['04 Mori Art Museum) and
Move on Asia 2006: Screenings around Japan ['05, ‘06
Tokyo Wonder Site, etc.). Writes articles on contemporary
art for websites, newspapers and magazines including
Nihon Keizai Shimbun, AERA, BT [Bijutsu techol, ART iT,
and STUDIO VOICE.
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[Artist Talk] October 9 [Mon), Takeshima-kaikan
Let’s talk about Asian Media Arts

Hiroshi Yoshioka + Gunalan Nadarajan + exhibited artists

Exhibited artists:

Venzha Christ, Tad Ermitano

Seo Hyo Jung, Jamsen Law

Zulkifle Mahmod, Kamol Phaosavasdi
Rags Media Collective, Saso Sedlacek

Nobuya Suzuki, Hisako, K. Yamakawa

Hiroshi Yoshioka: Now I'd like ro open a
discussion among the contributing artists to this
year’s Bienalle. One of the themes of this year’s
Bienalle was “Asian media arrs.” Surprisingly
enough, even though we should be engaged with
other asian nations, we haven’t brought regional
artists together like this before. Therefore, 1
would like to use this opportunity to exchange
ideas, and conducr this artists’ talk as a forum.
First, I'd like to ask each artist to speak a
little bit about their work, how they feel now
abour showing their work in the context of the
Ogaki Biennale and then, what it means to be an
Asian media artist, or what Asia means to them.
I don't think that there is a consensus about
what these terms mean.
Zulkifle Mahmod: When I arrived in Ogaki, [
found it a very quiet city. It was challenging for
me to try and capture sound in the city, because
most of the sound in Ogaki — I realized when 1
was doing a lot of recording — is either warter,
or traffic. I really had to walk around Ogaki
city, getting lost, just to find certain sounds that
were interesting to me. | viewed each as a kind
of space for 5 minutes. I would capture that
moment and the sound that happens in that
particular 5 minutes, and move on. Every space
I went, I could only capture it in that moment.
The next day, if I revisited a site, it could be a
completely different sound environment.
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There are many artists involved in the Ogaki
Biennale, and it's interesting to learn from them
abour rthe situations in each of their countries,
about media arts, and how they work. It’s a
new experience, and a learning experience for
me. It gives me the possibility of networking or

collaboration for future projects.

The important thing is what will happen,
and what we're thinking after
our interesting experience.

Venzha Christ: For me the important thing is
what will happen, and what we're thinking,
what we bring to our situation, or each of
our C(]Llﬂtl'ieﬁ., or (‘.‘ﬂCh ()f our l’egi()ns i.'lfte[' our
interesting experience in the Ogaki Biennale.
In the end, what matters is that we can learn
about something different or something
interesting between the artists, berween the
curators, or between the institutions. We don’t
vet know exactly what happened during the
Ogaki Biennale, because we will continue to
think about it after we go back home. So it is
difficult for me to answer, and to be honest
about how I feel now, but I am really happy to
have participated in this Biennale. Biennales are
usually just big events where many artists and
communities and organizations come to one
place, the same place, and hundreds of ideas
come together. This time it feels quiet, or small,
but something’s size is not what matrers. The
important thing is to view things in different
ways during the Ogaki Biennale, and after we
return.

Kamol Phaosavasdi: 1 think that it would be
really difficult to make this happen in Thailand.
It would have been very difficult to realize the



Ogaki Biennale even here without the support
of IAMAS, because not only the artists, but also
the staff and student volunteers were a very
good team to run the Biennale.

We, the media artists, have just started, and
are very few in Thailand. When we are talking
about media art, many of us think about video
art, and have used electronic media, but I think
that we have to understand more abour visual
culture or contemporary culture for these ideas
and philosophy to develop. Many times when
we see media arts showing in Thailand, they
feature works which have been imported from
Australia, Europe and America, and somchow
we have difficulty understanding whart they
are talking about. | feel that in terms of media
art in Asia, we really need to use a lot of our
own philosophy and historical background ro
mix with this kind of equipment, this kind of
electronic media to export to the world.

And for my work, I feel unsure of myself as

a media artist because I'm coming from analog

media, I'm not a digital artist. With most of my
works I only use electronic media to link with
some sound and video work to combine at the
specific site.

The site is very important for my work.
I really enjoyed this time at Ogaki Biennale,
because of Takeshima-kaikan. I think the
structure of the architecture is perfect for
me. Because of the archirecture itself, [ feel
something. So that’s why I tried to change the
environment to try to link in terms of symbols
in the rooms, like an archive of the samurai or
a photograph of the Meiji emperor who stayed
in one of the rooms, and therefore somechow 1
could develop some spaces, to make the rooms
more spiritual with lighting. So that’s why 1

really did enjoy creating the work at Takeshima-

this time, and I feel more relaxed. Not
much tension.

Among the artists we really started to make
some good friends, and we just enjoyed and

exchanged ideas.
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Two forms of media art and
two forms of criticism

Tad Ermitano: In the Philippines I guess it’s
really easy to feel alone when vou’re an artist
and you’re technically inclined — although it’s
changing now especially with the younger kids.
It was a very happy experience for me that there
are other Asian people who are doing media
art, and who are completely unthreatened by
using things that their culture doesn’t identity
with, or thinks of as opposite to itself. T don’t
know that much about media art. There’s really
very little awareness of it in the Philippines. But
I was thinking that one of the most interesting
things about media art 1s the possibility of
thinking about function as a meaning attractor.
You create something; the sensor does this, and
then the machine does that. The performance
of this function becomes the meaning attractor.
Instead of just being a picrure, the function
is an abstraction in a space. It is a logical
construction that can make a metaphor, and this
is interesting to me. | think that it would be a
key for this split I see in media art, where there’s
one kind, which is abour the technology itself,
and then there’s another that uses technology
as a support structure, as a means to an end.
So maybe Kamol’s work would be more of the
second kind, where he uses mature technology

like video to express spirituality, and then maybe

some more of the Japanese cutting-edge stuff,

or Ausrralian, Austrian, and American stuff is
more about the technology itself. I think that we
might actually need two forms of criticism to
address these two forms of media art.

Then lastly, I would love to go to another

Ogaki Biennale. Ogaki should be conscious
of itself as a convect of exchange: one of
technology and cultural ideas.
Jeebesh Bagchi [Rags Media Collective): When
we arrived at Ogaki station ar eleven o’clock
at night, we found the city almost empty.
Ogaki looked like a scene from a film about a
post ‘nuclear’” world. The city seemed devoid
of human beings, yver has human presence
everywhere,

The next morning we walked along what
became a familiar road, When we saw the
bank vaulr, it gave us the impression thar it
had something before, but is empty now. Our
work 1s about people going missing, and the
phantasms and imaginary lives that we conjure
and live with, so it fit in very well.

The experience of the Biennale has been very
different, because usually in a biennale the city
is supposed to implode. You are supposed to
experience the city as a hyper, excited space.
Here it was different, because of the houses, and
the festival, and the liveliness. You enter into the
small corners of the city, and you make some
sense of it. I think that’s the really interesting
part of this biennale, that it’s from a media arts
school. I think that this can be theorerically
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enlarged, talked about, written more about, as
an interesting model for many art schools in
their relationships with the public. I think the
biggest problem with art schools is that they’re
moving away from the city, and the biennales’
biggest problem is trying to make the city a
hyperspace. But this relationship, which we saw
in Ogaki, I think has the potential to be taught,
to be made into an interesting site for a new way
of thinking about the biennale rather than as a
hyper space. | also found, as an artist, that this
relationship is not stressful because there’s no

star system. That was nice.

Artist responds to urban reality
rather than Asian sensibility.

Monica Narula [Rags Media Collective): There
has been a lot of warmth that we have found
from the team, from the curator, from everyone
who worked on the Bienalle. The team and
excellent students have helped us to set up the
work in a very easy way. So we would really like
to thank everyone who worked really hard.

Being in the vault, in the bank, has also
made an important difference, even to my
own thinking about the work. I have found a
different way of engaging with the work now.
For me, it was a very happy accident.

The fact that IAMAS runs the Ogaki Biennale
was also really interesting. This attempt would
be one way of looking at the relationship
between the school and artists’ community, or
the whole public community.

I was wondering if this whole issue of what
is an Asian sensibility needed to be thought
about a little more. Perhaps even complicated
a little bir more. I mean, what exactly is it?
Especially when it comes to technology. How
does one think about the relationship between
these two things? Is there such a thing as an
Asian sensibility when it comes to technology,
and can one say something about it? If one can,

what can one say? Are we interested in saying

that? Correct me if I'm wrong, but Japan and
technology go together in everyone’s mind,
especially since the 1970s, and 80s. Since I was

a kid, you thought if something was made in

Japan then it’s going to last forever, it’s the best

machine. There’s a relationship in everyone’s
mind. But when I look at the work made by
people from Japan it didn’t have that sense of
inevitability. Even though rhe work was using
cutting edge technology it was not trying to talk
about technology as a sense of arrival. That was
interesting for me.

If I look at our own work I would find it
difficult to say, whether it is Indian or not
Indian? I just think of it as a work thart is
responding to a certain set of realities around
me, and that reality 1s an urban reality — like it
is in this work — which can hold relevance in
Tokyo tor example, or in other cities that have
their own dynamics. An artist responds to that.
So I would have been uncomfortable saying that
this was an Indian work or an Indian sensibility.

I still have to resolve these problems for myself.

Studying Asian media art in Asia

Jamsen Law: | am very happy that this
biennale is focused on Asian artists, because
indeed this is one of the biggest questions for
me. What is Asian media art, or what is Asian
media art doing? | always think that if media
art is technologically driven art, then for me,
technology is always kind of leading the way.
I don’t feel very comfortable with that, and so
it’s interesting to see the work in this biennale.
It’s kind of refreshing. It may not be that new
a form of art, not that kind of media art you
always see in the other shows, 1 feel it’s more
refreshing because of what it’s talking about.

| organized a festival in Hong Kong and [ still
believe that it is nor easy ro organize a festival
focused on Asian media artists. It is quite
difficult to convince people that media arrists
in Asia are interesting enough to show to the
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people in Hong Kong. Even though there are
Asian film festivals.

Gunalan Nadarajan: Is it casier to convince
them to show European media artists?

Law: Yes. That’s why I always say it is because
of teleology. We believe that teleology is lead by
the West, but it is a fact that it is more difficult
to convince people here, or even difficult to
get the support, or permissions. That’s why I
always pose this kind of question. If you are
asking what an Asian sensibility is, I don't know
how to answer it. But I think, afrer two years in
IAMAS, maybe Asian artists should study more
about Asian media arts, because it’s difficult to
find materials to do your research even if you
are interested in it. It seems that it’s easier to
meetr Asian artists in the West, or in America,
but not in Asia. It’s kind of strange for me.

Seo Hyo Jung: When I have exhibited at media
arts biennales held in Korea, viewers are usually
people who are familiar with media arts and
interested in the technology used. They ask me,
“How does that work?” or “How did you make
it?” People of Ogaki city asked me not abour the
technology, but about the contents. This was the
most pleasant thing for me.

Last fall T exhibited at Kultfabrik in Munich.
The curator told me, “Please present something
Korean and oriental,” and this was very difficult
for me. So I started writing down motifs which
came to my mind when [ think something
Korean and oriental. Finally, I picked up the
moon and an oriental ink painting style. But I
don’t think I can deliver an oriental atmosphere
by just picking up those mortifs. It needs
something more. I think it is the spirituality in
our basis.

When I heard the sound from Tad’s work, I
felt familiar and comfortable. I don’t really know
what it was, but something was connected to
me. And when I look at Jamsen’s work, usually
I would start by looking at the technology used
in the work, but for some reason I felt part of

it was connected to me. Houses made of wood;
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the way lighr comes in, and so forth. I think thar
an Asian sensibility is connected by themes like
things with spirit.
Yoshioka: I would also like to have some
comment from the Japanese artists, not all of
whom are here, and Saso Sedlacek, our residency
artist,
Hisako K. Yamakawa: Since I was born in
Ogaki, I'm sure I'm in a different position from
the other artists. There were advantages and
disadvantages to exhibiting in my homerown.
When I've shown the same art work abroad,
it was seen as something very ‘Japanese.” This
time, exhibiting in Japan, and not at an ‘art
space’, and, because I could select the exhibition
location, I initially thought that I could simply
do something Japonesque. Once 1 did it, it was
actually so fresh, T was able ro rediscover Japan,
in a way. It was interesting to begin by meeting
the people related to the installation venue,
and developing it from there. I began with
the preconception that the Inari Shrine was a
forgotten place, but I soon saw that it was full of
life. Each day, the people coming to the shrine,
they first looked at the work with trepidation,
but then began approaching it, and finally

wanted to discuss it with me.

Should an Asian sensibility
be defined by its geography?

Narula: Going back to whart I said earlier, it’s
interesting to think about what are the qualities
that are associated with geography. Perhaps,
like I was saying, I would not think of my work
as Indian. It’s more that the work which is a
response to a certain set of realities. So, similarly
I was wondering if it would be interesting
to learn things about what is this meditative
aspect that we are looking at. And do we have
to consider it geographical? Or can we think
about it as certain sensibilities, and why does the
geography have to be the starting point?

Nadarajan: Thart is if vou define Asia as a



geographical concept,

Narula: (interrupts) How have I defined it?
Nadarajan: Rather than as a set of cultural
practices that have been spread out, not just in
Asia geographically, but well beyond it.

Nobuya Suzuki: When you talk about media art
in Asia, Japanese works are not picked out. In
Japan today, media art seems cloistered, plagued
by insecurity about how it should relate to
soctety at large. That’s why I thought thar this
exhibition, specifically bringing together art from
Asia was really meaningful. European artists
prioritize the conceptual, whereas one might
say that “Asian’ element should be to emphasize
procedural expression. Jamsen’s work, for
example, first created the environment, then
it’s video documentation, and then editing this
material. Of course the conceprual is essential,
but I felt a sense of discovering something Asian
in it. Also in the Bienalle’s administration, the
emphasis on process provided a release from the

sense of cloistering.

From geographical identity,
towards a global identity

Saso Sedlacek: Well, first of all I can’t speak
from an Asian position, right? (laughter) Ahh,
but I can speak from a really similar position,
which is Eastern Europe, or ex-Yugoslavia. We
can all see that the main curators, the main

exhibitions,... the main theories are written by

the so-called First World, which doesn’t only

mean West geographically. Well even though
we had in our rerritories quire radical and more
and less successtul art and political movements
in the 80s and 90s, this is the pre-media era,
right? One opportunity I see in media arts is thar
new connections can be established by using
new technologies that are really embedded into
our lives in the way we speak, in the way we
live, communicate. This is something that was
not there in the 80s and 90s this is why these
movements operated locally and they didn't have
the global effect. I really see the opportunity
for so called media art ro rake a critical role in
establishing these parallel connections to use the
technologies differently. So wherever we can, we
should not only do what we are expected to do
with it, meaning only developing, only focusing
on the media itself, but we should really ask
ourselves what these new technologies could
bring to establish new identities. T really think

that we should start thinking about identity not

only in the geographical sense — European,
Asian — but really start talking about global
identity. With new technologies this is something
achievable.

Another thing about media arts is that it’s so
fresh, it's like 10 years old, 1 think it's not so
involved in, and it’s not so dictared by capiral
yet. This sub system is quite free to do whatever
it wants. For example, we can see the example of
IAMAS. Gifu prefecture, the sponsor of IAMAS,
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wants IAMAS to be really local, to bring young
people to the area, and so on. And IAMAS
became really globally well known, but, here in
Japan, it seems that no one know abour IAMAS.
So I think this is an example of how this capital
that comes into the new media arts can be useful
for achieving something other than just what is
expected.

On the other hand, the experience of this
Biennale, where I find a very good atmosphere
creating a really good basis for starting to ralk
about Asian sensibility and global identities. T
heard too many times the connection between
local sensibility and identity in the contexts with
something really traditional, something that has
to do with the past, with historical concepts
and so forth. But I also think that identity can
be established from the contemporary political
situation, because our actions today will define
the future identity. And these kinds of events can
be a starting point for determining how these

new future identities could look.

Using stereotypical representations of
Asia as strategy

Yoshioka: I would like to comment about this
Asian sensibility in media art, in responce to
what Monica pointed out. There are many
different ways to talk about what Asia is, even

within the field of art. My way of thinking is a

lirele bir different, a kind of ractical approach to

this issue of Asian-ness. I think there is a very
easy stereotypical way to represent Asia in the
field of art, like there is in a Hollywood film. 1
think that a lot of typically Japanese elements
are used to attract Western people, both in the
commercial and fine art fields. Tt is sometimes
deliberate, and often unconscious. I don't think
what is shown is Asian, I think it is rather
Western because these Asian representations are
first desired from outside, and then internalized
by the Japanese. Yet if we criticize them too
dogmatically and purge ourselves of them
there may be nothing left. So my tactics are
to consciously make use of so-called Asian-
ness in visual, or cultural elements, and to be
strategic enough to use them in a different
way. My strategy is to appropriate such Asian
visual or cultural elements in order to put more
intellectual elements within such stereotypical

l’(.‘pl'(.‘h{flltﬂt]‘()]]fi.

Beyond an Asian sensibility
the meaning of speaking about
your own cultural resources

Nadarajan: We were hoping that somewhere
along the discussion the idea of Asia and Asian
media arts would come up, and practically
everyone in some way or other was ralking about
it. So I would just like to make a few comments
about that at the end of the discussion. One is

the relationship between culture and technology.
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Very often media art is driven by technology,
and the idea is that if everyone has access to the
same technology, then everyone would make the
same kinds of art. So culture is not an important
factor in the use of technology, and therefore
art that uses rechnology should not have culture
as an important element. However, if you
look at the way in which art is made, or even
technologies that are used, one’s own cultural
practices and location, and the history that
one has in relation to technology and to those
kind of practices will effect the way you use the
technology and the way you make art from it.

So I think in some ways the question ot why
talk abour Asian media art is one, as Yoshioka
pointed out, of a practical issue, a strategic issue.
Because culture 1s not supposed to be a big issue,
everyone, all art, can talk about very abstracr,
fundamental, essential issues, but if it comes to
an Asian artist, they want something Oriental.
They want something that deals with Japan, they
want something that deals with life in Indonesia,
they want something to do with spirituality.
I mean, I'm talking about exhibitions, very
often in international exhibitions, whenever
they invite media artists from other parts of
the world, the assumption is that the European
and American and Australian artists can talk
about life, can talk abour digitality, can talk
about binary codes, can talk about universality,
about everything else, but Asian artists must ralk
abour what is going on in their homes, what’s
going on in their cities, what’s going on in their
daily lives. Something that when vou see it,
vou will immediately see that it is from Asia. |
think that that kind of stereotyped idea of Asia
is something that is problematic and artists
have a responsibility to shake it up a bir, and
make it more difficult to label oneself like that.
Now how does then one deal with this? One
needs to have a better sense of what it means to
operate from a particular culture. What does it
mean to be in a particular location? And what

does it mean to be constantly asked to respond

to one’s culture, when one is presented in an
international context, when everyone else is
speaking about everything, but you need to
speak abour your culture.

So what I think we need to do, I mean this is
a good occasion where people are talking about
what they think is going on in their works, and
where they find similarities between each other,
and the word spirituality came up. But Asian
artists are not the only ones who are working
with works that are dealing with spirituality.
So we need to become more aware about what
does it mean to reflect on our own culture, and
how others are also in a similar situation, who
has to look at their own in order to create and
produce.

I think that when [ first started teaching in an
art school, most of my students knew Western
artists and artists that are 600 years, 1000 years
behind in history. My students knew them.
But artists who were like just a mile away, 20
miles away from where we were in Singapore,
artists in Malaysia, artists in Indonesia, artists
in Philippines, my students did not know them.
Students knew about important theories from
the West like Plato, Kant and Hegel, but they
did not know anything about Ching Hao, an
important Chinese philosopher or Islamic texts
that were dealing with aesthetics and notions of
the decorative. So 1 felt that it was important if
| was going to teach my students to make them
aware of all the alternarives, everything that was
available, and then they decide what is relative
to them or not.

I don’t think that this is what we should be
thinking about, you know; worrying about
what is Asian and what is not, but rather
understanding what are some of the elements
that we have available to us as cultural
resources. Whether it is written down as a
text, or it is an artwork, or it is out there in the
cultural practices of people, we draw from them.
But we need to keep our eyes open, and we need
to share, and I think that’s all we can do.
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[Guest Talk] [Closing Event) October 15 [Sun), Butokuden

The Power of Chance: ‘Shit Happens’
Koichiro Fujita and Hiroshi Yoshioka

Hiroshi Yoshioka (hereafter HY): On this the
last day of the Biennale, I wanted to expand
the discussion to themes beyond ‘the arts,”
and so invited Prof. Koichiro Fujita to present
the lecture we just heard. Prof. Fujita invoked
the dangers in identifying civilization with the
clean and immaculate; that devoid of parasites.
This isn’t simply a question of people having
body issues within an obsessive sociery, but of
the very organization of our society gaining
neurotic tendencies. He criticized how this leads
to exclusionism towards the different among us,
and unquestioning elimination of the untidy.

“

The theme of this year’s Biennale “Janken:
The Power of Chance” deals with the hand
game Paper, Scissors, Stone (Janken) and how
the cycles of chance revolve among these three
possible *hands’, and expand the discussion,
in an admittedly may seem a bizarre direction,
but to move the conversation to forrune, and
defecation. From this point, the two of us will
attempt to weave any number of topics into our
discourse.

A few moments ago, within your lecture,
when vou spoke of the people of Kalimantan
Indonesia (southern Borneo), and how in their
modernization, as things become convenient,
where one might assume that they would
increasingly desire orderliness, were you saying
that they rather value taking their bowel
movements in nature, (relieving themselves in
the waterways) and therefore do not attempr to
adopt new ways?

Koichiro Fujita (Hereafter KF): Their way of
thinking is diversely oriented and cannot be
understood in a simple way. At home they
understand the value of videos and TV and
refrigerators and cell phones, but when it comes
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to relieving ones self, they still choose to be a
society that also understands the value of letting
the rivers wash the excrement away?

HY: Some people often say that were humanity
to return to traditional lifestyles we'd all be
happier for it. Bur thar aside, a society which
mixes tradition and innovation, that's the life
for me.

KF: Well it’s really a question of indeterminare
balance, isn’t it? If everything were determined in
vour life, you’d become a narrow human being,
you’d probably go nuts. Look ar immunology,
tor example, indeterminacy is crucial. Kids
playing in the mud is actually the art of their
getting filthy ‘enough.” It’s not as though simply
being filthier is better, it’s a matter of how you
manage to keep an in-determinate balance.

HY: I think you really nailed it a few moments
ago, in your lecture, when you said “shit is
actually art.” The Dani people of Papua, western
New Guinea, lack any form of obvious artistic
practice, fertility prayers, or funerary songs
or dances. Anthropologically speaking, since
rituals are the origins of religion and art, to not
posses such cultural foundations and vet posses
language made them highly enigmatic. The
solution to this mystery was eventually solved as
defecation. Each morning, the Dani apparently
observed the form of their feces as a thing of
beauty. Gifts from the gods would enter their
bodies, be transformed and pass out of them, and
this was considered something profound. Now,
in the context of and arts exhibition, we speak
of “The Power of Chance”, where we could say,
without metaphor, that “shir actually is art.”

KF: Two, and three year old children love their
feces. Even though adults instinctually know
that shit is important, in maturity they shun



it as impure. Ingesting things which promorte
micro-organic growth helps you have good
bowel movements. That’s why children are
always licking everything, and increasing their
micro flora and fauna; to have quality feces.
As you know, when rabbits aren’t feeling well
they consume their feces from healthier times,
because it has the intestinal bacteria which
will bring them back to health. Good shir is
important.

That’s why “The Power of Chance™ means
precisely that “shit happens’. “Shit Happens,’
and the cycle of life begins. Shit goes back to the
earth and returns to inorganic matter, plants are
raised in it, seeds are planted, animals consume
it and bear their young.

HY: In art and in my rescarch in aesthetics,
when asked how much commercial profit can
be generated, or to what extent society benefits
from any of what we're doing... these are things,
the results of which are not immediate, bur 1
really wish that society could have a little more
patience with the inobvious.

KF: Art and culture, these kind of things will
find it harder and harder to survive in Japanese
society. It’s not a question of functional or non-
functional, a lot of seemingly useless things help

us build our immune systems. Looking at a

picture, reflecting on its beauty, this is something

which develops immunology.

The other day, lecturing at an arts university

that was positively spotless, I said “Can you
guys actually creare art in such an orderly
place?” The students replied “Prof. Fujira,
afrer lectures we're always headed down to
Sannomiya. (downtown Kobe) In Sannomiya
we can relax.” They were saying that they need
the mess of life around them or they can’t be
themselves. Beautiful towns filled with beaurtiful
people are where the really weird things happen.
It’s not enough to pur things in order, the point
is that we are able to live our lives with a lot of
ditferent kinds of people.
HY: It’s the same thing with the Biennale.
The exhibition wasn’t about the museum
galleries, but rather about exhibiting among
an indeterminare complexity, filled with
information, which is to say that administering
the show was a real chore, and required more
work. On the other hand, for the staff, as hard
as it might have been, this was more stimulating,
they say it was more of a challenge.

Of course, the arts can’t exist without some
level of filth. University campuses these days are
overly-ordered, they’re stifling.

Prof. Fujita, thank you for taking the time to
speak with us today.

(abridged)

Koichiro Fujita

Professor of Human Sciences, University of
Human Arts and Sciences. Honorary professor
at Tokyo Medical and Dental University. Fields of
specialization include parasitology, tropical medicine
and infection immunity.
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Magnifying glass OGAKI session
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Magnifying glass OGAKI session
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Hirotaka Takagi

Interactive Installation
2006
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Masahiko Furukata

Interactive Installatior
2006
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OGAKI BIENVALE 2006
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Koya Isogaki
Gifu, Japan

Media Installation
2006

FEMIE,. FoRiELizoRy FEABMR LA
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Presentation of DID project
DID project

Project
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Regional Video Downtown Screening
Outdoor Screening
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Endai Setchi Project (Bench Installation Project]
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Crocus Gifu Ogaki Biennale 2006 Special Issue

Newsletter
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Promation Design
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Web : LI HsE, AfHERK

Art Direction: Chihiro Sato

Illustration: Yasuyuki Nagashima
Web: Masaki Yamabe, Hiroshi Yamato

http://www.iamas.ac.jp/biennale0s/
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SNAPSHOT EXHIBITION
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EXHIBITION

2006F10R 6B (&) ~158(8)

A4S VT IETF O it — JF IAMAS AT 4 TSR

Virtual seesaw
SH project

Installation
2006
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ImageArray[t]
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Natsu Kawakita + Nobuya Suzuki
Device
2006
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Public Release of Scientific and Technological Research
Representalion Engineering Preparatory Room
Seminar Activities
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Geo Media Contents Project ;&R
CHAT4TALTYTOS I
Introductory Presentation of Geo Media Contenls Project

Geo Media Contents Project
Project
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Installation
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squall

A+ERF. WHKEE BREN

Tomoko Igarashi. Nobuyuki Yamamoto, Shunsuke Takawo

AFERVFOEEIC L HBREERO MBS, ThENCHRELL
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F++ Crawl

At+EEF BEEN
8'00", Experimental Video, 2006 10°00", Experimental Video, 2006

Animation Harvest
EFEEH. ALIMO., #HHiaTF. SHAX, PEXED, MBS,
ZINERTF. FROTE. BT, HERAE. R EEX. SRHYX

Nobuhiro Azuma, ALIMO, Ayako Ide, Hiromi Imamura, Kokoro Usami,
Yasuhiro Sera, Kayoko Kuwayama, Tsumugi Harunari, Yuko Hoshi,
Tomomi Muraoka, Hiromitsu Murakami, Arisa Wakami
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Tot

Y7 ET i\t d—1F I F—FR—I
10R78(L>. 10A9EA-#
LIFESTYLE@CAFE

1058 (K)~9B8(H-#)

Soy cafe
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3'45", Experimental Video, 2006
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Grow Up MABNTND NeN=Y

SHO%E ALIMO BRINERT ~FLOTOEDIM~
126", Animation, 2006 2'417, Animation, 2006 300", Animation, 2005 tHFEFRA

4'22", Animation, 2006

n

Box under the water BlFETHHFL Small wish
BETH HERE SZIERTF HLETR
1'38", Animation, 2006 2'17", Animation, 2006 5°00", Animation, 2006 1'20", Animation, 2002

HANDS A WHITE HOUSE IS FAR EAHSLAD @
FEETLL A+ BHETF ALIMO BT ERHVE+RAEIBT
EHERED 405", Animation, 2006 1°24", Animalion, 2006 430", Animation, 2006

2'35", Animation, 2006

L % =
0 |
e A
R
@ il
v e =___‘:—' J
Blckbeh A boy who wanted to be a UNDERWEAR
FEROLE super hero PHEILD HE T
2'24", Animation, 2006 ¥ ETH 235", Animation, 2006 3'31", Animation, 2006

8'30", Animation, 2004

+

vz EHR—BSLL  HHOOESE Chandelier
U3 B ARz ALIMO
BT 1"24", Animation, 2006 2'30", Animation, 2006

7'47", Animation, 1998

SNAPSHOT EXHIBITION 133



iamasTV

jamasTV7 A2z b
tamasTV project

Project
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Device
2006
HOTFTHOP—CaAIa =5 —varEWHIBREMAMLIRY >
FFO—> 731 25

RE
WFFRE
snion

Machi yamacoh

Installation

2006
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RAEF+ATREEF

touch / Junpei Araki + Tomoko lgarashi
Installation

2006
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FLEETINGNESS
SHERT

Mamiko Yoshida
Installation

2006
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AES

Satoshi Hama
Installation
2006

MEOP TR T DRIREEHNAT. TOEMEHZIAENSTRE
AG, FoREFEREOHRIEE / OERE LTRBLL.

VI METF S vty — 4F [RER

PERFORMANCE

IAMASAMPLES 2006

2006510 R 148 (1)
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IAMASAMPLES 20061%, TSnapShotBID 4 TN 75— AL bELT,
IAMAS DFERHE, BBAPLE LEERAATIL—TIC L2 5fE@n RSN,

Ver1.1
electric resistance

Performance

2006

BEREANE R —ICLYBBEERL, 777 BT LEICH
LETSA TN 74— A,

Analog Musical Insturument meets Digital Musical Interface
PAN

Performance
2006

THATRERETOIITRBOMECLET Y TN
T+—vRA, T RIFIZMERIE L THES.

the current of N
RAKET

Mariko Sakamoto
Performance

2006
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Time Travelers Ensemble in Ogaki

Time Travelers Ensemble

Performance

2006

MBI > TCEEZ TV BARTEZH &y REhRITEE,
R A Mm%

BBM.2 [Breadboard Model Ver.2]
The Breadboard Band

Performance
2006

BFEETEEF TN TRAB I LA L, RIFENSHR/NROE
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SNAPSHOT EXHIBITION
2004.10.5(fri] - 10.15{sun) 10:00-17:00
SOFTOPLAJAPAN Center /IAMAS Multimedia Studio
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Artists’ Profiles

Rags Media Collective
Monica Narula, Jeebesh Bagchi, Shuddhabrata Sengupta

Delhi, India

Rags Media Collective works in contemporary art [new
and old media, installations, video, sound, photography
and text], and is based in Delhi, India. Raqs co-founded
Sarai [www.sarai.net] at the Centre for the Study of
Developing Societies, Delhi. The three partners of Rags
are a part of the editorial collective of the Sarai Reader
Series, and work at the Sarai Media Lab in Delhi.
http://www.ragsmediacollective.net

http://www.sarai.net

SOLO EXHIBITIONS

2006 "The KD Vyas Correspondence Vol.1” Museum of
Communication, Frankfurt
“The Anthropometry of the Soul” iniVA, London
“There has been a Change of Plan” Nature Morte
Gallery, New Delhi

2004 “The Impostar in the Waiting Room” Bose Pacia
Gallery, New York
"The Wherehouse” Palais des Beaux Arts,
Brussels
“The Listening Room [Performance, with
andcompamy&co]” Das TAT, Frankfurt

2003 "Co-Ordinates” Roomade Office for Contemporary
Art, Brussels

SELECTED EXHIBITIONS

2006 “Dictionary of War” Graz
“Academy: Learning from Art” MuHKA, Antwerp
“Public Moment” Seoul
“There Has Been a Change of Plan” Nature Morte
Gallery, New Delhi
“Sub-contingent” Fondazione Sandretto Re
Rebaudengo, Turin
“Zones of Contact” Sydney Biennial, Museum of
Contemporary Art, Sydney
“Utopia Station” Princeton
“Building Sight”, On Difference #2,
Wirttembergischer Kunstverein Stuttgart
“Dark Places” Santa Monica Museum of Art,
California
“Digital Discourse” Malta
“Edge of Desire” Perth, New York, Berkeley, New
Delhi
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2005 “Linked: Connectivity and Exchange” Gavett
Brewster Gallery, New Plymouth, New Zealand
“Cultural Futures”, AUT, Auckland
“lcon: India Contemporary” 51st Venice Biennale,
Venice
“Beyond” 2nd Guangzhou Triennial, Guangzhou
“Citizen” London, Leicester, Belfast
“Ephemeral Cities: A Project Space” Deptford X,
London
“Building Ghost Transmissions” Cubitt Gallery &
Studios, London
“World Information City” Bangalore

2004 “International 04" Tate Gallery Café, Liverpool
Biennial, Liverpool
“ISEAD4” Tallinn
“Adaptations” Apex Art Gallery New York
“Adaptations” Fredrecianum, Kassel
“Do you Believe in Reality?” Taipei Beinnial 2004,
Taipei
“Frauen Museum” Bonn
“Squeaky Wheel” Buffalo

2003 “The Structure of Survival” 50th Venice Biennale,
Venice
“Utopia Station” 50th Venice Biennale, Venice
“Georgaphy and the Politics of Mobility” Generali
Foundation, Vienna
“Image Asia” Copenhagen
“"How Latitudes Become Forms™ Walker Art
Centre, Minneapolis

2002 “Emocao Art. Ficial” Itau Cultural Centre, Sao
Paulo
“Kingdom of Piracy” Ars Electronica, Linz
“Belfast Festival at Queen’s” Belfast
“Documenta 11" Kassel

Tad Ermitano

Manila, Philippines

Born 1964 in Manila, Republic of the Philippines

A video artist who incorporates in his works sound
design, algorithmic editing, and computer technology,
focusing primarily on how these fields modify or relate to
the moving image.

EDUCATIONAL BACKGROUND
1991 B.S. Philosophy University of the Philippines
SELECTED GROUP EXHIBITIONS

2005 “Cinema Purgatorio” NCCA, Manila, Philippines

2004 “Katawan” Satti Event in Gravity, MAAP (Multimedia
Art Asia Pacific] The Art Gallery, National Institute
of Education, Singapore

2002 “videoart.mov” Greenbelt Cinema 1, Makati,
Philippines



2001 “Interruption” Big Sky Mind Gallery, Quezon City,
Philippines

2000 “Centrifugal Vision” Video Circle 2000, HKUST
Exposition Hall
Surrounded By Idiots, Surrounded By Water
Gallery, Manila, Philippines

SELECTED FILM SCREENINGS

2004 “Hulikotekan v. 2.1" 28th Hong Kong International
Film Festival

2003 “Hulikotekan v. 2.1" Asian Videoart Conference
2003
“Hulikotekan v 2.1” Antimatter Festival of Short
Film and Video
“Hulikotekan v 2.1" screened at Earl Lu Gallery,
LaSalle-SIA College of the Arts Videogramme
Single Screen Video Art from Asia

2002 “Hulikotekan v 2.1" Nikolaj Copenhagen
Contemporary Art Center Videogramme Single
Screen Video Art from Asia

1996 “Retrochronological Transfer of Information™
Hamburg International Short Film Festival

1995 “Retrochronological Transfer of Information™
New Asian Currents, Yamagata International
Documentary Film Festival, Japan
“Collected Works” Image Forum, Tokyo, Japan

OTHERS

2004 Live Video Performance as Cathode Jam and
Sinekalye at 17th Singapore International Film
Festival, Substation Gallery, Singapore.

Produced live video component of Wired, a
multimedia ballet by Ballet Philippines, Cultural
Center of the Philippines

2003 Produced live video component of Oraciones, a
multimedia play produced by Tanghalang Pilipino,
Cultural Center of the Philippines
Produced video component of Field, a multimedia
ballet by Ballet Philippines, Cultural Center of the
Philippines

1998 Produced video component of Undressing the Idol,
a multimedia ballet by Ballet Philippines. Cultural
Center of the Philippines

AWARDS AND GRANTS

1996 Second Prize, Experimental Film/Video Gawad
CCP Para sa Alternatibong Pelikula at Video for
Tributaries

1994 Cultural Center of the Philippines [Grant] Manila,
Philippines

1992 Award of Excellence, Southeast Asian Festival,
Japan Foundation, Tokyo, Japan

1989 First Prize, Experimental Film/Video Gawad
CCP Para sa Alternatibong Pelikula at Video for
Panaginip Ng Pera (Dream of Money]

Seo Hyo Jung

Seoul, South Korea

Born 1972 in Seoul

She is interested in using media as a sixth sensory organ.
In her works, audience can sense time, memory and
hidden existence. She uses the movement of people as a
tool to reveal those ideas. Some of her installations have
the different version for the performance with same title.
http://untitled5.com

EDUCATIONAL BACKGROUND

2004 IDAS(International Design school for Advanced
Studies) Graduate|Master of Design]

1999 SADI(Samsung Art and Design Institute] Graduate

1995 Seoul Woman's University Graduate[Bachelor of
Science)

SELECTED EXHIBITIONS

2006 “spatial oscillator” SIGGRAPH2006, Boston, USA
“visual concert : see sound” TRIAD & DAELIM
museum, Seoul, Korea
“global drift - gate Seoul” TRIAD NEW MEDIA
GALLERY, Seoul, Karea
“global drift - accented body” QUT creative
industries precinct, Brisbane, Australia
“orchid garden with GUERLAIN" gallery RAAM,
Seoul, Korea
“hyojung seo with W hotel” W hotel, Seoul, Korea
“artyart on the street” sadi window gallery, Seoul,
Korea
“modafe opening performance” the 25th
international modern dance festival , Seoul, Korea
“solo exhibition - Beyond Imagination” TRIAD NEW
MEDIA GALLERY, Seoul, Korea
“SHISEIDO bio-performance launching show™,
Seoul, Korea

2005 "Documentation of works by 131artists” EyeBeam,
NY, USA
“tradition und zeitgeist exhibition” Whitebox
Kultfabrik, Munich, Germany
“exhibition euphoria” art space J.Young, Seoul,
Korea
“artyart” SADI| space, Seoul, Korea
“space_fear” 3rd DIDANCE, gallery nuri, seoul,
Korea
“global drift - accentedbody” QUT creative
industries precinct, Brisbane, Australia
“traveling, and girls across boundaries”
mihwangsa, Haenam, Korea
“alice in wonderland” artreon, Seoul, Korea
“Jacob's Creek wine party” bistro d, Seoul, Korea
“trace of freezing” nanzu seihyosho, shimoda,
Japan
“moon garden” hypermedia space, SYFAC, Seoul,
Korea

DOCUMENTS 139



“m.me” International Women's Film Festival,
artreon, Seoul, Korea
“i am here i was here” AHA YMCA Counseling
Center, Seoul, Korea
“let's blow” uplink gallery, Tokyo, Japan
“reverie with SHU UEMURA" Cais Gallely, Seoul,
Korea
2004 “body reverie : water” AHA YMCA Counseling
Center, Seoul, Korea
“video clip exhibition” uplink gallery, Tokyo, Japan
“alice in wonderland” theater 999, Seoul, Korea
“spatial oscillator for solo” KNUA hall, Nong
festival, Seoul, Korea
"BLOCK™ KNUA hall, Seoul, Korea
“invisible energies” art center nabi, Seoul, Korea
2003 “vai-p” SIDP, Seoul, Korea

Zulkifle Mahmod

Singapore

Born 1975 in Singapore.

His multi-disciplinary artistic activity encompasses
sound, installation, drawing and sculpture, and is always
inspired by relationships of objects in certain spaces.
Formally trained in sculpture, over the past three years
he has expanded his range of activity to sculpted sound
and live sound performances.

http://luzart.net

EDUCATIONAL BACKGROUND

1997 La Salle SIA College Of The Arts , Diploma in Visual
Arts [Sculpture)

SOLO EXHIBITIONS

2006 "W.0.M.B/WalkObserveMeditateBedazzle” The
Substation Gallery, The Substation, Singapore

2004 "THE VANISHING RACE: APACHE ON A RAMPAGE
MENTAL MIGRATION 3rd Phase” The Cell,
Lonnstrom Museum, Rauma, Finland

2003 "THE VANISHING RACE: APACHE ON A RAMPAGE
THE MYTH LIVES ON. 2nd Phase” The Art Gallery,
National Institute of Education, Singapore

2001 “Mystical Journey......Ona” Ona Art Centre, Ona,
Norway

2000 “D.A.R.T/ Delivering At Right Target” Plastique
Kinetic Worms Gallery, Singapore

SELECTED EXHIBITIONS AND PERFORMANCE
2006 "8th Taipei Arts Festival. Asia Arts Alive” St. Avant-
Garde Theatre Taipei, Taiwan

“Migration Addicts” Museum of Modern Art
Sculpture Square, Singapore
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2005

2004

2003

2002

2001
2000

1999

1997

“Mentah lll: Barisan Puteri-Puteri. (Raw IIl:
Woman's Front)” The Guinness Theatre, The
Substation, Singapore

“Incon(selquential: My lush plastic love sitting in

a garden of numb.” Esplanade Theatre Studio,
Singapore

“Pain Of A Million Ants” M1 Fringe Festival,
Substation, Singapore

“False Securities 5" Fort Gate, Fort Canning Green,
Singapore

“Tapies, The Fashion Show” Singapore Art
Museum, Singapore

“False Securities” The Substation, Singapore
“POP Berlin” House of World Culture, Berlin,
Germany

“POP Jogjakarta™ Cemeti Art Gallery, Jogjakarta,
Indonesia

“Hung At Dawn” The Guinness Theatre, Substation,
Singapore

“Expo 2005 Aichi Japan™ Nagoya, Japan

“100 PIECES” Lonnstrom Art Museum, Rauma,
Finland

“Festival of Lights” Rauma Art Museum, Rauma,
Finland

“AIM 2 [SENI Festival]” Singapore Art Museum,
Singapore

"Si Woof Woof/Substation September Festival” The
Guinness Theatre, Substation, Singapore

“"PINK ARK" The Blackbox, Theatreworks,
Singapore

“What Do You Want To Eat?” P10 space, Singapore
"BERITA HARIAN" Substation, Singapore
“[STORM] pixel motion art 2003” Underpass of
Esplanade Bridge, Singapore
“"REMEMBERING....." MITA Building, Singapore
"B.E.A.UTY" Utterly Art Gallery, Singapore
“Singapore Contemporary Artists Show” Hanoi
Contemporary Art Center, Vietnam

“The Anchor Red-Volution Party” Liquid Room,
Singapore

“Pulau Ubin" Pulau Ubin, Singapore

“Anthology 2 Alliance Francaise, Singapore
"BOXED : 26 X 26" Plastique Kinetic Worms
Gallery, Singapore

“PARALLELWORLD" Project 304 Gallery, Bangkok,
Thailand

“ACT PACH [B) OTW" Various Sites, Singapore
“Worms Festival 99" Plastique Kinetic Worms
Gallery, Singapore

“Portraits” Plastique Kinetic Worms Gallery,
Singapore

“The Sixth Singapore International Exhibition On
Fine Jewellery, Timepieces, Fine Art and Antiques”
Singapore International Convention And Exhibition
Centre Suntec City

“Project Bukan Suara Ramai” Substation Garden,
Singapore



“Anthology” La Salle SIA Gallery, Singapore
1996 “Perhimpunan Penyair Muda Singapura”
Substation Guinness Theatre, Singapore
“Beginnings...3D Works” La Salle SIA Gallery,
Singapore
“Pop Poetry II” Petronas Gallery Kuala Lumpur,
Malaysia
1995 “Suara Alamku [My Voices Within]” Substation
Garden, Singapore
“Pop Poetry” NIE Arts Festival, Raffles Foyer, NIE,
Singapore
“Black Art” Photography Exhibition, La Salle
Gallery, Singapore

Venzha Christ

Yogjakarta, Indonesia

Born in 1973 in Banyuwangi

Venzha Christ has been focusing on new media art
since 1999. Established the “the House of Natural Fiber
[HONF]" (Yogyakarta new media art laboratory], and
produced and organized projects related to new media
and education. Some of his works and projects have been
presented in Japan, Singapore, Malaysia, France, Brazil,
Netherlands, Germany, and Finland.
http://www.natural-fiber.com

SELECTED EXHIBITIONS

2006 "KINGDOM OF REBEL" new media art project
Indonesia

2005 "ARTIFICIAL INTELLIGENCE part_01" A audience
performance, Biennale Jogja [BJ] VIIl, cigar factory,
Yogyakarta, Indonesia

2004 "...wghtVksclpytdhbenXh sound project” the arts
house, insomnia48, "seni” festival, Singapore

2003 "MALOVER #2” cp biennale, National Gallery,
Jakarta, Indonesia

2002 “heterogeneouz-obsesi kami” contemporary art
factory, Tokyo, Japan
“home made taste” N-mark, International
Sympasium on Electronic Art [ISEA] related
program, [@ port, Nagoya, Japan
“moriya sound project” sound experiment from
electronic refuse of moriya, Japan

PERFORMANCES

2004 "BLUEPOPROJECT” fashion performance,
Indonesia [my Jesus'Performance Art Festival,
kedai kebun forum, Yogyakarta, Indonesia

2003 "BAPEPOETS|with minako kitayama)  Tokyo
Wonder Site, Tokyo, Japan

2002 “malover” club automatic, Yogyakarta, Indonesia
“MANABENZA CLUB” ARCUS studio, Moriya,
Ibaraki, Japan

“ULTRAOUTPUTproject” garden of the blind,
2002 roadshow, Yogyakarta, Bandung, Jakarta,
Singapore

2001 “glorified I” garden of the blind, parkinsound 3,
Yogyakarta, Indonesia
“glorified I” garden of the blind, worm festival 3,
Plastique Kinetic Worms, Singapore
“this is my future” respon my land installation,
trimatra gallery, Solo, Indonesia
“paint your brain” padepokan lemah putih, Solo,
Yogyakarta
“talk about reality [nobodyperfect]” yakkum art
class, Yakkum, Yogyakarta, Indonesia

2000 “kenyangkanlah AKU" benda gallery, eddy
prabandono opening, Yogyakarta, Indonesia
“freemind” via via cafe, irene agrivina opening,
Yogyakarta, Indonesia

SOUND PROJECTS

2006 "OPERATION ROOM TOTAL SOLUTION" ound
exploration in operation room, hospital, Indonesia

2005 "CAUSH#3 [Citizen Against UFQ Secrecy #3]”
Transmediale 05, International media art festival,
Berlin, Germany
"MORNING GLORY" ixkizit project, ixkizit cie joel
borges, Casa das Caldeiras, Sao Paulo, Brazil

2004 "BTS, SHELTER ROOM comm” sound experiment
inside shelter equipment, Yogyakarta, Indonesia
"ELECTROPHONIC ANALOG" electro contact, live
in public space, Java, Indonesia
“ICU in ma mind" sound experiment in hospital,
ICU room, Indonesia
"MY JESUS” Performance Art Festival,
performance klub, kedai kebun forum, Yogyakarta,
Indonesia
"touching USG™ sound experiment in hospital, USG
room, Indonesia
“talking UFQ" video n sound installation in the
glasshox, National Art Gallery, Malaysia

2003 "MORNING GLORY" ixkizit project, ixkizit cie joel
borges, Paris, France

2002 “manabenza club [with minako kitayama)” ARCUS
studio, Moriya, Ibaraki, Japan

WORKSHOP

2005 “sorry, i change your pratein!” DNA on bacteria,
molecular biology technology, Indonesia
“...hey,ma ROBOT will find u” Exploration project
with robotic technology, Indonesia

2000 “you like it, KMDGI 4" vredeburg fortress,
Yogyakarta, Indonesia

GRANTS

2005 “Transmediale 05 BASICS™ ASEF [ Asia - Europe
Foundation ] Cultural Grant, Germany
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Kamol Phaosavasdi

Bangkok, Thailand
Born 1958 in Pitsanuloke, Thailand
http://www.rama9art.org/kamol_p

EDUCATION AL BACKGROUND

1981 B.S. (Art Education] Chulalongkorn University,
Bangkok, Thailand
M.F.A. [Intermedia) Otis/Parsons Art Institute, Los
Angeles, California, U.S.A

SOLO EXHIBITIONS

2005 “Quiet Storm” Center of Academic Resource,
Chulalongkorn University Bangkok, Thailand
“Bon voyage” Bangkok University Art Gallery,
Bangkok, Thailand

2002 "Dilemma” Project 304 Bangkok
Center of Academic Resource, Chulalongkorn
University Bangkok, Thailand

1999 "Between Hopeful and Hopeless™ Art
Gallery,Yokohama Museum of Art, Yokohama,
Japan
"Between Hopeful and Hopeless” Center of
Academic
“United Water” The Art Gallery of the Japan
Cultural Center, Bangkok, Thailand

1994 “Water Project” Silom Art Space, Bangkok,
Thailand

1991 "Collaboration with yesterday and the day before”
National Art Gallery, Bangkok, Thailand
“Not My Performance in 72 Steps” Otis/Parsons
Artinstitute, Los Angeles, U.S.A

SELECTED GROUP EXHIBITIONS

2005 "Bangkok! Bangkok!” De Markten, Kunsten
Festival Des Arts, Brussels, Belgium

2004 “"Supernatural” Media Art Festival, Chiangmai
University Art Museum, Chiangmai
“[- + -] Negative Plus Negative” Earl Lu
Gallery,Lasalle-Sia College of Arts, Singapore
“[Tous Egos] 18 Rencontres Paralleles” Whart
Centre D'Art Contemporain de Basse-Normandie,
France
“The 50th International Exhibition of Contemporary
Art, Venice Biennale [Dreams and Conflicts)” Italy

2003 “Thai-Tanic” Ethan Cohen Fine Arts New York
“Next Move : Contemporary Art from Thailan”
Earllu Gallery, Singapore
“Parallel Time™ China Academy of Art, Hangzhou,
China

2002 “ev+a Exhibition of Visual Art” Limerick,IRELAND

2001 “Polypolis [Art from Asian Pacific Megacities)”
Kunsthaus, Hamburg, Germany
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“Worms Festival lll” Plastique Kinetic
Worms,Singapore

2000 “Echigo-Tsumari Art Triennale 2000” Nigata
Prefecture, Japan
"AKIHABARA TV" Organized by Command N, Tokyo
“Glocal Scents of Thailand” Edsvik konst ach
kultur, Sweden

1999 “Volumn & Form” Substation, Singapore
“Bangkok Experimental Film Festival” Japan
Foundation, Bangkok

1996 “ASIA EDGE 1996" P-3 Art and Environment, Tokyo,
Japan
“Traditions/Tensions” Grey Art Gallery, New
York,U.S.A

1994 “Thai Australian Cultural Space” Art Gallery of
New South Wales, Sydney, Australia
“The first Asia-Pacific Triennial of Contemporary
Art” Queensland Art Gallery, Brisbane, Australia

1992 "ARX 3" Perth Institute of Contemporary Art [PICA,
Perth, Australia
“Mobile” Museum ‘92, Tenjin, Fukuoka, Japan

1985 “"The Boundary Rider” The Ninth Biennale of
Sydney Art Gallery of New South Wales, Sydney,
Australia
“The Second Asian Art Show” Fukuoka Art
museum,Japan

AWARDS AND GRANTS

2001 “The Pollock-Krasner Foundation” (Grant), New
York, USA

1998 “Japan Foundation Grant for Artist in Residence
Tokyo™ Japan

1994 “Japan Foundation Grant for Water Collaboration™
Ichi Ikeda and Kamol Phaosavasdi, Bangkok,
Thailand

1993 “Artist in Residence” The school of Art &Design,
Edith Cowan University Perth, Australia

1989 “Thai Representative to the 6th Asian Square
Sculpture Symposium” Philippines

1982 "Silver Medal National Art Exhibition” Bangkok,
Thailand
“Winner Prize, Contemporary Art Competition”
Bangkok, organized by Thai Farmers Bank

1981 “Bronze Medal , National Art Exhibition” Bangkok,
Thailand

1980 “Certificate, Young Art in Asia Now” Hong Kong

Jamsen Law

Hong Kong, China

Born 1973 in Hong Kong. Law is a prominent
experimental artist in Hong Kong whose videos and
performances have been exhibited in Asia, Europe, Morth
and South America. At present one of the directors of



Microwave International Media Art Festival, and the
programme director (media arts) of Hong Kong Art
School. Completed IAMAS masters program in 2006.

EDUCATIONAL BACKGROUND

2006 MFA [Media Creations] Institute of Advanced Media
Arts and Sciences, Japan

2000 MA [Literary and Cultural Studies) University of
Hong Kong, HK

1997 BA (Fine Arts] The Chinese University of Hong
Kong, HK

SOLO SCREENINGS

2005 “The Lab: H.K Video/Film Artists Series 3" Hong
Kong Art Centre, HK

2003 “Asian Video Art Conference” Tokyo Video Art
Center, Japan
“Asian Directors of the New Century” The 30th
Seoul Independent Film Festival Seoul, Korea

2002 “Video Ground Zero” V-tape, Toronto, Canada

SELECTED GROUP SCREENINGS

2005 “The 5th New Media Festival in Soeul” Korea
“15th Videobrasil International Electronic Art
Festival® Assaciacde Cultural Videaobrasil, San
Paolo, Brazil

2004 “Shanghai Biennale 2004” Shanghai, China
“Selasar Sunaryo Art Space” Bandung, Indonesia
“BizArt" Shanghai, China
"SEFOMA 2004" Seoul, Korea

2003 "LAISLE" Rio de Janeiro, Brazil
“Busan Asian International Film Festival” Busan,
Korea
“25hrs - The Video Art Foundation” Barcelona,
Spain
“Transmediale.03" Berlin, Germany

2002 “Impakt 2002" Utrecht, the Netherlands
"FLUXUS - International Film Festival” on the
Internet

2001 “Media Forum, XXIll Moscow International Film
Festival” Russia
“European Media Art Festival 2001" Osnabriick,
Germany
“Paris/Berlin International Meetings™ roARaTorio,
Paris and Berlin
“International Video & Multimedia Art Festival”
Videoformes, Clermont, France

2000 “Multimedia Art Asia Pacific 2000” Brisbane,
Australia

1998 “Microwave Media Art Festival 1998" HK
“Chroma, organized by El Universo del
Arteaudiovisual” Guadalajara, Mexico
“Pandaemanium Festival, London’s Festival of the
Moving Image” UK

AWARDS AND GRANTS

2005 “Grant for Field of Conciseness [Video Project]”
Hong Kong Arts Development Council, HK

2004 “Gifu Prefecture International Academy of Media
Arts and Science Special Award [Prefecture
award]” Japan

1999 “Grant for Matching Four with Twelve (Video
Project]” Hong Kong Arts Development Council,
HK
“Award for Excellence [Competition Section]”
Image Forum 1999, Japan

1997 “Gold Award-MTV" HK
“Independent Film and Video Awards 1997" HK

1995 “University of California Exchange Program
Scholarship”™ USA

Saso Cedlacek

Ljubljana, Slovenia.

1974 born in Ljubljana, Slovenia

Studied Industrial design, Sculpture and New Media.
From 2001 participated on many exhibitions around
Europe, USA, Russia and Japan and received awards
in ltaly for best recycling toy and OHO award in USA for
artists from Eastern Europe.
http://www.sasosedlacek.com/

EDUCATIONAL BACKGROUND

2000 Graduated in Sculpture at Academy of Fine Arts,
Ljubljana

1993 Finished Secondary School for Photography and
Design in Ljubljana

SOLO EXHIBITIONS

2006 “Beggar [robot for materially deprived)” gallery
Kapelica, Ljubljana, Slovenia

2005 “"Copy China!” Likovni salon Celje, Celje, Slovenia

2004 “Loop” Kapelica gallery, Ljubljana, Slovenia

2003 “Just do it!" Kapelica gallery, Ljubljana, Slovenia

2001 “Biotope Condition” Kapelica gallery, Ljubljana,
Slovenia

GROUP EXHIBITIONS in 2004 - 2007

2007 “Future Nomad” Vox populi, Philadelphia, USA
2006 “Device Art” RX gallery, San Francisco, USA
“U3 - Triennial of Slovenian Art” Moderna gallery,
Ljubljana, Slovenia
“Parallel economies” P74, Ljubljana, Slovenia
“Public presentation” Art in General, New York,
USA
“ISCP Open studio” New York, USA
“Cultural typhoon” Tokyo, Japan
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“Video out” Russia Electronic billboard festival,

Moscow, Russia

“Device art” Zagreb, Croatia

“International computer festival™ Maribor, Slovenia

“Device art” 03one, Beograd, Serbia, Slovenia
2005 “Artbook triennial” Catalogo Zogo, Milano , Italy

“Slovene art in Bratislava” Burundi datalab,

Bratislava ,Slovakia

“Visages francophones” Cahors, France

“PostsovkhoZ5 / Public-Private” Mooste, Estonia

“Pretty Dirty” Skuc gallery, Ljubljana, Slovenia

“Break 2.3" Grad Kodeljevo, Ljubljana, Slovenia
2004 “Exordium” Udine ,Italy

“Continental Breakfast” 45. October salon,

Belgrade, Serbia and Monte Negro

“Loop Pavilion” Un desigh di carta, Feltre, Italia

“Think Twice” Recycling in Art, Design,

Architecture, San Dona di Piave ,Italy

AWARDS

2006 "OHO Award for young visual artists” Zavod
P.A.R.AS.LTE., Slovenia and Foundation for Civil
Society and Trust for Mutual Understanding, New
York, USA.

2005 "The best recycling toy” Zogo Toy Contest, Asolo,
Italy

RESIDENCIES

2006 ISCP, International studio & curatorial program,
New York,USA
IAMAS [Institute of Advanced Media Arts and
Science), Ogaki, Japan

2005 Studio in Berlin of Ministry of culture of the Rep.
Slovenia, Berlin, Germany

Marcia Vaitsman

Cologne, Germany

Born 1973 in Nilopolis, Brazil

Studied in S3o Paulo (USP) and Cologne [KHM).

Docent at KHM. EMMA Award, UK:

Residences: IAMAS, Japan and UNESCO-Aschberg in
Finland:

Project grant from Prince Claus Fund, Netherlands.
http://www.khm.de/~marcia

EDUCATIONALBACKGROUND

Media Studies University of Sao Paulo ([ECA/USP)

post graduated Academy of Media Arts of Cologne (KHM],

Germany

1995 several study University of Vienna (German and
Media Institutes)
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SELECTED EXHIBITIONS

2006 “The Whiteness of an Exotic Place” Galleria Huuto,
Helsinki.
“Video Zone [International Video Art Biennial]”
Center for Contemporary Art, Tel Aviv.
“Tending to Zero - Perfomative media project”
HIAP Project Room, Cable Factory, Helsinki
“Workshop at Pago das Artes” Geragao
Transterritorial, Sao Paulo
“Videomostra™ Itau Cultural Belém, Para, Brazil
“Cultural Typhoon” Shimokitazawa, Tokyo
“Videomnostra” Itad Cultural Belo Horizonte, Minas
Gerais, Brazil
“Displaced Exhibition” Upeace, Toronto, Canada
“Nominated to the 25th Viper” BASEL, Switzerland
“Hajimari no Mizu [Source of Life]” BankART
STUDIO NYK Yokohama
“The Wanderers” Engawa in the Era of
Technocodes” Softopia Japan, Ogaki, Gifu
“Fine Works Selection” Tokyo Video Festival, Japan

2005 “The Elephant Cage” Japan Foundation, Cologne,
Germany
“Kunstfilmbiennale” Fokus Siidamerika, Cologne,
Germany
"UNESCQ-Aschberg fellowship” Paris/Helsinki
“Involver” Siebenviertel, Cologne, Germany
"XV Videobrasil Media Art Festival® S3a Paulo,
Brazil
“Field Research” Galerie Brigitte Schenk, Cologne,
Germany
"IAMAS Artist In Residence Exhibition 2004-2005"
Softopia Japan Center Building, Ogaki, Japan

2004 “Videobrasil New Media Retrospective 1998-2003"
Sao Paulo, Brazil
“Honour Mention to Ryukyu Search Project
2004" from the Videokunst Forderpreis Bremen,
Filmbiiro Bremen e.V., Germany
“The One Made of Light Stuff” and "Low 02 Water™
from the Prince Claus Fund, Netherlands
“First presentation of the Ryukyu Search Project
2004 - Low 02 Water at IAMAS™ work in progress,
Japan
“The one made of light stuff” Kyoto Art Center,
Kyoto, Japan
“0 Corpo Entre o Plblico e o Privade” Paco das
Artes, Sao Paulo, Brazil
“Caminando sobre Huevos en Buenos Aires”
Kunstraum, Boquitas Pintadas, Buenaos Aires,
Argentina
“em_transito” Goethe Institut/Galeria Monumental,
Lisbon, Portugal

2003 “Projeto Cria da Casa” Espaco OPHICINA, Sao
Paulo, Brazil
“XIV Videabrasil Media Art Festival” Sao Paulo,
Brazil
“wireframe” Altitude 2003, Cologne, Germany



“| Biennale for Architecture” through Brave New
Art and Bruce, Rotterdam, Netherlands

“Bazar Desmobilia / Munich Audi 2003" through
Candyland Comics, Curitiba, Brazil

2002 “Feira” Galeria Virgilio,Sao Paulo, Brazil
“Exhibition Cativeiro” Sao Paulo, Brazil
“File Festival” Sao Paulo, Brazil
“Villette Numérigue” | Biennale for Digital Art,
Paris, France
“Medio@rte Latino” Transmediale 02, Berlin
“Milia 2002" Cannes, France

2001 “a common ancestral stranger” Galerie
Projektraum, Cologne, Germany
“"EMMA Award 2001” London, England
“European Gathering of the Young Digital Creation™
Valenciennes, France
"Xl Videobrasil Media Art Festival” Sao Paulo,
Brazil
“3x3" Nanquim Gallery, Sao Paulo, Brazil
“see you hear” Berlin, Germany
“Altitude 2001” Cologne, Germany
“Das Genlaboratorium” Galerie Projektraum,
Cologne, Germany

WORKSHOP

2006 “*Fusion workshop” Cable Factory/KHM, Helsinki
“*Fusion #3: type fusion” with Glissmann/Hofflin
at KHM, Cologne
“*Fusion #2: virolent fusion” with Glissmann/
Hofflin at KHM, Cologne
“*Fusion #1: visual fusion : identity : entity” with
Glissmann at KHM, Cologne

2004 “The Distant Seminar” KHM, Cologne, Germany
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RENBHRH

2003 [F@EREET AT LA PLEHREFBMNS
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I SR 3T ERMF R AW T h T S — By (T
Ea@bkEinternet EOI I 2 =4 — 3 OHHA, AH
ABEECRALER-TL S,

2

1989 SUEAFFE=FHIBENFE RALRBT2HRER
fET

1994 HRXEHY— YT by THRAT(1989 ~ 1994)

1996 BEGRBXFEREIHRF AT HRE

2004 MRAPAFREARSHEREHPEETEL
(T

AT

2006 [SOURCE OF LIFE [C %W Dk —
IAMAS in Yokohama |(Geomedia Contents R =
2 ) R BankART Studio NYK, #8251
[Ax2F74»5-7—LFIBETOP xS | MaSS-
Dev. &M, NTTA ¥ —3a=F -3t
H— B

2005 Moblab 7BZxZ F 177w b 72 —L> AT LM
F&, K8, IR
MCHIMO5 J(Geomedia Contents 7R x4 k)XY,
TR



2004 [Ars Electronica Campus Exhibition |
[Laval Virual|(Geomedia Contents 7Rz 7 )
ZArN, TR
2000 [Metamorphosel®y M- 23T aL— a2
1997 [Java [CB9 240 - FE A - RIAH JRIREFIR
1996 [Toy on the Net | i
#HA ST 2% — InternetWorking 55
1995 (257 (CHH2MAMBIA & —% v Frhigk]

fs

2004 [Web_—2OEREOFEFEICET AR IBRE
KERFIREREIAA TR @AY

2003 [Scoring Web Pages with Social Credibility in a
Hypertext Environment] 9th ICEIS

2002 )22 IcED UV RRREY Web ~— PR | 1AL
BRSNS T—F—A(TOD16)

2000 [RMEHA bICHT2WWWR—JFEFEDR
FIFHAEZSRRPE ROV A

1993 [EEEMAT 4+ TH— OB IFRLBS R0
Ea—9 U AT LR OIL

Wil K. iiF Hisako.K.Yamakawa
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fEmRER

2006 TIVRC(14%th International collegiate Virtual Reality
Contest) B | &¥EEFHM. HR

2003 110 Years After] INSA Art Center, Seoul, Korea

2002 [VSMM2002(International Society on Virtual
System and Multimedial Media Art & Technology
Artsanje Museum, Gyeonju, Korea

BHtER A E D
JlEl#oe 4

1980 FFnBbLEE N
2004 THHMEFEWMARRASE AT + TRBHREHET

152 DOCUMENTS

fEmRER

2006 TlELE Y DK - IAMAS in Yokohama J##3E BankART
Studio NYK, #Z3/1]

2004 [Digital Art Festival B3R 2004172 = v PR, 1V
FUZw I — BR
['Ars Electronica2004
IAMAS CAMPUS EXHIBITION ] Kunstuniversitat,
Yy, A—ARYT

SAED
—P146

BEors  ZRETS
ST, FEH—, LLAEE

&
1977 SFAERE £ Eh
2007 EHRIERWAERAS AT « TERAREHET

e E—

1978 FLBEE

2007 IZRRUEREHRHERTT HTI—<AFAT 1
T AYOA RIS

LI
B FEMAFRASERAI A3
1968 FHER B4 £

M SHY
FHME, EEE, T)|HNE

EEE

BRI EMAERAFEAI O F 1

1983 F ML Eh

2006 RIFEHZFAPLEPIIERAT « THEZEE

HEHE

HHEPERARR AR RS P43

1976 FfELEEH

1998 AMEWEEAERFHRMEREE

fraR®
2002 MRAMFRORIT— b7z —7EL-KER sRfg- 18]
RERR, BhX{kt4—, @l

L2
—P151

| poyugcd

1985 FAREE N

2007 IERRITEERHEZEM T AT I —~ILF AT 4
T A AR



S

2005 L —TRIFRERTRS 1256 6{LRL DEE,
=R
[1>&—hlyPava—2EEIH—|
2005 IKIEBHIHHLE , IZR

WULAES
WA{EE, RENE, REFEF. )IBEEF

WFESE
BREESNAERAEASOF 2
1980 FtimEE £h

2006 SREMIEAFEHEGHEEE

fESFER

2006 [eARTh quake S I&R21 HREMBHESX v 5
J—A A

2005 almanac #4 [depositors meeting) art & river
bank, TR

2004 [lLe Dimore dell'Arte ||BANESE LS EREF, Al

FREIH

I B IR T ER AP RR T AT I — DSPa—2R
1980 FERREEN
HEBAZEREEERU R R

BRFEREF

FHRHPERARERARR T DH 2

1982 48R = h

2005 EEHFEWAFERFHRRBEET VM A FEEER

{ERFER
2007 learthen bodies RO 5 & | EE=MHLIL & >
9— B

NEEF

ElllEEh

2007 EBRIERERHFRET AT I LT AT 4
T RYUARIEE

WRARTEF+RE+EET

RAEFET

1986 FHBEEN

2007 BB UEMERHSERT AT I —RLFAT 4
T RFOABER

fERFER
2005 [4»8—hlyParEa—FERIY—t
2005 IAETHHLE ., IR

A+EEF

HRHEEMARRAZRY 24 2

1982 FEEEEN

2006 WWOKSHEPHBE A FRE L= -SHEI—
REES

BEHEEET

1979 F@LEEh

2002 EERRFEXLHFTET A ERER
2007 BRMMEZMALRAFEAT « TREARET

BERRTFHRAEH=E
ANERES, LB AR, AET
BHIE, B85, MEAE, BEEHE, THAH

WA AT+ TAYTYTADI b
BIORT, /S, FHILIE, EEEER, AIEER
MERE. MEFE, AR, BREE, BREN, # LAS

WiamasTVZO2 =z b

CGla—R7aY 2 b, 19985FH5 B —E159#0OKE
T—TLTLEOBERE L THEES,

1999 FMmBy —T a3 a=r—a > ERIIGACCN) T
&R,

[IAMASAMPLES 2006]

M electric resistance
ERT, WEES

BRIT

I8 B R T FEIFERE F =7 AT — DSPaI—2X
1978 FRIGE TN

2003 EHARERCRMER LSRR R

fEamFER

2006 [Srishti’s new Artists and Designers 2006
Alliance France, Bangalore, India
[R5 > ZBR{RE2 2006 P-house, IR

WRES
i B IR ER AR R T HT I - DSPa—2
1974 FFEEE A

W iR TRE
TEEAE, RIRIE, HEIRRT
LERET, MILET, XAHHEE

2005 FEHER

FRME

2006 [EB1EIAACH 7 FNT7x—< 8B 1 BARE
PSS —)L, B
[BEEBIEALVWATATT—7, Bl

2005 TESRERRITRILOE®REHRtE-Y—, ILO

DOCUMENTS 153



R (Rl boass) s

BIRAA (FREESHASEAS)

BRIRETF (58 BT ERERRR ST H T I g
FBRET (RABITHAS) R

LT (BRI AL FEREENET)

NERER (BaRTEHAS)

M The Breadboard Band
EHRE, ZHE—H, XBEH. FRIET

2005 SEHERY

fEmREE

2006 [TAKEAWAY FESTIVAL DO IT YOURSELF MEDIA
DanaCentre, London

2006 INIMED6] Triptyque, Paris

2006 [ZeroOne San Jose/ISEA2006) Parkside Hall
Courtyard &1st Street, San Jose

RHEzE

1981 FREFEEN

2005 IXRRIEBERHFREET AT I VLT AT«
T-RIOARIER

2007 SR EWAZIREAL AT + T RRATEHET

fEmRER

2005 TLib-LIVE #001] NTTA>»#—232=4— 3>
T i — T

FHE—H

—P148

KaEH

1975 FRnEEN

1999 AMAZETFEHERE
2007 BRI EEERESERTHT I —IALF AT«
TR OARIZE

fEMRE R
2005 [TAKEAWAY FESTIVAL DO IT YOURSELF MEDIA
DanaCentre, London

FRARIEST

I R EIFE R SEEW T H T I — BR

1961 FERME £ R

2006 FERTHILEITAZEAZLIREMHTZHE WL (550
EEIC[2061:Max ATy 24 J(Uy b—S2—Dy )BE

e R
2007 TM9BYD & A~ Earthen Bodies | M= Mk
&— B

2005 [FRHREFTR : TIME MACHINE (B2l , £

154 DOCUMENTS

HPAN
SRF—. BAEET

2006 SE45RE

fEaR®

2006 TIAMASONIC 2006 ‘Analog Musical Insturument
meets Digital Musical Interface’] IAMAS ¥ JLF A
T4T7TIR. B8

ERE—

BREEEWAERAE 2 VA2

1984 FERFEEh

2006 BFRIIAZEY T b x TiREEEE

YRR

2006 I 2E AFRBETHREFAS ILBERAZE,
N

2005 [BEY 7 b U= TRSSE2EAE |RILRE,
=1

HARET

I B IR T ERR AR F R T # T2 - DSPa—2
1982 SR || £ £ 4

2005 RESFEMAPERFIT VA AANRPEEER

fRamsER
2005 HEEFRWAFER-ETHIER, RBEFRMAE,
R

WRFFRET
—P153

[ANIMATION HARVEST]

WEET

I BIR T R EERTHTI-DIT2—2
1983 F@BEEh

2006 FAEEAEAE HEBRALFREREI Al E

EALIMO

IR R YT ERGEREEEmTHTI—C6la—2R

1977 L0 % £h

2002 ZEERWMAZEMZEICESEAEFIHE

2004 A A—DT 4 —F LTRIRGEFFRAT B—HT7=A—
a Rl

fEmFER

2006 HENBEBEETF=XA—a>» Tz RT 14/ 5
ANFATZL-BRAEDT=A—3>| TRT—
[t TN
[+VIDEQ AWARD 2006 B &HB@EARSH,
+Gallery, LB

20046 REAA#I(BEHFREASEALLL, ®R



| Eaht BERHY E+RENBTF
BRI EREREER T AT I - DITa—2

1978 EBAEEN ERbHYE
2000 BAHEAFHEER - AFSTHREE TFEMKEAT « TT— MEE BERNF
1974 ERMEE D
ESHASE 2000 R TERIFRESERTHTI— F—FF7F
I BB EIRERE =R T AT — C6la—2 AT 4 T - SRElEESE
1976 E=E4 %N
FaR=
BFEERO+ETEF+HEiERR [F=A—3v7—FR]
FEERD EBNIRF
W& XS 1978 EBMEEH
1982 FIEREE EHBEET AR ENEaEE
2002 BB TEPHERESEEHRTHATI—C6Ia—2 LA v PHBEEA S
xE
W ERRE
BFETFERERAR) 2006 IEEEVEREREEEMT HT I —FE
EHEARR ERE A
Wit @A [squall]
ERIR T EEESRRRRTATI—C6la—2X
1987 FIE B ETh BRE+REET
—P153
WELERT
1974 EBMEE N BLFESE
1997 ZEEMASFENFEEMPEZEE —P153
2002 B RE T EREREEER T AT I — ST AT«
T AY A EEEE&N
2003 IERIRERMERRIEEHRT T I —MEEET ERRPEMALIRAERS A 2
1981 FERER LS
= 2004 FURAPE SR B PEEE

2006 [F=A—arT—7RAIBMEHtEY— . BH
[P—bTP=A—3>DQIBE] TAPHT 54 ¥4
SU—, Fi

BEROTE

i B IR ERE SRR T A TS — C6la—X

19835 A)|1£Eh

2006 FEFHAFAFRAGBFHBHEI T LSRR

BEHT
I R ERESRSER T AT I - C6la—2
£ £

W LT

i RR T ERE RS T AT 2 — COla—2BF
1975 R £ Eh

HRIERFSMP ARG

B BRI ERE RS R T AT I— T T FAT 1
TR

AAYILALyPFTF—F T=A—aa—2%E

fEEFET

2005 TIMAGINA 2005] E€+2

2003 TAnnecy International Animated Film Festival
2003177 A

1998 [Milia '98 New Talent Pavilion17 %2

DOCUMENTS 155



HhE ¥

1956 F4£Eh

RERENFRERREE, FAAZRSTREET.
HHEEEMAERARHIRER THE, RS AFAER
precatiip i St e

=% RABEEM, ToF8IC MEFREES K-
YEa—%-FHIL BB ORER —EHMR- BRHEE-
T 7+ =41 %(F L%, EETRABINR A BRI Ht 5T
BIZDOMICAN- Ty e/ B EE2EHRE. MEROFHE
LEBTHIRBAITHEN 7 1 72aE0SERICLS
1B L@ AR ATY. KOSUGI+ANDOT & [2 Y24 140,
BEACONJ T, THAMCLBER~DIBAIETH-
foo o, 2000FE4 Bl -7 LIcA#SER 7 —F
Tl HEFEDatxt JORKRCAE 1 SHS8FETD
Ltz, 7 T4 FSpace in Cyberspace | Tld, &
NIENR & (XRIIC, ©v 4 PEERE- 2L TV S,

=B
2000 [MBMOFPHEET I SREIA)IEE
1997 (BB OREH —FWMR-BRZEM- 7725

1993 MEMEEG M-I E2—9 FHIHE -FHE,
Fhbiat

&

1996 FIh—R- XYy ol BHOOBER— ABBRH(T
RIS v AL AT A

1991 w—2- K29 — [FRRNR R, B8RS

1987 H-7+ 29—l REZIHR, HERE

1985 UFv—F-B—T ([ E2OBRMEHE—TZ/2T74X
LD IR HROKER

e

2004 [BEACON] KOSUGI+ANDO, KBRS FE K2 % + 5
) — KR

2001 TBEACON] KOSUGI+ANDONTTA >4 —23a=
r—aieEyy— WK

1999 [BEACON] KOSUGI+ANDO,FHEAZEFX+51U—C
2L T B

1998 l&EEEFAU ] KOSUGI+ANDD, ¥+ ) — 16, TE

Z DAt

2003 WEAET+—L 2003 AT L 75—

2002 BAESHSFCSERRIRESEER (002
#EFESEMDiatxt. (¥4 7T X )] vol1 — B RER
(2000 — 2003)

1999 m#E=EHt ¥ —ERHES - EEEE (1999 —2001)

156 DOCUMENTS

Hiroshi Yoshioka

Born In 1956

Graduate of Kyoto University Graduate School of Letters
Department of Philosophy, Completed Masters at Kyoto
University

After work as a professor at the Institute of Advanced
Media Arts and Sciences he is currently a professor at
Kyoto University Graduate School of Letters

Specializes In aesthetics and modern philosophy.

His main literary works are “Joho to seimei - no,
computer, uchi”; “<Shisé> no genzaikei - fukuzatsukei,
dennokukan, affordance”™ and additional countless
theses and essay publications. Additionally, he worked as
Editor-in-Chief for issues one through eight of “Diatxt.”, a
critical journal published by the Kyoto Art Center. Essays
and stories are written and made public on his website
“Space In Cyberspace.”

LITERARY WORKS

2000 “J&hé no uchi to henyasuru hydgen™ Kadokawa
Shoten Publishing Co., Ltd.

1997 "<Shisd> no genzaikei —fukuzatsukei, denndkiikan,
affordance” Kodansha Limited

1992 "JGha to seimei — no, computer, uchi” Co-
authorship Hisashi Muroi, Shinyosha Co.

TRANSLATED WORKS

1996 Bruce Mazlish. "The Fourth Discontinuity: The Co-
Evolution of Humans and Machines” JustSystems
Corporation

1991 Mark Poster. "The Mode of Information:
Poststructuralism and Social Context” Co-
authorship Iwanami Shoten, Publishers

1986 Hal Foster. "The Anti-Aesthetic: Essay’s on
Postmodern Culture” Co-authorship, Keiso Shobo
Publishing Co., Ltd.

1985 Richard Rorty. “Consequences of Pragmatism:
Essays” 1972—1980, Co-authorship,
Ochanomizushoba CO., LTD.

ART WORKS

2004 "BEACON” KOSUGI+ANDO, Osaka Seikei University
Gallery, Osaka

2001 "BEACON” KOSUGI+ANDO, NTT Inter-
Communication Center, Tokyo

1999 "BEACON” KOSUGI+ANDO, Chukyo University
Gallery, C - Square, Aichi

1997 “Towazu-gatari” KOSUGI+ANDO, galerie 16, Kyoto

OTHERS

2003 Kyoto Biennale 2003 General Director

2002 The Japanese Association for Semiotic Studies,
Studia Semiotica, Chief of Editing Committee
[2002-)
Critical Journal Diatxt. Vol 1-8 Editor-in-Chief
(2000-2003)

1999 Kyoto Art Center Preparatory Committee, Planning
Committee (1999-2001)
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2006 [Signs of Life: Bio Art and Beyond ) MIT Press
[slamic Automation: A Reading of al-Jazari' s
‘Book of Ingenious Mechanical Devices' |
['Media Art Histories| MIT Press
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numerous catalogue essays and various academic
articles including most recently in [Ornamental
Biotechnology and Parergonal Aesthetics |

REax®
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Gunalan Nadarajan

An art theorist / curator from Singapore, is currently
Associate Dean of Research and Graduate Studies,
College of Arts and Architecture at the Penn State
University. His publications include two books,
Ambulations (2000] and Contemporary Art in Singapore
[co-authored; 2006) and many catalogue essays and
academic articles, He has curated 18 exhibitions
internationally including Ambulations [Singaporel,
180KG [Jogjakarta), Negotiating Spaces [Auckland)
and media_city 2002 [Seoul, S.Korea) and Container
Culture [San Jose, USA]. He was contributing curator
for Documenta X| [Kassel, Germanyl and has served on
the jury of several international exhibitions including
ISEA2004 [Helsinki / Talinn], transmediale 05 [Berlin]
and ISEA2006 [San Jose). He is Artistic Director of the
International Symposium on Electronic Art, ISEA2008.

PUBLICATIONS INCLUDE A BOOK

2006 "Signs of Life: Bio Art and Beyond™ MIT Press
“Islamic Automation: A Reading of al-Jazari's ‘Book
of Ingenious Mechanical Devices "

“Media Art Histaries™ MIT Press

2000 “Ambulations™
numerous catalogue essays and various academic
articles including most recently in ‘Ornamental
Biotechnology and Parergonal Aesthetics’

CURATED EXHIBITION
2002 "180KG” Jogjakarta, Indonesia
“media_city 2002" Seoul, Korea
2000 “Ambulations” Singapore
“Negotiating Spaces” Auckland, New Zealand
CONTRIBUTING CURATION

2002 "Documenta XI” Kassel, Germany

SERVED ON THE JURY OF
SEVERAL INTERNATIONAL EXHIBITIONS

2005 “transmediale 05" Berlin, Germany
2004 “ISEA2004" Helsinki, Talinn
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Takahiro Hayakawa
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IAMAS 10th Anniversary
Ceremony

Softpia Japan Center

1F seminar hall

Aniversary Lecture
Itsuo Sakane
14:00 - 15:00

Symposium

“The chance is opened
in Ogaki”

Hiroshi Yoshioka
Gunaran Nadarajan
Hisako Hara
15:15-17:00

False Securities, Ogaki
Zulkifle Mahmod
Shiki-no-Hiroba

16:00 - 16:45

Animation Harvest
Softpia Japan Center
17:30 - 18:30

Qutdoor Screening
Shin-0hashi
18:00 - 19:30

World Bypass
dracom

around Ogaki City
15:00 - 17:00

Outdoor Screening
Shin-0Ohashi
18:00 - 19:30

ICU in ma mind!
Venzha Christ
Butokuden
19:00 - 20:00
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Ogaki Biennale 2006 [EXHIBITION]

Venues:

Kyu Juroku Ginko [former Juroku Bank branch building), Butokuden, Takeshima-kaikan, Zensho-ji, Inari Shrine
Shiki-no-Hiroba (Four Seasons Squarel, Ogaki Park West Castle Square, Softopia Japan Center

IAMAS [Institute of Advanced Media Arts and Sciences + International Academy of Media Arts and Sciences] and others

Exhibition Period:
Oct & (Fril — 15 [Sun), 2006

Organized by:

IAMAS [Institute of Advanced Media Arts and Sciences + International Academy of Media Arts and Sciences]
Gifu Prefecture

Qgaki City

Japan Center for Local Autonomy

Directors:

Yoshioka Hiroshi [Professor of Graduate School of Letters, Kyoto University /

former Director of Center for Media Culture, Institute of Advanced Media Arts and Sciences)]
Gunalan Nadarajan (Critic and Curator / Associate Dean of Research and Graduate Studies,
College of Arts and Architecture, Pennsylvania State University)

Organizing Staff:

Center for Media Culture, Institute of Advanced Media Arts and Sciences

Kenji Ueda [Researcher], Yousuke Kawamura [IT Specialist], Miki Fukuda [Lecturer], Mika Fukumori [Researcher]
Gifu Ogaki Biennale 2006 Staff

Takeko Akamatsu, Tomoko Ueyama, Kyoko Kansai

Exhibition Installation:
Trigger Device
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[Photographs]

Yuji Onoda + Kenichi Hagihara  pp.10-47, 75-95, 98, 99(top), 100-101, 106, 108-125, 128-131
Nobuya Suzuki p.99 (center]

Shunsuke Takao pp.102-103

Hisako K. Yamakawa p.107

Naomi Kakuda p.126

Sunao Hiruta p.134 [second from above)

Hiromitsu Murakami p.134 [forth from above)]

Satoshi Hama p.135 [top)

Katsuhiko Harada pp.135 [forth from above),136
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S AY WORKST1., ESSAYS AND TALK EVENTS,

WORKS2, EVENTS AND PROJECTS.
SNAPSHOT EXHIBITIOB. DOCUMENTS

The theme of the 2nd Ogaki Biennale was “Rock-Paper-Scissors:
The Power of Luck”. If you look under the paper wrapper of the
book, the illustration that was the key visual appears. And if you
open up the inside covers, you can see the illustration in its entirety.
This book is separated into four parts - introduction of the works
by the artists invited from Asia, talk event, introduction of works by
those affiliated with IAMAS, and documents - and by changing the
materials of each section, the pages leave an impression on the
reader.

Form Perfect Binding

Size 172mm X 236mm

Contents WORKST. ESSAYS AND TALK EVENTS,
WORKS2, EVENTS AND PROJECTS.
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