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Commemorating the opening
of the International Academy of Media Arts and Sciences (JAMAS)

THE MULTIMEDIA AGE AND INTERACTIVE ART

With signs of an emerging information age culture in the air, Interaction '95 celebrates
the opening of the Gifu Prefectural International Academy of Media Arts and Sciences,
an institution for the multimedia age, next spring in Ogaki.

Interaction '95 is your opportunity to participate directly in and experience the works
of interactive artists from throughout the world.

Why commemorate the opening of the Academy
with an interactive art show?

The multimedia concepr encompasses many definitions and interpretations. In
its broadest sense, it stands for the creation of a human culture bringing together the
fine arts and other cultural genres. In a narrower sense, it refers to the vast field of
applications that appeal to the five senses through the use of digital electronic media,
including computers, to integrate various images, sound and text. The aim of the
Academy is to fuse these two interpretations and to provide the training that creators
of works of high cultural value will need.

The future of multimedia culture

Applied multimedia can contribute greatly to paving the way towards
disseminating information in education, medicine, and social welfare, as well as social
and economic information. The creative process behind multimedia work is both
closely linked to our sensibilities and to the creativity inherent in new arts and culture.

The new content developing in this field covers a wide range: packaged software
on CD-ROM, vast film libraries, the interactive installations (environmental
installation works) shown at this exhibition, and the exchanges through networks that
are tying the world into an information plaza. These information vehicles are of very
different formats, yet they all enable more people to share cultural experiences through
exchanging and sharing data. The true meaning of the interactive information
contained in most multimedia software, moreover, begins to emerge only when there is
a dialog between the user and the work. Thar is why we have chosen interactive art as
the key word for this exhibition. Interactive arr is one of the milestones on the road to
the multimedia culture of tomorrow.

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

Planning and Direction:

Itsuo Sakane

Exhibition:

Gifu Prifecture Government IAMAS Project Planning Office,
Masaki Fujihata, Atsuhito Sekiguchi, Yayoi Wakabayashi

Graphics:
Yasuhito Nagahara

Thanks to
Atsuko Koishi, Kiyotane Hayashi, NTT/ ICC
Display: Nippon Event Planning Co.,Ltd.

Supported by
Sony Co.,Ltd. Nihon Silicon Graphics KK. Apple Computer Inc.
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Introduction

AN INVITATION TO INTERACTIVE ART
ITSuo SAKANE

Welcome to the world of Interaction 95!

Awaiting you are a group of strange and unusual works that are, in terms
of conventional understandings of art, simply unimaginable.

Interaction means reciprocal action or dialog. At first glance the
interactive process resembles a game, but it conceals a wealth of pleasures
through dialog and discovery. But whether a dialog develops depends on you.
Here you have the leading role as the work of art unfolds in a joint performance
between you and its creator.

The artists who create interactive art stand in the shadows of their work,
but the people who have conceived of the ideas and designs for the installations
you will see here and created the dialog programs by which you can interact
with them are artists indeed.

Allow your curiosity to flow freely, listen to what these works have to say,
touch them and respond.

THE HISTORY OF INTERACTIVE ART

Interactive art is a new genre conceived when computers and other new
electronic media appeared. This new art form became possible with the arrival
of interface technologies that bridge between people and computers,
technologies acting and responding with, for instance, pictures, music, and
video images — information for the human five senses.

Participatory art that incorporates a dialog between people and machines
began to appear around the world in the 1960s. Work in this mode increased
dramatically since the beginning of the 1980s and gained a new wealth of
expression as well. In the process, these interactive works have begun to be
recognized as a new art form.

Interactive Art in the Classics

How does interactive art differ from art as we have known it until now?

Broadly defined, interactive art is an art form in which the viewer
appreciates the work while engaging in a dialog with it. Thar, of course, is a part
of traditional art forms as well. In fact, since all works of art have as their
premise the conscious participation of the viewer experiencing them, in a sense
we may say that all art is interactive art. To some extent all viewers project their
own emotions onto the art work, engaging in an internal dialog and
experiencing the pleasures of expression. The hidden pictures and deceptive arts
of the Middle Ages, with their use of optical illusions to appeal to the viewer,
were works in which the artist initiated a positive dialog with the viewer. There



is, in the broad sense, an uninterrupted lineage of interactive art that extends
from countless examples of anamorphosis in which the artists distorted the laws
of perspective and perception through the works of Magritte and Escher and on
down to more recent oprical art and metaphor-filled conceptual art.

Contemporary Interactive Art

In classical art, however, the viewer's participation consists only of his or her
internal dialog. Today, the works described as interactive art initiate a dialog
through an interface placed between the human being and the computer or
other device. Thus, these works are interactive in a special sense. If we might
describe the internal dialog between the human viewer and earlier art works as
mental interaction, then the interaction engendered by today's interactive art is
physical. The art itself, moreover, exists because of interaction. A physical
interface links the art work and the viewer; only when a viewer manipulares that
interface is the work completed. Since the rise of interactive art today is due to
the development of man-machine interfaces for creating links between humans
and machines, it has become increasingly prominent since the 1960s.

Conceiving of Virtual Reality

In the latter half of the 1970s and the 1980s, three-dimensional techniques were
incorporated into computer-drawn images. With the appearance of virtual
reality technologies that use an interface equipped with sensors to estimate the
position of the view and the distance between him or her and the image, interest
in such types of interactive works increased worldwide.

While few of those early works could be called art, the new world of
virtual reality attracted great attention. The participant entered it by putting on
a head mounted display with 3-D goggles and a data glove and then could touch
images in the virtual reality landscape as if he were really there.

Rejecting heavy, bulky equipment such as the 3-D goggles, an increasing
number of artists began to use sound and light sensors for their interface or
video cameras as sensors to introduce the figure of the viewer into the work. In
the process, many new types of interactive art developed from the latter half of
the 1980s on.

What's Distinctive About Interactive Art?

Contemporary interactive art differs from traditional art largely in that it is
completed only through an act of collaboration between artist and viewer. In the
past, art has been an attempt by an artist to create a work of independent value,
to express his or her own ideas and concepts. In the case of interactive arr,
however, the artist takes viewer participation as the premise in building his
devices and systems. The goal is a work of art whose meaning becomes complete
when a viewer participates in it. This explicit shift to a collaborative approach is
a change of notable significance in the history of art. Until now, art movements
have tended to be authoritarian; now, however, art has undeniably been opened
up to everyone. What we see at work is the will to be involved in the creative
process of art. That is why much interactive art has a game-like quality.



Although some deplore the disappearance of the aura that once surrounded art, I
believe the true value of interactive art lies in the joy of making new discoveries
through participation.

THE INTERACTIVE ARTISTS

Although the history of this genre is brief indeed—it dates back to the 1970s—a
growing group of artists are creating distinctive interactive work throughour the
world. The following is a brief description of the leading artists in this field,
including those represented in our exhibition.

The Pioneers

One of the pioneering artists in this field was Myron Krueger of the United
States, who published Artificial Reality in 1983. He began creating his
experimental works in the late 1960s and continues to produce new works. Ed
Tannenbaum, who is represented in this show, is another pioneer who has been
active since the late 1970s. His participatory works that combine video and
computer technology have been unveiled in settings such as science museums.
Scott Fisher and Michael Naimark, whose work is also in this exhibition, were
both early participants, having had their starts at the MIT Media Lab. Scott
Fisher, who attracted attention by planning a virtual environment workshop at
NASA in the early 1980s, has continued his research and creative activities in
virtual reality at the company Telepresence Research. Naimark was a central
figure in the Media Lab's Aspen Moviemap project. From the mid 1980s on,
David Rokeby of Canada and Jeffrey Shaw, an Australian who resides in Europe,
have shown their distinctive and thoughtful works throughout the world.

From the late 1980s on, interactive art was featured at meetings of
SIGGRAPH (the nationwide association for computer graphics in the United
States) and science museums such as the Exploratorium; now it is making its
way into art museums as well. In 1989, the opening of the Kanagawa Science
Park was celebrated with the first large-scale interactive art exhibit in Japan, with
work by Myron Krueger, Jeffrey Shaw, David Rokeby, Ed Tannenbaum, and
Toshio Iwai.

Gateway to Broader Interactive Art

Interactive art events are becoming more common throughout the world. Ars
Electronica, held annually in Linz, Austria, has the fusion of art, technology, and
society as its theme; since 1990, it has included an interactive art category, in
which outstanding works began winning prizes. Jeffrey Shaw, Agnes Hegedus,
David Rokeby, Christa Sommerer and Laurent Mignonneau, Jean-Louis
Boissier, and Luc Courchesne have 2ll shown in the Ars Electronica interactive
art division and won every prize from the grand prize down. In fact, most of the
arrists in this exhibition have already achieved historic stature in the field.

After 1991, when ZKM (the Karlsruhe art and media technology center)
opened in Karlsruhe, Germany, and Jeffrey Shaw became the director of their
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visual media research center, the field grew even more active. Multimediale, an
event ZKM started in 1989, introduces new work every other year. Multimediale
4, held this May, presented a new piece by Agnes Hegedus called Berween the
Words, and Piano -as an Image Media, a new piece by Toshio Iwai, who is an
artist in residence at the center. These were all well received.

As installations of interactive art are being introduced at new media
centers and exhibitions throughout the world, their fans are growing.

THE FUTURE OF INTERACTIVE ART

Interactive Art with Artificial Intelligence

One interesting recent trend in interactive art has been the rise of creatures with
artificial intelligence (AI). In a work by Pattie Maes of MIT's Media Lab, the
viewer engages in dialogues with a dog and robot. In A-Valve, the work by
Christa Sommerer and Laurent Mignonneau in our exhibition, the viewer
creates an artificial being that follows the same behavior patterns as a real living
thing, reproducing, giving birth, and dying. These works are currently the
hottest topics in Al science as well as in interactive art.

The creation of interactive art requires bringing to bear both scientific
knowledge in a wide range of fields and artistic sensibilities. Not a few of these
works are born through cooperation between scientists, engineers, and artists. In
a related trend, we are seeing more artists who are also computer scientists. The
potentialities of a new culture that combines science and arr are at last beginning
to bear fruit.

Shared interactive art will transcend media categories

Multimedia works, made of digital data, can transcend the format of the
particular medium that happens to embody it; data can be converted and
shared. The day is coming when, with brilliant installations such as those in our
show recorded on CD-ROM, people can dialogue with them in front of their
home computers.

For instance, Jean-Louis Boissier's Flora petrinsularis was an interactive
installation recreated using the Confessions and Les réveries du promeneur solitaire
of Jean Jacques Rousseau as his text. Very recently, it has been recorded on CD-
ROM at Karlsruhe and made available as packaged CD-ROM software. Portrait
One by Luc Courchesne, also in this exhibition, was shown as an installation
earlier but was released on CD-ROM at Multimediale 4 this year. At this
exhibition, one can experience and compare the two versions.

In digital art, there is no difference between the original and a copy.
Making the most of that characteristic will open out new possibilities for
freedom in developing multimedia cultural resources in the arts and for recycling
them. When the whole world is on the Interner, linked by a high-speed digital
communications network, anyone will be able to participate in interactive art
such as shown in this installation, wherever he or she is. This exhibition will, it
is hoped, give a glimpse of the possibilities the future will bring.
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JEFFREY SHAW.

23 October 1944, Melbourne, Australia.

1963 Architecture at the University of Melbourne

1964 Art History at the University of Melbourne

1965 Sculpture at'the Brera Academy of/Art, Milan

1966 Sculpture at St Martins School'of Art, London

1970:1980 Founding member of THE EVENTSTRUCTURE RESEARCH GROUP
1989 Guest professor at the/Academy of:Art, Rotterdam

1990 Guest professor at the Rietveld Academy, Amsterdam

Since 1991, director of the INSTITUTE FOR VISUAL MEDIA at the ZKM CENTER
FOR'ART AND MEDIA TECHNOLOGY: in Karlstruhe.

Some of the selected works are:

The Legible City. (with Drink Groeneveld) Bonnefanten Museum, Maastricht 1988
Alice’s Rooms ‘International Art & Science Exhibition’, Kawasaki 1989

The Virtual Museum ‘Das Belebte Bild’, Art Frankfurt, Frankfurt 1991
Disappearance! ‘The Binary Era’, Musee d'lxelles, Bruxelles 1992

EVE ‘MultiMediale 3?, ZKM Center for Art and Media Technology, Karlsruhe 1994

GOLDEN CALF

The age old tension between transcendental and material truths which
problematizes:any physical embodiment as a potential idolotary could be
resolvediin the realm of immaterial representation. My recent work THE
GOLDEN!CALF:allows a worshipful'object to renounce its iconoclastic corporeal
form, and so become an appropriate empyrean archetype in the televirtual
ether. The viewers’ dance around this naked pedestal proclaims that the
‘emperor without clothes® has arrived - he!is the great gun of our time and we
exultin the promiscuously heterogeneous fineries of his cyber-attire.

The Golden Calf 1994
Prdd uced at the ZKM Center for Art and Media Technology Karlsruhe
Application software - Gideon May.

Hardware - Sharp LCD screen, Polhemus: Fastrak, Silicon Graphics computer.
First.shown at the Ars Electronica, Linz, 1994

12



Jetire
oSN )

Yx7Y=--Ya-

194441023 B4 —A M5 U7, AILFIL 4R,

19634 A IFEIL K% (BRI, 1064ERKFEWNBHIN. 19656FE3I5 /DT
L7ERTHT I— (BREL), 196650 KDt b - v —F L HM2H (BaE
) THA, 19705 H 519804 % T, THE EVENSTRUCTURE RESEARCH GROUP
DRIEEA = ELTER, 1989 SOy TS LAER7HT I - KEHE. B
19904E(C(3, P ALRAFILH LRietveld AcademyDEEHIWE LS, 1991 FFLIEZKM
A=W —IEREAT 1 PRF S—REAT « PTHRAFREBD S,
AFRIEMELT,

[THE LEGIBLE CITY]—F 1% « 7O—%7 zbhEHME—(T—XRUvER,
F 2T 7T R, 19895F)

[ALICE'S ROOMS | (JIIi&. trizd* i T2 Z/5—2 19895F)

[VIRTUAL MUSEUM | (£ & TV SHSEIR. TV ayIl 7—b T39I M 19924F)
[DISAPPEARANCE ] (7Y 2 v+tJlMusee d'Ixelles, 19924F)

[EVE] (ZKMA—IZIL— IR E AT 1 PH#lTE 2 —.1994%)

BEDH B,

[&EOFHF]

T 25 H HBHEM TR S WEN LITTEOMOXFOMI RN, VENLGOE
BEHEGHENLREA5IFRITIRRCH L TEE LY, FFPHENERTHR
KH->TRIOMBEBELTLEVET, IWOBEDERTHS [RBOFH] E.
S2ETOIHER, S BGEHEN EHEMERIBYE>TLEL, FTLA-FriLbeE
BR R OESOEHOBEHRICSEDLVGDICE>TVET. BERCOMELVE
BORYEEY LS, [BOFEH] FPoTELEVWETEY, TOEHRZHNR
DIFETHY . LERRECATHETS 2FRF LY AN T OREICKE
U920TT,

ZKMA—ILZI— T & AT« PHilfi £ 2 —THIE

FFVr—al - YIRIIT i ¥=FF>2 - Ao

N—K9 7! %—FLCDA%Y Y=, Polhemus Fastrak. ¥U3>+ 7571w
HZAAEa1—4%

1994FENFIVA » TL7 rOAZH (U Y) ICHH S,

13



BHART

The Golden Calf

14



15



AGNES HEGEDUS

Born: 15 Sept., 1964, Budapest, Hungary.

Education:

Hungarian Applied Art'/Academy, Budapest 1985-88

AKI'Art Academy, Enschede, Holland 1988-90

Institute for Neue Medien, Frankfurt, Germany.1990-91

Grants:

Stipendium, Stichting Fonds voor Beeldende Kunst, Holland 1990-93
Projectstipendium, ZKM, Karlsruhe 1992

Prizes:

PRIZMA-PRIZE fur'Computer Kunst, Hamburgische Kulturstiftung 1993
ARS ELECTRONICA Honorary Mention Interactive Category 1993
SPARKY-AWARD, Interactive:Media Festival, Los Angeles, USA 1994

Selected Works:

PLAIN PLANE PLAYING (1990), UNSTABLE (1990), 4 SPACE (1991), RGB VW.(1991),
THE FURUIT:MACHINE (1991), HANDSIGHT (1992),

THE TELEVIRTUAL FRUIT MACHINE(1993), BETWEEN THE WORDS (1995)

HANDSIGHT

The intention of this work is to'emphasize certain aspects of virtuality stich as
telepresence and the reembodiment of the senses; It creates a transverse
relation between the real and the virtual by correlating a physical object with'its
virtual representation.

This work is constituted'by a circular. projection screen, a hand held interface
which has the form of an eyeball, and'a transparent sphere with a hole into
which the viewer can insert this interface and move it around inside. ]
Holding the interface outside, the'transparent sphere is represented as a virtual
eye on the projection screen. When entering: the sphere the viewer enters the
virtual’eye through its iris.and sees a'computer generated 3D tableau which'is
located within its virtual'interior.

This tableau'is iconographically related to'a Hungarian folk art tradition that
created miniature religious scenes'in glass bottles. it also embodies many
objects and'references to:earlier woks by Hegedus, so constituting within the
virtual eye a ‘retrospective’ memory space.

Application software: Gideon May and Richard Holloway:
Produced at the ZKM Karlsruhe in cooperation with the Ars Electronica Linz
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MICHAEL NAIMARK

Michael Naimark spent:twelve years as an independent'media:artist before
joining: IntervaliResearch Corporation'in 1992. He was instrumental'in making
the first interactive videodiscs and has “moviemapped” Aspen:from the street,
Paris from the sidewalk, San Francisco from the air, and Karlsruhe, Germany,
from the rail.: He has also worked: extensively with projection:and immersive
virtual'environments. His artwork has been exhibited internationally.

Naimark has heldfaculty.appointments.at the San Francisco.Art Institute, San
Francisco State:University; California Institute of the Arts, M.I.T., the University.
of Michigan, and'is on the Editorial Boards of Presence and'Leonardo Electronic
Almanac. He created a B.S. in Cybernetic Systems as an independent major. from
the University of:Michigan'in 1974 and received an_M.S. in Visual Studies and
Environmental'Art from'M.I:T. in'1979.

KARLSRUHE MOVIEMAP,

The Karlsruhe Moviemap is a virtual.travel'installation about the town of
Karlsruhe, Germany. It consists of a large immersive video projection, a lever for
controlling speed, and three push-buttons forichosing which way to go at
intersections. : :

Karlsruhe has'a well-known tramway system;, with over 100 kilometers of track
snaking from the downtown pedestrian areato the edge of the Black Forest.
Using the tramway system as the basis for.a moviemap of this town has'its
drawbacks, since it doesn’t go everywhere. But these routes are where they:are
for.reasons of history, politics, geography, and culture, reasons respected: by
this installation.
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Luc COURCHESNE

Luc Courchesne was born in 1952 in St-Leonard d'Aston, Quebec. He studied at
the Nova Scotia College of Art'and Design, Halifax (Bachelor of Design in
Communication, 1974), and at MIT, Cambridge (Master of Science in'Visual
Studies, 1984). He began his explorations in interactive video in 1984 when he
co-authored Elastic Movies, one of the earliest experiment in the field with Ellen
Sebring, Benjamin Bergery, Bill'Seaman and others: He has since produced
severaliisntallations including encyclopedia Chiaroscuro (1987), Portrait.One
(1990), and Family Portrait (1993). His work'has been‘shawn extensively'world:
wide (Artifices3; Paris; Museum of Modern Art,:New York, National Gallery. of
Canada, Ottawa; Siggraph'g3, Anaheim; Otso Galleria, Helsinki; TISEAg2,
Sydney, etc...). He is a professor.at the Ecole de design industriel, Universite de
Montreal, and currently artist in residence at the Zentrum: fur Kunst und
Medientechnologie (ZKM), Karlsruhe.

PORTRAIT: ONE

Portrait One (1990) is the fistt work by Luc Courchesne to experiment the
potential of the conversational interface'and of the fictional approach to
hypermedia portraiture. Later workiinclude Family. Portrait (1993) which
experiments with networking, multi-user systems and also with the the
documentary approach to hypermedia portraiture and. the Salon of Shadows
(1996) which will further develop the user interface by introducing, along with
the imposed conversational framewark, which has become the trademark of the
previous work, a form of visitor modelisation that will'strengthen the impression
of communication between visitors and virtual beings.

Overall, the work attempts at staging a form of: theatrical experience around a
sensitive content based environment where interaction, if possible, is not the
only rule: visitors will feel equally appropriate to be there as spectators or as
actors. Portrait One has been created and is played using A Macintosh micro-
computer with HyperCard. The video sequences are stored on laserdisc and
displayed as reflexions on a glass plate positioned directly above:the video
projection.

Credit titles :

Luc Courchesne (concept, script, direction, programming, production);

Paule Ducharme (script, acting);

Jason Levy (Camera, photography);

Portrait One was created in' Montreal'in 1990 with support fromithe Canada arts
council.
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. CHRISTA'SOMMERER & LAURENT.MIGNONNEAU

Christa:Sommerer.studied botany.at University of:\Vienna andiart at Academy. of
Fine Arts Vienna. Laurent Mignonneau'Art, Media and:Video in'Angouleme
France. Since 1992 they collaborate and developlinteractive computer
~installations, that are related to/A:Life,:Com munication, Virtual Reality:and ' Multi
Media'Art.

Their permanent interactive computer. |nstallatlon “Trans Plant” is installed’at
the “Tokyo Metropolitan Museum:of Photography® 1995, an other permanent
exhibit will be installed at'the AEC Ars Electronica Center in Linz, Austria.
They.received numerous awards in Interactive Art, Multimedia'and Technology.
Since 1995, they both hold a'research position as Invited Researchers at ATR
Media Integration' & Communications Research Laboratories, Kyoto, Japan,
searching in the field of Telecommunication, Artificial Life'and Image
Communication.

INTERACTIVE PLANT GROWING

The interactive computer installation Plant Growing was developed and
programmed:by. Laurént Mignonneau'and Christa' Sommerer at Institut:fiir:Neue
Medien, Frankfurt, Germany.
It deals with the sensitive relationship between 5 real plants and 5 or more
humaniviewers, who can'initiate and control'by their hands a high developed 3-
dimensional real-time growth ofivirtual’plants.
By producing a sensitive'interaction with the real plants the viewers too
become a part of the installation. They decide how:this interactioniis translated
to the screen and how the growth takes place on the screen.
Plant structures on the screen are programmed as plant-algorithms; they can
_develop and grow in'3 dimensions, rotate, scale, translate, deform and vary.
This means, ARTIEICIAL GROWING is performed in REAL TIME in'the 3-
DIMENSIONAL SPACE of'the computer. Thelin this:way. this producedpictures
get projected on a video'projection screen in front of the viewers. In the
installation‘the electrical potential difference’ between viewers and'plants'is
directly transformed into'electrical signals which conduct'how.the virtual plants
grow.on the screen.
The viewers thus perform a dialog with the real plants; they can see'the
interpretation of this dialog inireal-time on'theproject screen:
The viewers can stop, continue, deform, cross and rotate the plants; develop
new.forms and'produce’in this way always unexpected new:combinations and
variations of growth, which only.dependion theirinteractive'dialog with the real
plants: The'growing processes are programmed to be very flexible; they are not
predetermined, so'the result on'the screenis alwaysinew and different,
dependingon the interaction'VIEWER-PLIANT.

A-VOLVE

In'the interactive real-time environment A:Volve visitors interact with'virtual

creatures inithe space of a waterfilled glass pool.

These virtual creatures are products of evolutionary rulesand Jnfluenced by
humanicreation and decision.

Designing any: kind of:shape'and'profile with their finger on a'touch screen;,

visitors . will “bear”virtual'three dimensional creatures, that are automat:cally
“alive” and swimiin the real\water ofithe pool.

The ' movement and behavior ofithe virtual creature is deCIded by its form, how

the viewer.was designing it'onithe touch screen.

Behaviorin space is, so to:speak, an expression of form.
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Form is an expression of adaptation to the environment.

Form and movement are closely connected, the creatures capability to move will
decide its fitness in the pool.

The fittest creature will survive longest and will be able to mate and reproduce.
The creatures will compete by trying to get as much energy as possible. Thus
predator creatures will hunt for prey creatures, trying to kill them.

The creatures also interact with the visitors, by reacting to their hands
movement in the water. If a visitor tries to catch a creature, it will try to flee or
stays still, if it gets caught. Thus the visitor is able to influence the evolution by
for example protection preys against predators.

If two strong creatures meet, they can create an offspring and a new creature
can be born. It carries the genetic code of its parents.

Mutation and cross-over provide a nature-like reproduction mechanism, that
follows the genetic rules of Mendel. This newly born offspring will now also
react and live in the pool, interacting with visitors and other creatures.
Algorithms, developed by Mignonneau and Sommerer ensure smooth and
natural movement and “animal-like” behavior of the creatures.

None of the creatures is pre calculated, they are all born exclusively in real time
through the interaction of the visitors and the interaction of the creatures
themselves. Thus an unlimited variety of forms will be possible, representing
human and evolutionary rules.

By closely connecting the real natural space of the water to the unreal virtual
living space of the creatures, A-Volve minimizes the borders between “real” and
“unreal”, creating a further step (after “Interactive Plant Growing”) in the
search of “Natural Interfaces” and “Real-Time Interaction”.

‘A-Volve' was supported by ICC Inter Communication
Center, NTT, Japan and realized at ATR, Advanced
Telecommunication Research Lab, Japan.

A-Volve
1994, NTT-ICC, Japan

Interactive Plant Growing
1994, Helsinki, Finland
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JEAN-LouIS BOISSIER

born 1945, teaches art at Université Paris 8 and'is head of the Laboratoire
d’esthétique et technologie de Uinteractivité. He is curator. ofithe “Revue
virtuell” exhibition of the Centre Georges Pompidou and}of the biennal
exhibition Artifices in Saint-Denis.'As researcher and artist-he has been
connection with'interactivity and virtuality.

selected works
Le Bus (1985), Pékin, Pour.mémoire (1986), Globus oculi(1992);
Flora petrinsularis (1994); Tabula'rasa (1995)

MUTATIS MUTANDIS

Mutatis mutandis'is:an interactive: computerised installation. It’s hypermedia
project realisedfrom digitalized video/images and sounds. |t addresses issues
concerning poetry'and philosophy, and explores:the!language of interact ivity'in
the making. The titlelis'a'Latin expression, usediin:krenchias wellias English that
means changing what have to be changed’ (or.that which should'be changed
has been changed?”). This sentence'underlines a paradox: in order to make a
comparison:.one mustiignore'the part of theidifferences thatiisn’t directly
concerned by the comparison: The screenfeatures a duo ofiimages in the form
of an diptych situated either in'the'upper: halfior the lower half of the scree.
These'images'present:a: movement of:transformation and'thus displaytwo
different states of the same thing. By.moving the arrow on the'screen from one
image to another this transformation is reproduced by the animation of the
images, whereas by placing the arrow outside'of the images ainew, diptych'is
displayed: The subject matter of these iamges ision the one hand singular -
because it has been filmed'in specific sites with specific circumstances- and'on
the other hand banal in'that'is represents everyday life and nature. During the
consultationino' particular theme concerning the subject emerges, except
perhaps that of its interiormutations.

Eachigesture ofithe viewer that provokes and repeats a mutation also.changes a
code number that is displayed inithe empty section ofithe screen that indicates
which new diptych sequence that viewer can, at that:moment, summoniup. The
code that corresponds to eachisequencelindicates'its place in the classification:
The viewer is thusiinvited tolexperience a double attitude: to:discover and
understand the logic of the typology of mutations; observe attentively, but at a
distance, a:mere fragment ofithe complex real, that is irreducible to all
description or. classification. (Translated by Elizabeth Tesla)
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ED TANNENBAUM

Ed Tannenbaum was born'in New York City on February 14, 1953. He lives in
Crockett, a small towninear.San Francisco, California.

Tannenbaum: received his BFA'in film/video from the Rhode Island:School of
Design in 1976 He'has'received an:Individual'Artist in Video, Interdisciplinary.
Arts, and a Composer’s Collaborative Grant from the National Endowment for
the Arts.

Tannenbaum has performed his'interactive video/dance works “Technological
Feets” in venues throughout the United States, Canada, Europe, and:Japan. His
interactive video artworks are permanently installed in. museums:worldwide
including the Exploratorium of San Francisco..

While Tannenbaum’s formal education is'in art, he has taught himself many
aspects of electronic design and computer programming in'order to actualize
some of his artistic ideas. '

RAINBOW EcHo 111

“Rainbow Echo? is known as “Recollections” inimost of the world. | created the
original'when ' was an Artist in Residence at the Exploratorium in'San Francisco
in'1981. The concept behind that first'work was to create a time delayed mirror.
in.which the participant / viewer would move'in'a space and see his or her
movements a second or two later. | got the idea to create'this “impossible
mirror’ in 1976, and had to wait until the technology was available and'| had
learned enough to design'the electronics.

As |\worked oniit, I'realized that the addition of color would'bring:the work out
of the realm of:a purely conceptual environmental piece and allow meto explore
many other areas:| was interested'in; color field theory, minimal recognition,
and human/movement. These elements were fundamental to the Futurist
movement in art 100 years ago. Rainbow Echo fuses these elements in a work
thatiis'not completed until the viewerinteracts withit.

This!latest version, Rainbow Echo!lll, adds the element of symmetry. to the mix.
Also, in'addition to silhouettes, a form of painting with:large “brushes? is
possible. Since the electronics were just completed in'May of thisiyear, I’'ve only
begun to explore the programming possibilities of my new. toy.
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DAVID ROKEBY.

David Rokeby:is an interactive installation artist based'in Toronto, Canada. He
studied experimental art at the Ontario College ofiArt. His work has been
exhibited in shows across Canada, the United States, Europe and Japan,
including the Venice Biennale in 1986, Festival des Arts: Electroniques (France)
in 1988, the SIGGRAPH’88 Art Show' (USA), artware:kunst und:Electronik
(Germany)'in 1989, the Kanagawa International Arts Festival (Japan).in.1990,and
Arts Electronica (Austria) in 1991. He was awarded the first.Petro-Canada Award
for. Media Artsiin 1988 and:the Prix Ars Electronica Award of Distinction for
Interactive Art:(Austria) in 1991. He recently created a large interactive video
installation, Silicon Remembers Carbon, for the Central Exhibition of the
Mediale in Hamburg, Germany. He is currently working on:a new: installation
entitled The Giver of Names.

VERY NERVOUS SYSTEM

In Very: Nervous System, David Rokeby uses video cameras, image processors,
computers, synthesizers and a sound' system to create a space in-which the
movements of one's body create sound and/or music. Very Nervous System has
been primarily presented as an installation in art galleries but has also been
installed in:a wide variety of performances.

Very Nervous System has a rather.complex history. It began as an.experimentiin
visceral communication with computers. | wanted to'be able to express myself
to'my.computer in a very direct, non-verbal and non-logical manner. Over the
course ofits 13 year history.its has gathered'up many. other of/ my.interests and
created new.ones.

Among others, these include - exploration of the experience of very fast,
complex feedback loops - exploration of the sense of body.in relation to
interactive 'sound - exploration of systems that.-make sense but are too difficult
to truly control - exploration of body-intelligence, and of the complex interface
between mind'and body

While the context has changed a lot'in the 13 years since the first Very.Nervous

- System, the issues that | am trying to raise seem as important as ever. Very
Nervous System ‘g5 represents my. latest attempt to provide an experiential
context in.which:to explore these issues.
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Echoing Narcissus (for the reference)

1987

Sounds in the surrounding space are
transformed by the well. A voice processor,
amplifier and speaker create a feedback
loop in which sounds fall towards the
subsonic range in cascades. The speaker
(in the bottom of the well) is covered in mylar
(reflective plastic), which is distorted by the
sound to distort the viewers image.
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Very Nervous System

Prix Ars Electronica 1991

Movement is seen by a camera which sends
its images to a computer which creates
sounds and music which stimulates further
movement,
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Jim CAMPBELL

Jim . Campbell'was born'in Chicago and now:lives in:San Francisco. He received 2
Bachelor of:Science Degrees in Mathematics and Engineering. He hasishown
regularly throughout the U.S: in such institutions as the:San Francisco. Museum
of:Modern Art; the Carpenter Center, Harvard University; The Power Plant,
Toronto; and the International Center for Photography, New:York. His work is
included in the collections: of the San: Francisco:Museum of Modern Art; the
University Art Museum at Berkeley; the Richard and Rosalind Swig collection;
and-that of Don Fisher of the Gap Corporation. In 1992 he created one of the
first permanent public interactive video artworks:in the U.S.:

HALLUCINATION
1988-1990

Hallucination creates aniimage'in avideo “mirror? that:distorts thereality of the
live image by engulfing'the viewer in flames in'image and sound. The flames
surround the people and follow them wherever they go. The rest of the image
reflects an'accurate representation of the room. The flames are incolor and the
rest of the image is in b&w. The volume of the burning sounds is'proportional
to the distance of the viewer from the mirror. In other. words, when no oneis
within the range of the mirror, thereis no sound, and the closer the viewer gets
to the mirror, the louder the flame'sounds get. Another distortion of reality in
the mirroriis in'the form of a virtual woman (She can!be recognized on:the
videotape and slides by the fact that she is'wearing a gray/jump suit'and:she is
not on fire). The viewer might be standing looking at a reflection of themselves
burning, and'all of:a sudden, a. woman will be standing next to:themin the
reflection, but'in reality there is no one next to them. Sometimes the woman
observes the viewers passively’and other. times her actions affect the virtual
space.” For.example, she flips a coin and if she gets tails the viewers disappear,
and ifishe gets heads they come back.
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Hallucination
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SanFrancisco Museum of Modern Art

Bay area Media show
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TosHI0 IWAI

1062 Born in Kira-machi, Aichi Prefecture :
1985 Completed the plasticarts curriculumiinithe art division of Tsukuba
University

1987 Completed the plasticarts curriculum in the design program ofthe art
research'department ofithe'graduate’school of Tsukuba University

After entering:the universityin 1981, | began creating: experimental animated
works:in 8 mm film'and video. Ini1982, my:modern version of the odorokiban; a
persistence-of-vision parlor toy that was a primitive moving picture device, won
a prizeiin the first OMNI art contest. Since then, having an interest in flip:books
and other visual toys that predate cinema, | created many animated objets.
Time Stratum |, my 1985 video installation, won the gold' prize in the High
Technology Art contest. Time Stratum |l ' won the Grand Prix at the 17th
Contemporary Japanese Arts Exhibition. | have since exhibited in many-art
exhibitions:in Japan and overseas. Becoming interested'in:computer games as
audio-visual systemsin 1986, in 1987, | created Otocky, a visual music game, as
video game software. From the fall of 1990, | have been responsible for.video art
using computer. graphics in the FujiiTelevision program Einstein. In the fall of
1991 | began an eight month residenceas a guest artist at the Exploratorium:in
- San Francisco. In'1992, l'exhibited in the Japanese Pavilion at the Seville Expo in
Spain. In 1992-94 | built a video system combining live images and computer
graphics for the Fuji Television children!s program Ugo-ugo-ruga. In addition to’.
pure art, |'created many videos using computer graphics for TV: programs and
commercials. Since 1994, | have been a glest artist at ZKM in Karlsruhe,
Germany, during which'period:I'held large one-man shows in Germany, Finland,
and the Netherlands.

RESONANCE OF 4

This is an interactive audio-visual installation which allows four people to create
one musical composition in co-operation with each other. In: this installation,
four players are given different tones with which they can compose their.own
melody each using a'mouse to put dotson four. grid images: that are projected
on the floor. | hope that each'player will'try to listen to the melodies which are
being created by the other players and then'try to change their. melody to make
a better harmony. In thisiway, the installation would not only perform a
resonance of sounds, but would'also create'a resonance of the minds of the four
players.
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SCHEDULE FOR THE IDEA EXCHANGING PROGRAM WITH ARTISTS

INTERNATIONAL ART AND MEDIA SYMPOSIUM

Date: July 19, 1995 / 9:30 am. to 3:30 pm.

Place: Suito-Pia Center (Gakushu-kan), Ogaki City

Host: Executive Committee for International Art and Media Symposium
(Gifu Pref. + Ogaki City)

: PART ONE: MULTIMEDIA AND HUMAN LIFE

[PANEL Discussion]

Date: July 19, 1995 / 9:40 am. to 11:40 am.
Coordinator: Itsuo Sakane (Professor, Keio University)
Panelist: Masaki Fujihata (Associate Professor, Keio University)
Shin Mizukoshi (Associate Professor, Social Information Laboratory, Tokyo University)
Yasuhisa Arakawa (Country Manager, Nihon Silicon Graphics K.K.)
Hiroto Kobayashi (Chief Editor, WIRED Japan)
Jeffrey Shaw (ZKM-Zentrum fur Kunst und Medientechnologie)

[LecTuRre] Taku Kajiwara, (Gifu Prefectural Governor)

Date: July 19, 1995 / 11:40 am. to noon

: PART Two: TODAY AND FUTURE IN MULTIMEDIA ART

[MULTIMEDIA PERFORMANCE]

Date: July 19, 1995 / 1:00 pm. to 1:30 pm.

Performer: Paul DeMarinis [Chaotic Jump Rope]
Toshio Iwai [Piano ~as an Image Media]

[THE INTERACTION '95 / ARTIST’S TALK SHOW]

Date: July 19, 1995 / 1:40 pm. to 3:30 pm.

Contact: International Academy of Media Arts and Sciences (IAMAS)
Project Planning Office, Gifu Pref.
2-1-1 Yabuta-Minami, Gifu City, Gifu
Tel : 058-272-1111(ex.2587) Toll-free: 0120-56-6400
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PIANO ~AS AN IMAGE MEDIA

In an age where digital technologies begin to replace our physical world with
virtual forms, this work tries to combine the physical and the virtual into a new
interactive experience. It makes an aesthetic conjunction of sound and image,
as well as a functional conjunction of a mechanical object (the piano) with the
digital media (the projected score and computer generated imagery). In this way
the piano itself seems to become tranformed into an image media - a flow of
image depresses its keys and as a consequence it releases yet another flight of
images.

Piano ~ as an image media
1995
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CHAOTIC JuMP ROPES

Bright vibrating cords and motors comprise a dynamic system that moves
between order and chaos. Tracked by computers, these motions are translated
into musical sounds, allowing interactive exploration of chaos as sight, sound
and touch.

Chaothic jump Ropes
1993
theater X

F=Jb+ FwlJ—==2R Paul DeMarinis
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Paul DeMarinis has been working as a multimedia electronic artist since 1871 and has created
numerous performance works, sound and computer installations and interactive electronic
inventions. He has taught computer, video and audio art at Mills College, Wesleyan University, San
Francisco State University and the New York State College of Ceramics, and has been a video
game designer for Atari Inc. and Scholastic Software.

Much of his recent work involves speech processed and synthesized by computers, available on
the Lovely Music Ltd. compact disc Music as a Second Language. He is currently Artist-in-
Residence at Xerox PARC in Palo Alto, California.
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This is a book that unifies all the records for the Interaction Exhibi-
tion, which was held once every other year from 1995 until 2001,
for a total of 4 times. This book employs a common design and
displays the theme color of each exhibition. In particular, Interaction

‘95 was a monumental event that commemorates the opening of
IAMAS, and its book is the first official IAMAS illustration.

Form Perfect Binding

Size 138mm X 250mm
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