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MIAMAS

Why share?

We all know how fantastic the open-source movement is.
How wonderful it is with all people that publicise their
code, schematics, ideas etc. for free and in such a spirit of
openness.

But as an independent artist / developer, why should one
contribute and share hard-earned knowledge? Why
spend a lot of time helping unknown people and why
give away your best ideas? Why distribute code that you
care about and that have taken hours to write - for free?
Is it for personal fame? Is it the communal spirit or some
political beliefs? Or the lack of interest from commercial
companies?

These are the kind of questions | have tried to raise in
workshops and collaborations during my residency here
at [AMAS.

My personal and perhaps slightly provocative answer is
that | share because of egoism / self-interest. | found that
by making my software open-source, | force myself to
write more reusable and understandable code.
Publicising means | will proof-read, add comments and
help-files and so on. It also makes me reluctant to drastic
change and help fixate things like interface, protocol and
functionality. And after uploading something, | feel
responsible to maintain it for the future throughout
system and program upgrades - whether other people
depend on it or not. It is the knowledge that someone
might be using it that is enough to put in that little extra
effort and spend a few additional hours.

So open-source is mainly a vehicle for caring about my
own work. And it is the simple act of making it public
that is so extremely helpful for me.

Of course this is not the only reason. It is a great pleasure
to see code | have written being helpful in other people's
work, get feedback from users and see my ideas being
developed a lot further by other artists. And being a
frequent contributor in various communities do generate
paid work in the form of workshops, concerts,
programming jobs and technical support.

But again - the main reason | share is a selfish, practical
and simple one: | write better code because | distribute it.
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IAMAS Artist in Residence

aliases:

+ 2003-2008 redfrik. live music performances in sweden, holland,
uk, japan, germany, poland

+ 2003-2008 klipp av. audiovisual duo. performed in 9 countries
including tours in japan, usa and australia

+ 2001-2008 /0. visuals/video performances, collaborations,
installations, dvd releases, vj-ing

+ 2000-2008 musicalfieldsforever. installations: orfi, vinings,
unfoldings, strainings, tigertales, mufi, dobedj

presentations:

+ 2008 'media arts and new productions'. ycam, yamaguchi, japan

+ 2008 'one-bit music'. [in]tolerance, club-transmediale, berlin,
germany

+ 2007 'live coding practise - another month’. loss livecode festival,

sheffield, uk
+ 2006 'klipp av keynote'. acmc06, adelaide, australia
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writings:

+ 2008 supercollider book: "audiovisuals with sc'. mit press
(forthcoming)

+ 2006 computer music journal sum06+dvd: 'klipp av: live
algorithmic splicing and audiovisual event capture’

+ 2004 read_me04: 'live algorithm programming and a temporary
organisation for its promation'. co-author

+ 2003 icmc2003: 'a protocol for audiovisual cutting'. co-author
with nick collins

work experience:

+ 2005-2008 main tutor. sound/music programming course.
kristianstad university, sweden

+ 2007 software developer. ifields research project,
certec/furuboda, lund, sweden

+ 2004-2006 research fellow. prof. mark d'inverno, university of
westminster, london, uk

WORKSHOP / SuperCollider Study Group
[20086-11]
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The Artist in Residence Program is a project that has
been implemented at IAMAS since the school’ s
inception. Through this program IAMAS has invited
brilliant media artists from across Japan as well as
overseas, and provided support for their creative work.
This leaflet documents the work of the 22nd Artist in
Residence, Fredrik Olofsson.

Fredrik Olofsson

Born in Sweden and currently residing in Berlin.

Olofsson is a software, video and sound artist. His work is
quite diverse, and includes participation in the
interactive art project MusicalFieldsForever and the
audiovisual duo, klipp av.

In addition to his performances at IAMAS, Olofsson has
eagerly involved himself in a broad range of activities
during his residency. He has run study groups with
workshops, joined artwork exhibitions, collaborated with
students, and held public performances outside of the
school.

Residency term : 2008.6.3 - 11.26

+ 2003 software developer. the intelligent street project,
interactive institute, uk/sweden

education:

+ 1996-2000 master of fine arts: compaosition. royal university
college of music, stockholm, sweden

+ 1994-1996 diploma: arrangement & composition. luled university
of technology, sweden

+ 1993-1994 musicstudies, harndsands folkhdgskola, sweden

- 1990-1993 musicstudies, vaxjé gymnasium, sweden

During his residency he organised weekly meetings
where they studied sound synthesis, live coding
techniques, networked performance and algorithmic
music. The aim was to learn and explore the free and
open-source software SuperCollider.

Co-Organiser : Takeko Akamatsu
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- OGAKI BIENNALE 2008 [2008.9.27]
CostumeNight: Ogaki [2008.10.27]
Make: Tokyo Meeting 02 [2008.11.8]
AIR Presentation [2008.11.20]
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PERFORMANCE / SnowFlékes

OGAKI BIENNALE 2008 [2008.9.27]
Shanghai eArts festival [2008.10.18-19]
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EXHIBITION / Orfi
OGAKI BIENNALE 2008 [2008.9.19 - 28]
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redUniform is an audiovisual performance suite in 3 parts.
Each part plays a different trick on the audience and puts
forth the questions of 'if' and 'how' have been the music
and graphics are being controlled. The Concept, music,
visuals and electronics were developed during
Olofsson’ s residency. All the sounds and graphics are
generated in real-time using SuperCollider, and he built
his own wireless sensor system hidden inside a red
costume.

A collaboration with Masayuki Akamatsu and Itaru
Yasuda. Snowflakes is an audiovisual networked
performance where the audience participates using
iPhones. The piece has six parts and each part describes a
state in the life of a single snowflake.

An interactive installation made together with
MusicalFieldsForever. The name comes from origami and
field and you interact with it by folding, talking to and
caressing pillows. These pillows are filled with wireless
sensors, lights, speakers and microphones.



IAMAS Artist in Residence 2008

Fredrik Olofsson
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The Artist in Residence Program - AIR
Timeline and IAMAS Exhibitions

Toshio lwai

Interview with an Early Activator
Christa Sommerer, Laurent Mignonneau
Tamas Waliczky

Master and Apprentice

Tamiko Thiel

Usman Haque

Franklin Joyce

Luc Courchesne

AlIR in the Community

Carl Stone

Marie Sester

Michael Naimark

Akitsugu Maebayashi

Dmitry Gelfand

Witness to High-Risk Experimentations
Wolfgang Muench

Chanda Mwenya

If You Want...

Marcia Vaitsman

Double-Take

Tina Gonsalves

Dane Watkins

Thank you ...

Shiho Fukuhara

Saso Sedlacek

Scrap and Memories of a Beggar Robot

Jaspervan den Brink

How it All Started...
Incubator for Transformation
Mission and Impact

Who is it?

Give and Take

Works of the Artists in Residence
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The Artist in Residence Program - AIR
T—TAAN - A> - LYTUREE-AR

Tadashi Yokoyama
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IAMAS is comprised of two schools, both established by
Gifu Prefecture as part of its strategy to advance infor-
mation technology and train talented students in this
field.

The International Academy of Media Arts and Sciences
was established in 1996 as a two-year specialized train-
ing college, complemented in 2001 with a master's
course offered by the Institute of Advanced Media Arts
and Sciences. Together both institutions aim to cultivate
creators, enthusiastic to train in a broad spectrum of
fields: arts, humanities, sciences and technology.
Irrespective of age, experienced professionals are also
invited to enroll. This mixture provides ample opportu-
nities for people of different backgrounds to meet and
join forces, facilitating high-level collaborations that

explore new forms of expression and research.

IAMAS employs the principle of small numbers, excep-
tional talentin its teaching framework, which allows se-
lected students to enjoy the benefits of an almost one-
to-one student-teacher ratio. Production and research

can also be conducted freely 24 hours a day.



BECERTIEFAT7ETO—/NIVIERY ND—UBREE (S,
HIBRZEEEES. B35, EROBERZBA LHRO— K tEH
BARBICBRELTVETY, IOURRCH TR EER
ETBHUWVAERZIR T CEDAMZERL. FLEEHE
BREY7E L AL TARBBRBERHERS LS50 IAMAS ($RIFLR,
TESFERERRRBEEZRALCSE LR, BIOXFEELR
HETIHERBEDEHDHREL., ZTNICHESTDREEDR

BE HRAOEBATATONYTT—FT 1 ARNEDZTOA
EZOTFAT T—RORER (255033 CERYY
RITLNSMD HERAT (T ULT + —F L OFIE. V>
D ITIZ-ILUROZA] TORLHGF v NN ZRTENZ
DHITITH, BEIVEDEBRED(C. BEXMROBE (7—
TAAN A - LITVR) hdBWET.
CNEREROEMOERPL D v ILOBRBEHICTIRHONZL
ERNGFRONBFCERIZERIOT— T+ X NEEEE
L. KHEERL IAMAS ([SHELTORIVEEBI 2 X BT ZEDT
T WETEISUELS T ROGIE F—MBBICED FUIZAN
IAMAS DZNIEZDERITZETEDT, KB BERENEE
TBDZIC. T—TAANNIAMAS DEE, HEERZFTRUEH
SHHERITSECAICRBNBVET, RENET—T NS
IAMAS DAV F1ZLPRERBEICBMI B ECLHT. #
ROBREPHIBOCCMNDZ L TTESFLRHER. T
NEBSOFIEPHRICRIIEET, LWoE5FEEF. I<n
eT7—T 1 ZNDHWEDRFICER(CIZRV., EF(CZNZEFE
SCEEBUT. BFRENTAFMICEITDDEFRBIEER
RRER/DZENHRET,

LTz 1996 15 2001 F(CEBZFE TIE. I TICEBEHICET
HOMILET—TAANPHREZBBNCBIE IS LT
P EREECHHL. SSCHROELRAT T BROH
RYBEREEORY NT— V7R TBELZBIELE LR,
NEIAMAS OFEEELLHERCETE-ILTE S TERE K
BERUEEBVET, INAFHIOBENZZELIZZ LT, 2002
FENolF. BEITZT7—T ANOEREEZDECLEL.
IHEHEI TIERELTRBEZRIILTVSMNESNCITZD
57, BECEHSTHBENLGEWERFDEBHONSEERVNE
EEfTo VBT —TAANZRBIETEZL5(CLIZOTY, In
[FFEhD ERAT 73U T4 —F L) ORBEZ, BIROT<
Ncte@zEdh 32 N6, BIHFTOLFRESNZEDZHO
CIRRIZTRBESBHEEIVF—L) CEXCCECERES
TWC ATAT7T7—MBEATEYT CI—ENTHRIEERIZE
WORBHMCLBZEDTY, RELFT—TA ANPHRBFRILSFIC
SOTEACECLTVETA BE, EBCLKTAD. LH
BIENBD v I DAL DIEENHY, EEDZV(CELVLIR
BZHIFTTVET,

2006 FETIC20BDT—TAANDALZBDRAFELIZDT,
IAMAS D DHIENSEHHBESNIAFRPARDER. Fed
DNFEEZBLTHSND IAMAS DBEDZELEH>TWEZIS
L CNETOFHORNBEFEDBIZEICVWZLELRE,
IAMAS BIER ICHEIMFS N @D EBRNGEEZELLED
TdY. IAMAS DT =T 4 AN - 1> - LY T RIIE L BIERTS
HROT—TAZANFEETBETAEH-TVET, TOID
ATZDEFREZRTVWERELLBVWET, RECRVELE
M THIRIEN. HDIOTRERBELENEHFTELLIVEL
E7—TAZANDAL, PEEFECHIZONTER. £
AV RHEEZZZATETHWRETVELZERROERKCO
NoRHOBERUIKEFUET,



Rapidly developing electronic media and global networks
have brought about a world that traverses geographic
distances, languages and nationalities. Against this back-
drop, IAMAS isengaged in various world-wide activities,
encouraging students to perform on an international
level, and nurturing a diversity-oriented value system.
Affiliations with overseas educational institutions pro-
mote student exchange and visits by excellent artists.
Furthermore the schools have held art exhibitions, such
as the Interaction series, international symposia under
the title World Forum for Media Culture, and a compre-
hensive campus presentation at Ars Electronica in Linz,
Austria. Amongst all these endeavors, the Artist in Resi-
dence Program remains an essential element.

This program, which began as a pioneering inititiative,
invites Japanese and overseas artists to live and produce
experimental work at IAMAS for about six months.
While pursuing their own projects, the resident artists
have the opportunity to interact with students and fac-
ulty and to participate in IAMAS' curriculum and activi-
ties. This unique environment spurs not only reflections
on the local culture by the invitee, but also benefits the
students who become part of the creative process,

rather than merely being subjected to finished works.

The Artist in Residence Program - AIR
T=TAAN- A LOTUREE-AR

Tadashi Yokoyama
1L IE

Inthe first years, the program was directed mainly at
internationally recognized, well-established artists. The
aim then was to provide examples of the level of work
expected from this new institution, to build relationships
with institutions for advanced media-related research
and education, and essentially to inspire students and
faculty. The AIR Program became an important hallmark
of IAMAS as a highly respected institution on the inter-
national stage.

With the establishment of the Graduate Course, the gen-
eral character of the program underwent some changes.
Based on the recognition that media art had already
gained a foothold in Japan, we decided that applicants no
longer needed to be established or famous. Therefore we
based the application process on an open call system,
looking for artists whose work was intriguing and of ed-
ucationalsignificance for the students.

This shift of focus corresponded to our decision to trans-
form the aforementioned World Forum for Media Culture
into the Ogaki Biennale. While the former emphasized
the presentation of existing works, the latter concentrat-

ed on onsite creations.

Over the years the IAMAS Artist in Residence Program
hasbecome a reference for young, creative artists the
world over. As of 2007 IAMAS had hosted twenty artists,
many of whom have received international awards.

With this publication we hope to highlight the works
and achievements of these remarkable creators as well
as the stimulating environment of IAMAS.

We would like to express our deepest gratitude to the
artists who contributed texts and materials, to the writ-
ersand editors, and to the Gifu Prefectural Government

forits generous ongoing support of thisunique program.






Timeline and IAMAS Exhibitions
AR FXBLURERE



95 AVEI=Z0T147 - T DBRFHE

N
N
N
N|
N
\’/
w

v
©

1996
E=pa ERERBIEEM T AT I—HF

RIWFATATIETR
1997

ULS—HYRY. =3 /—05% L2950 32 TIMNIDLATAT - T— M DBRE

B Rk
1998
VLZ— VRS, I=3/—07>
DIV F—HITa
1999

AT 32 94V —TIARA-TEITDATAT - T—NE

TA4—I)LHI3
2000
NG IR CEES S DD
=X )avy \
2001 7= TAAN AY  LIFURE IAMAS B
I RS AS AR
e (2955232 OVERT 31 A=Y E DX EE
2002
el 22 FINT TR RSN)=
2003

Iavk vAINTHYT
UNESCO Digital Art Award
AV Fooy
2004 4gigioc s 4 a4
BHENETEIYF—L 2004 KROER
TrAYRY IVTT

o TILZ - TLYRNOZH 2004 F+ /N B
dYHINIL R T4 F
2005

ThEVZ F—> IAMAS 7—F 4 AN - 4> - LY TR 2004 -2005

IR &R

6
SOURCE OF LIFE [FLE W D7K - IAMAS in Yokohama
tT—RZFIvo 3
IFEHHEMEEL Y F—L 2006 ULoAltA EBDH
2007
D7 T T I Y RIN—
WEMNSTZ IAMAS in Tokyo

zmm|MM577?4XF<4><b§“>XE2m7



Toshio lwai

Christa Sommerer, Laurent Mignonneau

Toshio Iwai

Christa Sommerer, Laurent Mignonneau

Usman Haque

Marie Sester

Dmitry Gelfand

Tamas Waliczky

Tamiko Thiel

Franklin Joyce

Luc Courchesne

Carl Stone

Michael Naimark

Akitsugu Maebayashi

Wolfgang Muench

Chanda Mwenya

Marcia Vaitsman

Tina Gonsalves

Dane Watkins

Shiho Fukuhara

Saso Sedlacek

Jasper van den Brink

1996

1997

1998

1999

2000

2001

2002

2003

2004

2005

2006

2007

2008

the Interaction '95

International Academy of Media Arts and Sciences Opened

Multimedia Studio Completed

the Interaction '97

the Interaction '99

Artist in Residence and IAMAS Exhibition

Institute of Advanced Media Arts and Sciences Opened

the Interaction '01

UNESCO Digital Art Award

Ogaki Biennale 2004

Ars Electronica 2004 Campus Exhibition

IAMAS Artist in Residence Exhibition 2004 - 2005

SOURCE OF LIFE - IAMAS in Yokohama

Ogaki Biennale 2006

Ima - karada - IAMAS in Tokyo
IAMAS AIR 2007
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IAMAS Exhibitions
IAMAS DRER

In addition to collaboration with students and faculty at
IAMAS, the resident artists are encouraged to participate
in the various exhibitions IAMAS organizes throughout
the year.

The Open House weekend and Graduate Exhibition are
annual eventsin Ogaki where IAMAS welcomes visitors
from all over Japan to show and discuss its most recent
developments.

The Ogaki Biennale, successor to the pioneering Inter-
action exhibition series, goes to great lengths to engage
local initiatives and hold Media Art happenings at many
locations in town, where students and visiting artists
mix.

At more irregular intervals IAMAS organizes collective
shows, such as the exhibitions in Yokohama and Tokyo
or the Campus Exhibition at Ars Electronica in 2004.
These events allow the school to ask for critical feedback
from an expert audience.

The following pageslist all the eventsin which resident

artists have been involved.



1995, July 17 - 24

1997, March 10 - 19

the Interaction

The Interaction series of exhibitions
began as an inauguration event for
IAMAS in 1995. Produced four times,
these exhibitions introduced cutting-
edge media art, attracting visitors
from all over Japan.

Curated by President Emeritus Itsuo
Sakane, artists from around the world
were invited to participate, and IAMAS
faculty and students engaged not only
in planning and setting-up, but also
in having panel discussions with the

creatorsand guest experts.

the Interaction '95: Introduction to
Interactive Installations

Suitopia Center, Gifu, Japan

Luc Courchesne
Toshio lwai

Laurent Mignonneau
Michael Naimark

Christa Sommerer

the Interaction '97:
Toward the Expansion of Media Art
Softopia, Gifu, Japan

Toshio Iwai
Laurent Mignonneau

Christa Sommerer
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1999, March 5 - 14

2001, October 26 - November 4

IAMAS Exhibitions
IAMAS DRER

the Interaction '99:
Expanding the Human Interface

Softopia, Gifu, Japan

Participating resident Artists
Laurent Mignonneau
Christa Sommerer

Tamas Waliczky

the Interaction '01:
Dialogue with Expanded Images

Softopia, Gifu, Japan

Participating resident Artists
Luc Courchesne
Wolfgang Muench

Carl Stone

Tamiko Thiel

Tamas Waliczky

International Symposium:
Embedding Media in Culture

Participating resident Artists
Michael Naimark
Tamiko Thiel
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rtists In Residence

i

2000, December 12 - 24

2007, December 7 - 12

IAMAS Artist in Residence
Exhibition

Resident artists have the opportunity
to present their works on local occa-
sions such as the Open House event,
the Graduate Show and the Ogaki Bi-
ennale.

These Exhibitions have been held off
campusin Tokyo and Osaka to intro-
duce the residency program to a wid-

eraudience.

Artist in Residence and IAMAS
Tokyo Metropolitan Museum of Pho-
tography, Tokyo, Japan

Participating resident Artists:
Luc Courchesne

Usman Haque

Franklin Joynce

Tamiko Thiel

Tamas Waliczky

IAMAS Artist in Residence
Exhibition 2007

ADE&A Gallery, Osaka, Japan

Support

The Consulate General of the Nether-
lands Osaka, Kobe

Jasper van den Brink
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2004, February 21 - March 7

2006, October 6 - 15

IAMAS Exhibitions
IAMAS DRE=

Ogaki Biennale

The Ogaki Biennale is planned and or-
ganized by IAMAS, holding symposia,
workshops, exhibitions and ad-hoc
eventsall over town. Everybody gets
involved, and collaborations with lo-
cal businesses, organizations, and
citizen groups make IAMAS a recog-

nized part of the regional culture.

Ogaki Biennale 2004:

School of Futures

Sites throughout Ogaki, Gifu, Japan
Participating resident Artists

Chanda Mwenya

Ogaki Biennale 2006:

Janken - The Power of Chance

Sites throughout Ogaki, Gifu, Japan
Participating resident Artists

Saso Sedlacek

Marcia Vaitsman
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2006, March 18 - 21

2007, August 24 - 26

IAMAS Exhibition

To make its educational and research
program known to an audience be-
yond its local confines and also to at-
tract prospective applicants, IAMAS
organized two exhibitions: one in To-
kyo and another in Yokohama. Both
events featured not only students’
work, but also projects by graduates,

faculty and resident artists.

SOURCE OF LIFE -
IAMAS in Yokohama
BankART Studio NYK, Yokohama, Ja-

pan

Participating resident Artists:
Shiho Fukuhara

Marcia Vaitsman

Ima - karada -
IAMAS in Tokyo
Spiral Garden, Tokyo, Japan

Jaspervan den Brink
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Resident Artists' Writings
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— an entirely fulfilling time  roshio iwai
ETCERELLKRE AR
029

We look forward...

It was a /Ong Gnd hCCtIC nlght. Tamds Waliczky
RIAREELVLWRZST J7)vyHF—43>a
037

The theme ... was Miscommunications  usman Hoque
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043



..to bring our interests together

n Shal’ed pl’OjGCtS Christa Sommerer, Laurent Mignonneau
PNONOELZE—DICLTTOY I heHBIZL2BMB/LTCVND VAT YIRS S23/— 07>
035

under Mount Ibuki's stern visage
and surrounded by rice fields,

I had many long conversations — romico mhiel
FRLOBELWERzRSAEzAECEINT LEE/EREZRXDLE T—)L30
Q41

- a template for my work  rankiin soyce
FADIERICESTOHR a1 R 7720
045



— to use my solitude as a resident at IAMAS
to grow and enrich my work  corstone

IAMAS DL 7 hELTERZEARS BN CTEHEHICIREENT & A==
057

| intended and was enabled

to confront two very different cultures  woriesester
FMIZDOAETLRUEDMLICEBI D LERS., ThERRTIZILENTEE 22TV —
053

like planting seeds -

after years of hypothetical wanderings,



.. immersed in a culture that was not mine,
unable to read or speak - tuccourchesne

ROCEEHFITLETEGLY., ROEBTRBVLEEDP - F-)szR Uavd
Q47

- seeds that took their own time

tO Spf‘OUf Gnd gf’OW Michael Naimark
VWhIFEEE THY. TOBTFEESHFLAELE RAL—T XTI
055

how to reconstruct the relationship

between technology and perception  akisugumocoayashi
F4/03 - NEOMREEOLSCEMETZN AHAER
057

we finally donned our sonochemical cloaks = omiryeeirand
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a hidden cultural dimension behind most everything,

the freedom to work

on an absolutely non-mainstream art project  warcia vaitsman
B ICHFEROEMNENTH AL VSEHE T7AYI > INST
069

an amazing time —  oane watkins
FsLuwREzBI L  ThFRAT—r
Q7s

... digging through technological leftovers soosediacer
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081



including the perception of artistic practice  woirgang muench
ENEROEREZIVEFLALOBYOHRICEAEINEXENRTEVSEDOLHS Sare TN
063

my residency was like going into the future  candomwenya
LT ARERICPTELLIES A Fo ¥
g65

I was IEft tO my WO!’k, my thOughfS Tina Gonsalves
MEFESOFREEEDRFCHEFPLE  IHILTATF
Q73

flowing upstream to my Source  swinoFukunara
Ba0 TR Aefnz#ioTwok  BRER
Q79

a great opportunity
to get introduced to electronic arts  saspervn den grink

BFEWOHLVERCEERHFANTZOBETEAREUERE O Loy 0l bl U s v T
Qg5



EMNIAMAS (ET7—F 1 AN 4> - LI TV RELTHEFELEZD
396 FHFENS 2FBTY, ERNTTLOERKT. KD
ArANE. HOREDRA T —EEBCEUEEN. EDT
NJITUIZ, #EOT—FTa42AN - 4> - LIYTFTUREWVWDIE
(3. ZFATEREIFEELGAS, BEPEELRL. E£04
FRIBOESPEBRNLEZ A, ERNCHEADIL, &£
SUTEBAEMIICRUNERERIC, A07/O0Y 10 M aREA
AT, BECERO/OORBEFERLTESHSERBVEL
feo BEDEIFEL I7TED 28, RAE—SAEDITRL—
2aVNTF =RV REKFEMEBEEREEFEA—T VAT
PBECE), ZOBRICIAMAS ATT7OY 10 NF—L% >
TRELCER2(CTOORYv7ELTEMULTESVWELE, W
BVARRBEHNSEFTCELFEERLEE. T—REIMWTEL,
BEPHZE, BEFIR Xy NT—UREFMIRHENSILITE
Y, LB NELEZ, ZONTH—ANTILAILIY
NOZATYZ>TVEZELEEE, HALTENREET
LFEL,

IAMAS [ZUVVz 2 /G, T Z<HRELHBIE > EBVET,
HIIE. RECHIUHED,



My residency at IAMAS coincided with the establishment
of the school; for the first few months my studio was a
room redesigned from the boiler room in the old school
building. As Artist in Residence | was expected to create
works on campus while interacting with students and
faculty to imbue the school with a live production site
and ideas concerning methods in practice.

| wanted to give the students an opportunity to experi-
ence the working world of a professional by bringing
outside projects to the school. It was at this time that
twice, in'96 and '97 | had the chance to collaborate on a
performance with Ryuichi Sakamoto at the Art Tower
Mito and Ebisu Garden Hall. A project team at IAMAS was
formed to participate and assist as professional staff.
The students came from a wide range of fields beyond art
such as music, mathematics, electrical engineering and
networking and were an incredible help. When this per-
formance was awarded the Ars Electronica Gran Prix,

everyone toured with us abroad.

My stay at IAMAS was an entirely fulfilling time. Thank

you everyone for the great support.

At the Very Beginning...
=D AR

Toshio Iwai
F=pakc ]

1996.4-1997.3,1997.10 - 1998.3
Q7102
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Composition on the Table
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The year the school opened in 1996 also
marks the beginning of the IAMAS Artist
in Residence Program. In those days, the
Multimedia Studio was used as an atelier
toaccommodate two resident artists per
year. We asked Miraikan's Shiro Yamamo-
to, a former IAMAS assistant professor
who co-developed the AIR Program, on
the situation at the time, and about the
work of the first resident artist, Toshio

lwai.

As the school and AIR had just started
out, there were still many question marks
for students, yourself, and the first resi-
dentartists. What kind of exchange took

place when Toshio Iwai arrived?

The average age of the first year students
was relatively high, and many of them
already knew Ugo Ugo Lhuga and Iwai's
other works. They showed interest and
made efforts to interact with lwai, who
spent much of his time in the Multimedia
Studio. At the same time he was partici-
pating in various exhibitions, and the
opportunities for students to accompany
him set a direction for future involve-
ments of IAMAS students in artists' ac-

tivities.

Interview -

Iwaiin particular has extensively exhib-
ited in many places. What was his work

at IAMAS about, and how did it develop?

Before coming to IAMAS, Iwai did a resi-
dency at ZKM. There he had produced
Resonance of 4, which was exhibited at
the Interaction ‘95 prior to the school's
opening.

After taking up residency at IAMAS, he
first unveiled Project - images play music
for the opening of the Multimedia Studio
in 1996. The performance he did with
Ryuichi Sakamoto at Art Tower Mito the
following December was in fact modeled
around the same basic system.

Students produced the screens and did
the programming for this performance;
in the course of this production process,
Iwai taught the students development
methods with Max/MSP as a course
project. After the performance received
a Golden Nica at Ars Electronica, second
grade students went to Linz to assist Iwai
with the performance there.

Other works Iwai created during his resi-
dency include Refrain of Six Pianos, ex-
hibited at the opening of the Ogaki Infor-
mation Studio in '97. He continued to ex-
pand upon work from his ZKM residency,
producing Violin ~ image of strings and

exhibiting it at the Interaction '97.

How did you tackle the various budget-
ary issues that were obviously involved

inimplementing the residency program?

The budget for the AIR system covers
only accommodation costs, but not those
for production.

| worked to secure additional funds by
organizing exhibitions and other events
outside IAMAS. This enabled us to raise
the necessary funds for enhancing the
works' quality, and to facilitate opportu-
nities for further development of these

pieces.

Other than being essential for solving
quality and budget issues, | suppose ex-
hibitions were also important in terms of
giving students and artists opportunities

to collaborate?

That's right. From the beginning, there
were many things that couldn't be com-
municated by giving classesalone. It was
important that students got involved,
helped out with things, and worked to-
gether. In this sense, | believe that IAMAS
was able to have a big hand in Tamiko's
and Luc's works, two of the later resident

artists.



— with an Early Activator

Shiro Yamamoto

LT S288

817

You continued to actively facilitate the
artists' work, create interaction oppor-

tunities, prepare exhibitions, organize

budgets and carry out all sorts of chores.

What was your motivation?

| wanted to create to the best of my abil-
ity an environment in which students
and artists could make things together.

I 'had to make a move to get things going
of course, but | thought that these sorts
of activities were more important than
mere theory lessons. For example, while
producing work together with Iwai - who
isnota programmer - students could see
how the artist would develop and even-
tually exhibit his imaginations.

Such working processes, | think, allowed
students to learn from experiences they
could only make in the AIR program.
Anyway, my real motivation certainly
came from my own enjoyment of the
work. It also was an opportunity for my-
self to grow. | was delighted to see how
they could make something together
and present it, and most importantly, it
was pure fun.

| think it was just something in the air at

IAMAS at the time.

From the position of someone working
ata museum, where do you see the ap-
peal for educational institutions, such as

IAMAS, in offering residency programs?

Artist in Residence programs as we have
them in Japan today are based on a West-
ern concept, which was introduced along
with many other aspects that became
institutionalized as part of modern art
education.

However, it appears to me that this type
of system is more difficultin Japanese
art museums, asappreciating the process
of work-in-residence in institutions that
chiefly function as spaces for artists to
exhibit certain works is quite an arduous
affair. Therefore, residency systems are
probably more efficient in schools, pro-
vided that they include presentations of

works as central elements.

Sl

Finally, where do you see the IAMAS Artist
in Residence Program going in the future,
and what issues do you expect to become

imminent?

Since IAMAS isan educational institution,
itisimportant that the students' relation-
ships with artists as collaborators lead to
something they can present in the Grad-
uate Exhibition.

When joining a company or working as
artists after graduating, the experience
of having done something together with
an artist will remain with them. This
alone makes a huge difference, and for
thisvery reason | think this program is
appealing asan opportunity for exchange
with artists outside the class/school
framework.

But | also feel that, since the program
hostsone artist ata time, it is particularly
important to give that person opportu-
nities to show his or her work. Therefore
itis necessary to make efforts enabling
artists to do well organized exhibitions,
which will then be featured in the media.
It would be good to give collaborating
students proper credit, as this will boost
their motivation.

It's great that you are publishing this book
after ten years of AIR, but it would also
be agood idea to have an exhibition of

all the works created during that period.
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During our Artist in Residence stay at IAMAS from 1997
to 1998 we developed our interactive artwork Haze Ex-
press. Itisa multi-touch window system that lets users
browse abstractimages which appear in the frame of a
train window. Several IAMAS students participated in
the development and production of this interface, which
consisted of several IR break-beam sensors. We vividly
remember the busy nights before the Interaction 97'ex-
hibition, where a group of tireless students helped solder
the sensors and cables. Then we also taught a course on
interface design. It wasa great and rewarding experience
toimpart our own knowledge to the students.

After a few years at the ATR Research Labs in Kyoto we
were invited back to IAMAS as Associate Professors to
join the newly established Institute for Advanced Media
Artsand Sciences. In our classes on interface design and
interactive art from 2001 - 2004 we were always amazed
by the students high level of skills, media competence,
dedication, their attention to detail and good sense of
humor. In 2004 we were able to hold the IAMAS CAMPUS
exhibition at Ars Electronica in Linz; this exhaustive
presentation of IAMAS highlights brought the achieve-
ments of the school's research and art production to the
attention of the international media arts community. In
2004 we moved back to Europe to establish the Interface
Cultures Lab at the University of Art and Design in Linz.

As it was always important to us to continue our close
relationship with IAMAS we initiated a student exchange
program between our two schools. IAMAS quickly be-
came an attractive destination for our students, eager
to experience this fantastic school for three months.
Likewise we welcomed excellent students from IAMAS
to the Interface Cultures Lab, and their projects have
been shown at the yearly Ars Electronica Student Exhibi-
tions. This exchange across cultures and the sharing of
knowledge and human resources has been very benefi-
cial not only for our students but also the faculty here
in Linz. We look forward to have many more opportuni-
ties to deepen this connection and bring our interests
togetherin shared projects.

We would like to thank everyone at IAMAS for support-

ing us all over the past 10 years!

Pairing Art & Technology
T—heTO/OP—EWDIRT

Christa Sommerer, Laurent Mignonneau
VLAZ—=0UURY. IZ3/—-07>

1997.4-1997.9, 1998.7 - 1999.3
Q7104
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The Artist in Residence building was perfect from every Electronic Arts and Animals

point of view, with some minor problems. One was the ILshOZyoT7—hEBYES
animals.

The IAMAS area was full of animals, which | liked a lot, as Tamas Waliczky

the sign of a healthy environment. But sometimes they DTV E—HITTa

caused some hot minutes to me.

Usually I bicycled home in the early morning, at around 1998.10 - 1999.10

two o'clock or so. One night | did the same, absent-mind- Q106

ededly locked the gate and climbed up to my bicycle, §29

when somebody shouted HAAAAvery loudly and aggres-
sively rightinto my ear. | fell down from the bicycle, and
saw the silhouette of a large fishing bird, walking away
happily and pridefully.

A few days later | found a dead crab lying in front of my
entrance. Since our building did not look like a sacral
necropolis of crabs, it seemed logical that it was brought
by somebody. | thought perhaps the fishing bird sent it,
asan expiatory present.

The AIR building worked like a big trap for some animals,
being open and halfway underground. Once | spentan
hour trying to show the exit to an off-the-track bird. It
just fluttered around and around alongside the corridor,
and could not find the way out, although I ran after it,
waved my arms pointing to the right direction, and yelled
inanon-articulated voice. When it left finally, both of
us were probably very tired.

Another time a snake visited me - in the evening. It made
me nervous, since | don't know much about Japanese
snakes atall. | was not sure if it was poisonous or not.
With the help of a broom | tried to motion it to the direc-
tion of the small back-door, much with the strong oppo-
sition of the snake. Finally we arrived there, and with
great relieve | pushed the open button of the door it —
slid open, and instead of fresh night air | saw only dirt.
That was the time of the reconstruction of the universi-
ty building, and for a few days the workers heaped the
soil rightin front of this back door. I had forgotten about

that!So, I had to change my mind and redirect the snake
to the front gate. The Fisherman and his Wife
It was along and hectic night... b DE
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Tamas' residency in 1998/99 came just
after | began my second year asan as-
sistant at IAMAS. At the time, the cam-
pus was at full speed, and the assistants
were terribly busy.

With the Artist in Residence Program,
there was a tacit understanding that an
assistant would stand in assupport for
each artist who came. Since Tamas was
planning to create an animation work, |
would help him with my background in
video.

Tamés' plan was to produce a one-hour
feature length work in one year. At the
first meeting he showed me a thick file
of documents and drawings, but he had
no storyboard. It was his policy that he
wouldn't make works by drawing up and

following a design.

The hardest part | helped with was the
crane dance sequence, which he had
simply presented as some kind of moving
score. The scene spanned several min-
utesand unfolded through expressions
of undulating emotions and labeled with
descriptive notes. He completely left it
up to me how to interpret these notes
and which specific movement to employ.
It took a lot of time to produce this scene,
but | think the result is something quite
unique.

His distinct approach to production and
extraordinary concentration in his work
had a greatinfluence on me as a creator.
It felt much more that | was learning
from a master, rather than supporting

his production.

Master and Apprentice

Looking back today, the fact that none
of the students got into that stimulating
production space is really regretful.

It happened that way simply because
neither Tamas nor myself, nor the school,
were able to create a mechanism for
proactive involvement of students.
While Tamds was prepared to accept any-
one who would volunteer to participate,
this apparently was not enough, perhaps
also because the Artist in Residence stu-
dio was isolated from the school building
at that time; this is one of the main rea-
sons why the school really should have
promoted more actively opportunities
for exchange such as inviting the resident
artist to attend weekly seminars as a
guest, or asking students to give presen-

tations of their works in English.

89

| also feel that communication was rath-
ersparse between instructors and the
artist.

This was certainly the biggest problem

for the residency program at the time.

Taruto Fuyama
LIS
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The Manzanar Internment Camp

in the high desert of eastern Cali-
fornia, USA, with Mt. Williamson

in the background.

Screenshot from Beyond Manza-

nar.
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As | began production of my artwork Beyond Manzanar Landscapes of the Heart
at IAMAS, | felt the need to better understand the rela- DOSE

tionship that Japanese emigrants, imprisoned at the

Manzanar Internment Camp, would have developed to Tamiko Thiel
the landscape of Manzanar. The camp is in the high de- TA4—)LAI]
sert, walled in by mountains - the most dominant being

Mount Williamson, the second highest peakin all of 1999.11 - 2000.3
California. | knew that many internees talked of drawing Q7107

strength from its presence, a reminder of the briefness 837

of human life and of the enduring patience of nature.

Ogaki has a similarly austere but beautiful landscape,
far from the ocean and dominated by the severe Mount
Ibuki. Ogaki is also still in transition from its farming
past. At IAMAS, under Mount lbuki's stern visage and
surrounded by rice fields, I had many long conversations
with IAMAS students on the role of landscape in Asian
philosophy, religion, culture and art. These conversations
enriched and informed Beyond Manzanzar.

View of lbukiyama, Ogaki
FPwLES

Three students collaborated to Beyond Manzanarin im-

portant ways: Reverend Nobuyuki Tanahashi performed
a poem of Zara's as an English Shinto prayer, Yasushi
Yoshida instilled the piece with sounds of Japanese life
and landscape, and Ma Chao created water animations
based on Persian miniature paintings. These artists are
seeking in their own work to combine strengths of tra-
dition with the strengths of technical innovation. Their
sensibilities, their contributions and the long discussions
we had, helped to insert the soul of Ogaki's landscape
deep into the heart of Beyond Manzanar.
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Miscommunications...

dIaZ4H—>3>27

Usman Haque
INVD IRV

2000.4 - 2000.9
Q708
B41

The theme of my time at IAMAS was Miscommunications.
This formed part of my work life, and also my social life.

I started working on a project that | called Flower of My
Secret. All the flowers died, so | tried building them in
MAX/MSP instead. Pretty ugly.

Finally, years later, though | have been working on quite
different projectssince then, I am a little closer to fin-
ishing thisold one. It has had a lot of setbacks. And I'm a
little hesitant to mention it even now because it's still
not quite finished. But, there you go.

It was a particularly nice stay as | met Franklin, who was
the other Artist in Residence at the time. He taught me
new ways of looking at the world. Our biggest achieve-
ment was to organise the Horror Mountain movie show.
Unfortunately, it got rained off.

Lastly, my wife doesn't want me to mention her. But, for
those of you who were around, you will understand what
I'mean.
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One of my projects at IAMAS was creating Omachidoo
Sama - a new short film for my TV Universe installation
and one of my most enjoyable projects. | collaborated
with the president Itsuo Sakane, co-AIR Usman Haque,
IAMAS students, and friends from Ogaki. Even Furaibo
graciously allowed us to film inside their restaurant.
This helped create new bridges between IAMAS and its
community. We mixed geographies, languages and cul-
tures - which naturally led to much confusion and extra
work. Of course, the extra effort proved worthwhile in
many ways. Here was my first tangible encounter with
my own cultural perspectives. | learned that as objective
as we may consider ourselves, inevitably, our creative
effortsare covered with our fingerprints. | began to rec-
ognize a value in the undertaking of the project, beyond
the film itself. To connect with a broader audience,
broader perspectives must also be considered. This type
of multifaceted collaboration, with community rele-
vance and human-interest elements would become a

template for my work.

I'have taken this with me in my continued travel and pro-
jects throughout Africa, Thailand and Indonesia where |
live part-time. Electricbaby now focuses on projects
pairing artists with non-profits, bringing visibility to our
heroesin the non-profit community.

We use creative muscle to bolster the efforts of those
working hardest for change. Our artwork is on libraries,
non-profit websites, recycling trucks, t-shirts, street
projections, stickers and even on hang-tags promoting
durian agriculture for Sumatran farmers. Wherever we

can getinvolved, or get other people involved, we do.

Projects, Artists, Communities
JOvzvh T—74ZM dZ2Z74

Franklin Joyce
TaAR T

2000.4 - 2000.9
Q7110
§47

To accomplish the scope and volume of projects, with
the level of artists we are collaborating with, requires
the infrastructure, distribution venues and income base
of a company. So we started one.

Electricbaby and friends have designed some very cool
laptop covers - essential for almost every creator.

The Electricbaby laptop sleeve collection supports our
collaborations with artists and non-profits, which would
otherwise fall outside of traditional funding opportuni-

ties.
Special thanks to IAMAS students and faculty, Itsuo

Sakane, the people from the Daihachi Izakaya, and Ogaki
foranindelible experience!
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Who am I? Where am 7 What am | here for? These are
the universal and timeless questions | was unconscious-
ly addressing when | imagined the project The Visitor:
Living by Numbers. The opportunity to be Artist in Resi-
dence at IAMAS in 2000 offered me the perfect context
for the project to develop and bloom into a milestone
work in my career as an artist.

The scenario | had in mind was of someone - the visitor -
surfacing into a foreign territory and challenged to sur-
vive. The process of exploring the surrounding landscape,
of communicating with its inhabitants, and of develop-
ing a statusin the group, were the basis of the experience
I wanted to create. From the start, the project's ambition
was to see how new technologies challenged our sense
of self and our connection to the world.

Japan and in particular IAMAS and the region around
Ogaki turned out to be the perfect place to develop this
project: On one hand, | was immersed in a culture that
was not mine, unable to read or speak the language; this
afforded me the direct experience | imagined for the
visitor. On the other hand, the sophisticated technologi-
cal means and expertise found at IAMAS allowed me to
testand use the latest high-definition video equipment
available. The end result, The Visitor: Living by Numbers,
was well received and the beginning of a new direction
in my work.

The Panoscope 360°, an immersive projection system
developped for The Visitor, became a big part of my focus

from then on.

Where are you? the project | embarked on after IAMAS,
attempts to connect, more directly yet, the sense of be-
ingina realtime 3D world with the necessity to have a
life, meet with others and discover oneself. In the proc-
ess, like Alice in Lewis Caroll's book, visitors are invited
to crossaborderand to embark in a strange new reality.
Projectssuch as these add to the idea that technology
has the power to deeply transform our experience of re-
ality and our idea of self.



Journey into the Unknown
REA DR

Luc Courchesne
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2000.10 - 2001.3
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AIR in the IAMAS Community
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| owe much of the existence of the present
meto IAMAS and the Artist in Residence
program. While this may sound a bit ex-
aggerated, | can say with confidence that
my experiences coordinating the research
and work of visiting artists, along with
many other challenging and creative mo-
ments during my time at IAMAS, served

asastepping stone for where | am now.

At the time of Luc Courchesne's residen-
cy, the system for his The Visitor: Living
by Numbers was already nearly complete,
50 his main task at IAMAS was to shoot
video footage to be projected inside the
installation's dome.

We used the school's HD camera, and
mounted it onto a wheelchair, which we
borrowed from Matsunaga; one of the
best places for such products in the coun-
try and conveniently located in Yoro, a
short drive from the school. The filming
took place on agricultural roads and in
the unique space of theMultimedia Stu-
dio. For the set created inside the studio,
we used tatami mats from lkeda-Seijo, a
local maker, and bamboo from nearby
Sekigahara. IAMAS faculty and students
helped to build the film set, provided
technical support, and even performed as
characters.

I recall this as one project making maxi-
mum use of the resources of IAMAS and
the surrounding region.

Another pleasant memory is that of a
concert during Carl Stone's residency at
the school gallery iamasOS. The concert
was based on former student lori Nakai's
piece Streetscape, and featured lori Na-
kai and Philippe Chatelain performing
the piece, and Carl Stone remixing and

adding effects.
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Now that | have graduated from IAMAS,

I remember the school as a place with an
unconstrained atmosphere in which fac-
ulty and students from diverse fields
could get together casually, while at once
being charged with the energy afforded
by asomewhat secluded environment.
An artist who enters this world from the
outside functions as a catalyst for releas-
ing that particular IAMAS energy.

The numerous achievements made in the
course of time have doubtlessly been es-
sential elements in forming the school,
and | believe that the dynamic posture of
creating thingsis what props the incalcu-
lable hidden potential of IAMAS.

|'am positive that the chemical reactions
that release these unique energies at |A-

MAS will be sustained in the future!

Hiroko Myokam
BB T
859
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Rice and Work
A RENER

Carl Stone
A= A=)

2001.5-2001.10
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When | arrived to start my residency at IAMAS, | noticed,
on my first day, that the rice fields had just recently been
planted. They had been flooded, and tiny sprouts were
visible, peeking up above the water. Every day | traveled
between the RIST dormitory and IAMAS, so | could see
the slow gradual progression of growth, followed by the
harvest. I loved looking at those fields. Likewise, | was
able to use my solitude as a resident at IAMAS to grow
and enrich my work. The situation for Artistsin Residence
at that time was quite solitary; we toiled in the cavernous
workshops of the Koubou Multimedia Studio, physically
separated from the students and teachers in the main
building. This was very good for concentration on work,
but did lead to some existential loneliness. My plan, on
arrival, was to create a new work that combined and re-
fabricated sounds and images from media transmissions,
in a performance setting. As | worked on my piece, it
seemed to be tending toward the ironical and humorous.
Butin the middle of my work the terrorist attacks of 11th
September, 2001, happened. | was disturbed, not only
because of the death and destruction in my home coun-
try, but much more because | could immediately forsee
that there would be counter-attacks from the US, and a
new era of destabilization and threat to world peace.
I'scrapped plans for my piece, and quickly created an
emotional response to the situation with my work Fu Rai
Kyo; it nolonger attempted to be ironic, bombastic or

funny, and was more of a standard music performance.
By November the rice had been harvested, the fields had

been burnt. The cycle was completed. And it was time for

me to go.
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My work is primarily influenced by the beauty of surveil-
lance representations - such as x-rayed bodies, luggage
or vehicles, 3D laser scans, satellite reconnaissance im-
agery, and others - the invisibility of the collected data,
and the power generated by surveillance practices. At
the same time my work is aware of the aggression and
possibility of mass-monitoring that such technologies
allow.

It was a major experience for me to live in Japan for an
extended period of time. | intended and was enabled to
confront two very different cultures. Technology is
ubiquitous, however the ways people reflect onitand
integrate itin their culture and lives are very different.
The residency at IAMAS gave me broader viewpoints to

look at the Western culture and work from the inside in

order to reveal the underlying perversion of its main-

stream ideology.
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The beam of light that technologies of vision cast upon
the world is also the line of sight for weapons with which
to destroy what the beam presents as its objective - its
target. The merging of these technologies of vision and
of destruction results in our Military-Entertainment
Complex. We - citizens, consumers, gamers or webcam-
mers - are targets. We are driven by advertisement, en-
tertainment, gaming, fashion, and war.

Another of my fascinations has been the concept of
transparency. Transparency has become a fundamental
notion in political, economic, and media discourses. It
connotesinformation and communication, control and
surveillance. Transparency, in divulging itself, attempts
to take over the invisible. Everything is visible. Going
from clarity to clarity, what has disappeared is not the
visible, but the invisible, in other words: all that is con-
sidered incorrect. Transparency, as a democratic belief
and value, is a new figure of visibility.

Transparency is the name given to the control of visibility,
and surveillance is the technique that Western world
enterprises develop to control the quality of transparen-
cy.

Transparency, as a concept and catchphrase, is now in
widespread use, mainly to hide opposite activities; it has
become a way to produce opacity.

Furthermore, transparency also represents individuals
caught up ina web of self-exposure and self-surveillance
thatisindicative of a larger cultural/political phenome-
non which is expressed in YouTube, Flickr, Facebook, or
virtual worlds like Second life.

I am now more and more combining these two fascina-
tions, which representissues of seeing and being seen,
or surveillance/control/monitoring/propaganda and visi-
bility/celebrity/self-exposure/self-promotion. A huge
ambiguity confuses the two of them, serving purpose
and power game of the underlying western cultural ide-

ologies and politics.

Surveillance and the Unmasking
of Transparency
BRARDOEREES

Marie Sester
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Recent projects of mine take people as their essential

constituent. I aim to minimize the show aspect of an in-
stallation, making participants the center of attention:
they become the artwork. ACCESS for instance uses im-
material means of a light and audio beam. When the
tracked person leaves the detection zone, nothing is left,
but the next person to be tracked.

My work is not making a statement about surveillance,
subjection or manipulation. It intentionally stays on the
edges between playful and scary to reveal the underly-
ing perversion.

My work aims to create a distance between the common-
place - all that we take as a given, without questioning
it - and our inner space. This distance, this gap, induces
people to start thinking for themselves and thus ques-

tion everyday personal commitments.

Guy Debord used the word detournement, which | would
freely translate as ways of destabilizing the predominant
value-system. Debord took pre-existing data and put
them into a different context. My work is based on such

historical theories.
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My original idea was to deeply reflect upon the future
of cameras, recording, representation, display and how
these are changing due to the Internet. My original in-
tention was to understand VR and webcamsand how
they might merge, and to produce an installation as the

result.
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But less than a month before my residency, the 9/11
tragedy occurred. My wife, artist Marie Sester - also an
IAMAS AIR, and | left from San Francisco on September
30,2001, from a completely empty airport. The next day
we were in Ogaki, serene and quiet, very few English
speakers, but completely wired to the Internet.

Work began on VR webcamsin earnest. The core idea was
to understand the creative potential of hyper-represen-
tation, where imagery accumulates over time. Can a we-
bcam, with its tiny image, be panned and tilted to sweep
alandscape or to follow action in such a way that a new
aggregate image, a hyper-image, can be made where
more happens?| made studies both on computer and in
the AIR experimental studio, using three projectors, and
researched the history of similar hyper-images such as
Bruegel.
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But the impact of 9/11 didn't diminish, even surrounded
by the peacefulness of rice paddies. Perhaps it amplified
the impact. We plugged into the Internet every day and
watched international television every night. As | was
reflecting on the future of cameras, | started asking my-
self:can the gaze of the camera be stopped? I dove into
the literature online - much of it was dot-miland much
of that was later taken offline. The answer, in short, was
yes, through the use of lasers, even small ones. | began
conducting my own studies using cheap laser pointers
and rifle scopes easily purchased on the Internet.

By the end of the residency, | had generated two studies,
though I had originally intended to generate one finished
work. VR Webcams: Time Artifacts as Positive Features
was published for ISEA 2002 in Nagoya. How to ZAP a
Camera: Using Lasers to Temporarily Neutralize Camera
Sensors was self-published in 2002 on my website. Both
were thorough studies complete with images and video.
Laterin 2002, after my residency ended, the New York
Times wrote a feature story on my camera zapper work.
My little website received over 600,000 hitsin two days.
And to this day, my camera zapper work reqularly appears
in the press and on blogs. It is the most popular project

I've ever made.
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The Freedom of Deep Reflection

LROBEH

Michael Naimark
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And the VR webcam work finally became an actual instal-
lation only this year, in 2008, as a commission for the Ars
Electronica Museum in Linz. Based on HD stereo-pano-
ramic material shotin 1995 and on the VR webcam stud-
iesmade at IAMAS in 2002, an HD stereoscopic triptych
was made using 3D ready projection televisions, a new
technology less than a year old.

Soin the end, the deep reflection | had the opportunity
tododuring my AIR period at IAMAS was like planting
seeds, seeds that took their own time to sprout and grow.

For this, I am grateful.
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During my residency at IAMAS, | had been exploring how ERILTSRITTLENENT[LiTa%

to reconstruct the relationship between technology and RSP EIRAUR Y 2e:x1(3
perception or, to be more precise, how the sensation of
movement could be elicited through interaction with Akitsugu Maebayashi
technology. B BAR

At the time | started to work with image recognition
systems that could capture people's movements accu- 2002.10 - 2003.3
rately in high-speed. The framework of the residency
gave me ample opportunities for investigations which
became the seeds for my ongoing occupation with this
technology.

The first prototype | developed was the piece velocity -
capturing subtle movements in the body and transform-
ing them into fluctuating patterns of intensely flashing
light. Later, during a yearlong residency in the Nether-
lands, I could do further experimentations, improving
speed and accuracy of the system. While building vari-
ous other prototypes, | was looking for ways to incorpo-
rate my experience into an artwork, which led to the
presentation of 4 Pieces for Object, Sound, Space and
Bodyat ICC's Possible Futures exhibition.

My interest in movementexpanded to collaborations
with dancers and performers. In 2005, | had the oppor-
tunity to appear on stage with former Noism member
Mika Matsumuro in IAMAS graduate Tadasu Takamine's
performance, Motto Darwin. Around the same time, | did
an experimental session with dancer Toru Iwashita,
which we performed again together for a course on me-
dia culture in 2007.

Looking back, | realize just how my residency at IAMAS
hasbeen a very significant trigger for my current activi-
ties, including the teaching at IAMAS.
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The Camera Lucida project began as a pursuit of a three-
dimensionally observable sonic environment.

When we became acquainted with the still unexplainable
phenomenon of sonoluminescence - the liquid-bound
transformation of high-frequency sound waves into
light emitting bubble implosions, it was quite clear to us
that we had struck virgin soil. Though imbued with ex-
citement and great potential, this path was riddled with
obstacles: most of the scientists we consulted predicted
that our project was destined to fail or that it would be
barely perceptible.

Nonetheless, after two years of hypothetical wander-
ings, we finally donned our sonochemical cloaks in Ja-
pan, by virtue of a pivotal coincidence: the 11th Annual
Meeting of the Japan Society of Sonochemistry occurred
right after the commencement of our residency at IA-
MAS. On the outskirts of Nagoya, at the freshly erected
National Institute of Advanced Industrial Science and
Technology - AIST - crowned by a fountain filled with
titanium dioxide-coated spheres, we attended the 11th
Annual Meeting of the Japan Society of Sonochemistry.
It was there that we befriended Werner Lauterborn, di-
rector of the Drittes Physikalisches Institut of Gottingen
University, Germany. Dr. Lauterborn was the first mem-
ber of the scientific community to have faith in our pro-
ject, and he immediately advised us to contact Thierry
Lepoint who had allegedly attained the brightest possi-

ble sonoluminecence. It is usually barely visible even af-

ter one's eyes have become acclimated to total darkness.

Dr. Lepoint's experiments with xenon-infused H2S04
were said to procure sonoluminescence that could be wit-
nessed in broad daylight in the form of spinning acoustic
parachutes that he named Montgolfier Figures after the
French inventors of the hot-air balloon.

Assoonas Dr. Lepoint sent us all of the specifications,
we combined our efforts with a devout group of sono-
chemists from AIST, doctors lida, Tsujiuchi, Yasui and
Kozuka, and began conducting a series of experiments
unprecedented in Japan, prodding the mysterious phe-

nomenon of sonoluminescence.

Beholding Xenon Wind
T/ VORZERDOHT

Dmitry Gelfand
TIWT7UR RSN —
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After several unsuccessful attempts to enact the delicate
dynamics of the Montgolfier Figures, further experiments
ensued which, however fascinating, only rendered visible
rather stable sound environments. During one of the final
attempts, all of a sudden, the sound beams began to swirl
and rip apartinto trembling, gelatinous vortices. Having
inadvertently ignored the amplifier's bleeding voltage
meters, indicative of threshold amplitude levels, we cre-
ated a high-pressure thermo-acoustic wind.

The unraveling of the xenon wind led to a variety of pro-
totypes with the invaluable help of IAMAS, AIST, Honda
Electronics, and Gottingen University. The latest devel-
opments, in collaboration with Russian scientist, Alex-
ander Miltsen, have manifested themselves as spheroidal

sonochemical observatories.
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Witness to High-Risk Experimentations

My relationship with Dmitry and Evelina
goes back many years, and is full of
beautiful memories. Dmitry was chosen
by open call as the first resident artist
after the AIR Program's policy changes,
and Evelina came with him as a collabo-
rative researcher. Up to that point the
first president Professor Sakane used to
select artists to invite, but we thought
we'd try something different and decid-
ed to look for individuals that would be
inspiring for everyone at IAMAS. We se-
lected Dmitry without knowing his exact
strengths. He had been dealing in one
way or another with media, but for his
residency he apparently planned to cre-
ate a dubious installation titled Observ-
atory, for which he would be using a
strong type of acid. When he arrived at
IAMAS, we learned that he was going to
work with concentrated sulfuric acid.
Since then there have been various devel-
opments concerning liquids that produce
sonoluminescence, however at the time
of Dmitry's residency it was all about sul-

furic acid.

Discovered in the 1930s, sonolumines-
cence is the occurrence of light emitting
in bursts from imploding bubblesin a
liquid when excited by sound. Research
has progressed regarding this phenome-
non since the discovery in the '90s of
single-bubble sonoluminescence.
Inshort, we had invited a specialist who
was eager to pick up this hot potato and
explore its secrets by turning itinto art.
Fortunately - and hardly coincidentally -
there was an international meeting on
sonoluminescence in Nagoya, where the
world's top researchers were gathering.
Unable to be of any help, we were relieved
when Dmitry left for Nagoya to seek ad-
vice from the eminent attendees and the
Japanese top researchers who happened
to be working at the National Institute of
Advanced Industrial Science and Technol-
ogy in Nagoya. Dmitry eventually built a
large glass container, filled it with sulfuric
acid, and attached to them a number of
ultrasound transmitters. When they let
me peek into the room that was darkened
for viewing the delicate luminescence,
Dmitry and Evelina were obviously happy,
and so was |, seeing that everything was
going well and safely. Every time | talked
with them, our conversation shifted to
such subjects as mysticism and alchemy,
which made me sense how deeply such

elementsare rooted in Russian culture.
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Even after leaving IAMAS, they kept
sending me eMails from different parts
of the world to tell me about their suc-
cessful experiments with materials and
techniques, and to update me on their
current exhibitions, none of which | was
able to see.

Nevertheless, to read in the Wikipedia
entry on sonoluminescence thatitis
used by artists Evelina Domnitch and
Dmitry Gelfand to create a three-dimen-
sional installation makes me proud to
have been so closely involved in its gen-
esis, and at the same time reminds me of
the days when | kept worrying what
would happen if the containers broke at
the exhibition and the acid spilled all

over the place!

Tadashi Yokoyama
&L IE
887



BIEF

FIRYIC, BEMTE? JO0-NLEBRERICEVT
ELIEATAT 7= RO LSRR (CEEAG B THNE, —
MICTSULIBBEECELZEVL, ZULT 3—0v/\FHRES
DOERNSTNE. TP TREEVEWLDODDRTHEMD
FHEVE-TVDS, REAFRBERREROR LENZ SR,
BANCT—NIZSLEREDRERZRTFTIERVIEESHN
TITDHBDRRKICDVWTDRKGERDENT T — IR
FBILZOEEBREEFRI DL D3, LT B@FA
[CESTTITHRIEZEHRELTII TRADOH) THBELTE.
ZOTE+DICHEFBINDDH D, I TICHREARLLZITTE
200l EOEMAENEFELTVB L, 2 AR—ILOL SN
SRETRIA. ATV TATATATETIIINAT AT DI
B 25 R NLOMRESTEHNRESTNTVD EHNER
TEBZTHADIN,

52k, FE IAMAS [CRTT [F5LVHER THRET RS
BRREGZONTEE, OV fcl &z F-Te<M5ah >
feo ZOUTCHEHADMHBLEEEHANTGTVWEESNETR
FENCWDBIRSHEB/EEROBC. BIEORMRT
LZEEDHZDEEHBERDHTIFBVNEVND EEFATL,
EMNEBROEBBRZETELAEOMEOERICEIEINST
XALBPRTTEVWSEDH B D, 2D UIcOXYLHERT, eV
KATATT—RDORROERCEREREZ D, 2D 205, Z
SUEMICHVTE, T—N i, MbOmEFNZREBEA
XERTHoIz, JE. IOULEEFHIG. BEFNOBUANDE
FRVICRB LI >TRITD LKL DDH B,
SUHAR=IIOT—MNEBECHWT. ZOEAEET T+ (T
BTH. BLLWT—TAIMBROMAFHCALIE-ST
TWDETEERIC) AFETBEVSIERE. ZLDREES
[CELTFHRDIEVED([CHE>TWVND, AT(T7T7—~/OY 1
NECBWTHRINT ZEEIFE SRR T F7>Z o< WICHRFEY. &
EICLBMEGEORE. HICHNHNMEDREICETZREIC
EOTEERHRMABILELFHMEIND LS (LB, T2HN
[P—TART1v7) EVWSEERCODHIWDORECAILIEE
EBNMECEBSHEVEVL. TNERTZEDOHM->TWVEE
DERFFELKREBLEDICEHTHLITEVEL, ZNATE
NICEFRNRBETIVIET S THRFRIZMZIZEDTHEWNS
EIFRHEVZL,

TC BETITH? BRBHEER, TNE 21 HRROAT«
TT7—hOFHULWERNREH ZART D IF AT I
BRIEMBTE,



Well, first of all: why not?In a global information society
relocation in general should not come as a surprise, par-
ticularly notin an area like media art, which is interna-
tional by definition. And from a Central European point
of view, Asia certainly provides some advantages over
the Western hemisphere: soaring economic growth rates,
forexample. Sure, artis not a key factor in this develop-
ment, but it can claiman increasingly importantrole in
the public debate about the future of these societies.
And even if Asia is still widely a terra incognita for West-
erners, the ground is quite well prepared.

There are over 200 art colleges in Mainland China alone,
and who would have thought that a smallisland like Sin-
gapore would have recently announced a USD 2.5 billion
research funding scheme for interactive and digital me-
dia.

| had, of course, no idea of all this when | came to IAMAS,
and was provided with the great opportunity to do re-
search in thisamazing institution. And | learned, after
countlesslovely but rather brief discussions with my
Japanese colleagues, that there are not only cultural is-
sues for the definition of a gesture recognition system;
there isahidden cultural dimension behind most every-
thing, including the perception of artistic practice.
These cultural factors will, without doubt, also affect
the future definition of media art.

Over the past two decades, this discussion was dominat-
ed by a Western understanding of art, technology, and
culture. Now, the shift of economical and political pow-

ers towards the East will inevitably change this discourse.

Why Asia?
BETITH?

Wolfgang Muench
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InSingapore'sart education this shiftis already quite
apparent. There isa limited appreciation amongst young
students for the concept of a poor artist working happi-
ly ever afterin the enclosure of his studio. Successful
proposals for media art projects start to resemble busi-
nessplans, and research by practice is increasingly
benchmarked against the overarching objectives for the
progress of the country - especially in regards to the
creation of intellectual property. The term artistic, how-
ever, might require a redefinition that fits reality around
here, and it might turn out to be quite different from
what we know. Itis certainly not only about a Western
model with an Asian touch.

So why Asia? Quite simple: it isan exciting place to be to

challenge definitions of a new theoretical framework for

media artin the 21st century.
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Coming from a less industrialized country, my residency
at IAMAS was like going into the future. My initial fasci-
nation was the huge stock of ITequipment and human
resources.

Although | was less exposed and conversant to the tech-
nology that was made available to me at IAMAS, the staff
helped me to make best use of the facilities and get a fair
amount of expertise and know-how, which is indispen-
sable for executing media based art forms.

The reviews and discussions of my work in progress
Caughtin the Webhelped me a lotin realizing and pre-
senting a more refined work at the Ogaki Biennale 2004.
Inthe social context, in which | usually develop my works,
IAMAS provided me an excellent opportunity to experi-
ence a different culture, which from time to time has
beenincorporated in my recent works, such as the Re-
cycle booth, shown at the Luled Summer Biennial 2005.
Part of thatinstallation contained what | termed Gomi
Mosaic - gomimeaning garbage in Japanese - inspired
by my observationsin the streets in Ogaki.

Another outstanding result from my residence was the
possibility to work with different artists such as, German
media artist Wolf Helzle who later agreed to present his
work [ am partin Zambia under the title CHIMANSO -
MANSO - meaning philanderer in the Nyanja dialect - to
help fight the HIV/AIDS stigma.

My experience also gave birth to Ghetto Life, a project,
in which | was basically looking at the aesthetic cultural
landscape of marginalized urban communities.

Ghetto life has also been a springboard to working with
other sub-cultures, works which are often camouflaged
in the daily activities of communities.

IAMAS nourished my ability to address and question the
social and cultural values of societies. In my current
video work for example, | am trying to address the use of
public space. Whose space is public space, is the question
in thisdocumentary about graffitiartin Oslo, a phenom-
enon the average Norwegian has lived with for many
years - however, to the local authorities it remains a ma-

jor public eyesore.



Experience and Impact
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Ghetto Life
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Ifyou want... This was reportedly the first
response from Chanda Mwenya when he
was invited for the IAMAS Artist in Resi-
dence program, which was part of the first
prize of the UNESCO Digital Arts Award
2003, hosted by IAMAS that year.

Hiroshi Yoshioka, the former director of
the IAMAS Center for Media Culture -
CMC, called Chanda in Zambia to confirm
his coming - and from what | understand,
it was this completely easygoing fashion
without any flattery towards the school's
reputation that made Yoshioka feel, / de-
finitely want him to come.

Assisting him at work and with everyday
issues during the six-month residency |
learned to better understand this charac-
ter. The first thing we did together, was
harvest rice to obtain straw Chanda was
going to use in his work. He exulted /'m
going to build a house of straw and do a
greatinstallation there!l remember how
we loaded hay onto a mini pickup truck
and brought it to IAMAS. When he saw
theimages of our labor which | had put as
ascreensaver on my computer, he asked
me to set that up on his one as well -
Then there was that desperate late-night
emergency call: [ don't know where |
saved the pictures we took the other day!
Asit turned out, the data we ended up
searching for together weren't stored in

his computer in the first place...

After his initial encounter with IAMAS'
high-tech environment, we looked for-
ward to the work he would produce with
mixed feelings of both anticipation and
worry.

Chanda's works were ultimately exhibited
at the Ogaki Biennale 2004, where they
could be seen by many residents of the
city. Adrum he had brought from Zambia
was exhibited as a devicein the life-size
straw hut, and he appeared to be really
satisfied with the event.

Without doubt, the numerous encounters
with a variety of people who supported
his work during this residency contribut-

ed to the exhibition's success.

However, | could also see that he often
felt distressed and lonely in daily life.
This led him to seek exchange with others,
and eventually bring some rather odd
people to the school - not to mention his
apartment. [t seems that the greatest
discoveries in the visualization of inter-
action he was attempting to express
through his artwork, he actually made in
his everyday life experiences within the

foreign culture.
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IfI'had the opportunity, | would love to
visit him in Zambia someday, to see how
his work has evolved since, and | would
like to go and see the movie theater he
said he would build with the electrical

appliances bought up in Japan.

Susumu Hakumae
Bl &
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It was the time when | thought of developing a work on
groupthat | had the opportunity to go back to Japan -
for the first time - to try to understand why I, having
Japanese roots through my grandparents who had emi-
grated to Brazil, was seen as Japanese in my home
country Brazil. Curiously in Japan, Brazilian Nikkeisare
notseen as Japanese. Obviously this paradox is already
agood reason for an artist to search for new views.
There | was then, confronted with the possibility to work
at IAMAS, hoping that they would understand my pro-
posal - and they did!

After that decision, | tend to think that rather IAMAS
had chosen me. There are not many opportunities com-
parable toits Residence program.

My work does not get public attention through spectac-
ular devices or designs, in the opposite; itis obscure,
difficultand introspective. In this sense | see my invita-
tion to IAMAS as a double reward: having the chance to
be atan excellentinstitution with the freedom to work
on an absolutely non-mainstream art project.

Why did | Come to Japan?
MBRCIT> e

Marcia Vaitsman
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This experience, gave me so much pleasure to work and
so much confidence to know | was doing the right thing,
that | will always feel attached to it.

I'had many people going at great lengths to help, and the
contact with students, professors and artists stimulated
my understanding of the Japanese society. The ideas and
work of Hiroshi Yoshioka continue to have a deep impact

on my work.

Aslsetout to investigate how people deal with their
identification in groups, | felt that | became somehow
part of a particularly sophisticated and cozy Japan.

The one made of light stuff
B|BOA
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The first thing that comes to mind when

I think of Marcia's five-month residency
is how we often drank together - almost
every week, getting the students that
were around to join in.

As far as | remember, there was some cas-
ual chatabout such things as pet cats, but
also serious and critical discussion of
students’ works, or even talk - sometimes
lament - concerning differencesin Bra-

zilian and Japanese politicsand customs.

Double-Take
THIET—T 14 ANEDHEER

I was also involved in the production of
two of her video works The One Made of
Light Stuffand The Elephant Cage.
Nearing the end of Marcia's stay, we de-
cided that we would travel together to
Okinawa. That experience lefta huge im-
pression on me, and it became a journey
that affected my work thereafter.
During that trip, Marcia, a third-genera-
tion Japanese Brazilian, searched for the
lost family ties to her grandparents’ home,
Okinawa. Marcia's grandfather was an im-
migrant from Okinawa to Brazil, but some
time after leaving he lost contact with
Okinawa. Aside from her grandfather's
name and hometown, Yomitan village,
Marcia didn't have any leads. On top of
that, almost all records in that village had
been burned during the Pacific War, so
the search was tough.

After days of unrolling the history and
memories of the people of Okinawa, at
long last we managed to find her family
by mere coincidence.

The process of tracking down her family
by connecting people's memories against
the backdrop of the myriad things that
had been lost in the war made the trip
one that | will never forget.

Capturing the process of that travel from
our respective viewpoints, Marcia made
The Elephant Cage, while | produced the

documentary video Okinawa.

Creating work from the same experience
with varying standpoints is something |
consider specific to collaboration with a
resident artist. Marcia's work enabled me
to view the journey to Okinawa from a
traveling perspective that | wouldn't have
discovered myself. Not only working to-
gether, but also being able to see each
other's differences within the resulting
works was extremely interesting.
Thissort of priceless experience was only
possible through the presence of the res-

ident artist, Marcia.
Nobuo Tanaka
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' was at IAMAS during 2004 - 2005. Now, when | reflect
on my residency, | remember a solitary, still time - a very
special time for reflection about work, thought about
important threads, lots of reading about other artists,
lots of watching films, thoughts about life, and what
was next. | didn't speak Japanese, and loved that | didn't
have to talk much.

When | walked down the street, none of the advertising
was directed at me; | could not read any signs. All the
food was unlike that which  usually ate.

' wasimmersed into a different world, a quieter world,
and | loved it.

I remember many days where | would try not to speak at
all.  was left to my work, my thoughts. Wonderful things
resulted from this quiet time.

I'worked on a few video pieces with sound artist Takeko
Akamatsu - tn8. We didn't talk much either - she just
responded to the video with wonderful sounds. For me,
it was a time of observation.

My earlier, short-film pieces used various techniques to
translate emotional feelings into a metaphorical, artistic,
moving-image form. In 2003, | started to look at ways
we could use emotions themselves to trigger the work,
and Medulla Intimata - a video jewellery-necklace which

responds to the wearer's emotions - was created.

I wasin the midst of this project when | came to IAMAS.
Over the time of the residency | had time to reflect on
the gapsin this piece. If | was going to use the body's
emotional telltales to trigger work, it was essential to
begin with an empirical foundation, so | could work with
the data emitted by the emotional body in a more mean-
ingful way.

I also was looking for neuroscientific paradigms to inform
the visualisations. | spent time searching for the right
person to work with, and finally initiated collaboration
with Dr. Hugo Critchley, an Affective Neuroscientist. In
2005, we were awarded an Arts and Humanities Research
Council/Arts Council England Fellowship to investigate
the mechanisms through which emotions are triggered
and shaped.

Inspirations in Nowhereland
ETTERVEAAN

Tina Gonsalves
dVHINTIRT4F

2004.11 - 2005.3
Q7118
§709

After IAMAS, | became Artist in Residence at the Institute
of Cognitive Neuroscience at University College London,
UK. There we researched the naturalistic embodiment of
emotion, through laboratory experiments and the crea-
tion of interactive prototypes, utilizing psychophysiolo-
gy. We worked on ways to monitor, probe, and exploit

the emotional signatures of the body, creating both sci-

entific experiments and interactive artworks.
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it's meant to be

The hero boots the mentor
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The hero and a mysterious wom-

an

The hero and his ex The shadow

| had an amazing time at IAMAS. Shortly after | arrived
the cherry trees blossomed for mile after mile down the
sides of the streams and rivers. | don't think it was just
for me. I think they do it every year.

The residency is extremely well supported, with every-
thing taken care of from accommodation to studio, and
so | justdrifted offinto a fantasy world of cherry blos-
soms. The students and staff were warm and generous,
and there were many great trips to remember: from
having fish and chips in the historic capital Kyoto, to dip-
ping naked in hot springs in the middle of a town, to sushi
eating competitions with James Lazo, to visiting all the
different restaurants with Masakazu Saito, to the fun
meetings with Fumi Hirota and Naomi Kakuda for the
student newspaper.

Onapersonallevel, | had a great time, and it was difficult
saying goodbye to the friends | had made; | certainly wish
| had seen Masakazu's wedding.

The hero andthe mento

An Amazing Time...
FEBESUWVER ..

Dane Watkins
ThEVRT—

2005.04 - 2005.9
Q120
B115

On a professional level, the residency allowed me to con-
centrate on my work, and not think about all the other
things that get in the way like grant writing or girlfriends.
It's easy to think that you want to be an artist, and that
you'd make great work if only all these other things
stopped bugging you. But then, when you get all the time
in the world and all the resources you need, you're faced
with the problem of whether you have anything interest-
ing to say; IAMAS gives artists that opportunity. | made
aseries of stories for mobile phones, with a different
episode was sent out to students' phones each day. The
studentsare an articulate audience open to new ideas,
supportive of the production process, and | couldn't
have made the work without the help of Masayo Kajimu-
ra and Mika Satomi, who translated the work and offered
feedback.

My IAMAS residency hasn't completely freed me -| still
have to write grants and put up with girlfriends every
now and then - but it has freed me to make exactly what

| want to make.

75



—

Thank you Dane for your great smile
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My exchange with Dane Watkins began
when my friend and | asked him to con-
tribute to the campus infozine that we
had started producing.

We had just enrolled and all we knew
about AIR was that it stood for Artist in
Residence, so our first contact with Dane
was as classmates. | remember the AIR
studio on the fourth floor looking intim-
idating to enter, and we actually hesitat-
ed at first before building up the courage
to knock.

In our best poor English and clumsy body
language, we told him about our idea for
the infozine, and asked him to contribute
on a monthly basis. He kindly agreed
straight away, instantly got outaruler,
and asked excitedly, this size okay?
Newbs as we were, we listened to his ex-
planations about resolutions of image
data while thinking he was a pretty weird

foreigner.

For the half year he was at IAMAS, he
contributed to each month's issue with-
out ever making a face.

We were always nervous when visiting
the AIR studio, but he would greet us
with a smiling what's up today?, get us
some chairs, and let us know he was
ready to listen.

Dane was so cooperative even though
ours was just a first-year's work. He'd
give us tips on contents and composi-
tion, and would follow up where some-
times teachers would say it was good

enough.
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After he left, the AIR corner continued as
aregularsection in the infozine, where
we introduced works coming out of the
AlIR in every issue we published.

Over two years, there were three residen-
cies, and all the artists amicably cooper-
ated by creating contents for the infozine.
Dane, Shiho & Georg, and Saso were all

very helpful. Thank you!

Looking back and thinking about how it
started with Dane, I'm moved all the
more because it may not have started at

allif he hadn't been so cooperative.

Naomi Kakuda
W RBH
8119
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I was flowing back to Japan. | was flowing upstream to
my Source. | was coming back to my home country. Com-
ing back to Tokyo and going forward to Ogaki. Looking
out from the window of the train, passing through cities,
mountains, and again cities. | was watching animated
reflections on the surface of the rivers. Lines radiated
brilliantly. They appeared and disappeared. They disap-
peared and appeared. Where did this water come from?
What kind of places did it travel through? How are they
connected to their surroundings, how are they connect-
ed amongst themselves? And what is the end of their
journey?

While watching the train crossing rivers, my feelings
changed. An intersection of two streams - and for a mo-
ment lamin the center. | started to wonder, if there could
be a connection between riversand railways.

Rivers flow across lands, branch and flow together again,
sometimes faster, and sometimes slower. They pick up
mineralsand animals, and carry them to their destina-
tion, the sea.

Railways run across countries, branch and intersect,
sometimes running faster, sometimes slower.

They pick up passengers and carry them to their destina-
tion.Rivers bifurcate and rejoin like veins, reflecting the
course of evolution.

As railways intersect, we encounter people, affecting
different aspects of life at different places and in differ-
ent cultures. Mountains separate people. Rivers connect
them.

Ogaki was the final destination of Basho Matsuo's Nar-
row Road to the Interior. His journey ended here, but

mine is only beginning. Here | am. | arrived in Waterland.

Waterland
DA —F—2>RK

Shiho Fukuhara
&R &R

2005.10 - 2006.03
Q122
§121

In Ogaki, on almost every street corner, there are chan-
nels, wells or other water sources. It is obvious, why the
city proudly presents itself as an 'aquapolis'. The city's
historyinintertwined with the history of drainage tech-
nology. | became intrigued with the role of this omni-
present water in the life of the people of Ogaki and its
surroundings.

Water played a central role in the development of culture.
The annual flooding of the Nile covered the nearby land
with rich and fruitful soil, but also erased all demarca-
tions of land. Geometry, or measuring the earth has its
originsin these floodings.

The irrigation of rice fields by blocking the flow of rivers
in order to grow crops marked the start of a shift from
nature to culture.

I was curious to see how channels create lines in the city.
I'extracted the rivers from a satellite picture of Ogaki,

so that only the rivers and channels remained visible,
while everything else faded to white.

The resulting image resembles blood vessels or tree roots.
Like veins and roots, water provides living organisms with
nutrients, and like rivers create a connection between
the people and the land, the river thatis IAMAS creates
aconnection between the people that pass through it.

I was flowing through this Waterland. | had to leave the
land behind, but | kept the water, which is still flowing
through me.
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Recycling Bits and Pieces
VAN —>

Saso Sedlacek
t—RZFvo U3

2006.5-2006.10
Q122
§725

During my residency at IAMAS | couldn't help myself

digging through technological leftovers lying around
the institute. | found locked rooms full of old computers,
keyboards, monitors, than there were semi-functional
cameras, sensors, tripods and a lot of other interesting
stuff justlying around in the corridors.

Since my work in general revolves around recycling | de-
cided to use leftovers for my projects that could only be
found at IAMAS.

For the project Space Junk Spotting | used two semi-
functional DV cameras, one with a working viewfinder
and another one with still-intact optics. Connecting
them together with a computer, motion sensorsand a
program it became a device for observing space junk
flying above our heads in realtime.

This contraption shows quantity and ownership of the
orbiting trash around earth. Its mounted on a perfectly
functional tripod recycled out of three broken ones|
stumbled upon at IAMAS.

After the presentation of my pre-IAMAS work to the
students, the idea was born to upgrade one of my former
projects, Beggar 1.0. Thisis a project with explicit social
ramifications: a simple-to-make, open source robot as-
sembled of electronic trash begs for money in public
spaces. Since there was enough of such material to be
found around we quickly made Beggar 2.0.

Testing it on the streets of Tokyo and Ogaki it showed
significant differences in the reactions of the public
compared with my previous European experiments.

In Europe, Beggar 1.0 was mostly ambulating in shopping
malls where it is forbidden to beg so the robot turned out
to be a successful substitute for human presence.
InJapan however, where, in spite of quite a large number
of homeless people, begging isan almost unknown social
phenomenon, the robot turned out to be more regarded
asan entertaining attraction.

Inboth cases the robot earned money and proved that
people are rather more comfortable with technical in-
terfaces than having to deal with the real stuff and real

problems.
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The typical IAMAS resident artist may be
seen as the one who is interested in inter-
active works using cutting-edge technol-

ogy -

Y3 - t—RIFzvIEZNEFTAR
ELVTRELET—T 1 AN EBBEDES
TWe, FIMRERT Y/ O —%5ME
UIieA >89 20717 1) L38E#E, )
YA T—XICUIERY/IN T+ —
RYATER RITAHIBRRET Ty
JA—FET7HER. 7OR—HILICE. 6
TFHEOFHISENATVDIINESE
ERBEE BTE/EEORR—I—
Jrvy—) BBEUCT —IN—REE
BEVSEBEIDBVREZSBTAT
T, BEEARENTZON. ZNEZTEZ
BANLY v —DBTZ>Teh 5, FE
[CELTERAVI—TARTHA P,
ILAYRETILTI LTV, fEG
ZEB L THERES ERIDANZEHKT
L. ZATRELVEVWSERMNSRE ST,
ZDEEDEEER. BOYI-BERIC
Hizh3TH B,

Y aLfhE FEOIIT Y%K
TVWBHEARDHZEEDOAICEVICTT
& ZITYo W IZART S 3ARA]
Bl OXREHI =R EI NIz, TN TERE
FOT. BEHFERRRETRIC. IAMAS DB
F.B2EOFEMB/UT DVCTOKY
17 E=TR. IFREEHEHEEI > F—L
2006) CRIREREUEZ. ZOfFREZ
D, FlEoFELETOY TLDOET
[CEALTEXAZEWVDS, RETTUT14H
JVICTHIRRIC732) MRS DrFN
& ThETTBEVTHL,

Saso Sedlacek, however, is a little differ-
ent. His performancesand creationsare
built from trash, discarded consumer
appliances, charged with black humor
and political views. The project he pro-
posed for his residency, a database that
would list 6,000 pieces of junk floating
inspace complete with their respective
owners, space agencies and others re-
sponsible for the pollution, sounded like
a pretty far-fetched idea. The screening
commission decided to give this geek a
try ashe seemed to be the ideal stranger
who could stir up the program. An artist
who caninspire students and from whom
they can learn to discover that special
something which is more than the exper-
tise to create sophisticated interfaces
and elaborate algorithms.

Early on during his residency we went to
meet someone from a Japanese associa-
tion possessing data of space debris, just
to be told - as expected - that it's unfea-
sible!But Saso refused to give up, and
with the help of IAMAS staff and students
he was ultimately able to create a proto-
type which was exhibited at the Ogaki
Biennale 2006.
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What left the greatest impression on me
however were my various experiences
with Saso's Beggar 2.0, a follow-up de-
velopment of his Beggar 1.0, some kind
of low-tech robot he and his engineer fa-
ther had assembled from obsolete com-
puter parts while in Slovenia.

This robot was used for begging perform-
ancesat Ljubljana shopping malls. The
robot randomly pleaded passersby with
its mechanical voice, stretched its hand
out from a CD tray, received money, and
said thanks. What would happen if this
Beggarwould roam the streets in Japan,
anation that excessively dotes on robots
and overflows with computers and high-
tech junk? The Beggar 2.0 program was
publicly released as freeware, and the en-
gineering drawings of the hardware
where disclosed on the Internet, making
itan open source project that would en-
able anyone in any country to build beg-
ging robots from suitable pieces of scrap;
the coding and animation of the robot's
facial expressions have been done by one

of the students.
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Scrap and Memories of a Beggar Robot
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Saso was able to release his robot in the
real world at Cultural Typhoon, a cultural
studies sort of eventin Tokyo, which per-
fectly corresponded to Saso's concept of
social engagement.

Familiar with Sony's AIBO and Honda's
ASIMO, Japanese people were struck by
the retro-esque cuteness of this weak
little monster - an awkward robot made
from four obsolete computers and a small
monitor.

People were amused by the begging robot
as we walked down the shopping mall in
company with the mechanical beggar;
unfortunately, the batteries ran out of

power toward the evening...
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Saso was intrigued by the question why
homeless people in Japan do not beg.
One day we went out to Yokohama's Ko-
tobuki-cho, a day laborers' town, for a
four-hour hearing with people from a
homeless support group. One memora-
ble statement was, Homelessness is a
lifestyle, begging is an occupation. Al-
though for us this was not a satisfactory
answer, | felt that thiscomment was
somehow closely related to the origins
of modern Japan.

At an Okonomiyaki restaurant along a
national highway that we visited the
night of his arrival in Japan, Saso remind-
ed us thatit'sbeen only 15 years since
Slovenia switched from communism to
capitalism. He must have been puzzled

by a lot of things in Japan.
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An artist in residence fulfills an essential
role by providing a window, teaching
about the world outside the reservation
thatis IAMAS. Not everything that can be
seen from this window is pleasant, but
one thing it does for sure is let in some
fresh air.

Perhapsit's no coincidence that the pro-

gram is abbreviated AIR...
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The video works which I made in Japan needed to be shot
on different locations - so together with my girlfriend
Yasmijn and our one-year-old son Poema we traveled
quite a bit by train and car. We rented a minivan and put
some futons in the back: a fun way to explore Japan!
We could escape the densely populated areas and visit
places where not many tourists go. Inspite of having a
car navigation system we got lost rather often; we had
to pay extra attention to find entrances of expressways
and following narrow mountain roads. Traveling with
Poema made it easy to getin contact with people;
wherever we went Poema was getting lots of attention!

Most of the footage for the Horizon Dance and parts of
the Tautology installations were recorded along the
coastline of Kyoto prefecture, where | hoped to find views
with a clear horizon unobstructed by trees, people, hous-
esand such; this was not so easy since in Japan as lot of
nature is been overtaken by man-made infrastructures.

I worked with a simple motion-control pan tilt unit to
be able to repeat prerecorded camera movements.
Jean-Marc Pelletier, faculty of the Studio Course helped
me create the necessary software. This setup gave me
total control over the recording process and subsequent-
ly made me think h ow different locations impact our per-
ception in everyday life.

Being a tourist on a town square makes us look around
in a specific way. Driving a car frames our focus on infor-
mation and signs on the road.

It fascinates me to explore these different ways of look-
ing within the limitations imposed by film and video; the
eye is connected to a camera, which assumes our point
of view.

The pan tilt unitadds a new dimension as it gives us the
possibility to repeat a specific eye movement over and
overagain. This reproducibility of movements affords a
new way of storytelling, which became the foundation
of my research in motion-controlled videography.

Scan and Rescan: Travelling
5% 2F v I DR

Jasper van den Brink
Tr Ty T RN

2007.6 - 2007.12
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§131

Working at IAMAS in the electronic art field has been an
interesting experience for me, coming from visual arts.
These two domains share many aspects, yet, | noticed
differencesin communication, and dealings with tech-
nology and content; it has been a great opportunity to

getintroduced to electronic arts.
The video works and photographs taken with a large

format camera were shown at AD&A Galleryin Osaka in
December 2007.
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Since the establishment of the IAMAS Artist in Residence Program,
a total of twenty artists have participated. | find myself deeply
moved hearing that this program is not only highly regarded in
Japan, but also abroad. As one of the individuals involved with
the establishment of this program, it is with fresh sentiment
thatlam reminded anew of companionships with invited artists

and the particular events at that time.

In 1994, two years prior to the school's opening, | was appointed
coordinator of the School Founding Preparations Committee.
Then | had been teaching at the Faculty of Environment and In-
formation Studies of Keio University, and was perplexed at the
unexpectedly central role | was assigned. The proposal recalled
memories of my days as a journalist and member of an editing
committee, charged to study connections between art, science
and technology. Drawing upon my international experiences
with the media art world, | thought it could be possible to create
aunique, unprecedented kind of school... In our traditional edu-
cation system, itis difficult to cultivate people with potential

in both arts and sciences, capable of collaborating and crossing
boundaries imposed by disciplines. These are without doubt the
qualities expected from creators in this present age of informa-
tion technology and beyond.

Also | anticipated the growing importance of interactivity in
creative works that emerged with the late seventies. Affording
direct participation, such works have gained attention as a new
category, endorsed by computer technology associations such
as SIGGRAPH and international media art festivals like Ars Elec-
tronica. The expansion of the Internet in the nineties also con-
tributed to greater demand for cultural contents with partici-
patory aspects that can connect places across the globe in real

time.

How it All Started...
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Itsuo Sakane
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Ever since my experience planning the Wonderland of Science
Art: Invitation to the Interactive Artexhibition at Kanagawa
Science Parkin 1989, | have been thinking that schools will have
to offer educational environments that enable the creation of a
new type of work.

In Japan, and even in Tokyo, opportunities to experience such
interactive media art were few at the time; in provincial towns,
the chance to be exposed to such works was near zero.

This situation inspired the establishment of the IAMAS Artist in
Residence Program - AIR, inviting cutting-edge media artists
tostay and produce work at the school during a limited period,
while simultaneously acting as educators. At the time, several
overseas universities had already started such residency pro-
grams. Le Fresnoy, Studio National des Arts Contemporains in
Northern France is a type of graduate school at which student
direction is carried out completely by visiting artists.

| conducted onsite studies of such programs as Le Fresnoy in
various parts of the world in order to ascertain their potential,
and in the year preceding IAMAS' opening, | proposed hosting
the Interaction ‘95 exhibition to boost the school's publicity.

| wanted the local residents to become acquainted with the new
art world that was going to develop a center in their communi-
ty. As this exhibition was a great success it was decided that it
should be continued as a biennial event.

Many students have since viewed these shows, taken the IAMAS
entrance examination, produced excellent achievements, and set

out on their own into the world.
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The selection of artists has always been an issue; fortunately,
through my visits to SIGGRAPH and Ars Electronica every year
since the eighties | came to know and befriend many qualified
artists. Coincidentally, around that time the Japanese artist
Toshio lwai had just returned after completing a residency at
Germany's ZKM, and when | suggested the program to him he
readily accepted.

On both the occasions of the 1989 exhibition in Kawasaki and
Interaction ‘95, to which he was invited, lwai proved to be a
unique artist who creates brilliant works. One of the works he
produced during his IAMAS residency in collaboration with Ry-
uichi Sakamoto was presented at SIGGRAPH and received a
Golden Nica in the Interactive Art category at Ars Electronica in
1996. His international recognition also helped to make IAMAS
a well known institution. I still vividly remember that students
who had collaborated with Iwai actively offered to volunteer
during those exhibitions, a dozen of which even followed abroad
for the setup at Ars Electronica in Linz, Austria.

| was told that the large, round-shaped image symbolizing 88
piano keys in this work was based on the idea of one of the stu-
dents. This, | feel, is the sort of educational accomplishment to
be expected from the AIR Program.

Christa Sommerer and Laurent Mignonneau, whom | invited af-
ter viewing and being impressed by A-Volve, a piece that earned
them a Golden Nica at Ars Electronica 1993, eventually even
stayed on as faculty for several years; Laurent became indispen-
sable to the interface production for students' works. Both of
them are currently teaching at the University of Arts and Design
Linz. Since they commenced work there, an exchange student
program has been started between their university and IAMAS,

and continues to this day.

How it All Started...
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Tamiko Thiel produced Beyond Manzanar, an interactive instal-
lation, during her stay at IAMAS. This work was based on a true
story of life in Japanese American internment camps in the United
States during World War II. Following her residency, the work
became famous and was exhibited in various locations including
SIGGRAPH. | actually met her architecture historian father, Philip
Thiel, at the World Design Conference in 1960. During those days,
asayoung girl Tamiko stayed in Japan for a time, owing to the
help of architect Kiyoshi Seike. She played in Kamakura with the
late Mannojo Nomura, the first ever ORIBE Awards winning Noh
performer, when he was only five years old. Again it was several
years later that | found out that this girl went on to study pro-
jectdesign at Stanford University, and worked as a coordinator
on the design of a connection machine with blinking red LEDs
on what was once one of the greatest computers of the world.
Her penchant for themes connecting different cultures across
barriers originates perhaps from the fact that she wasborn toa
Japanese-American mother and a German-American father.
Tamés Waliczky and Luc Courchesne | met at SIGGRAPH and Ars
Electronica respectively, and Michael Naimark | knew since he
was a student at MIT under Gyorgy Kepes.

The overseas artists invited back in those days currently continue
creative and educational work in their countries, and even now

many of them are still keeping in touch via email.

Recently, | have fewer chances to visit IAMAS, but | always make
sure to attend the Graduate Exhibition. On these occasions, | can
also see the works of current resident artists, and quite often lam
impressed anew by their achievements.

I truly feel that media art has the power to connect people,
crossing national boundaries and cultural barriers through the

works of artists participating in this AIR Program.
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Residency programs generally give artists the opportunity to
create works at a host institution - and region, over a distinct
period. For artists, to sojourn, conduct research and collaborate,
means also to position themselves as outsiders; thus they expe-
rience not only a different culture but also have many opportu-
nities to review their work from new angles and share their ap-
proachesand interpretations with the host community.
Residencies need to be prepared to deal with unexpected occur-
rences, fostering creative flexibility and tenacity; these are also
numerous irreplaceable experiences for the residents as well as
for the hosts.

Within the many ambitious residency programsin Japan, the
IAMAS Artist in Residence Program - AIR - has been showing
particularly outstanding results by international standards since
itsimplementation back when the school opened. In addition to
supporting internationally successful artists and promising
young talents mainly from the field of media art on their leap
forward to the next level, the synergetic effect between AIR
and education at the school has helped enhance the worldwide

reputation of IAMAS as an educational institution.

Incubator for Transformation
EARDIH DR

Yukiko Shikata
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This Ogaki-based institute focusing primarily on research and
education in media art trains an elite of diverse creators.

The school promotes active communication and collaboration
according to each student's personal work, research and skills,
and by inviting artists to enter this compact, tight-knit commu-
nity, it has created an unprecedented kind of setting for mutual
creative inspiration. In exchange for providing IAMAS with the-
oretical and practical connections to the world by becoming part
of the network, resident artists take what they have learned at
IAMAS and apply it to their works and activities.

Perspectives and perceptions change, and through production
and practice society and its prospects change as well... There is
aneed for us to recognize the potential for transformation in
the world as a result of the way people meet and live, just like
Joseph Beuys expanded the concept of Kapitalfrom established
economic value to people and society, and Pierre Klossowski
developed the concept of La Monnaie Vivante - living currency.
Not only those who explicitly postulate such shifts, but also
those involved and affected are solicited to become triggers for
new transformations; itisimportant to have incubators which
accelerate this effect by providing a platform for people to meet
and engage in creative work. Needless to say, the IAMAS AIR
Program is one such uniquely powerful incubator for transfor-
mation.

I'm looking forward to seeing how this program continues to
inspire and educate people, and instigate a great variety of pro-

grams following that model.
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Creators from diverse fields are recognized today as key actors
in the economies of the 21st century. In Great Britain for exam-
ple, the creative industries, defined in a total of thirteen cate-
gories which include domains such as art, design, architecture,
film, media, fashion design, and computer games, are regarded
asincreasingly strong drivers of the national economy.

The 2002 publication of urban economist Richard Florida's book
The Rise of the Creative Class elicited strong response around
the world for his analysis of the working styles and thoughts of
young IT entrepreneurs who started up Google and Yahoo!
among others, and his definition of a Creative Class. The keyword
in each case is creativity,and now many countries and local au-
thorities are striving to incorporate aspects of creativity into
their policies.

It hasbecome almost impossible to discuss the future of a nation,
region or city without the involvement of artists and other crea-
tors.

In Japan, the city of Yokohama is taking the lead in this direction
with its Creative City Yokohama policy, a bold support program
forventuresand other activities aiming to attract contemporary
artists and creative people from the digital contents industries
to Yokohama.

There are countless other examples of culture and art playing
central rolesin urban revitalization in western countries, which
suggestsacommon universal awareness of aesthetic and crea-

tive work as the new lifeblood of regions and cities.

Mission and Impact
IYI—H— A2 LT ADAREN
Sachiko Kanno
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Against this backdrop, | believe that the role of higher education
institutions such as IAMAS, which provide education and re-
search environments for experts on the forefront of these crea-
tive activities, will find more and more attention. Across Japan,
more than thirty Artist in Residence programs are presently
implemented in different shapes and scales, yet AMAS' may
very well be the only one held at a higher education institution
specializing in media art.

In Holland, where creative industries are enjoying strong pro-
motion, the Rijksakademie in Amsterdam, the Jan Van Eyck
Academie in Maastricht, and other art universities offer gradu-
ates the possibility to develop their ideas in artist residency
programs after gathering some real life experience as artists.
Even Harvard University and the University of Cambridge have
started on campus programs welcoming residents from com-
pletely different fields to step in and stimulate new perspectives
and thoughts.

Exchange between people across different cultural backgrounds
and artistic categories generates a constant flow of ideas, and
encourages regional circulation of creativity.

The role of Artist in Residence programs is to afford a support
system for creation, trial-and-error experimentation, discover-
ies, encounters, and collaborative work. They can also create
awareness of the possibilities, attractions and problems in cities
and regions that local residents are too close to see. | believe

that thissystem is charged with immeasurable potential.

95



T—=TAAN - A2 - LYT VR (AR) HIEE. IAMAS BIRESH
5. ZOFULWVWERERYMDTZEERRFTEOD—DI>fz.
<HERLTWEZDS A (F ERTERITZ N TLAJL
DT —T 1 ANZBE IAMAS TU-K W EERZEFRIFELTES

S, ZELBEFZOGFMERZICIZIERV. £LT7—T1ANED

RiizBU T MBPERL T TEBDIZEDOTER THIE
DO . ZUTHEFROEBVPEZAZEN ELWSEDTH B,
EEZZNAICICEFBCRZBVWEDTH>TE. 2D ARl
ERVROEHEBHSA. BRICIAMAS THEFZ LD 2 E(CT0D

DIRE - VLAZ—&07Y I 23 /AN GHEFEY. REFX

THDCZOHFICHBRDTNERRESE TS, e £
RAE (ST B2HENMRZ T TELIAMAS BRI S 12 FHR
125 TE. BROBET—T 1 ANBE IAMAS, ZUTEHEE
EERTESFLHETERZRIEL. ZTOEEEROEREL

HHRAERY NT—2T(F IAMAS DEERHFEEEIRETED(C
FoTW\B,

—A. ZO AR FIEO#E EHFCHSVTRTESFARTHE
BOABEVTWVBED, RTET—T A ANDREEECDOVTEFS
TERANREZZLEBV, ALY, BANBARE TRy T L
NILDT—=TAAKN EF—EREDESBADI EZVSDHN?

IhELW 2% Z S TeEED TR DT ERDON?  ZDOERIFL
DEAVITITAT  T—hEWSIHEFDOATIHRELTFESEWN
DOH? ZEZEIAMAS [CRTE-TTHEDE I #HETE
53DNZDHIEDRYDBERZDOMN? - BERE, BERRE
[CHEHANSEF TS AR BEEEZFICTBE. BRADZE

[CHZTUVZ AR O BREELE | NEFIFRE-MEL>THRN
T3, DFEBETANAMAS [CEST AR EFAN? EVSIR
AHBEWCITEELDTH B, TNZ2EZTVNKE, TEZ
ERANHRATZ AR FIEDS FUA D, BFAUSRS Tt
ZEOFTEFNTCHVEBLCARSKRESTINTVBRLIICR
A TKB, DFEVZNE TBATSRE TSR EVERELEA
Ty 2ETHY., TNRELBATRES VB ZEHREFH UL,
RRZFEMIUEEDTHBDEWVWSTHRZEKLTWVD, ZLT
FLEREBECETNCRINRFIIZICH D EVWSHARET,

M IPIAENSEINET T LFHL<LABoE) BEETVZLOD
TRV, Z5TEAEL Pv VLT SBBREAT (T 7—KIC
BIFBT—TAANC, #E BENE BEERDTEN TSR
LI ERRIEHEVT, ThyTLAJL EVWSFHERE, BIRX
BTUNESCEEDSTUESDTH S, BOSVAETDE.
FNESHBENTTEDBERZITT M5, IAMAS [CABGENy T LA
by ZRIRFZHEVNS, EXTHNELUROHEREL <D
NBER(CEOTVBEVS T ERDTZ,

ZOESBERENS. FL5(F BOBHRABIERHEZNH IAMAS
DARELVTREIENTE ! LEBICTINELY. TULAEkR TR
IEELU TV IER#EZNEE. AIR £UT IAMAS THIfELTW
eOm ) EBEFETEDNZZEAREBCEL LS CHHTE
TW3, BER5, AR HIEDERECH T DHENHRDOE
BREFEESEEDSRVN, IAMAS A AR [C—K#ERAT
DOHEWVSTEBHRARIICHRCHLTHRESNEAY =TT
ENAST. ZNEHRFNSEREEDZTNEBEBIDH
N5, BoMHFLLWERRE LTHRGNSSBEINZHC
IAMAS Z LTV DREVS BLSDREEDRNENSTH S,
ARDA[F T—TAANDEXFTHD. ATAT7T—KCH
WTZEDT—TARANEBAETZADTEEETDESS?
BFLVCEEESRENVABOTHLEANVEBLLA RBER
BBIATATT—NDEHETHZF—ANITOTILA - TLY
ROZADVWDEEFTVS [EFir, #Hif. ZUTHERI £V
F—T7—RZE5ALRELV. BREKCHEVTEENZETICH
HUTLFESRCO=DERUMIF. —DORBELEULTERT
TBANCE. BHERBZT—TAANDEETH D, M<LT
2008 O T, FLEH RNy TI SR EFHET D, i
RTEEERTEALV, BFEE TO0I57— EHENTVS
[7—F 42K M AR [CRENTZDTH .



The Artist in Residence Program - AIR - has been set up as one
of the central projects when IAMAS was established, designed
to characterize this new educational institution. The scenario,
as | remember, was to invite top level, internationally acclaimed
artists and have them create works at IAMAS; students should
have the opportunity to learn the art of production through
observation and interaction with these artists. There are plenty
of successful examples, beginning with the first resident, Iwai
Toshio, and followed by Christa Sommerer and Laurent Mignon-
neau, both of whom later came to teach at IAMAS. This legacy
isnot only of educational benefit for current students. Since its
inception twelve years ago, IAMAS and its graduates maintain
relationships of trust with past artists, forming a global network
that certainly is a valuable asset for IAMAS.

However, there is still some degree of trial-and-error in the man-
agement of the program, amongst which is the ongoing discus-
sion of the selection criteria. What exactly are the qualities of
the top level artists? Should the artist be a distinguished master?
Is the field of work limited to interactive art? Is the objective re-
ally to have an artist come and perform for us as a master at
work? Questions like these and others which may seem rather
self-evident arise year by year, when we actually have applica-
tions from all over the world right in front of us.

Itall comes down to a fundamental question: What does AIR
mean to IAMAS?

As we reason through, the scenario for the AIR Program stated
earlier begins to seem largely influenced by the old Meiji period
thought of assimilating Western culture, summarized by the ad-
age to quickly take in all that is occurring overseas. This is un-
derstood to mean that, what is happening overseas is the fore-
front of a future trend, implying we should always remain on

the learning side.

Who is It?
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I'm not suggesting that there are no longer things we can learn
from other countries. My point is that, while it is not any more
possible to rubberstamp media-artists - which as a genre is ill-
defined to begin with - the stipulation top levelis rather relative.
The ability to determine what kind of top level is proper right now
at IAMAS through our faculty alone is being highly scrutinized;
when | think about it, this seems perfectly natural.

With this awareness, we are gradually looking forward to select-
ed residents being recognized not as famous artists chosen as
IAMAS AIR, but rather - after the fact and speaking in past tense
- as up-and-coming artists who once produced works as AIR at
IAMAS!

The reasoning behind this is, while the educational benefit of the
AIR Program for current students continues to be important, we
have come to the realization that the decision of whom IAMAS
selects s intrinsically a message to the world in itself: We are ex-
panding IAMAS from a place that collects information from the
world and learns from it, to a place that is globally referenced as
asource of new information.

The Ain AIR stands for artist. Now what exactly defines a media-
artist? After making the above, bold statement, it is to my chagrin
that | fall back on keywords upheld at the longest standing me-
dia art festival, Austria's Ars Electronica: Art, Technology and
Society. | define this artist as someone who can execute a single
expression by intertwining these three domains, which in mod-
ernsociety have become hopelessly disassociated. It isin this
spirit that this year, for the first time the artist chosen was one
who might under normal circumstances be referred to asa pro-

grammer but weregard as a world-class artist.
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Give and Take
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The word residence - which according to the Oxford English
Dictionary has been in use since the late Middle Ages - can refer
to eithera place or the period one spends living in it. Hence we
can say that Artist in Residence - AIR - means to continue being
anartistinagiven place fora given time. Of course, we don't
focussolely on artists in the historical or social sense. We have
had engineers, programmers, performers and researchers visit-
ing IAMAS as well, many of whom had already tasted life and
work as a resident artist in various countries. Sometimes like
travelers, sometimes like anthropologists, they lived for a period
of time in a particular place. While being thoroughly outsiders,
they may act for a while asinsiders, and on parting they take
something home from their expeditions... If this somethingisa
collection of memories, there will be no one to complain.

This something however, may also be a new technical skill they
acquired, or a friendship they made in a small Japanese town.
Undoubtedly, this something will fuel their future endeavors.
Now whatisit that traveler and anthropologist leave to the place
they visited? | believe that the resident artists at IAMAS do face
this complicated outsider/insider situation, grappling for what
they will leave behind. Just as a lighter the traveler threw away
will be recycled, and a tape recorder the anthropologist left be-
hind will be seen as a device for communicating with people from
adifferent world, what the Artist in Residence leaves at IAMAS
may affect the school, the city of Ogaki, or even the entire coun-
try. Thisis how culture works - the insidersat IAMAS pass it along
by connecting to what the visitors have left for them.

The exchange of memories is of course the most important part,
however | hope that both IAMAS and its visiting artists will ap-
proach the program with an eye to the greater scheme that is the

creation of culture.
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Toshio lwai
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Violin ~image of strings, 1997

This work builds on the theme of Piano - as
image media, presented in 1995. Intricate
computer graphics are superimposed on an
actual violin using a half-silvered mirror.
These images are augmented with synthe-
sized violin sounds, producing a work where-
in the line between the real and the virtual is
blurred. A touch-sensitive interface allows
to interact with the visuals, creating the illu-
sion as if those images are actually playing

the violin's strings.
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Refrain of Six Pianos, 1997

This work uses six player pianosina circular
formation and a computer to produce rotat-
ingimages with the dynamic movement of
sound. When one of the pianosis played, the
sound is picked up by the adjacent one and
so forth - making a full round.

Aprojector castsaspiral of light on a round
screen in the center of this installation, pro-
ducing the sensation of a vortex whose drift
isinsync with the unfolding music. Multiple
participants can join to create ever more
complexsound structures simultaneously,
experiencing sound, keyboard movements

and visuals.
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Composition on the Table, 1998

Thisinstallation enables multiple users to
generate music through a simple interface.
Thirty-six push switchesare embedded ina
round table and augmented with a projected
overlay of a maze-like mesh. Within this sys-
tem four different rotating figures - red,
yellow, green and blue - follow arrows along
the coursesand produce, whenever they en-
counter a switch, various sounds. Pushing
the switches changes the arrows' direction,
creating permutations of moving patterns
and a continuously transforming stream of

sound.
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Christa Sommerer, Laurent Mignonneau
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HAZE Express, 1999

HAZE Expressis an interactive computer in-
stallation based on the metaphor of watch-
ing passing scenery through the window of
avehicle, such asa train, car, or airplane.
When travelling though a landscape at high
speed, details become blurred leaving justa
haze of impressions.

Inajourney with HAZE Express, passengers
can not only watch these fleeting images, but
also stop them to examine their composition
in detail. By moving their hands over the
window's surface they influence the compo-
sition of the landscape iteself: non-deter-
ministic evolutionary algorithms, linked to
theirinteraction, continuously provide new
and unique scenery that becomes part of a
semi-realistic and semi-virtual trip through

data landscapes.
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Verbarium, 1999

Verbariumisan online, interactive text-to-
form editor. Visitors to the Verbarium web
site can write text messages which are parsed
and transformed into genetic codes for three-
dimensional life forms. The interaction of
people with the system provides constant
new imagery that even the artist could not
have foreseen. Each message creates a dif-
ferent form; depending on the composition
of the text, forms can be simple or complex,
abstractor organic. All text messages com-
bined create an intricate, three-dimensional
image of a virtual herbarium - hence the ti-
tle, Verbarium.

Participants also have the option to select
any part of the collective flora to retrieve

the messages left by others.
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Collaboration/Support
Isato Kataoka, JAVA programming
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Tamas Waliczky
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The Fisherman and his Wife, 2000

The Fisherman and his Wifeisa 30-minute
long computer animation, based ona German
folk-tale.

The visual world of the animation is that of
shadow-theatre. Every virtual puppet, tree,
flower, and house was hand-drawn, scanned
onto computer, then used as texture-map for
2D polygonal forms positioned in a 3D space.
At first, scenesare lit with only a single light
source, but, as the story progresses, more and
more puppets have their own light sources,
and shadows are cast by the other puppets
and objectsin the scene.

The work uses the contrast of light and shad-
ow to visualise the relationships between
humans: reality to virtuality, reality to wish-

es, reality to dreams.
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Collaboration/Support

Angelika Csizmadia, Harpsichord Performer
Tsuyoshi Fuyama, Animation

Manfred Derek Hauffen, Narrator

Janos Macsai, Musical Director

Anna Szepesi, Concept
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Focus 1999

Focusisawork formed from hundreds of
photographs; it can be thought of both asa
personal, digital photo-album, and a meta-
phorical vision of Europe.

Starting froma blurred, simulated photograph
of a crowd gathered on animaginary street, it
is possible to investigate individual members
of the group, and the relationships between
them.The camera itself provides an interface
to the piece.

Afollow-up version, Focus 1999 was realized

with the support of IAMAS.
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Beyond Manzanar, 2000

During my residency at IAMAS | produced
Beyond Manzanar - a 3D, interactive virtual-
reality installation - in collaboration with
ZaraHoushmand, an Iranian-American poet

and theatre director.

Beyond Manzanaris based on the Manzanar
Internment Camp in California, USA, where
over 10,000 men, women and children were
imprisoned during World War Il merely be-
cause of their Japanese ancestry. In the high
desert, surrounded by California's tallest
mountains, Manzanar's harsh but beautiful
landscape provided the bridge to the second
layer of the artwork: the story of Iranian-
Americans threatened with similar internment

during the Iranian Hostage Crisis of 1979.

Ironically, Manzanar bears a striking resem-
blance to the landscapes of Iran. Both the
Japanese and Iranians consider mountains
to be abodes of the divine, and sources of
solace in difficult times. Thisartwork inter-
weaves Manzanar's landscape with layers of
culturaland political meaning from these
two, very different, immigrant groups, both
striving for the American Dream, despite be-

coming scapegoated as the face of the enemy.
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Flower of My Secret, 2000

Flower of My Secretis a repository for dreams,

memories, rumours, worries, wishes... and,
of course, secrets. Drawers, in various sizes
and atvarious heights, contain virtual flow-
erbeds that teem with the whispered thoughts
thatvisitors have left behind.

The flower beds need secrets to grow, but to
hear the planted secrets, visitors must leave
secrets of their own. Each secret becomesa
flower, each unique to the visitor. Integrated
into the RFID backbone of The Public gallery,
UK, with this project visitors' data bodies
become social: people enter into symbiosis
with the flower beds, other visitors, and the

flower beds growing outside...
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Japanese Whispers, 2000

Asanexperimentinto the way information
is changed by being digitally processed and
transmitted through electromagnetic space,
20 mobile phones were laid nose-to-toeina
circle. During the performance, calls between
the phones were placed in a variety of pat-
terns - for example, neighbour to neighbour
oracross the circle - and the ambient sounds
and voices of participants played into the
mouthpieces, to be propagated through the
mobile phone network and the piece. The re-
sulting feedback loop - created by the itera-
tive process of digitisation, transmission,
outputand re-digitisation - delayed and dis-
torted the audio, producing echoes of the
room with voices reduced to a noise much

like chirping birds.
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Urban Constellations, 2000

In the same way that we have created con-
stellations from starsin the sky, we can also
use urban lights to create patternsin our
cities.
In Urban Constellations, extremely bright
lightsourcesare placed at various locations
in the city, each focused towards a viewing
location. Visitors can draw and record the
patterns they see using an interface, which
is projected upon a window. Each participant
-seeing different patternsin the lights - helps
to create the work by contributing to the col-

lection of drawings.
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remember when we thought television was

flat and the center of the universe? 2000

For this piece, stillimages on three outer
screens are choreographed to the sound and
video of a central cylindrical screen.
Coupling video art - a continually emerging,
experimental discipline - with sculpture -
dynamic yet historically more traditional -
the installation becomes the ideal venue for
exploring the relationships between art and

technology, form and content.
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The Visitor: Living by Numbers, 2001

This work continues the theme of This work
isinspired by Pier-Paolo Passolini's 1969
film Theorema, and a dream Courchesne's
daughter had when she was 10 years old. In
the installation visitors are planted some-
where in the Japanese countryside. From
there they try to make a life for themselves.
Exploring the territory, happening upon and
entering a shelter, meeting and dealing with
the inhabitants, and gaining status within the
group define the participant's experience.
Leaving the place and inhabitants to them-
selves - asin Passolini's film, or being forced
toescape after an earthquake - asin his
daughter'sdream, further characterise the
adventure.

Tointeract, a visitor enters the dome, and ad-
justs the height until they feel visually com-
fortable. When the action stops, they may
speak any number between one and twelve
toindicate the direction they want to go, or
toshow interestin people and what they

have tosay.
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Fu Rai Kyo, 2001

Fu Rai Kyo was composed in the Autumn of
2001. Itisareal-time performance piece,
consisting of a four-channel image with dig-
itally produced sound. The four images are
projected, as quadrants of a larger picture,
onto asingle screen behind the performer.
Live image processing was handled with
NATO.0+55, while the sound was produced

with Max/MSP.
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ACCESS, 2002

ACCESSisaninteractive installation thatal-
lows web users to track anonymous individ-
uals though public places, by pursuing them
with a robotic spotlight and acoustic beam
system. The interface allows participants to
selecta person inareal publicspace, in real
time. ACCESS explores and addresses the
impact of detection and surveillance within
contemporary society. It presents tools of
control that combine surveillance technolo-
gy with the advertising industry and Holly-
wood, creating an intentionally ambiguous
situation which reveals the obsession/fasci-
nation with control, vigilance, visibility and

celebrity.

Collaboration

Achim Goebel, Management, Technical De-
velopment

André Bernhardt, Computer Vision Tracking
Arne Graesser, Server, Terminal

Torsten Ziegler, Audio Beam and Media Flash
Server
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VR Webcams, 2002

Virtual Realityand Webcamsare currently
incompatible suppositions, placing sensory
richness in opposition to liveness. Large, im-
mersive images sent through narrow pipes -
such as today's Internet - must accumulate
over time; artefacts result, since content can
not be transmitted simultaneously.

These time artefacts were explored using the
visual material from a previous installation,
filmed with a custom-built camera system -
where such factors as frame rate, lens angles,
and panning speed all were known. Although
the footage was prerecorded, it approximat-
ed how a live VR Webcam might appear.
Scenes of the same locations, at different
times of day, were combined in various ways
tosimulate narrow pipe time artefacts.
Studies produced from this footage suggest
thatsuch artefacts, while reducing the veri-
similitude of the imagery, can increase densi-
ty and activity. In such hyper-realimages,
morecan happen,and soa VR Webcamis

proposed.
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Camera Zapper

Cameras are ubiquitous today, and, from a
technology perspective, the revolution is
justbeginning. To many, thisis good news,
butthereisadarkside. Acameraplacedina
legally valid site can peer into otherwise pri-
vate spaces. Connections to the Internetal-
low arbitrary users to watch anonymously.
Imagine looking out your window and seeing
someone on top of a building with a large
telescope, looking down at you. Now imag-
ine the nightmarish vision of seeing thou-
sands of people on top of the building, with
telescopes, looking down at you.

| felt compelled to ask deeper questions:
When cameras are everywhere, is it possible
to become invisible from them? I began by
aiming an inexpensive laser pointer directly
into the lens of a video camera. The results
were striking. The tiny beam neutralized re-
gions of the camera sensor far larger than
itsvisible area. Properly aimed, it could
block a far-away camera from seeing any-
thing inside of a large window.

Ilooked around the Web: relevant articles
existed, but were highly scattered. Unsur-
prisingly, a lot of information exists in mili-
tary literature - much of which appears to
have become re-classified, disappearing
from the Web day-by-day. From there, | re-
alised that | could, more or less, cover every-
thing to know about camera zapping during
my IAMAS Residency, both in terms of prac-
tical information, as well as larger meta-

phors.
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velocity, 2003

Participantsenter a narrow corridor, just
wide enough for one person to squeeze
through. The far end isa screen, onto which
projected light pulses ata constant interval.
The slightest movement causes the pulse to
waiver, and various moiré-like visual patterns
emerge. Exploring the relationship between
their movementand these visual oscillations
impacts upon the senses, like a swimmer
moving his body through water, employing
buoyancy and resistance, guided by his de-
sire for motion.

What can we expect from the relationship
between technology and perception? This

work attempts to provoke similar questions.
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Camera Lucida: Sonochemical Observatory,

2003

Atransparent glass chamber is filled with a
gas-infused liquid; multiple ultrasonic trans-
ducers, attached to the chamber, generate
an ever-modulating sonoluminescent envi-
ronment. Sonoluminescence refers to the
thus far unexplained light emissions gener-
ated during the sound-driven collapse of gas
microbubblesina liquid.

After adapting to the absolute darkness sur-
rounding the installation, viewers gradually
perceive the highly detailed shapes and
movements of glowing sonic vibrations.
Ahydrophone - a submersible microphone
thatis sensitive to ultrasonic frequencies,
translates the sound of the transducers, as
well as the resultant bubble implosions, into

the human hearing spectrum.

SupportSupport
HONDA Electronics, Creative, Inc.

AL EF AR, Creative, Inc..
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Evelina Domnitch, Yoshiyuki Asakura,
Yasuo lida, Werner Lauterborn,

Thierry Lepoint, Toru Tuziuti, Kyuichi Yasui,
Scientific Advisors

Andrey Savitsky, Software Designer

Jiro Hirano, Takahiro Kobayashi, Hardware
Designer

Christophe Charles, Composer
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Obake, 2003

This piece intends to create an interactive
space foranon-verbal, asynchronous com-
munication, based on abstract objects, sym-
bols, and music. The shadow of a participant's
hand and armis used as an interface for gen-
erating visuals and sounds. The analysis of
their gestures, and their denotation into an
audio-visual system, initiates a playful, non-
verbal communication between computer-
generated and user-animated objects. In ad-
dition to thisinput, simple artificial-life al-
gorithms control the movements of virtual
objects.

The piece employs a custom-made vision
system for tracking gestures. As well as
driving the installation, the data collected is

stored for later review.
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Caught in the Web, 2004

Caughtin the Web deals with the changes
that have come into our lives as technology
transforms communications from the sim-
ple and traditional, to the complex and high-
tech. In many regions and societies in Africa,
the drum has long been used as an indispen-
sable tool for communication. Can the Inter-
net fulfil the role of the drum?

Ina traditional African straw hut, a dust-cov-
ered drum strung with a large cobweb lies
next toa monitorshowing an Internet brows-
er.The cobweb indicates the obsolete role of
the drum, while also alluding to the web of

computer networks.
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The one made of light stuff, 2004

Pictures of scars are stitched togetherinan
electronic quilt. With your fingers placed on
amonitor, you touch and drag this scarred
skin, moving yourself around a large tissue.
The human body can be seen as the biggest
symbol of individuality: for some the ground
for the cult of beauty, for others a weight of
pain, or the reminder that we are bound by
the laws of physics and humans - based on
the materiality of our bodies. Thisis a mixed
organism under a common cover.

The light stuffthat of the dreams and ideas,
the stuff of imagesand voices, the finestim-

material way of being an organism.
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Collaboration

Nobuo Tanaka, Video/Audio

Nabor Kisser, Arman Rastega, Photography
Gleb Choutov, Music

Yoko Shirai, Voice
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Performers
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Support

Prince Claus Fund

Elephant Cage, 2005

Okinawa has been invaded many times; its
name, language, and history changed. Now-
adays, the military presence - as with other
islandsin Asia - makes the scenario more
complicated. Itisaland confined by time.

It existsin the memory of the children who
had to migrate, losing their original names
and history, but taking with them their phys-
ical characteristics, branded in their eyes,
mouths, and skins.
Elephant Cage was recorded in Okinawa,

2004.

COBRFEERBIN. TOLH. SE.
ELeZATV3, SH. COB[CEKHE
BLTWS (TP TOMDELRERK) Z&hZ
NESISCEMICLTVS. ZOSFFEO
SBEICEALZHENTWVD, ZN(ERE%ER
WEN, AROBRTPELERNVENSE,
BHIR O KBEVSE BRI #Z 8
RIFRIZBDEBOSECHEELTNS,
2004 F (A TERINT.

Collaboration

Enrique Bernacchini, Sound
Nobuo Tanaka, Production in Japan
N=FF—ZI2Uvo. YUK
A S, HIfE (BA)

Support

Prince Claus Fund
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Tina Gonsalves
JUHINII R F14F

Endure, 2005

Endureshows the artist running on a tread-
mill ata very fast pace until she becomes
caughtinanextreme, and increasingly des-
perate, state of exhaustion. The camera cap-
tures her sense of anguish and fatigue; the
footage keepsrolling until she cannot bear
torunanymore, andisleft completely and

utterly shattered.

Endure, 2005

T4+ - dHILTTRE. MLy RINEE
ZEHDEZRT TS, KEFVAR—ZTE
SESCERERV L EORFRETEY
1%, AAZRFREOEHERH DX E=RR
A%, BEFREZANESIENBLBUTERIC
I50HEnzETH<,

Somewhere in Between, Version 2, 2005

This video explores shifts of reality. Using
the real world as the point of departure,
Somewhere In Between shows visions of ho-
rizons taken around the world at twilight.
Mixing misty lakes in Scotland with the pol-
luted waters of Mumbai, tropical waters of
the Caribbean with the muddy waters of
Northern Australia, these visions are broken
down and whittled away, reconfigured to
make another reality. They are manipulated
so that their details become indistinct, leav-
ing them barely discernible as seascapes.
These revisions reflect our tenuous hold on
memory - the impact our emotional state can

have upon the pastand present.
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IOLTENTZIREIZ. FAEEDREDIRTE
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ZAFENTVKEDDFHSZRLHL TV S,

Collaboration
Takeko Akamatsu, Andrea Young, Sound

FIREF. Yo TURLT TOUR

Waiting - Version 2, 2005

Waiting explores the relationship between

presence and absence, expectation and re-
ality. Can we resolve the image of where we
are going with the actual? Do we invest the
real with our own hopes and fears? Can the

real recover?

MWaiting) (&, FIEERTE. BIREREED
HUVEICTEDBRERRT B, EEERE
EBDNOTVBAA—D =2 RETEBEBS
M FEBRREICIEEDREPTRNEH
UEHEYIBIEEID, REZNRESE
23

Collaboration

Takeko Akamatsu, Andrea Young, Sound

FREF. ¥ TURLT TOUR
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Dane Watkins
TREFVRTF=>

Mobile Phone Stories, 2005

Love ismet head oninacomplex tangle of
emotions.

The episodes were published daily to sub-
scribers' mobile phones.

The work was produced in Flash Lite, offering
alevel of interactivity not possible on West-

ern phones.

FEIRBORHLEONOFTHERNLS
AZDOHNB,

IEYV—REBAGFEIN. MAZFOHEH
BHECESND, FRIEITTy>aTESN
FERDBECIRATREBLAILDA I Y
TAIATAERET B,

The Hippo's Skull, 2005

An absolutely free animated MMS Multime-
dia Message Service image for your mobile
phone. Simply click though the skulls to re-
ceive an animation, tailored to your specific

personality traits.
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The Hero's Journey, 2005

The Hero's Journeyis a series of 15anima-
tions, each illustrating a differentstep in
The Hero's Journey, as codified by Joseph
Campbell. Star Warsis probably the most fa-
mous film to use Campbell's narrative arc,
with Luke Skywalker as the hero who saves
the universe. My hero is slightly more podgy
than Luke, a little less mobile, and unable to
save himself - let alone the universe.

Tome The Hero's Journey represents a shift
in American ideology: moving from the
American Dream - a belief that through hard
work the individual can realise wealth - to
the American Lottery - where an individual
can be plucked from obscurity to be given

wealth and riches.

BEOR

TEHEORR] 315 BOT - A=>3>DY)—
ZABH-THY. TORLHY 3t 7 -F+
SUNRIUDFEDZBEDRODEZRIEE/NT
W3, 29— o= BFEERSE—
O—&LTDIL—2 - RAAI+—H—%&FEA
NETBH, ZNEFY3T7 - FvIRILOMR
ATEMEBZEECLEEZE<E2LEFSL
RERETH B, BOE—O—FIL—2EUD
LTACULTOTOLBIEFCRIS. B9E
FEAMZEONFEEMADZEFECTHD. fA
[CESTZOEREB. TAIADATFO
F—OE. THHEFVHEFZPURITT
BEBMOEVDIGER-TAUAY - RU—LH
5. HBVFEVWRBEDHNSERLEEEBLOHBE
WSTAYHY - Oy d)— (FAUHDOT)
ANOZEILERZDTH .

Support

Masayo Kajimura, Translation
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Shiho Fukuhara
BREF

The Source, 2006

This work draws attention to bottled water
productssold widely in Japan, which employ
an untouched natural image to suggest the
purity of such merchandise. Aiming to reex-
amine water as a metaphor for communica-
tion, | studied the means of advertising in
the bottled water market. Taking the scien-
tificimage of water in consumerist society
asatheme, | collected water labeled with un-
scientific claims from all over Japan, and
presented itin an installation and workshop.
Additionally, in reference to the water issues
between the Coca-Cola Company and farm-
ersinIndia, | did a performance extracting

water from Coca-Cola.

BATHZ RFBSNTVBRNLRY 5 —
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RO —5—MiEDERAEZHELZ. K
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[CEAREZHN SR FHNEMEERF DKE
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LTHE. e 1R CHEH33H-0—F
HERROKBEICHL, IH - 2—FH5
KBTI B/NT -V REHTES T,

Collaboration
Georg Tremmel

NIV T FILY

SaSo Sedlacek
t—RSFzvo H¥a

Space Junk Spotting, 2006

During the more than fifty years that have
passed since the conquest of space began,
we have succeeded in filling orbitsaround
the earth with surplus satellites, rocket waste,
and other debris. We can view this space junk
asarcheology in the making, or perhapsasa
garbage dumpina class of itsown.

This phase of Space Junk Spotting holds as
its themes the extent of pollution in the us-
able orbitsaround the Earth, the ownership
of threatening waste, and, consequently, the

responsibility forit.
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Support
Yu Fukui, Yosuke Hayashi, Programming

BHIE MFEN TOUIIVY

Beggar 2.0, 2006

Beggar 2.0is arobot made from old electron-
icsand computer spare parts. The original
version was tested in Slovenian shopping
malls where itis forbidden to beg, but nosuch
rule exists for robots. The experiment proved
that the richer part of society shows more
sympathy towards marginalised groups if
they communicate from a safe distance, and
via technological interface.

The upgraded version was made at IAMAS
and tested on Japanese streets - where beg-
gingisn'treallyacommon phenomena and

interface communication is ubiquitous.
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Support

Takanori Endo, Miki Fukuda, Yu Fukui,
Hiromi Imamura, Hiromitsu Murakami
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Jasper van den Brink
Tr Ty TV Y RIN—

Tautology, 2007

For this video installation a projector echoes
the camera's original movements during re-
cording. The camera becomes a scanner, and
the projector a printer, both traveling along
time code. Tautology not only extends the
viewer's experience beyond the video frame,
butalso their ways of seeing.

Recordings made at various locations, includ-
ing the Tsukiji Fish Market, Shibuya Crossing -
one of Tokyo's busiest intersections - and a
dark forest, are all captivating places to be
viewed from the inside. Together these indi-

vidual scenes form a road movie.

ZOETH A2 2RFL—>3>TE. 7O
JIUI—RBAAZOEEEED. AATEFR
Frr—(Z2Y, JOYUI—-RBEEC?2
DOBICOBRESER T )y —E3,
AAZDEET=IRVIRT ZET, DA VRS
L—>3>BETAOTL—L&IET, R
[CRLEBZHHLVEDDRM(CE L, IR
[FEHAETIH. RRTEOEERMTZRE
KOUVEDTHBHARAMOBEMEE, Pl
MoBkDRBLTEIERETOR NS VEELTF
LW oz 2B TiIThbN e, ZNIEHBEKk
TO—RL—E—EERBUSZEDTHD.

Collaboration
Jean-Marc Pelletier, Programming

NRIVTFAT Dv>r=xILy. TOI73>7

Horizon Dance, 2007

Five monitors show scenery recorded at dif-
ferentlocations along the Japanese coast-
line. For each, the camera starts with the
horizon at the center of the frame, and then
follows exactly the same set of movements,
making Horizon Dance an orchestrated,
panoramic, landscape collage. Viewers' eyes
become periscopes, monitoring the six sep-

arate locations simultaneously.
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Collaboration
Jean-Marc Pelletier, Programming
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The Center for Media Culture - CMC -
operates the Artist in Residence Program,
supportsstudent exchange with institu-
tions abroad, organizes exhibitions, and
produces publications on IAMAS" activi-
ties.

The production of this publication was
only possible with great support from all
the former resident artists who provided
us with writings, photographs and other
information necessary to compile this
record of pastand current work. We also
would like to extend our thanks to the
writers who took their time to contribute
their valuable thoughts and experiences.
The extensive editorial process required
support not only from the relentless staff

of CMC, but also friends and visitors -

Thank you very much!
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Toshio Iwai

BH Rk

1996.4-1997.3,1997.10 - 1998.3
B29
Q102

tenorion.exblog.jp

iwaisanchi.exblog.jp

Born 1962 in Aichi Prefecture, Toshio Iwai com-
pleted Plastic Art and Mixed Media in the Art and
Design Masters Program at the University of Tsu-
kuba. He began experimental animation asa uni-
versity studentand in 1985 was the youngest to be
awarded the Grand Prize at the 17th Contempo-
rary Japanese Art Exhibition for Time Stratum II.
Later, he moved toward computer based works
presenting not only interactive works at art exhi-
bitionsin Japan and abroad, but also becoming
active in a gamut of fields outside of art; he pro-
duced video games, CG designs for television
shows such as Ugo Ugo Lhuga, the setup for the
Ghibli Museum in Mitaka, and more.

In 1997, Iwai received the Ars Electronica Golden
Nica in the Interactive Arts category for his per-
formance with Ryuichi Sakamoto.

Recently, he has been pursuing the conflation of
music, light and body through cutting-edge tech-
nology conceptin developmentssuch as Electro-
plankton for Nintendo DS and his 21st century
music interface TENORI-ON, created in collabora-
tion with Yamaha Corporation.

Iwaiis also actively promoting creative interac-
tions between children and parents through books
and blogs such as Welcome to Iwai-sanchi, Which

Is It? Picture Book, and Mr. Rivet.
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Selected Solo Exhibitions

FMER

TOSHIO IWAI & ROKA EXHIBITION
LAPNET SHIP, Tokyo

EHEME & OHEPAR VDVEABALSZE!
TOSHIO IWAIxNINTENDO DS ELECTOROPLANKTON
Laforet Museum Harajuku, Tokyo
ILYhOTIVIRNE
Z74—LIa1—YTLRE

Another Time, Another Space in Marunouchi
Marunouchi Building, Tokyo
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1993

Toshio lwai

E=pac ]

PHOTON

P.S.1 Contemporary Art Center, New York, USA
Toshio Iwai Technology Playground - PHOTON
Art Gallery ARTIUM, Fukuoka

Laforet Museum Harajuku, Tokyo

EFEH T/ OS—TLAI5I R
PHOTON D&%

ZEMATIVTAT s

Z7#—L  Ta—YTLRE

Happy Technology Lab

LAPNET SHIP, Tokyo

NyE=FT0/09—=FR

Piano - as image media / Composition on the
Table

Millennium Dome, London, United Kingdom
The 7th International Animation Festival
Hiroshima

ASTER PLAZA, Hiroshima, Japan

B ELBERT = X—>3Y 7271\
TAT=INT T

Piano - as image media

galerie deux, Tokyo

Frill)— - Ro

OPEN STUDIO The Trace of Toshio Iwai's Media Art
NTT InterCommunication Center [ICC], Tokyo
OPEN STUDIO EH B 1#E
ZDATAT - T— N OEEF
NTTA>4%—a3I2=7—>3> - >4 —]ICC
TOSHIO IWAI EXHIBITION

ZKM Center for Art and Media Karlsruhe, Germany
Gallery 0TSO, Espoo, Finland

Netherlands Design Institute, Amsterdam
Media Epoch Exhibition / MUSEUM ON THE AIR
Itabashi Art Museum, Tokyo

Fuji Television, Tokyo

ATFAT - IRYIBRIa—ITL FVIT

RBXIIEME, 7o 7LE



1993

1991

1990

- 1991

1986

2007

2007

2007

Another Time, Another Space

Antwerpen'93 EC Japan Fest

Antwerpen Central Station, Belgium

Light Specimen Case

UCHIDA inner gallery, Tokyo

FDIRARE

TOSHIO IWAI EXHIBITION - Machine for Trinity
LaForet Museum ESPACE, Tokyo

Art Gallery ARTIUM, Fukuoka, Japan

LOFT Forum, Osaka, Japan
EHBEAVRIL—23VE
(¥oy - 74— MNIZF41)
Z74—LIa—7 L TRINA, TIVTAT A
BHOTZN - 74—75L4

Electro-Visual Evolution

INAX Galley, Tokyo

BRI 5R

INAX F+ 51—

Selected Group Exhibitions
FRII-TR

Trees and Digital - Digital public art exhibition
that ties nature and person

Spiral Garden, Tokyo

FOIINTVy I T— B~KETVIIL
RIMINH—T>

TOKYO FIBER '07 SENSEWARE

Spiral Garden, Tokyo

RINATNH—=T >

Chocolate

21_21 DESIGN SIGHT, Tokyo
N_N7HATAk
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Toshio lwai
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The Power of Expression, JAPAN

The National Art Center, Tokyo
BAROERRA

37 #T MR

Ars Electronica 2006

Ars Electronica Center, Linz, Austria
SIGGRAPH 2006 Emerging Technologies
Boston, USA

Futuresonic2006

Manchester, United Kingdom

Sonar 2006

Barcelona, Spain

Ars Electronica 2005

Ars Electronica Center, Linz, Austria
SIGGRAPH 2005 Emerging Technologies
Convention Center, Los Angeles, USA
Cinema du Futur

Lille2004, Lille, France

Digital Art Festival Tokyo 2003
Panasonic Center, Tokyo
FYYINT—RTTRT1/VLER 2003
NFYZyotrsd—

MiRai- 01

PACIFICO YOKOHAMA, Kanagawa, Japan
NS T4 JMEGR

SIGGRAPH '99

Convention Center, Los Angeles, USA
MPIXIPM

Yebisu Garden Hall, Tokyo

BEEFEA-T ORI

Prix Ars Electronica '97

Linz, Austria

Music plays Images x Images play Music
ACM Theater, Art Tower Mito, lbaragi, Japan
BREEZELESXN

Music plays Images x Images play Music

KE MR
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1995

1995

1995

1995

1992

1989

1985

1985

Sculpture Garden at G7 summit

Musee d'art Contemporain, Lyon, France
Mediascape

Guggenheim Museum, New York, USA
MULTIMEDIA GRAND PRIX '95

Japan

RIVFAFATI5271)'95

279 — BREPIREFSEEE

Biennale d'art contemporain de Lyon 95
Musee d'art Contemporain, Lyon, France
Moving Image - The 100th Anniversary of Cinema
Tokyo Metropolitan Museum of Photography
L—"J4 7 - A A= BREFEH 100 A%
RRLEEEME

Multimediale4

ZKM Center for Art and Media Karlsruhe, Germany
Science Art Exhibition

Japan Pavilion in Sevilla EXPO, Sevilla, Spain
ImageForum Festival 1989

Seed Hall, Tokyo; Kirin Plaza, Osaka, Japan
AA=TTF—F L TTRT1/VJL 1989
EAY—RE—I. FUCTIHAR

17th Contemporary Japanese Art Exhibition
Tokyo Metropolitan Art Museum

Kyoto Municipal Museum of Art

817 BRABAEME

FOREPENMEE, RETHEMEE

High Technology Art Exhibition'85

Shibuya Seibu, Tokyo
NAT0/0Y—T—hAERE 85
EARREEEM



Toshio lwai

BRI

Selected Collections

FERUNEA R

Marshmallow Scope

Tokyo Metropolitan Museum of Photography
Yvavoad-—7
RRH B HEMEE

A House of M.C. Escher

Wonder Museum, Okinawa, Japan
Ivsv—DR
IHF—=2a1—IT A
Marshmallow Monitor

Wonder Museum, Okinawa, Japan
YavOE=y—

I —=Za—I T
Marshmallow Scope

Wonder Museum, Okinawa, Japan
Y¥avoRa—7

PAZ ARt IN

Jumping grand prix!

Misawa Aviation & Science Museum, Aomori,
Japan

Sv EVY - IZV T
EHRRIIZRMZERFE
Listening to the Sound of Light
Hiroshima City Museum of Contemporary Art,
Hiroshima, Japan

HOEEEEL

[REMHIRAEME

Bloomberg ICE

Marunouchi Building, Tokyo
HOREINT 1>

Bouncing Totoro

Ghibli Museum, Mitaka, Tokyo
MOUEATEA
ZEOHY T EME

Rising Sea Stream

Ghibli Museum, Mitaka, Tokyo
LERER

=ZMOFHRY T V) EAME



Waterfalls of Light and Music

arkas sasebo, Nagasaki, Japan
HEBEDE

TILAZ SASEBO

PHOTON

Music Box, Sony Center, Berlin, Germany
Another Time, Another Space

National Museum of Photography, Film and Tele-
vision, Bradfrod, United Kingdom

Seven Memories of Media Technology
NTT InterCommunication Center [ICC], Tokyo
AFAT - T0/0Y—~7DDRR
NTTA>%—a3I2=7—>3> - >4 —][ICC]
Piano - as image media

NADYA PARK, Aichi, Japan
BgEBELLTOET/
FTATIN—ORBVEUL > 5 —
STOP MOTION PERFORMER

Science Museum, Tokyo

RER TR

Jumping grand prix!

Science Museum, Tokyo

Sv EVY - IZV T

[REeasn:

Music Insects

Exploratorium, San Francisco, USA

Well of Lights

Exploratorium, San Francisco, USA

Time Stratum Il

The Mainichi Newspapers Company, Tokyo
BEFEE 11

BRFEALAE | RREE EEMESTE



2008

2007

2006

2006

2000

1997

Toshio lwai

Rl

Publications

HiAR

100kai-date no ie

You Akishige (ed), KaiseiSha, Tokyo

100 HWZTDOWR

WEFF. B

IWAI-sanchi no rivet-kun

Hiroyuki Fujisaki (ed), Kinokuniya Shoten, Tokyo
WhWEAEDUARY M A

BRIBE 2R, RPREEE

IWAI-sanchi e youkoso!

Hiroyuki Fujisaki (ed), Kinokuniya Shoten, Tokyo
WhWEABEALSZZ!

BRIBE 2R KFPRESE

IWAI-sanchi no docchi ga?

Hiroyuki Fujisaki (ed), Kinokuniya Shoten, Tokyo
WHWEABDE>EMR?2HEE

BIBE 2R, RPREEE

A&D SCAN #7: IWAI TOSHIO

Kimiyo Nakahara (ed), RikuyouSha, Tokyo
EHEBOMLELED

PRERR. 7T

OPEN STUDIO - The Trace of Toshio Iwai's Media
Art

NTT InterCommunication Center [ICC], Tomoe
Moriyama (eds), NTT Publishing, Tokyo

OPEN STUDIO EFH £ 13

—ZOATAT - T—NOBEF
NTTA>4—03Ia2Z4—>3> - trd—[IcC.
FRILAAARHR. NTT HiAR



2007

2007

2006

2000

1997

1997

1997

1995

1985

1985

Awards

M
¥
3

The 25 Most Innovative Products of the Year
Award, PC World, USA

The 6th ORIBE Award

ORIBE Award, Gifu prefecture, Gifu, Japan
HEE  IRRR

British Academy Video Games Awards
Audio category Award, United Kingdom
Interactive Media Design Review

Gold Medal, New York, USA

MULTIMEDIA GRAND PRIX '97

MMCA Chairman's Award, Tokyo
NRIVFATATIZ>TN) 97

=2RE

MEEARINFATAT A TV IRBEGR
DESIGN AWARD

Design Award, JAPAN INTER-DESIGN FORUM
BAXET 1V E

ZH BAXMCTHI> 74514

Prix Ars Electronica '97

Interactive Arts Golden Nica, Linz, Austria
MULTIMEDIA GRAND PRIX '95

Theater and Exhibition Section First Prize, Tokyo
RIVFAFATIZ>T1) 95

ST —RREPIREFE
MEIEARINFATAT IV T VIREHR
Atelier Nouveau Competition

Finalist, Tokyo

TRUIR—R—a¥R

A=

17th Contemporary Japanese Art Exhibition
Grand Prize, Tokyo

%17 BRABEAEMNE

x
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Toshio lwai

Rl

1985  High Technology Art Exhibition'85
Gold Prize, Japan
NT/09—T—MIFR 85
&

it

1982 First OMNI Art Contest
Design € Art Category Honorable Mention, Japan
#1E OMNI 7—hIYTZ K
THA Y & T— NPT M






Shiro Yamamoto
17T seBR

B31

Shiro Yamamoto worked as Assistant Professor at
IAMAS from 1996 - 2001, before joining the Yama-
guchi Center for Arts and Media - YCAM.

He is currently working in the Exhibition Engineer-
ing Management Division at the National Museum

of Emerging Science and Innovation - Miraikan.

1996 /M5 2001 FEE T IAMAS BiF, LLOERE
fiitz> % — (YCAM) Z#E T, IREBANFRRE
[CTETREMEEEZT> T\,






Christa Sommerer, Laurent Mignonneau

VILZ—UURE, IZ3/—0O7>

1997.4 - 1997.9, 1998.7 - 1999.3
B35
D104

www.interface.ufg.ac.at/christa-laurent

Christa Sommerer was born 1964 in Austria. After
studying Biology and Botany at the University of
Vienna, she graduated with a MA from the Acade-
my of Fine Arts Vienna in 1990.

Born 1967 in France Laurent Mignonneau was
awarded an MA from the Fine Arts Academy
Angouléme.

In 1992, both undertook post-graduate study at
Staedelschule Institut for New Media, Germany,
where they started collaboration to develop inter-
active computer-based installations.

Their works are characterized by the innovative
use of natural and intuitive interfaces, built upon
anunderlying complexity of scie tific principles.
Presented at more than 150 exhibitions worldwide,
theseinstallations have received numerous awards
in the domains of Interactive Art, Multimedia, and
Technology. Christa and Laurent held posts as
Artists in Residency at the National Center for
Supercomputing Application in 1993, USA, before
relocating to the NTT InterCommunication Center
[ICC], Tokyo. Later they worked as Researchers
and Artistic Directors at the ATR Media Integration
and Communications Research Lab, Kyoto.

In 2001 they joined IAMAS as Associate Profes-
sors. Since 2005, they have been heading the new
Department for Interface Culture at the Institute
for Media within the University of Art and Design

in Linz, Austria.



2007

2007

2007

2007

GUREG -V LT—(F 1964 FEA—A NI THEF
Ne T4 —VRETEYF CIEYFE 2 FR U,
1990 E(CV 4 —>EMTATI—%ET.
05> -3I23/—31967FE 75 REFN. 7
SOL—LEMTHTI—=ET. 1992F. ZA
FRAYDY2F=FIya—L - Za—AFq
THRFACAEBL., D> Ea—%(CLd1>47
IF 1T A YRY L= 3> OHEIEE A
I3, RoDFmE. RLREDE DRANGHE
MEERVGAS, BRTERNG, VY -7
A AZEHMCRBT B L2/RHMELTVS,
CNETHERF 150 7 AU LORER TIERE S
EU. AV9F0FT17  T—K~ TIFAT 1
7. BEIUKMNBHHTELHROEZZ 12, =
ANF1993F, A1) /A K% BREGHEISHE
T4 — (NCSA) T, BELCENT A >4 -3
TazH—vav- vy -CETT—F 1
AR Ay LITYRERD, TOH. AR X
T 1 7 ERBRERRAMCSVTHAREHK T — b
T4 LU —E#D. 2001 FE LY IAMAS DB
e UTTER. 2005 5. — AR >V EMT
EARERERA VY =T 142 - AILTF v —%F
HRELTERZRVTWVS,

Selected Exhibitions
FHRER

Silent Dialogue

NTT InterCommunication Center [ICC], Tokyo
ALY - F470O0-5:
RZBW\WIZazsr—y3>
NTTA>4%—332=7—>3> - E>%—]ICC]
@rt Outsiders Festival

Maison de la Photographie, Paris, France
Virtual Unreality

Exploratorium, San Francisco, USA

beap07

John Curtin Gallery, Curtin University of Technol-

ogy, Australia



2007

2007

2007

2007

2007

2006

2006

2006

2006

2006

2006

2006

2006

2006

2005

Christa Sommerer, Laurent Mignonneau

VILZ—UURE, IZ3/—0O7>

Just Use It!

Nordjyllands Kunstmuseum, Aalborg, Denmark
Feedback

LABoral Centro de Arte y Creacion Industrial, Gi-
jon, Spain

Tierschau

Wallraf-Richartz-Museum & Fondation Corboud,
Cologne, Germany

Genesis - Life at the End of the Information Age
Centraal Museum Utrecht, Utrecht, Netherlands
Speculative Data and the Creative Imaginary:
shared visions between art and technology
National Academy of Sciences, Washington DC,
USA

Gen(h)ome Project

Schindler House, MAK Center, Los Angeles, USA
Night Garden

Mediamatic, Amsterdam, Netherland

Zerstérte Welten

Aarhus Center for Contemporary Art, Denmark
Emocao Art.ficial 3.0

Itau Cultural Center, Sdo Paulo, Brasil

Open Space

NTT InterCommunication Center [ICC], Tokyo
F—=T> - AR—=Z
NTTA>4%—232=/—>3> - E>%—]ICC]
bytes & bodies

Donumenta, Regensburg, Germany

zerstorte welten

Kunstraum Dornbirn, Dornbirn, Austria

Digital Transit

MediaLabMadrid, Madrid, Spain

All Digital

MOCA Museum of Contemporary Art Cleveland,
USA

Fierce Friends: Artists & Animals in the Industrial

Age

Van Gogh Museum, Amsterdam, Netherlands

21



2005

2005

2005

2005

2005

2005

2005

2005

2004

2004

2004

2004

2004

2004

2004

2004

Touch Me

Victoria and Albert Museum, London,

United Kingdom

science +fiction

National Museum of Emerging Science and Inno-
vation - Miraikan, Tokyo
YALVR+T740>3>

BARZARRE

Art Cologne

DAM Digital Art Museum from Berlin, Cologne,
Germany

Five95

Beall Center for Art and Technology, Irvine, USA
Bioarte

Galeria Antonio Prates, Lissabon, Portugal
ElectroScape

Shanghai Zendai Museum of Modern Art, China
STUK Festival

Leuven, Belgium

Science + Fiction

Studium Generale, Eindhoven, Netherlands
DEAF 04

Rotterdam, Netherlands

Digital Avant-Garde

Lentos Museum, Linz, Austria

Science + Fiction

Deutsches Museum, Munich, Germany
Navigator

National Taiwan Museum of Fine Arts, Taipei
Science + Fiction

Nobel Museum, Stockholm, Sweden

Digital Avant-Garde - celebrating 25 years of
Ars Electronica

Eyebeam, New York, USA

THE KARAKUSA, ORIGIN OF VITAL BEAUTY
House of Shiseido, Tokyo

EDEGEER

NIRF T ARY

European Media Art Festival

Osnabriick, Germany
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2004

2004

2003

2003

2003

2003

2002

2002

2002

2002

2002

2002

2002

2001

2001

2001

Christa Sommerer, Laurent Mignonneau

VILZ—UURE, IZ3/—0O7>

eVolution

Artinteractive Gallery, Massachusetts, USA
Natur ganz Kunst

Museum fuer Kunst und Gewerbe, Hamburg,
Germany

Science + Fiction

Hygiene Museum Dresdan, Dresden, Germany
Ars Electronica 2003

Linz, Austria

Science + Fiction

ZKM Center for Artand Media Karlsruhe, Germany
Science + Fiction

Forschungszentrum CESAR, Bonn, Germany
RESPOND

Sedgwick Museum, Cambridge University, Cam-
bridge, United Kingdom

Science + Fiction

Sprengel Museum Hannover, Hannover, Germany
@rt Outsiders Festival

Maison de la Photographie, Paris, France

1l Bienal Internacional de Arte de Buenos Aires
Museo Nacional de Bellas Artes, Buenos Aires,
Argentina

Cibervision 02

Museo Conde Dugue, Madrid, Spain

Laval Virtual 2002

Theéatre de Hercé - Salle Polyvalente, Laval,
France

Situated Realities

Maryland Institute of the Arts, Baltimore, USA
Centre des Artsd' Enghien-les-Bains, Paris,
France

Viper Festival

Basel, Switzerland

Microwave Media Art Festival 2001

Hong Kong City Hall, China

SIGGRAPH 2001

Los Angeles, USA
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2001

2001

2000

2000

2000

2000

2000

2000

2000

2000

2000

2000

2000

2000

1999

1999

1999

1999

Bits and Pieces

Joseloff Gallery at Hartford Art School, Hartford,
USA

Laval Virtual 2001

Laval, France

Media City Seoul 2000

Seoul Metropolitan Museum of Art, Republic of
Korea

Living and Working in Vienna: 26 Positions of
Contemporary Art

Kunsthalle Wien, Vienna, Austria
Shift-Control

Beall Art Center, Irvine, USA

Hard/Soft/Wet

Artspace Sidney, Sidney, Australia

Alien Art

Museum of Contemporary Art Kiasma, Helsinki,
Finland

Time Travel Exhibition

Akademie der Kuenste, Berlin, Germany

The Soros Center of Contemporary Art, Kiev,
Ukraine

pOesls

Stiftung Brueckner-Kuehner, Kassel, Germany
Time Travel Exhibition

Z00M Kindermuseum, Vienna, Austria

Digital Secrets

Computing Commons Gallery, Tempe, USA

If.. Imaginary worlds of Communication
Museum of Communication, Bern, Switzerland
IMAGINA 2000

Innovation Village, Monte Carlo, Monaco
Zeichenbau - Interactive Art Exhibition
Kuenstlerhaus Wien, Vienna, Austria

Ars Electronica '99

Linz, Austria

Cibervision'99

Rey Juan Carlos University of Madrid, Spain
Ciber@rt

Valencia, Spain
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1999

1999

1999

1999

1998

1997

1997

1997

1996

1996

1996

1996

1996

1995

1995

1995

Christa Sommerer, Laurent Mignonneau

VILZ—UURE, IZ3/—0O7>

Cyber'99

Centro Cultural Belem, Lisbon, Portugal
International Media Art Exhibition
Material/Immaterial, Bolzano, Italy

the Interaction '99

Softopia, Gifu, Japan

AV —TIAR—RETBIAT(T - 7T—hE
VIRNET I wN>

SIGGRAPH '99

Los Angeles, USA

HIKARI - KAGE

Tokyo Metropolitan Museum of Photography
RREEEEMEE

Silicon Graphics Incorporation
Mountain View, USA

InterAct

Wilhelm Lehmbruck Museum, Duisburg, Germany
Arte Virtual

Museo de Monterrey, Monterrey, Mexiko
the Interaction '97

Softopia, Gifu, Japan
AV95923>'97
BVDLATAT - T— M DORBRHE
VIRNETDwNY

A-Volve

Kunsthalle Bonn, Bonn, Germany
Wunschmaschine Welterfindung
Kunsthalle Wien, Vienna, Austria
Jenseits von Kunst

Neue Galerie Graz, Graz, Austria
SIGGRAPH '96

New Orleans, USA

Cyber'96

Lisbon, Portugal

Triennale di Milano

Palazzo dell' Arte, Milano, Italy

ArsLab - | Sensi del Virtuale
ExtraMuseum, Torino, Italy

Artas Signal

Krannert Art Museum, Urbana, lllinois, USA
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1995

1995

1995

1995

1995

1994

1994

1994

1994

1994

1993

1993

1993

1993

1993

1993

Digital Mediations

Williamson Gallery, Los Angeles, USA

Oltre La Scultura - Biennale de la Piccola Scul-
tura

Palazzo della Ragione, Padua, Italy
L'artinteractif

Images du Future, Montréal, Canada

Eggs of Mobius

0 Art Museum, Tokyo

AEDZADIE 1995

0 EffTRE

the Interaction '95

Suitopia Center, Gifu, Japan
129592395
A2I—=Z9T47 - T—hOBRHE
KIEHZANETE 5 —

ISEA 94

Museum of Modern Art, Helsinki, Finland
A-Volve

NTT InterCommunication Center [ICC], Tokyo
NITA>4%—332=Z7—>3> - E24—]ICC]
IMAGINA 94

Monte Carlo, Monaco

SIGGRAPH '94

Orlando, USA

Rendez-Vous d'Imagina

Carre Seita, Paris, France

Ars Electronica '93

Linz, Austria

SIGGRAPH '93

California, USA

Eldorado Media Festival Antwerpen
Antwerpen, Belgium

Angles of Incidence: Video Reflections of Multi-
media Art Works

The Banff Center, Alberta, Canada
Interactive Garden

Otso Gallery, Helsinki, Finland
Eigenwelt der Apparatewelt

Institut fuer Neue Medien, Frankfurt, Germany
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1993

1993

1992

1992

2001

2001

2000

2000

2000

2000

2000

2000

1998

1997

Christa Sommerer, Laurent Mignonneau

VILZ—UURE, IZ3/—0O7>

museum in progress

Museum fuer Angewandte Kunst, Vienna, Austria
Binaera: 14 Interactions - Art and Technology
Kunsthalle Wien, Vienna, Austria

Mediale 93

Hamburg, Germany

L'epreuve numerique

Palais de Tokyo, Paris, France

Junge Szene

Sezession Wien, Vienna, Austria

Selected Collections

ESAEE

The Living Room

Bo01, Malmoe, Sweden

A-Volve

Cité des Sciences et de I'Industrie, Paris, France
PICO-SCAN

Martin Gropius Bau, Berlin, Germany
Industrial Evolution

Vision Ruhr, Dortmund, Germany

Life Spacies Il

Ars Electronica Center, Linz, Austria
Phototropy

Millennium Dome, London, England

Life Spacies I/

Palacio de las Artes, Valencia, Spain

A-Volve

Kutxa Museum of Science, San Sebastian, Spain
Phototropy

Shiroishi Multimedia Art Center, Miyagi, Japan
BEVIFATAT L5 —

Interactive Plant Growing

ZKM Center for Art and Media Karlsruhe, Germany
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1997

1996

1996

1996

1996

1995

2008

2008

1998

Christa Sommerer, Laurent Mignonneau

VLAZ—20URY IZ3/—07>

Life Spacies

NTT InterCommunication Center [ICC], Tokyo
FAT ARIY =X

A2z —2aveA( 0950230 DEIENRE
NTTA >4 =324 —>3> - E>9—[ICC]
Trans Plant 11

Tokyo Metropolitan Museum of Photography
RREE E1iTAE

Intro Act

Musée d'art contemporain de Montréal,
Montréal, Canada

GENMA

Ars Electronica Center, Linz, Austria

A-Volve

NTT Tokai, Nagoya, Japan

NTT 353

Trans Plant

Tokyo Metropolitan Museum of Photography
RREEHEEMEE

Publications

tHAR

The Art and Science of Interaction and Inter-
face Design

Springer Berlin, Heidelberg, New York
Interface Cultures - Artistic Aspects of Inter-
face Design

transcript, Bielefeld

Art @ Science

Springer Vienna, NewYork



Tamas Waliczky

TrIYF—HTTa

1998.10 - 1999.10
B37
D106

www.waliczky.com

Tamas Waliczky was born in Hungary, in 1959.
Having worked with computers since 1983, he
joined the Center for Art and Media - ZKM, Germa-
ny,in 1992. Starting in 1997, he served as a Guest
Professor at the School of Fine Arts Saarbriicken,
before moving to the University of Applied Scienc-
es Mainz, Germany, in 2003.

His work has received several awards and been ex-
hibited internationally, with shows acrossin Japan,
the USA, and across Europe, including at Ars Elec-
tronicain 1989 and 1998, and SIGGRAPH in 1993.
In 2005, he accepted his current position of Pro-

fessor at the School of Fine Arts Saarbriicken.

1959 F/N\>A)—HEFN, 1983F LW I Ea—
FERVEIERBSO. 1992FCE N1 Y O
T—NTYRATAT 29— (ZKM)[CFTE.
1997 &, ¥'— LS RIMTAZRE BHIR. 2003 F(C
YA VRAREAZHIR(CHE, TEIFR
HRERL, BA. TAUH, I—0Ov/\ Gt
RPTHERERR. 2005F LW —ILERE
MASEHIR,
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2007

2007

2005

2003

2003

2002

2002

2001

2001

2001

2000

1999

1999

1998

1998

Selected Exhibitions

FRERA

Kempelen - Media Art and History Exhibition
Kunsthalle Budapest, Budapest, Hungary [ ZKM
Center for Artand Media Karlsruhe, Germany
Play Innovation

Kitakyushu Innovation Gallery & Studio, Fukuoka,
Japan

BV A/ R—3 3> Play Innovation
JEAMA I/ R=> 3> F T —

Selected Works of Tamds Waliczky 1986 - 2003
Pixel Gallery, Budapest, Hungary

Digital Forest

Tokyo Metropolitan Museum of Photography
TIYI - TFLRN

RREEREMEE

TRANSFIGURE

ACMI, Melbourne, Australia

VIPER Basel

Basel

Animations for the Internet

C3, Budapest, Hungary

Anteprima Bovisa, Milano, Italy

the Interaction '01

Softopia, Gifu, Japan

A28 5923Y 01 RS B A—T EDXIEE
VINET D v N>

Enter Multimediale

Prague, Czech Republic

Perspectiva

Palace of Exhibitions, Budapest, Hungary

the Interaction '99

Softopia, Gifu, Japan

AV95923>'99
AVH—TIAR—RHETBIAT1T7 - 7T— B
VINET S v/

Leeds Metropolitan Gallery, Leeds, United Kingdom
Surrogate

ZKM Center for Art and Media Karlsruhe, Germany
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1998

1997

1996

1996

1995

1995

1995

1995

1994

1993

1990

1989

1988

1986

Tamas Waliczky
TrIYF—HITTa

Offenes Kulturhaus, Linz, Austria

DEAF 98

Rotterdam, Netherlands

Multimediale 5

ZKM Center for Art and Media Karlsruhe, Germany
The Butterfly Effect

Budapest, Hungary

Trilogy

NTT InterCommunication Center [ICC], Tokyo
~Noy—

NTTA>4—032=47—>3>  E>9—[ICC]
Tokyo Metropolitan Museum of Photography
RREEEEMEE

ARSLAB

Torino, Italy

Biennale De Lyon

Lyon, France

Multimediale 4

ZKM Center for Art and Media Karlsruhe, Germany
Europa - Europa

Bonn, Germany

Multimediale 3

ZKM Center for Art and Media Karlsruhe, Germany
Tendances Multiples

Centre Georges Pompidou, Paris, France

10iéme Journees Internationales de L'Audio-
visuel

Montpellier, France

Galerie Robert Doisneau, Nancy, France
DIGITART I.

Museum Of Fine Arts, Budapest, Hungary
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2003

2000

2000

1998

1998

Selected Collections

FIRUN A

Centre Georges Pompidou, Paris, France

Scan Video Gallery, Tokyo

Oppenheimer Collection, Bonn, Germany

ZKM Center for Art and Media Karlsruhe, Germany
AIACE, Milano, Italy

VIDEO DES BEAUX JOURS, Strasbourg, France
ACMI, Melbourne, Austria

Centro Audiovisivi, Bolzano, Italy

Collection of Spengler/Somloi, Budapest, Hungary

Publications

HHAR

EGYIGAZIM VESZ

Jozsef Mélyi, Balkon, Budapest

THE 20th CENTURY 100 ART MATRIX

Toshino Iguchi, BT Monthly Art Magazine, Tokyo
20 DX 100 20 HEEMT R v I X
HOFT EMFMG. EMHRDE

Tamds Waliczky - Der Zeitkiinstler

Sven Driihl, Kunstforum International, KéIn

The Camera and the World; New Works by
Tamds Waliczky

Lev Manovich, Continental Drift, Prestel, Munich,
New York

L'Est Elettronico

Maria Grazia Mattei, ZOOM, Milano



Tamas Waliczky
TrIYF—HITTa

Awards

M
¥
&

2007 Motion Picture Foundation

Financial support, Hungary
2001  Asolo Film Festival

First prize, Asolo, Italy
2000 Mediawave Festival

First prize, Gyor, Hungary
1998  Prix Ars Electronica '98

Distinction, Ars Electronica, Linz, Austria
1996 photoARTS2000

Commission, Huddersfield, United Kingdom
1993  SIGGRAPH '93

Electronic Theatre selection, Anaheim, USA
1991 IMAGINA Festival

Third Prize, Monte-Carlo, Monaco
1989 Prix Ars Electronica '89

Golden Nica, Ars Electronica, Linz, Austria
1988 P.LE.ILA.S. Festival

Firstand Second prizes, Paris, France

33






Taruto Fuyama

mh gL~

B39

In 1997, Taruto Fuyama started at IAMAS as an
Assistant Professor, before joining the IAMAS
Center for Media Culture asa Lecturer.

Since 2004 he has been working as a freelance

Animation Filmmaker.

1997 F & W I BRI ERIERBZEM 7 HT
I-BF. BERBESMARRAZEHF. IAMAS
AT« Tt 9 — S Z 2 T, 2004 L
W71 =FYZANT ZA= 3 UERE U TER,
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Tamiko Thiel

T4—I)LH3I0

1999.11 - 2000.3
B

Q107

Tamiko Thiel is an American artist of mixed Japa-
nese and German ancestry. She is fascinated by
how each differentlanguage allows an individual
to explore a different personality, and how living
within different cultures enables the simultane-
ous living of several lives in one. She sees art as
anintegral part of life, and art-making asa proc-
ess that helps her understand these different ex-
periences, personalities, lives, and worlds. In her
current work, she is developing the dramatic and
narrative capabilities of interactive 3D virtual re-
ality installations as a medium for addressing so-
cial, political, and cultural issues.

Tamiko has been Artist in Residence twice in Japan,
most recently at Kyoto Art Center, and, in 2004,
served a Research Fellowship at the Massachu-
setts Institute of Technology - MIT - Center for
Advanced Visual Studies, USA.

In 2005, she founded Upgrade! Munich, as a part
of the Upgrade!Internationalnetwork. She pres-

ently lives and works in Munich, Germany.

330 T4—I)LRARAL RAYAZBECE
DTAVAANT =T 4 ANTH 3.

BEZ(3, REBZEENOEY DABICRE B MEIE
E52B2 L, FERBBZXEOFTEETZ T
ENEHDEZRFICERBRIZCL(CBBEN
SCElCBrTENTVS,
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2005

2004

2007

2006

2006

2003

NS DRILTZEER. BIE. A% HREERT
BFHIOFRELT, 7—hET—h - AqF
S RBANEDERRAIR B ERERZFHEL
W3,

EFETE R BUal. b8V aRE%Z T
IRODERELT 12950 T 173D
T7—=FvIL - VT )T 1 DEIBITYIEERS AR
ZESTFRERIBL TS,
BEZEEXRICZE. 7T—TAAN A2 - LIT
YRELTB/FIN, Y Fa1—ty VIRKE
BERBRRARAOMASICEL>TVS,
2005 #E(Z TUpgrade! International J X v RO —2 D
—&8& LT TUpgrade! Munichy #£Z& LTz,
BEFRYDI 2 oAYTHFZRIT TV S,

Selected Solo Exhibitions

FER

Virtual Reality as Political Art
Boston Cyberarts, Goethe-Institut, Boston, USA
Beyond Manzanar

CAVS, MIT, Cambridge, USA

Selected Group Exhibitions
FRIIN—TRE

SIGGRAPH 2007

Siggraph Art Gallery, San Diego, USA

Visual Politics: The Art of Engagement

Katzen Arts Center, Washington DC, USA

Edge Conditions

ISEA, San Jose, USA

Only Skin Deep

International Center of Photography, New York,

USA



Tamiko Thiel

Ta4—)IF30

2003  Kyoto Biennale 2003
Kyoto Art Center, Kyoto, Japan
FERE T F—L 2003
RE =ML 5 —

2003  FILE - Electronic Language International Festival
Paco das Artes, Sdo Paulo, Brazil

2003 Web3D Art 2003
Institute of Contemporary Arts - ICA, London,
United Kingdom

2002 2001 (5th) Japan Media Arts Festival
Tokyo Metropolitan Museum of Photography
AL 13 4ERE (5 E) LT AT 1 7 =M
RREEEEMEE

2001  SIGGRAPH 2001
Siggraph Art Gallery, Los Angeles, USA

2001 the Interaction '01
Softopia, Gifu, Japan
A0850232 01 —HRTBAA—J DN
VIRNET I wX>

2000 Artists In Residence and IAMAS
Tokyo Metropolitan Museum of Photography
T—TAAN-A4Y - LYTUREIAMAS B
RREEREEMEE

1997 Women and the Art of Multimedia
National Museum of Women in the Arts, Wash-
ington DC, USA

1993  Connection Machine CM- 2 exhibited as part of
Karl Sim's Genetic Images
Centre Georges Pompidou, Paris, France
Ars Electronica, Linz, Austria

1992 Videonale 5
Bonner Kunstverein, Bonn, Germany

1992 Deutsche Videokunstpreis

ZKM Center for Art and Media Karlsruhe, Germany
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2002

2008

2007

Tamiko Thiel

Ta4—I)IF30

Selected Collections

FIRUN A

Permanent Collection

SanJose Museum of Art, San Jose, USA

Publications

AR

Third Person

Pat Harrigan and Noah Wardrip-Fruin (eds),

MIT Press, Cambridge, Masachusetts

Awards

‘SF‘

2
ZHE

Hauptstadtkulturfonds

Production award, Berlin, Germany



Usman Haque

NV DRIV

2000.4 - 2000.9
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www.haque.co.uk

Usman Haque isan architect who specializesinre-
sponsive environments, interactive installations,
digital-interface devices, and mass-participation
performances. Bornin 1971 in the USA, he studied
foraBSc,and then a Diploma in Architecture at
the UCL Bartlett School of Architecture, UK.
Since the late 90s he has exhibited worldwide, in-
cluding shows across Europe, Asia, and in South
America, and, in 2007, stayed as Artist in Residence
at the Netherlands Media Art Institute.

Focusing on the design of both physical spaces,
and the software and systems that bring them to
life, Usman produces interactive architecture
systems, and researches how people relate to their
surrounding and each other.

Now based in London, he directs Haque Design +

Research.

197V ET A hEFEN, BISKRE, 125957
FAT - AVRIL—=>3> TIII - AV —
TIAR - TNAR SMBD/NT 3 —Y > 2%
BRI TBREER, 1993F, OY NV KRFIZ
N=>F 4 - ALyY - N=hLy b RO—=)L - F
7 T=FFTUFv—CEZLTEG. 1996 F, H
KREFE, VFRBRFLVI—OwWN\TIT E
TAYALCEWTERE L FR%z B,
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2007
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2006

2006

BT EY T NI LT, T5CENEEEEFD
BRI AND Y AT LARMADT T AV ICE
BU. 1289307« TEES 2T LM% IT 3
LEBE ABHNEDL S ICUTREPARDA
BEEEDFoNZDMCOVTHAL TV,
IRE(FO > K> & B (T Haque Design + Research
ZEZL TV,

Selected Group Exhibitions
FRIIW-TE

Evoke

Illuminating York 2007, York, United Kingdom
The 2007 Universal Forum of Cultures
Emergent Technologies Pavilion, Monterrey City,
Mexico

Burble London

London Fashion Week, Holland Park, London,
United Kingdom

Maverick Machines

Matthew Architecture Gallery, Edinburgh, Scot-
land

(in)visible sounds

Netherlands Media Art Institute, Amsterdam,
Netherlands

Open Space 2007

NTT InterCommunication Center [ICC], Tokyo
F—=T> - AR—2Z 2007
NTTA>49—032=4—>3> 25— [ICC]
System Error: War is a force that gives us mean-
ing

Centro Arte Contemporanea, Siena, Italy
Perimeters, Boundaries and Borders

CityLab, Lancaster, United Kingdom

Connecting Worlds

NTT InterCommunication Center [ICC], Tokyo
ARGTAY - T—ILR
—BlEMIIazr—yavicAiiT—
NTTA>4%—332=/—>3> - E>4—]ICC]
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2006

2005

2005

2005

2004

2004
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2002

2001

2000

1998

Usman Haque

Ny D DAI Y

Singapore Biennale 2006

The Padang, Opening Ceremony, Adelphi, Singa-
pore

Waves

RIXC, Riga, Latvia

Emocdo Art.ficial 3.0 Interface Cibernética
Itau Cultural, Sdo Paulo, Brazil

Reclaim the Spectrum

Zemos98, Sevilla, Spain

2005 Asia Digital Art Award

Fukuoka Asian Art Museum, Fukuoka, Japan
2005 YT TFIHINT—NKHE
BRT > T XM

2004 (8th) Japan Media Arts Festival

Tokyo Metropolitan Museum of Photography
AL 16 ERE (38 8 [B) UL AT 1 7 &=Ai5R
RREEREMEE

Transmediale.05

Berlin, Germany

Advanced Virtual and Technological Architec-
ture Research - AVATAR

Bartlett School of Architecture, London, United
Kingdom

New Visions: Contemporary Art

National Maritime Museum, London, United
Kingdom

Feelers

Fabrica gallery, Brighton, United Kingdom
Catalogue

Plymouth Arts Center, United Kingdom

Mixed Realities

Interaction Design Institute Ivrea IDII, Milano, It-
aly

Artists In Residence and IAMAS

Tokyo Metropolitan Museum of Photography
T—FTAAN 4> - LYTUREIAMAS B
RREEREMEE

Meme Machine

Institute of Contemporary Arts, London, United

Kingdom

43



2008

2007

2007

2006

2006

2006

2006

2005

2005

2005

2005

Publications

AR

Urban Versioning System 1.0

Architecture League, Situated Technologies Se-
ries, New York

The Architectural Relevance of Gordon Pask,
Distinguishing Concepts: Lexicons of Interac-
tive Art and Architecture

4dSocial: Interactive Design Environments, Wiley,
London

Visualising Wifi using a Wifi Camera

Journal of Visualization, Vol 10, The Visualization
Society of Japan, Tokyo

ARICIBERAR

Arquitetura, Interagdo e Sistema

Arquitetura & Urbanismo, Pini, Sao Paulo
Dressing the Shadows of Architecture

Asia Design Journal, Vol.2 No.2, Asia Design Jour-
nal, Seoul

Paskian Environments

Co-written with Paul Pangaro, The Architecture
Co-Laboratory: Game Setand Match I, Chapter 3
Episode, Delft

Choreography of Sensations

Air Conditioning, The Jan van Eyck Academie,
Maastricht

Towards an Ephemeral Architecture

Indian Architect & Builder, Vol.17, Mumbai
Surrounding Architecture

Hybrid Living in Paradox Ars Electronica 2005,
Hatje Cantz Verlag, Stuttgart

New Media Architecture:Is It Art and Does It
Matter?

Artfutura 2005: Living Objects Sensitive Spaces,
Barcelona

Low Tech Sensors & Actuators for Artists and
Architects

FACT: Foundation for Creative Art and Technology,
ITEM/FACT Lowtech Propositions, Liverpool
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2004

2008

2005

2004

2004

2004

Usman Haque

Ny D DAI Y

The Choreography of Sensations: Three Studies
of Responsive Environmental Interfaces

Hybrid Realities & Digital Partners, VSMM2004
Enhanced Environments |, 10S Press, Amsterdam,
Netherlands

Hardspace, Softspace and the Possibilities of
Open Space Architecture

Nicepaper [RAM]5, No.2, English and Latvian,
RIXC, Riga

Architecture, a Choreography of Sensations
Indian Architect & Builder, Vol.18, Indian Archi-

tect & Builder, Mumbai

Awards

M

Interactive Design Award

The Design Museum Brit Insurance Awards, Lon-
don, United Kingdom

2005 Asia Digital Art Award

ADAA Grand Prize, 2005 Asia Digital Art Award
Executive Committee, Fukuoka, Japan

2005 7P T TFIIINT—NKE

ADAA KHE. 2005 7V 7T I 77— KE
2004 (8th) Japan Media Arts Festival
Excellence Prize, Japan Media Arts Festival Exec-
utive Committee, Art Division, Tokyo

AL 16 FERE (38 8 [E) UL AT 1 7 &=AM5R
BFE, ULTATA 7 EMBERTEER
Sciart Engaging Science Research and Develop-
ment Award

Wellcome Trust, United Kingdom

Belluard Bollwerk International Festival
Creation Prize, Belluard Bollwerk International,

Fribourg, Switzerland
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Franklin Joyce
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2000.4 - 2000.9
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www.electricbaby.com

Franklin Joyce studied Science and Engineering
Research, before graduating with a degree in
Physics from the University of Florida, in 1994.
Since 1996, Electricbaby has been the moniker for
his collaborative media-art projects. These have
grown to incorporate a wide range of collabora-
tors, and exhibits, in several countries.

In 2007, Electricbaby expanded to include a line
of unusually cool laptop sleeves, a growing list of
non-profit projects, and an office in Bali, neara

solid surf break.

1971 F4EEN, RBEIVIZTY VI RZV
T7OUYKRZCTYESEHR, 1996 F L0 0
FRLATATRAT«TT—R70Y 10 K
[Electricbaby] % Fith. MRIEWVAEFDRHE % E
AHBHAEREL. HREHETRREIT> TV
%, 20074E(Z (3 TElectricbabyl 35 v 7Ry 73>
Ea—9RAOHHBEAN-FHFA 1) =D
e TADIFERNNLTOS LI b S5(ET—
T4YDITESLVTLAIRS Y ARV
DF T 1 ANEREEE T TS,
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2001

2000

2000

1999

1998

Franklin Joyce

DIaARIIVIIY

Selected Exhibitions

FRERA

South Park Lights

Libraries for All, Seattle, USA

Audio Art Walk

Seattle Public Library, Seattle, USA

Cinema Remix

Montreal International Festival of New Cinema
and New Media, Canada

Sound Moves Us

Bellevue Art Museum, Seattle, USA
Windows

911 Media Arts Center, Seattle , USA

Artists In Residence and IAMAS

Tokyo Metropolitan Museum of Photography
T—FTAAN-A4> - LYTFTURE IAMAS B
RREEREMEE

SIGGRAPH 2000

New Orleans, USA

tv Universe

Montreal International Festival of New Cinema
and New Media, Canada

New Works Laboratory

Henry Art Gallery, Seattle, USA



Luc Courchesne

=¥z )avy

2000.10 - 2001.3
B4
Q10

www.din.uMontréal.ca/courchesne

Bornin 1952 in Quebec, Canada, Luc Courchesne's
work covers a wide range of projects in Graphic,
Product, and Exhibition Design. In 1974 he gradu-
ated from the the Nova Scotia College of Art and
Design, later earning an MSVS from the Massachu-
setts Institute of Technology, USA.

His art work includes Encyclopedia Chiaroscuro -
1987, Portrait One - 1990, Family Portrait - 1993,
Hall of Shadows - 1996, Landscape One - 1997,
Passages - 1998, Rendez-vous - 1999, The Visitor:
Living by Numbers - 2001, Untitled - 2002, Where
are you?- 2005, and the ongoing Panoscopic
Journal - 2000.

He is the inventor of the Panoscope 360° — asingle
channel immersive projection system.

Having undertaken Residences at the Institut Médi-
terranéen de Recherche et de Creation - IMEREC,
France, the Center for Art and Media - ZKM, Ger-
many, and the Museum of New Zealand, he now
serves as Director of the School of Industrial De-

sign at the Université de Montréal, Canada.
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2003

2003

2003

2003

2002

1999

1952 FEAF I DTNy 0EFN, I5T714v70,
7050 N BREERTHA VB ERLVWHHT
EB), 1974, /U7 RATAT - T—hTY
R-FHAY Py IFE 984 ETY Fa—
Ty Y IRASMET., FaERELT MEncyclopedia
Chiaroscuro_| 1987, [PortraitOneJ 1990, Family PortraitJ
1993. Hallof Shadows) 1996, landscapeOneJ 1997,
[Passages 1998. Rendez-vous) 1999. MheVisitor:Living
byNumbers) 2001, TUntitled) 2002, Whereareyou?]
2005, lthe ongoing Panoscopic Journal J 2000, %k &hHY
HY. TDEMC U TIVF v > ZILOERRE
AIRIF S 2T L TPanoscope 360°) ZEZE,
TR RAY, 22— =5V RDT—T 1
AN AV LYTYREEE BRERHTSY
DEYNIF—IKRFEADIZNITILTTA
CEROERREBH TS,

Selected Solo Exhibitions
FRERE

Luc Courchesne, Recent works
Pierre-Francois Ouellette Art Contemporain,
Montréal, Canada

PanoscopicJournal

TPW Gallery, Toronto, Canada

Luc Courchesne Works

Sala Montcada, Barcelona, Spain

Journal Panoscopique

Pari Nadimi Gallery, Toronto, Canada
Journal Panoscopique

Pierre Francois Ouellette Art Contemporain,
Montréal, Canada

The Visitor : Living by Numbers

Society for Artsand Technology, Montréal, Canada
Landscape One

Cité desSciencesetde I'Industrie, La Villette,

Paris, France



1999

1998

1998

1996

1994

1994

1993

1993

1991

1991

1990

1990

1990

1989

1988

1988

1985

Luc Courchesne

g=I>zXVavy

Landscape One

Museum of Contemporary Art Kiasma, Helsinki,
Finland

Luc Courchesne : Portraits interactifs
Centre Culturel Canadien, Paris, France
Landscape One

Cinématheque québécoise, Montréal, Canada
Hall of Shadows

Musée d'art contemporain, Montréal, Canada
Family Portrait

Museum of Modern Art, New York, USA
Portrait of Paula Dawson

lan Potter Gallery, Melbourne, Australia

Luc Courchesne : Portraits

National Gallery of Canada, Ottawa, Canada
Portrait de famille

Centre de la Vieille Charité, Marseilles, France
Portrait One

Centre d'exposition des gouverneurs, Sorel,
Canada

Portrait One

Galerie Obscure, Québec, Canada

Portrait One

PRIM Vidéo, Montréal, Canada

Portrait One

Center for Art Tapes, Halifax, Canada
Portrait One

Centre de la Vieille Charité, Marseilles, France
Encyclopaedia Chiaroscuro

PRIM, Montréal, Canada

Encyclopaedia Chiaroscuro

Grey Art Gallery, New York, USA
Encyclopaedia Chiaroscuro

Boston Film/Video Foundation, Boston, USA
CEuvres vidéographiques

Vidéographe, Montréal, Canada
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Selected Group Exhibitions
FRUIN-TE

2008  Synthetic Times
NAMOC, Beijing, China
2007  ARCO
Fiera de Madrid, Madrid, Spain
2007 e-art
Musée des Beaux-Artsde Montréal, Canada
2007 TIAF
Toronto Convention Center, Canada
2006  ACM Multimedia
UC Santa Barbara, USA
2006 Art212
The Armory, New York, USA
2006 Diva
Embassy Suites Hotel, New York, USA
2006  ARCO
Fiera de Madrid, Madrid, Spain
2006  Wired's NextFest
Jarvits Centre, New York, USA
2006 Art Chicago
Millenium Park, Chicago, USA
2006 06en Scéne
Palais de I'Acropolis, Nice, France
2005 Interactive 05
Toronto Art Fair, Toronto, Canada
2005 Laval Virtual
Centre des expositions, Laval, France
2005  Wired's NextFest
Navy Pier, Chicago, USA
2004 Art&D
Société desarts technologiques, Montréal, Canada
2004  Works from the collection
Musée d'art contemporain de Montréal, Canada
2004 Digital Avant-Garde : 25 Years of the Prix Ars
Electronica

Eyebeam, New York, USA
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2004

2003

2003

2003

2002

2002

2002

2002

2002

2002

2001

2001

2000

2000

2000

Luc Courchesne

g=I>zXVavy

Digital Avant-Garde : 25 Years of the Prix Ars
Electronica

Lentos Museum, Linz, Austria

Laval Virtual

Centre des expositions, Laval, France

Future Cinema

Museum of Contemporary Art Kiasma, Helsinki,
Finland

Portrait One

C3, Budapest, Hungary

Souffleurs d'images - Lille 2004

Centre Eurolille, France

The Visitor : Living by Numbers

Transmediale, Berlin, Germany

Opening exhibition

Australian Center for the Moving Image,
Melbourne, Australia

Ars Electronica Festival

OK Center, Linz, Austria

Future Cinema

ZKM Center for Art and Media Karlsruhe, Germany
Videotage

City Gallery, Hong Kong, China

Landscape One

Wood Street Gallery, Pittsburg, USA

Space Odysseys

Art Gallery of New South Wales, Sydney, Australia
the Interaction '01

Softopia, Gifu, Japan

AV95923>'01

— AR B A A—T DX EE
VIRNET I wN>

Artists In Residence and IAMAS

Tokyo Metropolitan Museum of Photography
T—TAAN A2 - LYTUREIAMAS B
RREEREMEE

Opening Exhibition

Espace SAT, Montréal, Canada

Emerging Technology

SIGGRAPH 2000, New Orleans, USA
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2000

1999

1999

1999

1999

1999

1998

1998

1998

1998

1998

1998

1998

1998

1998

Prix Ars Electronica

Siemens Forum, Erlangen, Germany

Portrait One

Bonner Kunstverein, Bonn, Germany

Prix Ars Electronica

Siemens Forum, Munich, Germany
Québec-France :Images et Mirages

Musée National des Arts et Traditions Populaires,
Paris, France

Pixel

Museum of Communication, Bern, Switzerland
Prix Ars Electronica '99

OK Center, Linz, Austria

Opening exhibition

Te Papa Tongarewa [ Museum of New Zealand,
Wellington, New Zealand

Festival Exit

Maison de la culture, Créteil, France

Festival Via

Maison de la culture, Maubeuge, France
Permanent exhibition

NTT InterCommunication Center [ICC], Tokyo
NTTA>49—032Z4—>3> 29— [ICC]
electronically yours

Tokyo Metropolitan Museum of Photography
ILyhkOzAY—-17—X
BFRAOHLIHEK

R G E1iTAE

Portrait One

Musée canadien de la photographie contempo-
raine, Ottawa, Canada

Avatar

Amsterdam, Netherlands

Portraitno. 1

Centre d'exposition, Aix-en-Provence, France
CEuvres de la collection

Centre d'exposition de I'Université de Montréal,

Montréal, Canada



Luc Courchesne

g=I>zXVavy

1997 ICC BIENNALE '97
NTT InterCommunication Center [ICC], Tokyo
iccexr>F—L 97
NTTA >4 —032Z4—>3> 29— [ICC]
1997  Opening exhibition
ZKM Center for Art and Media Karlsruhe, Germany
1997  Multimediale 5
ZKM Center for Artand Media Karlsruhe, Germany
1996 Hall of Shadows
The Art Gallery of New South Wales, Sydney,
Australia
1996  Ars Electronica '96
OK Center, Linz, Austria
1996 DEAF96
V2, Rotterdam, Netherlands
1995 95 Kwangju Biennale
Kwangju, Republic of Korea
1995  the Interaction '95
Suitopia Center, Gifu, Japan
A295923>'95
AVI—=Z9T47 - T—hADOBRHE
KIEHZANET 25—
1995 Triennnale di Milano
Design Museum, Milano, Italy
1995  Multimediale 4
ZKM Center for Art and Media Karlsruhe, Germany
1995  Press Enter
The Power Plant, Toronto, Canada
1994 Artifices3
Maison de la culture, Paris St. Denis, France
1994 Exposition d'ouverture
Musée d'art moderne et contemporain, Nice,
France
1993 Machine Culture
SIGGRAPH '93, Anaheim, USA
1993  Muu Media Festival
Otso Galleria, Helsinki, Finland
1992 Third International Symposium on Electronic Art

lan Potter Gallery, Sydney, Australia
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1991

1991

1990

1989

1988

1988

1987

1987

1987

1986

1986

1986

1986

1985

1985

1985

1984

Festival du cinéma québécois

Maison de la culture, Blois, France
Tomorrow's Technology

SIGGRAPH '91, Las Vegas, USA
Rendez-vous du Cinéma Québécois
Cinématheque, Montréal, Canada

TED 2

Convention Centre, Monterey, USA
CEuvres vidéo

Quinzaine de la vidéo, Montréal, Canada
CEuvres vidéographiques

Image Forum, Tokyo

AA=DTF—F

CEuvres vidéopgraphiques

Festival vidéo, Liege, Belgium

CEuvres vidéographiques

Maison de la Culture du Plateau Mont-Royal,
Montréal, Canada

CEuvres vidéographiques
Gen-Lock, Genéve, Switzerland

CEuvres vidéographiques

Channel 14, Winnippeg, Canada

Lumiéres : Projection - Perception
Centre international d'art contemporain,
Montréal, Canada

Aventure

Canadian tour, Montréal, Toronto, Vancouver,
Canada

Encyclopaedia Chiaroscuro

Art New Vision '86, Tokyo

Address Unknown

The Red Vic Movie House, San Francisco, USA
Address Unknown

New York Film Market, New York, USA
Address Unknown

Holland Festival, Amsterdam, Netherlands
Les événements du neuf

Université de Montréal, Montréal, Canada
East Meets West

Video Free America, San Francisco, USA



1984

1984

1984

1983

1983

1983

2004

1999

1998

Luc Courchesne

g=I>zXVavy

13e festival international du nouveau cinéma et
de la vidéo

Cinéma Paralléle, Montréal, Canada

The Rear Window

Institute of Contemporary Art, Boston, USA
Student Film Screening

MIT Film/Video Section, Cambridge, USA

12e festival international du nouveau cinéma et
de la vidéo

Cinéma Paralléle, Montréal, Canada

Boston Now

Institute of Contemporary Art, Boston, USA
Student Film Screening

MIT Film/Video Section, Cambridge, USA

Selected Collections

FRUNEA TR

Works from the collection

Musée d'art contemporain de Montréal, Canada
Permanent collection

Museum of Communication, Bern, Switzerland
CEuvres de la collection

Centre d'exposition de I'Université de Montréal,

Canada
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2005

2003

2001

2000

2000

1999

1997

1984

1979

Luc Courchesne

g=I>zXVavy

Publications

tHAR

A la rencontre de I'autre

ETC MONTREAL, mars, avril, mai, Montréal

De I'autre coté du Miroir

Jouable: Art, jeu et interactivité, Centre pour
I'image contemporaine, Geneve

The Visitor : Living by Numbers

Future Cinema, ZKM Karlsruhe, Cants Verlag,
Stuttgart

The Construction of Experience

New Screen Media, British Film Institute, London
Art Making as Forging Evidence
Counciousness Reframed, University of Wales
Panoscope 360°

Emerging Technology/Sketches and Applications
SIGGRAPH 2000

Awards

M
g
B

Prix Ars Electronica '99

Interactive Arts Award, Ars Electronica, Linz,
Austria

ICC BIENNALE '97

Grand Prix, NTT InterCommunication Center
[ICC], Tokyo

Iccexr>r—L'97

S0 T)NTAYY—03 22— 3> - Y
4 —[IcC]

Award of Excellence in Exhibition Design
Graphisme Québec, Montréal, Canada
Salon mondial des inventions

Grand Prize, Brussels, Belgium



Hiroko Myokam
BAE ¥

B4

Bornin Ishikawa, in 1976, Hiroko Myokam gradu-
ated from the International Academy of Media
Artsand Sciencesin 2002. The following year, she
helped launch the NPO Community Design Coun-
cil - CDC, before working as a Curator at the SKIP
City Visual Museum from 2004 to 2006. Current-
ly Hiroko serves as a Director for CDC,and asa
Curator at the NTT InterCommunication Center

[iect.

19764 (AR THFE . 20024 (CEBRERRLE
EMTATI—%FET 5.2003F(CNPO I 2
7471 U pES (CDC) %35 EIF. 2004
FEM52006FFTKPYTFABEI2—D7F
LFRE=BOHB, BENTA Y —0I1=
r—3> - £r4—[ICCl%¥ES, CDCEE,
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Carl Stone
Ah=>H—=)L

2001.5-2001.10
Bs1
Qi

ww.sukothai.com

Carl Stone was born in Los Angeles, in 1953, and
now divides his time between the USA and Japan.
He earned a BFA from the California Institute of
the Arts, in 1973, and studied composition with
Morton Subotnick and James Tenney.

He hasbecome one of the pioneers of live compu-
ter music — hailed by the Village Voice as the king
of sampling and one of the best composers living
in [the USA] today — with works performed in the
USA, Canada, Europe, Asia, Australia, South Amer-
ica,and the Near East.

Carl has undertaken a number of commissions
worldwide, including pieces for The Museum of
Contemporary Art - MOCA\, Los Angeles, the
Meet the Composer Fellowship, New York, NTT's
Arton the Web, Japan, and the Rockefeller Multi-
Arts Production - MAP - Fund, New York.

He has also had a series of Residences around the
USA, most recently in 2006 at the Getty Center,
Los Angeles, and served as Director for KPFK-FM
Radio, Los Angeles, between 1978 - 1981, for Meet
the Composer, California, between 1981 - 1997,
and for the Other Minds Festival, between 1999 -
2000. From 1992 to 1995, he was the President of
the American Music Center.

In addition to his schedule of composition, perfor-
mance, and touring, he is a faculty member of the
Department of Information Media Technology at

Chukyo University, Japan, since 2001.
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1997

1994

1990
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BOEREORT > LIV ZORRZEMEE (MOCA)
[CINEEhTHY, FHRPOSETELER
DAY NN—=—Z13—3—2 D Meet the Composer |
O7x0—>y 7. HAODNIT O (Arton the Webl.
Za1—-3-900vY 77— XNFT=V T
0502 avERRBE—EBTH TN,
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A1yt s —DRETEH ST
PEDAEELUMNCE /N T =7 > IPKERR
BEDFEEELTHY., BIE. FRAFEAT AT
HRENBIREHD B,

Selected Performances

FHNTH—T VR

Osterfestival

Marienkirche, Innsbruck, Austria

SaRit Gol

University of California, Berkeley, USA

Mae Ploy

Strings Plus Festival, Xebec Hall, Kobe, Japan
I—=Ry JR—IL. HE

Made in Hollywood

ZDFTelevision, Germany



1989

1984

2008

2007

2002

2001

1997

1993

1992

1991

Carl Stone

AR=>Hh—)

Territory of Art

The Museum of Contemporary Art, Los Angeles,
USA

Olympic Arts Festival

KUSC-FM, Los Angeles, USA

Publications

AR

Woo Lae Oak

CD, Unseen Worlds, Austin
AL-NOOR

CD, In Tone Music, Los Angeles
Nak Won

CD, Sonore, Causse de la Selle
pict.soul

Tetsu Inoue, collaborator, CD, Cycling'74, USA
Kamiya Bar

CD, Robi Droli/New Tone
MOM'S

CD, New Albion, New York

Awards

-
ZHE

&

Freeman Prize for New Music
International Electric Cinema Festival

Special honors, Switzerland
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Marie Sester
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www.sester.net

Marie Sester is a media artist, based in New York.
Bornin France, she began her career studying Ar-
chitecture, achieving her Masters from Ecole
d'Architecture de Strasbourg in 1980. However,
her interest shifted from how to build viable struc-
tures to how architecture and ideology affect our
understanding of the world.

She hassince worked to explore the ways that so-
cietiesimplement forms, focusing primarily on
ideas of transparency, visibility, celebrity, and ac-
cess. Her installations are interactive, immersive,
and architecturally encompassing for the partici-
pant.

Marie has been Artist in Residence in Japan, Eu-
rope, and across the USA, including at Eyebeam,
New York, and the Center for Art and Media - ZKM,
Germany. As well as exhibiting internationally,
she hasalso taughtin France, Japan, and the USA,

and currently has a studio based in Los Angeles.
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EINSICEREHTHNSUHRNELET ST F
TELEELCOVTHARET>TWS, Fo
BE. AREZIBCEENGHRREYA 55
IF4T AYRI L=y a>REE, I-0v
NP Z1—F—V  KMBEEGHMTT —T 4 R
NeA> LTV RERR,
ERENGRERTRRZITV. 7202 BA
USA THEffz &3, REROT U LILRICRYY
FEE>TVS,

Selected Solo Exhibitions
FERE

Exposure

gallery@calit2, University of California,

San Diego, USA

Threatbox.us

Férgfabriken, Stockholm, Sweden
Threatbox.us and BE[AM]

California Institute of the Arts, California, USA
BE[AM]

Art Center College of Design, Pasadena, USA
L'architecture du Paradis

The Kitchen, New York, USA

ACCESS

Eyebeam, New York, USA

ACCESS

Softopia, Gifu, Japan

VINET S v/

Fictional cities

Portland Institute for Contemporary Art, USA



1997

1996

1995

1995

1992

1991

1990

1990

1990

1989

1989

2008

2008

2007

2007

2007

2006

2005

2004

Marie Sester

TRT-ILTU—

Apartment

Chateau du Grand Jardin, Joinville, France
Apartment

Centre d'Art Contemporain de Vassiviére en Lim-
ousin, France

Hotel Room

Centre d'Art Contemporain de Rueil-Malmaison,
Paris, France

Transfert de Paysage

Galerie Psyché, Martigues, France

Zafu

Galerie Jade, Colmar, France

Merle-Portalés et Associés, Paris, France
Galerie Arthéme, Palma de Mallorca, Spain
Cloitre des Dominicains, Guebwiller, France
Claudine Bréguet, Paris, France

Galerie Artheme, Palma de Mallorca, Spain

Merle-Portales et Associés, Paris, France

Selected Group Exhibitions
FRIIN—TR

ACCESS @ Public Gallery

Public Gallery, West Bromwich, United Kingdom
Teleport

Féargfabriken Norr, Ostersund, Sweden
Scope - Miami art fair

Bryce Wolkowitz Gallery NY, Miami, USA

The Celebrity Media Mash-up

EYEBEAM, New York, USA

LABoral Centro de Arte y Creacion Industrial, Gi-
jon, Spain

Casino Luxembourg - Forum d'Art Contemporain,
Luxembourg

Lichtkunst aus Kunstlicht

ZKM Center for Art and Media Karlsruhe, Germany
Villette Numérique Festival

Paris, France
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2003

2003

2003

2001

2000

2000

1999

1999

1999

1998

1998

1997

1996

1994

1992

1991

1990

1990

1990

1989

1989

Beta Launch 03

Eyebeam, New York, USA

Ars Electronica 2003

Linz, Austria

SIGGRAPH 2003

San Diego, USA

Blind Vision: video and the limits of perception
San Jose Museum of Art, USA

Light fantastic

San Francisco Art Institute, USA

Home

Centre d'Art Contemporain de Pougues-les-Eaux,
Pougues-les-Eaux, France

Three French media artists explore the obvious
and the unseen

New Langton Arts, San Francisco, USA
Souvenir Utopie

Stadthaus Ulm, Ulm, Germany

Pacaembu

Laboratoire, Sdo Paulo, Brazil

Renate Buser, Marie Sester, Elizabeth Wright
Kunsthalle Bern, Lausanne, Switzerland
Digital mapping: Architecture as media
Artists Space, New York, USA

Kwangju Biennale

Kwangju, Republic of Korea

Arcos da Lapa

Laboratoire, Rio de Janeiro, Brazil

Hillside Gallery, Tokyo

ETARF YT~

Merle-Portalés et Associés, Uzes, France
Salon de Montrouge, France

Agora Saint Nicolas, Strasbourg, France
Ancienne Laiterie, Strasbourg, France
Facades imaginaires

Laboratoire, Grenoble, France

ARCO, Madrid, Spain

Sélest'art, Sélestat, France



Marie Sester

TRT-ILTU—

1989 Sommet Européen
Palais des Congres, Strasbourg, France

1988 Galerie Jacques Girard, Toulouse, France

Selected Collections

EZAEEE

2008 ACCESS @ Public Gallery

Public Gallery, West Bromwich, England
2005 ACCESS

Center for Art and Media - ZKM, Germany

Awards

M
g
M

2003 Prix Ars Electronica 2003
Honorary Mention, Interactive Arts, Ars Elec-

tronica, Linz, Austria
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Michael Naimark

RAN—=U AT

2001.11 - 2002.7
Bss
Q2

www.naimark.net

Michael Naimark is a longtime media-artist and
researcher. Born in Los Angeles, USA, he studied
Cybernetic Systems at the University of Michigan,
before gaining a Masters in Visual Studies and
Environmental Art from the Massachusetts Insti-
tute of Technology - MIT, in 1979.
Heisanexpertin place representation, and has
made interactive moviemaps and stereo-pano-
ramic movies around the world. His work isan
unusual combination of optimism and activism,
and currently holds the No.1 rank for Google
searches on both VR webcamsand camera zapper.
Michael has been an Artist in Resident multiple
times worldwide, including the stays at Explora-
torium, San Francisco, the Banff Centre for the
Arts, Canada, and the Center for Art and Media -
ZKM, Germany.

He has been instrumental in the founding of sev-
eral world-renowned research labs, and hisart
projectsare exhibited internationally.

Since 2004, he has been a Research Associate Pro-
fessorin the Interactive Media department, at
the University of Southern California's School of
CinematicArts.

He currently lives and works in Los Angeles, USA.
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2001

1995

- 1996

1995

RATIV RAR—VRBATATT7—T 1 AN B
RELLUTRPICORVEBDZITR>TWVS, 7
AUA - ORTUEIRCEFN. ITHVKFE
THANRT 1 v I RT LEFAERIC 1979
EYTFa—ty VIRKEREREZRTE
1T5%5%.
K BEAERR) OFPIRTHY. 1089357
T 1 77% Tmoviemaps) %D < WRPTILH/Y
J IRBGEMEY EFTVB,
BOEREFT TT A IRALETIT AT 1R
OFFENLHEAEDLTH Y. VRwebcam &
lcamera zapper) @ 27 (3 google R T 14iZ(CF >
FrUENTVS,
RIERPOT—FT 1 AN A2 LT RELT
FIEEERLTHY . ThCEY Y7522 230
Exploratorium, A4 D/N> 7=z 4 — RA
YOT =K - TYR-AFAT 25— (ZKM)
RENEZENS,
BEVW OO DOERNICHERLGHAENCEAS L
THY., ZOT7—N70Y ¥ NMIEFKSHEN
TNTV3,
2004 ELUEH) T AL Z T KREBREIEME L.
AVEZ0TATAT A TERICEVTHRA
R E U TIERE.

Selected Solo Exhibitions

FMER

6installations 1977 - 1997

Alyce de Roulet Williamson Gallery, Pasadena,
USA

Be Now Here

San Francisco Museum of Modern Art, USA

Be Now Here

Yerba Buena Center for the Arts, San Francisco,
USA

See Banff Kinetoscope

Berkeley Art Museum, Pacific Film Archive,

Berkeley, USA



1985

- 1986

1984

1984

1980

2008

2005

2004

2003

2002

-2003

1998

- 1999

1998

1997

1996

1995

Michael Naimark
RAX=U A7)

Paris VideoPlan

Madeleine Metro Station, Paris, France
Virtual Object Series

Bruce Velick Gallery, San Francisco, USA
Displacements

San Francisco Museum of Modern Art, USA
Massachusetts Institute of Technology - MIT,

Massachusetts, USA

Selected Group Exhibitions
FRIIN—TE

Degrees of Immersion

USC Helen Lindhurst Gallery, Los Angeles, USA
The Art Formerly Known As New Media
Walter Phillips Gallery, Banff, Canada
Interactions/Art and Technology

American Museum of the Moving Image,

New York, USA

Future Cinema

Museum of Contemporary Art Kiasma, Helsinki,
Finland

Future Cinema

ZKM Center for Art and Media Karlsruhe, Germany
Inventing Experience

The Tech Museum of Innovation, San Jose, USA
Exploding Cinema

International Film Festival, Rotterdam,
Netherlands

Artin the Anchorage

Creative Time, New York, USA

SIGGRAPH '96

New Orleans, USA

the Interaction '95

Suitopia Center, Gifu, Japan
AV9593>'95
AV9—=Z0F717 - T— M OBHE
KIEHZA NET 5 —
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1994

1994

1993

1992

1992

1992

1992

1991

1991

1990

1989

1989

1989

1988

1987

1985

ISEA 94

Museum of Contemporary Art, Helsinki, Finland
Mill Valley Film Festival

San Francisco, USA

Multimediale 3

ZKM Center for Art and Media Karlsruhe, Germany
SIGGRAPH '92

Chicago, USA

The Culture and Science of Finding Your Way
Exploratorium, San Francisco, USA

Images du Futur '92

Montréal, Canada

Triennale di Milano

Milano, Italy

SIGGRAPH '91

LasVegas, USA

Multimediale 2

ZKM Center for Art and Media Karlsruhe, Germany
Cyberthon Conference

Point Foundation, San Francisco, USA

Mill Valley Film Festival

San Francisco, USA

Wonderland of Science Art - Invitation to Inter-
active Art

Kanagawa Science Park, Kawasaki, Japan
TRBOEOHAIVZT—h
AV959F47 - T—hAOBHF
BENYATVR - N—=5

Exploratorium

World Financial Center, New York, USA
Exploratorium

Kennedy Center for the Performing Arts,
Washington DC, USA

The Situated Image

Mandeville Art Gallery, UC San Diego, USA
TSUKUBA EXPO '85

US Pavilion, Ibaragi, Japan

DLFREFE 85

T AR



Michael Naimark
RAX=U A7)

1984 Ann Arbor Film Festival
Ann Arbor, USA
1984 The Artist as a Young Machine
Ontario Science Center, Toronto, Canada
1984 San Francisco International Video Festival
San Francisco, USA
1983  SIGGRAPH '83
Detroit, USA
1981 CenterVideo
American Center, Paris, France
1981  CenterVideo
KélInischer Kunstverein, Cologne, Germany
1981 CenterVideo
Kunsthaus, Zurich, Switzerland
1980 New York Avant Garde Festival
New York, USA
1980 Beyond Object
Aspen Art Museum, Aspen, USA
1979 Ann Arbor Film Festival

Ann Arbor, USA

Selected Collections

FIRUNEAEaR

2000 See Banff Kinetoscope

American Museum of the Moving Image,

New York, USA
1997  Karlsruhe Moviemap

ZKM Center for Art and Media Karlsruhe, Germany
1987 Golden Gate Flyover

Exploratorium, San Francisco, USA
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2006

2005

2004

2004

2003

2002

2001

2001

2001

2001

2001

1998

2000

1998

Publications

tHAR

Aspen the Verb: Musings on Heritage and Virtu-
ality

Presence, vol.15,n0.3

Two Unusual Projection Spaces

Presence, vol.14, no.5

A Guide to Good Practice in Collaborative
Working Methods and New Media Tools Crea-
tion

L. Goodman and K. Milton (eds), UK Artsand Hu-
manities Data Service, London

Festival Symposium, Ars Electronica 2004

G. Stocker (ed), Hatje Cantz Verlag, Stuttgart
Design Research: Methods and Perspectives
B. Laurel (ed), MIT Press, Cambridge, Masachu-
setts

VR Webcams: Time Artifacts as Positive Features
ISEA 2002 Proceedings, Nagoya

VR Today

Leonardo Electronic Almanac, Vol. 9:5

Leash Length

EMERGEnNcy, 1.5

Where are the Anthropologists?

Leonardo Electronic Almanac, Vol. 9:1
Symmetrical Media

EMERGEnNcy, 1.4

First Word Art/Last Word Art

FineArtForum vol.15, issue 8

Field Recording Techniques for Virtual Reality
Applications

VSMM '98 Proceedings, Gifu, Japan

Predictions

EMERGEncy, 1.1

Place Runs Deep: Virtuality, Place, and Indige-
nousness

Virtual Museums Symposium Proceedings, Arch

Foundation, Salzburg, Austria



1997

1997

1997

1996

1994

1992

1991

1990

1984

2007

2002

2002

1992

Michael Naimark
RAX=U A7)

A 3D Moviemap and a 3D Panorama

SPIE Proceedings, Vol. 3012, San Jose
Art@Science

C.Sommerer (ed), Springer Press, Vienna and
New York

Cyberarts, International Compendium Prix Ars
Electronica

H. Leopoldseder and C. Schopf (eds), Springer
Press, Vienna and New York

Immersed in Technology

M.A. Moser (ed), MIT Press, Cambridge,
Masachusetts

Interactive Art and the Myth of Everythingness
Ars Electronica catalog, Linz

Expo '92 Seville

Presence, vol. 1,n0.3

Elements of Realspace Imaging: a Proposed
Taxonomy

SPIE, Vol. 1457, San Jose

The Art of Human Computer Interface Design
B. Laurel (ed), Addison Wesley, New York
Spatial Correspondence in Motion Picture Dis-
play

SPIE, vol. 462, Optics and Entertainment,

Los Angeles

Awards

M
g
3

Collective Photo Mapping

Google Research Award, Google, USA
Rockefeller Foundation Creativity & Culture
grant

Rockefeller Foundation, New York, USA
World Technology Award for the Arts

New York, USA

Futures Scenario

First Award, ACM SigCHI, Monterey, USA
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Michael Naimark
RAX=U 147

1992  New Genres
Artist Fellowship, California Arts Council, USA
1991 Artist Grant
Tamarack Foundation, San Rafael, USA
1989  Spring Show Award
San Francisco Art Institute, USA
1984 SECA 'Film as Art
First Award, San Francisco MOMA, USA
1980 Media Arts Fellowship
National Endowment for the Arts, USA
1978 MIT Council for the Arts Grant
- 1979 First Award, Massachusetts Institute of Technol-

ogy - MIT, Cambridge, USA



Akitsugu Maebayashi
[EDEENEE P

2002.10-2003.3
Bs7
Q114

Ee

Akitsugu Maebayashi was born in Shizuoka, Japan,
in 1965. He graduated from the Sophia University
Department of English Language and Studies.
While at university, Akitsugu began studying jazz
guitar, and performing live music. In 1991, he
started using computers during his performances,
as well as creating sound installations.

Inrecent years, hiswork has become focused on
interactive, hands-on experiences, with sound
and hearing as a contact point between the body
and the environment. Following his additional in-
terestin movement, he hasalso actively pursued
collaborations with dancersand performers.

Heis currently an Associate Professor at IAMAS.

1965 FRMMAEF N, LERPHEBAERER
B, RAEPRLV Y v XY -2V 5
A TNYRETHEREY TS, 9T ELV IV
Ea—9=2@BLNT7 =XV IPTT 2 RS
YR L—2 3 EEH B, EFFEHERED
BREUVTOREPFCERZH T AKROD 15
ELTofEmERERLTWVWS, &z BEF) (O
FREALMSY T — NT5—T—EDITR
L—2 3 v ERENICIT>TVS, RE. HRE
FEMAFEBRATE (AMAS) Y D7 1 B,
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2007

2006

2005

2004

2004

2004

2003

2002

2002

2001

2000

2000

2000

Selected Group Exhibitions
FRIIN—TR

Sound//Bytes

Edith Russ Site for Media Art, Oldenburg, Germany
Sonar 2006

Barcelona, Spain

Possible Futures: Japanese postwar art and
technology

NTT InterCommunication Center [ICC], Tokyo
T—h&FTo/00—-0BEERRK

NTTA>% =327 —>3> - >4 —][ICC]
Invisible

Palazzo delle Papesse, Siena, Italy

Ars Electronica 2004, IAMAS Exhibition
Linz, Austria

Futuresonic04

Urbis, Manchester, United Kingdom

A Sense of Reality

MixedMedia, Shizuoka, Japan
HELVWSEE

SYURNATAT

ISEA 2002

Nagoya, Japan

Villette Numerique

La Villette, Paris, France

[1/0] distant place

NTT InterCommunication Center [ICC], Tokyo
NTTA >4 =032/ —>3> - >4 —][ICC
[1/0] white room

Museum of Contemporary art Tokyo, Tokyo
RRBRAEMERY > 7

5th Dutch Electronic Art Festival

V2, Rotterdam, Netherlands
MEDIASELECT 2000

Nagoya, Japan

AF1T7EL o~ 2000

20 5EE



2000

1999

1999

1999

1998

1997

1997

1997

1996

1995

1994

Akitsugu Maebayashi
AIM BAR

AKIHABARATV 2

command N, Tokyo

MERTV2

OYYRN

Sonic Interface in Aoyama

SPACE 3, Tokyo

4e Manifestation Internationale

Montréal, Canada

MEDIASELECT

Nagoya, Japan

AF4TELIN

20 SAE

Ars Electronica '98

0.K.Center, Linz, Austria

ICCBIENNALE '97

NTT InterCommunication Center [ICC], Tokyo
IcceEx>F—L 97
NTTA>4—03a2=4/—>3> 24 —]ICC
META Tokyo Project

P3,0n Internet, Tokyo

XYRRIOTV U b

P3, A& —Fvh

Disclavier - A Virtual Instrument for Collabora-
tion

NTT InterCommunication Center [ICC], Tokyo
TARYUZET
—aZRL—2 3> DrzHDRBERE—
NTTA>%—132=4—>3> - > —[ICC]
Kick the computer!

Tokyo University Pediatric Hospital, Tokyo
avEa—9%=II->LEFE
RRAZELEAS R NRER

ICC Workshop Methodology No.1

NTT InterCommunication Center [ICC], Tokyo
ER/RETUHVTILOVWFEEZE
NTTA>4%—0332=Z4—>3> - >4 —[ICC]
John Zorn's Cobra, Tokyo Strategy

Lamama, Tokyo

Yar Y-y, JTTRFMFY

NN



Akitsugu Maebayashi

A BAR

1994  OTO KOTO KOTOBA
Tokyo Design Center, Tokyo
e | e | VAN
BRTF1 o5~

1993 Sound Image Crossing
ArtForum Yanaka, Tokyo
T—K7#—ZL8aF

1991 Computer Music Independent Concert
Xebec Hall, Kobe, Japan
aAYEa—%-3a3—-Ivy - 7OFNVF Y - OV
-k
D=y UK=L

Publications

HHAR

2001 [I/O] distant place

CD, ICC Anechoic room, Tokyo
1996  EXPERIMENTAL TOKYO

CD, Innocent Eyes & Lenses, USA

Awards

o
ZHE

=

2000 12th Ishida Foundation Art Encouragement Prize
The Ishida Foundation, Aichi, Japan
% 12 BB EAEMEME
FH MEEAGBEME
1998  Prix Ars Electronica '98
Honorary Mentions, Ars Electronica, Linz, Austria
1997 ICCBIENNALE '97
Runners-up, NTT InterCommunication Center
[ICC], Tokyo
IcCET>F—L'97
ISV T)
NTTA>49—032Z4—>3> 29— [ICC]



Dmitry Gelfand
L7V R RS NY—

2002.11 - 2003.3
B9
Q114

www.portablepalace.com

Dmitry Gelfand was born in St. Petersburg, Russia,
in 1974. He received a BFA in Film/Video from
New York University, in 1996. Since 1998 he has
created, in collaboration with Evelina Domnitch,
sensory immersion environments that merge
physics, chemistry, and computer science, with
uncanny philosophical practices. In order to com-
bine such elaborate practices, the artists have
worked with various scientific laboratories in Ja-
pan, Germany, Russia, Belgium, Belarus, and the
USA.Since 1999 his works have been exhibited
across the USA, in Canada, and in Russia, and he
hasreceived numerous awards worldwide, includ-
ing Best Soundat the 2001 Tribecca Film, New
York, and an Honorary Mention at the Prix Ars
Electronica, Austria, in 2007.

In 2000, he published the SC/ENTISM manifesto,
together with Alexander Kaline, Dmitry Gaev Or-

lov, and Sergey Bugaev-Afrika.

83



2005

2004

2004

2004

2003

2002

2002

2001

2000

1999

1974 FO0YT7 WO MRTILTNVEEN,
1996 fF = 1 — 3 — U REBEARZ 282, 1998
FELVITr)—F - RIZv o EDHARIEE
FIAL. MEBH, ¥ BLUIYEa—9Tq
IRz, BFENRRERE UITREAL
RAT B LOBREZHIE. ChoDFRICET
BB LIEBRE ML E B3O, BER R1Y,
O>7. NLF— RII)—3 FAVADSTE
TEABFRBE CTHEGIFETT S, 1999 F L
HFY. O T TRERRL. BFENREEZS
#1532 (FT UV B ., 20004 Alexander Kaline, Dmitry Gaev
Orlov, Sergey Bugaev-Afrika 5 & &% (Z SCIENTISM
FE= HhR,

Selected Solo Exhibitions

EMER

Camera Lucida: Sonochemical Observatory
1-20, New York, USA

Camera Lucida

Freud Museum of Dreams, St. Petersburg, Russia
Transit of Venus

1-20, New York, USA

X, x-ray photographs and prints

Foxman Gallery, St. Louis, USA

Machina Helioscopica

Minsk Planetarium, Minsk, Belarus

Video Retrospective

Freud Museum of Dreams, St. Petersburg, Russia
Opening Coccyx

Diapason Sound Gallery, New York, USA
Wakening Shrounds

Wellington Tunnel, Montréal, Canada
Wakening Shrounds

White Box, New York, USA

Facelift

Parallel Gallery, New York, USA



2005

2005

2005

2005

2004

2004

2003

2002

2002

2002

2001

2001

2001

2000

2000

2000

Dmitry Gelfand
TNTF7YRENIRN)—

Selected Group Exhibitions
FRIIN—TR

Red Room

Milano, Italy

Videodance

Athens, Greece

Garage Festival

Stralsund, Germany

Netmage 05

Bologna, Italy

Romaeuropa Festival

Roma, Italy

Dada Ball

Contemporary Art Museum, St. Louis, USA
IAMAS Annual Exhibition

Softopia, Gifu, Japan

VINET D wIX>

Femininity's Redress

C.A.S.E. Museum of Contemporary Russian Art,
New Jersey, USA

Ephemeralization

Remote, New York, USA

Ephement Objec

National Museum of History and Culture of
Belarus, Minsk, Belarus

From the Ashes

CUANDO Complex, New York, USA

A Glass Clock

Blue Room, Maryland, USA

9th New York Digital Salon

School of the Visual Artsand Leonardo Magazine
- MIT, New York, USA

Theatre of Transparencies

Museum Carolino Augusteum, Salzburg, Austria
Son Terminatora

Regina Gallery, Moscow, Russian Federation
Mir

1-20Gallery, New York, USA

85



2000

2000

1999

1999

2007

2008

2007

2004

2003

2001

2000

Dmitry Gelfand
TIWT77YRRINI—

Interferences 2

International Media Festival, Belfort, France
Inauguration Show

Mains d'Oeuvres, Paris, France
Psycho-acoustic Event

Roulette Sound Gallery, New York, USA
Macroscope

Bakin, New York, USA

Publications

AR

CAMERA LUCIDA

DVD, L-NE, Pound Ridge

2007 (11th) Japan Media Art Festival
Excellence Prize, Tokyo

AL 19 R (B 11 E) AEFAT T EMER
BFHE

Prix Ars Electronica 2007

Honorary Mention, Linz, Austria
Contemporary Artin a Traditional Museum,
Pro-Arte Foundation

St.Petersburg, Russia

Arts Link Foundation

New York, USA

Tribecca Film Festival

Best Sound, New York, USA

Prix Leonardo Festival of Art and Science

Gold Certificate, Italy



Tadashi Yokoyama
R IE

El

With a background in architecture, Tadashi Yoko-
yama specialized in the history of designing spac-
es, centering around architecture and gardens.
After joining the University of Tokyo, he became
more focused on contemporary art, organizing
the Tokyo version of Marcel Duchamp's The Large
Glass. He designed an art museum in Niitsu city,
then worked on the planning and administration
for two years, during which time he arranged the
first large-scale exhibition of artworks by Studio
Azzurro, Myth through images in 21st century -
Touch, tread and call out!.

In 2001, Yokoyama became Professor at IAMAS,
tutoring the Studio 4 Media Aesthetics course,

and now serves as President.

2001 D S HRBIAEMAERAFEDRY O F 4
B, AROEPIFRECERZ PO LT B2
DESLEAN LT 85 L TW AR TRAEM
[CHH DB EEZ LTZW. IAMAS (818 B H1ICE
DO TWEEMBETATATT7—hODRER
Wofl) LIzDHE & TIAMAS (2R3, 2003 &
M5 IAMAS #EK,
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Wolfgang Muench

TavevFNTAVY

2003.4 - 2003.9
B3
Qs

hosting.zkm.de/wmuench

Wolfgang Muench was bornin Karlsruhe, Germany,
in 1963. In the pre-computer era, he studied fora
Mastersin Fine Art and Design from the State
Academy of Art and Design Stuttgart, and in 1996
joined the Center for Art and Media - ZKM, as soft-
ware designer on various interactive-media pro-
jects, including the Panoramic Navigator, and the
publication series Artintactand Digital Arts Edi-
tion.

Hisinteractive installations Small Fish - 1999, in
collaboration with Kiyoshi Furukawa and Masaki
Fujihata, and Bubbles- 2001, in collaboration
with Kiyoshi Furukawa, have been presented in
numerous international venues.

Since 1997 he has taught Interactive Media in Ger-
many, Hong Kong, and Singapore, and has served
on numerous panelsand committees worldwide,
including the Curatorial Committee for the ACM
Multimedia Interactive Art Program, both as mem-
berin 2006 and 2007, and as chair in 2005.

In 2004, he was appointed to his current position
of inaugural Dean of the Faculty of Media Arts at
LASALLE College of the Arts, Singapore.
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2005

2005

2004

2004

2004

2003

1963 F RA Y, A—JLRI—ITEFEFN, I
Ea—9BRICT7 74> 7 — M AT, 1996
FCT—K - TYRAF1T - 225 — (ZKM)
T Panoramic Navigator | B ED ST F I LA >4
TOTATATAT - TOV I NCH IRV T
KO T7FHAF—ELTEM,

TArtintact ). Digital Arts Edition ) 1) — X% iR,
. HNE BBEMEDIZRL—> 3>
ISmall Fishg (1999). &/IEEDITRL—> 3>
MBubbles) (2001) BEDA>HZ0F 1T - (>
RAFL =23 EATATT7—NOEBRRBTH
ZLFK, 1997 ELY RAY K>V VA
ReIWTAYIZUTATAT AT ORHRBRET
o TWVB, 2004 &N S AR—IL FH—)L
EMAREAT 1 77— NEBRICHHE,

Selected Group Exhibitions
FRIIN—TR

I'art de produire I'art

Le Fresnoy-Studio National, Paris, France
Bubbles

Experimental Media and Performing Arts Center -
EMPAC, New York, USA

Artgames

Ludwig Forum, Aachen, Germany

KAMEX Korea Amuse World Game Expo
COEX, Seoul, Republic of Korea

Bubbles

Empire Concourse, New York, USA
Art+Science 2004

Insa Art Gallery, Gana Art Center, Seoul,
Republic of Korea

YCAM InterLab

Yamaguchi Center for Arts and Media - YCAM,
Japan

IIAEHR=M > 9 — (YCAM)



Wolfgang Muench
TavevANTAYY

2003 Dialogue with Light and Shadow
Toki Messe, Niigata, Japan
KEAvt, ¥R
2002 Viper Festival
Basel, Switzerland
2002 Lovebytes International Festival of Digital Art
and Media
Sheffield, United Kingdom
2002 ISEA 2002
Nagoya, Japan
2002 Digital Delights
Macau Art Museum, Macao, China
2002 d-motion
Volkspark Halle, Halle, Germany
2001 the Interaction '01
Softopia, Gifu, Japan
A28 5023Y 0V HRRT BAA—T EDIEE
VINET D wIX>
2001 KAMUNA
ZKM Center for Art and Media Karlsruhe, Germany
2000 Warsaw Autumn 2000
Warsaw, Poland
2000 Transmediale.00
Berlin, Germany
2000 mikro.lounge #26
WMF, Berlin, Germany
2000 Media City Seoul 2000
Seoul Metropolitan Museum of Art, Seoul,
Republic of Korea
2000  European Media Art Festival
Osnabriick, Germany
2000 DEAF00
Rotterdam, Netherlands
2000  Children Week
NTT InterCommunication Center [ICC], Tokyo
ICC F 3B Media Park
NTTA>4%—032Z45—>3> - >4 —[ICC]
1999  Ars Electronica '99

Linz, Austria
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2003

2003

2002

2001

2000

2008

2007

2007

2003

2001

1999

Selected Collections

ELE

Bubbles

Phaeno Science Center, Wolfsburg, Germany
Bubbles

Loisium, Langenlois, Austria

Bubbles

Junior Museum, Troy, New York, USA

Bubbles

ZKM Center for Art and Media Karlsruhe, Germany
Small Fish

National Museum of Emerging Science and Inno-
vation - Miraikan, Tokyo

BARIFERKEE

Small Fish

Ars Electronica Center, Linz, Austria

Publications

HiAR

Monitoring Scenography 1: Power and Space
ZHdK, Zurich, University of Vienna

Luminous Echo

Microwave International New Media Arts Festival
Exhibition Catalogue, Hong Kong

Meisterwerke der Medienkunst

Landesinstitut fir Schulentwicklung, Stuttgart,
Neckar-Verlag, Villingen-Schwenningen
Bildende Kunst: Sehen - Verstehen - Gestalten
Interaktiver Medienbaukasten fiir den Kun-
stunterricht

Schroedel Verlag, Hannover

Active Score Music - Scribble, Small Fish Tale
DVD, Ars Electronica Center

Digital Arts Edition #3

ZKM Karlsruhe, Hatje Cantz Verlag, Stuttgart



Wolfgang Muench

JavevFIITAVY

Awards

RERE
2006 Artlives

Most popular showpiece, Art Museum Stuttgart,

Germany
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Chanda Mwenya
AY Foy

2003.10 - 2004.3
Bes
Q6

www.n-log.de/Chanda/

Chanda Mwenya was born in Zambia, in 1976. He
has been involved with the Zambia National Visu-
al Arts Council since 1997, and his paintings,
sculptures, and video installations, have been ex-
hibited at shows both home and abroad.

In 2003, he was given the UNESCO Digital Arts
Award, so obtaining a grant for the IAMAS Artist
in Residence program. Through this experience,
hisinterestin social issues and relationships
deepened, leading to the projects Ghetto Life,
Recycle Booth, and others.

He hassince been invited to work across Europe,
including the design and construction of a suite
for the renowned /CEHOTEL, Sweden, and, in 2006,
at Transmediale, Germany, as an invitee of the
Goethe-Institute.

Now living and working in Norway, he is pursuing
aBAinFine Artat the Oslo National Academy of

the Arts.
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2005

2004

2002

2001

2000

2000

1999

1998

-2005

1976 FH Y ETEF N, 1997 FLUTET -
A —=F23FI - EZATINT =K hov>
JVCEDhY, B, B ETF - A2 RIL—
23 EERINTHEE, 2003FEIRRITIY
T I—REZEUIAMAS 7T—F 1 AN - 1> -
LTy 27005 L0ODOMBERT5, 2
DREBRN S RBELHRBERICDOVTOREDL
%R, [Ghettolife) X MRecycle Booth) 73 ED
TOY 1Y MefTd, AV I—TF Y DBRERTIL
173
EF—Oy/NCEBEET N, 2006F (23 K1Y XXME
T2y —DRBEEICLY Mransmediale ) (CE,
BEG/ILI—CEEL. 7 20—EILEMT
ATI—DT7 7407 — MERICEELTWVS,

MICEHOTEL) DR 1 —NL—LDTH A>3

Selected Group Exhibitions
FRIIW-TE

Luled Summer Biennale 2005

Lulea, Sweden

Ogaki Biennale 2004

Gifu, Japan

BHMEEI>F—L 2004

AZambian Touch

Henry Tayali Visual Art Center - VAC, Lusaka,
Zambia

French Cultural Night

Alliance Francaise, Lusaka, Zambia
Millennium Exhibition

Henry Tayali Visual Art Center - VAC, Lusaka,
Zambia

EXPO 2000

Hannover, Germany

African American Black Awareness

Lusaka Museum, Lusaka, Zambia

National Ngoma Awards Exhibition

Henry Tayali Visual Art Center - VAC, Lusaka,

Zambia



2005

2005

2004

2005

2003

Chanda Mwenya
AX Fobd

Publications

HiAR

IceHotel AB Catalogue
Luled Summer Biennale Catalogue
Ogaki Biennale Catalogue

BHEMNEEI>F—L 2004 HHOY

Awards

M
i
G

Luled Summer Biennial 2005

Grant, Lulea, Sweden

UNESCO Digital Arts Award 2003 at IAMAS
First prize, UNESCO, IAMAS, Gifu, Japan
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Susumu Hakumae

=E0R=]

Be7

Susumu Hakumae was born in Mie, in 1975. He en-
rolled in the IAMAS Studio 1 Interactive Media
course in 2003, and after graduating joined the
Institute full-time as Assistant Teacher.

In addition to his teaching responsibilities, he par-
ticipatesin local education support projectsand
regional revitalization programs, working to ex-

pand workshops centered around Gifu.

19758 = BB 4 F 1. 2003 F B HRIEATMTA TR
KERISF N1 2 TR BRERBHFER T,
RES, GIFDEMHISER(LEE. BEXER
ERT7OY U MIBML, BRREREHRLICT—
a3y TERBELTVS,
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Marcia Vaitsman

TFAYIYIIINTT

2004.4 - 2004.9

B9
Q6

Marcia Vaitsman was born in Brazil, in 1973. She
studied Communications and Arts at the Univer-
sity of Sdo Paulo, Brazil, and then at the Academy
of Media Arts - KHM, Germany.

Her work isimmersive and personal, with content
and form developing a neat relationship. It is her
belief that the creative processis notonly a part
of life, but also a need: like food, sleep, or sex.
Choosing to work with paper, video, or chips, isa
secondary step.

The themes of her work are always the same: What
isme?and What are my surroundings?, as well the
complex questions which arise from these.

In 2005, Marcia launched Fusion — an arts, design,
and media magazine — and received a grant from
UNESCO-Aschberg at HIAP Helsinki, Finland.

She currently lives and works in Brazil.

RIWST - I7AYRIVF9BELTIIIILT
EFnfe, YoNOOXRFEII2Zr—2307
¥ RT — NERITHEU, 2002 FE(TTILY - AT«
TEMARZET T3, REOFEREG RANT
BARNBEDTHY, BREUEREREMSE
BL5BABERAZE>TWVS,
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2006

2006

2006

2006

2006

BIEDBRRBEFDO—HICELEEST. NB. &
B vy 2A0LS CHEBEDTEHS. £V
SOMELDERTHZ, HHEDLOICHEET
FEPILTERIDIEZDRT v TTHD,
BEZOEROEBEVDERUT, MBEF? 1 T
&Y TROBRREFE? ) THY. ThE5OBLL
SEFNZTSICEMBBVEZFNTLS.
2005, MEZET—hNETHA L EAT AT D
BHD web YA TFusion) DEIFRIED, TR
3-T72aN=0DONIY UFEBT7—T 1 AN
7075 L (HAP) ADBIR&%ETz.
WLIRE. TV CEELEELTWS,

Selected Solo Exhibitions

FEER

The Whiteness of an Exotic Place
Galleria Huuto, Helsinki, Finland
a common ancestral stranger

Galerie Projektraum, Cologne, Germany

Selected Group Exhibitions
FRIIW-TE

Videozone - International Video-Art Biennial
Center for Contemporary Art, Tel Aviv, Israel
Tending to Zero

Cable Factory, Helsinki, Finland

Ogaki Biennale 2006

Gifu, Japan

BEMEEIVF—L 2004

Transterritoriale Generation - workshop and
video curation

Paco dasArtes, Sao Paulo, Brazil

Videomostra

Itau Cultural, Pard and Minas Gerais, Brazil
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2006

2006

2006

2006

2006

2005

2005

2005

2005

2005

2005

2004

2004

Marcia Vaitsman

TFAYRYRITT

Cultural Typhoon 2006
Shimokitazawa, Tokyo

HILFaZIL - 47— 2006

TER

Displaced Exhibition

Upeace, Toronto, Canada

Viper Festival

Basel, Switzerland

Source of Life

BankART Studio NYK, Yokohama, Japan
Source of Life [FU &Y DK - IAMAS in Yokohama
IAMAS 2007

Softopia, Gifu, Japan

VINETSw/N>

The 28th Tokyo Video Festival

Victor Building, Tokyo

F22ERRETA 7T\
Evy—#seil

The Elephant Cage

Japan Foundation, Cologne, Germany
KunstFilmBiennale

KélInischer Kunstverein, Cologne, Germany
Videobrasil

SESC Pompéia, Sdo Paulo, Brazil

Field Research

Galerie Brigitte Schenk, Cologne, Germany
IAMAS OPENHOUSE 2005

IAMAS, Gifu, Japan

IAMAS Artist in Residence Exhibition 2004 -
2005

Ogaki Information Studio, Gifu, Japan
IAMAS 7—F A4 AN - 1> - LY T2 RE 2004 -
2005

KIEHERLE

The one made of light stuff

Kyoto Art Center, Kyoto, Japan
RE=EMLE 5 —

IAMAS OPEN HOUSE 2004

IAMAS, Gifu, Japan
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2004

2004

2004

2003

2003

2003

2003

2002

2002

2002

2002

2002

2001

2001

2001

2001

2007

0 Corpo Entre o Publico e o Privado
Paco dasArtes, Sao Paulo, Brazil
Walking on Eggs in Buenos Aires
Boquitas Pintadas, Buenos Aires, Argentina
em_trdnsito

Goethe Institut, Lisbon, Portugal
Projeto Cria da Casa

espaco oPHicina, Sado Paulo, Brazil
Videobrasil

SESC Pompéia, Sdo Paulo, Brazil
Altitude 2003

KHM, Cologne, Germany

Biennale for Architecture

BRUCE, Rotterdam, Netherlands
Feira

Galeria Virgilio, Sdo Paulo, Brazil
Villette Numérique

La Villette, Paris, France
Transmediale.02

Berlin, Germany

milia 2002

Cannes, France

Mpolis

Overstolzenhaus, Cologne, Germany
European Gathering of Young Digital Creation
Le Phénix, Valenciennes, France
Videobrasil

SESC Pompéia, Sdo Paulo, Brazil
3x3

Nanquim Gallery, Sao Paulo, Brazil
Das Genlaboratorium

Galerie Projektraum, Cologne, Germany

Publications

tHAR

Fusion Magazine #1~#4
Academy of Media Arts Cologne, Department

Media Design, Germany



2007

2005

2004

2004

2001

Marcia Vaitsman

TrTAYIYIIITT

Awards

FHE

Funarte Conexées

Project Grant, Rio de Janeiro, Brazil
UNESCO-Aschberg Fellowship
Residence grantat HIAP/Cable Factory,
Paris, France [ Helsinki, Finland
Videokunst Forderpreis Bremen
Honour Mention, Bremen, Germany
Prince Claus Fund

Project grant, The Hague, Netherlands
Electronic Multimedia Award
CD-ROM a common ancestral stranger, The

EMMA Foundation, London, United Kingdom
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Nobuo Tanaka
B 1S

87

BorninAichi,in 1976, Nobuo Tanaka attended the
IAMAS Studio 2 Time-based Media course.

After graduating in 2006, he joined with several
other IAMAS alumni to found AITIA Corporation.
Serving as a Director, he produces interactive me-

dia, web-related, and video work.

1976 F(CEMR TEF N, 2006 FIFERFF =M
REBRKERY VF 2%ET L. Z D% IAMAS
REELEBCT AT« THRARRERIL, RE
3. BHTT 1 LI —EUTHE Web, 1>
IZU0 T4 TAT « T OHWEET> TS,
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Tina Gonsalves

YT TR T a7

2004.11 - 2005.3
873
Qs

Bornin Australiain 1972, Tina Gonsalves studied
at Swinburne School of Design, and then achieved
aMastersin Artand Interactive Media from the
Royal Melbourne Institute of Technology Univer-
sity.

For over a decade, she has been using the fluid,
malleable medium of video to explore complex
emotional landscapes. Most recently her work has
investigated the intersections of art, technology,
and science; sheis currently working with world
leaders in psychology, neuroscience, and emotion
computing, in order to research and produce mov-
ingimage artworks that respond to feelings.
Having taken Residence positions worldwide, in-
cluding Australia, Czech Republic, Canada, and
Thailand, sheisat present Artist in Residence at
the UCL Institute of Neurology, UK, and a visiting
artist at the MIT Media Lab, USA.

1972 FF—ANZI)TEFEN, XILKRILY - R
DA YNR=VIRKERD A N=Y - AU —
AT FHAUREFEL, OV - AR
WY IRKET—N TUR-AV950FT«
TAT 4 TERTELSER. ChETI0FN
E BMORBORREZRZ IO, RBHTHR
HOHBETAAT 1 TEAVTEREHIE, &
FF, =i 510, BLUORZORET ZE(C
DVWTEMRLTLS,
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2003

2005

2004

2004

Fle. BBICRIET BBET—~T7—20(CDVT
MR, GFE T2, DI HRERE. &
URBOAEICH B HRANGIEEEL LE(C
FEBHETOoTWS. B’E 1ZN—=>T« - A
Ly Oy NUHEERRFACTT—T 1R
KNeAa>Y LIFUR BEUTMT AT 175K

BERMR.

Selected Solo Exhibitions

FER

Tina Gonsalves: Somewhere in Between, Studies
in Translocation

Kickarts, Cairns, Australia

Australian Centre for Photography, Sydney, Aus-
tralia

Institute of Contemporary Art, London, United
Kingdom

Tina Gonsalves: Somewhere in Between
ArtSway, Sway, United Kingdom

Banff New Media Institute, Banff, Canada

291 Gallery, London, United Kingdom

111 Minna Gallery, San Francisco, USA

Selected Group Exhibitions
FRUIN-TE

IAMAS Artist in Residence Exhibition 2004 -
2005

Softopia, Gifu, Japan

IAMAS 7—F 4 AN - 1> - LY T RE2004-
2005

VIRNETDvN>

DEAF 04

V2_:Institute for the Unstable Media, Rotterdam,
Netherlands

ISEA 2004

Tallinn, Estonia



2004

2004

2003

2003

2003

2003

2003

2002

2000

2002

2002

2001

1999

1998

1997

Tina Gonsalves

VTN ITLRTAF

Melbourne Art Fair

Australian Centre for Moving Image, Melbourne
Transfigure

Australian Centre for Moving Image, Melbourne
Single Channel: Collaborating with the Moving
Image

The Art Museum of the University of Houston,
Houston, USA

[Head Space]

StVincents Hospital, Melbourne, Australia
Single Channel: Perspectives

Electrofringe, Newcastle, Australia
Cartodigital Interactiva 01
Contemporary Art Museum, Ateneo of Yucatén,
Mexico

Single Channel

Mezzanine Gallery, San Francisco, USA

Circe De Medicine

Paperveins Museum Of Art Biennal, New York,
USA

Next Wave Festival Blink

Australian Center for Contemporary Art, Mel-
bourne

False Emotion

Kunstbunker Tumulka, Munich, Germany
AVirtual Memorial and Le Musee di-visioniste
France

Maid in Cyberspace

Studio XX, Montréal, Canada

Multimedia Art Asia Pacific Festival 1999
Brisbane, Australia

Paperviens Project

Gallery 128, New York, USA

Altered States

Melbourne Exhibition Centre, Australia

11



Selected Collections

ELE

2002 235 Media, Germany
2002 Backup Festival, Germany
2002 SnackonArtTV, New York Cable TV, USA
2001 Australian Center of Moving Image
2001 Eat Carpet 2001

-2004 European Media Arts Festival, Germany
1999  Griffith University, Brisbane, Australia
1999 F1 Digital Film Festival, Australia
7999  Australian Film Television and Radio School, Mel-

bourne

1999  Eat Carpet

-2002 SBSTelevision, Melbourne, Australia
1999 DLUX Media Arts Collection, Australia
1999 The Kitchen, New York, USA
1999 ArtRage video collection series, Australia

- 1998

Publications

AR

2008 reviewed by Darren Tofts

Artlink, 04, Adelaide



Tina Gonsalves

VTN ITLRTAF

Awards

FHE

2008 Large Art Award

Wellcome Trust, London, United Kingdom
2008 Visiting Artist

MIT Media Lab, Boston, USA
2008  Residency Grant

Australian Network for Art and Technology, Syn-

apse, Adelaide
2008  Liminal Screen Coproduction

Banff Institute of New Media Arts, Banff, Canada
2007 New Work Grant

Arts Council England, United Kingdom
2005 New Work Grant

Australia Arts Council New Media Arts Board
2005 Travel Grant

Australian Film Commission
2005 Strand V Funding

Australian Film Commission
2004  Major Grant

Queensland Arts Council, Brisbane, Australia
2004 lan Potter Foundation Grant

lan Potter Foundation, Melbourne, Australia
2004  New Work Grant

Australia Arts Council New Media Arts Board
2004 Travel Grant

Australian Network for Art and Technology
2004 Co-production

Banff New Media Institute, Banff, Canada
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Dane Watkins

TRFVRT—Y

2005.4 - 2005.9
875
0120

www.eatmydata.co.uk

Bornin Australia, in 1965, Dane Watkins trained
asan Animator — with a concentration on hand-
drawn animation for film — graduating, in 1993,
from Liverpool John Moores University, UK.

Since that time he has developed his work through
the use of vector-based digital tools, completing
commissions and residencies, and by distributing
his pieces online.

His approach is a research-based studio practice
that examines how conventional drawing and an-
imation techniques can be developed, and shown,
indigital environments such as the web or com-
puter-driven installation. Over the past several
years, he has developed a body of drawings and
animations, shaped by hisresponse to a culture of
both an excess of imagery and a homogenisation
of visual language.

Starting in 2003, Dane has produced a number of
commissioned pieces around the UK, as well as
completing several stays as Artist in Residence,
including time at Werkleitz Gesellschaft eV, Ger-
many, and the Bemis Center for Contemporary

Art, USA. He isnow living and working in Canada.

T2 DREVRE19SELCA—INTUT
TEFN. BEDOLODFHET ZA—->3 0%
TARSITIA=I—ELTONL—ZV T %"%
[FL1993FEAFUR - UNT =)L - ¥ 3> - Lh—
TRET A= 3 VEREFELT,



2007

2007

2007

2007

2006

2006

2006

LR, BOEREARY MIR=ZDTIFILY —
INEERTEZEEBUTHEL, AFPLYT
VATETE[CRERBEDERY, ZNERF T
AV TRETNTVS,

WOERIF. ARICEDVZRAI A TOERT
B, CHENERO—A VTP T ZA=>3 >
DFEHEwebPIVE1—9 EDA V29 L —
SIAVRBEDTIIIINRETOUMNCLTERES
BRRT DI ENTETENDRIINTND,
BEBER, REIRESBOBRG A X—Ifbe
BHEAEOWMACDOVTOENSDOXICHT S
BEELTEDIL > feRO—A YT ETZA—
2 avERBLTER.

2003 FNSRKIFIA F U Rz FLICERIERE L
<DOEHEXL. RAIYPTAUATDOT—T 1R
NaAY LYTFURELTEEHLL,
RERAFTY (RS SWFETE>TWVS,

Selected Group Exhibitions
FRIIN—TR

The Winter '07 Performance/Lecture series
University of Waterloo Art Gallery, Ontario,
Canada

New Eyes

The Brewhouse Theatre and Arts Centre, Taunton,
United Kingdom

ArtTalk

Bemis Center for Contemporary Arts, Omaha,
USA

1.3 Festival of Video and New Media Art

City Art Museum Ljubljana, Ljubljana, Slovenia
Flatpack Festival

Birmingham, United Kingdom

Digiville

Lighthouse, Brighton, United Kingdom

CITY RUNNING

Phoenix Gallery, Brighton, United Kingdom



2005

2005

2005

2005

2005

2004

2004

2004

2004

2003

2003

2003

2003

2002

2002

2002

2001

Dane Watkins

TRFV2T—=>

PixelPops!2005

Popping Pixels, Connesticut, USA

IAMAS OPEN HOUSE 2005

IAMAS, Gifu, Japan

IAMAS Artist in Residence Exhibition 2004 -
2005

Ogaki Information Studio, Gifu, Japan

IAMAS 7T—F A4 RN - 1> - LY TP RE2004-
2005

KIEBTERLE

CAFKA 05

Kitchener City Hall, Kitchener, Canada

404 Festival

Patio De La Madera Convention and Exposition
Center, Rosario, Argentina

Portraits

The Engine Room, Bridgwater, United Kingdom
officious

EICH Gallery, Hull, United Kingdom
LabCulture Symposium

LabCulture, Bridport, United Kingdom
autoerotic

Watershed Media Centre, Bristol, United Kingdom
TargetArt

Stills Gallery, Edinburgh, Scotland
Radiator02

Nottingham, United Kingdom

Free-fall exhibition

Peterborough Museum, Peterborough,

United Kingdom

d-motion

Volkspark Halle, Halle, Germany

Web Racket: Contemporary Interactive Web Art
DeCordova Museum, Massachusetts, USA

LA Freewaves 2002

UCLAEDA Space, Los Angeles, USA

garage 2002

garage, Stralsund, Germany

Transmediale.01

Berlin, Germany

17



2001

2008

2002

2001

2001

2000

2007

2004

2004

2001

2001

Dane Watkins

TREVZF—>

inflect: a journal of multimedia writing

Canberra Centre for Writing, Sydney, Australia

Online

OZ =S

chico.art.net

Chico, USA

Arteleku - DiDa Web

arteleku, San Sebastidn, Spain

him

Eastgate Hypertext Reading Room,
Massachusetts, USA

Boston CyberArts HyperArtSpace
HyperArtSpace Gallery, Boston, USA
help

Eastgate Hypertext Reading Room,

Massachusetts, USA

Awards

M
g
il

Avanca'07

Multimedia Prize, Cine-Clube de Avanca, Avanca,
Portugal

Individual Artist Awards

Artist Fellowship, United Kingdom

Clark Bursary - UK Digital Art Award

5th Clark Bursary, JA Clark Charitable Trust,
Bristol, United Kingdom

The 2001 Electronic Literature Award

Poetry Competition, Finalist, Electronic Litera-
ture Organization, College Park, USA

Links Prize 01

Runner-ups, the V2 Organization and VIROSE,

Porto, Portugal



Naomi Kakuda

M REH

877

Naomi Kakuda was born in Gifu, in 1980. Since
graduating from the IAMAS DIT Course in 2007,
she has been working in Tokyo as a Graphic De-

signer.

19804 (I IR T F N, 2007 £l & R 7 EFFIF

BNFEMTATI—DT I—REFEL, RE
BYZ7 4 v THAF—E LTESH.
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Shiho Fukuhara
BIR &R

2005.10 - 2006.3
B79
Q122

www.biopresence.com

\

Bornin 1976, Shiho Fukuhara is a bio-science art-
ist. She studied Artand Design in the UK, earning
adegreein Fine Art from Central Saint Martins
College of Art and Design, and then an MA'in In-
teraction Design from the Royal Collage of Art.
After graduation, in 2003, she was Artist in Resi-
dence at the Palais de Tokyo, Paris, and established,
alongside Georg Tremmel, biopresence —an art
venture company supported by the National En-
dowment for Science, Technology and the Arts -
NESTA. Together, they research the impact that
biotechnology and the media has on society, and
have exhibited internationally, in Canada, Japan,

Korea, and across Europe.

1976 FEFEN. OV ROV RSIL- TV b -
N=—F>RX-ALwy A7 -F—h-TUR-
THA EOAMYIL- ALyY - FT - T—h
(RCA) ETA>H50>avTHAVREAR
B T—FTAAN A - LIToRELT N
UD/SL - R h—=F3— IAMAS [THTEL. #l
EEE =TS, XCN\(F70v/0>—&F /T
/O —DRERICIBIHEADA /NI e
SEOECADRBL VS 21 I CREFES
NTVBNHFEZRRT 2, TNS(CRIZEDOFMH
BRECHEODNGVTETSML. &ROCEZN
=BRHEICIRZ 2 LV ENZE S TWVS,
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2007

2006

2006

2006

2005

2005

2005

2005

2004

2004

Selected Solo Exhibitions

FMER

Future Product
Antenna Gallery, Welcome Wing, Science Muse-

um, London, United Kingdom

Selected Group Exhibitions
FRIIN—TR

Bios 4

Centro Andaluz de Arte Contemporaneo, Sevilla,
Spain

CITE INVISIBLE, Internationale Vidéo et Art
Electronique

Grande Bibliothéque, Montréal, Canada

Source of Life

BankART Studio NYK, Yokohama, Japan

Source of Life (FUF W DK - IAMAS in Yokohama
IAMAS2006 The Wanderers Engawa in the era of
Technocodes

IAMAS, Gifu, Japan

IAMAS2006 7%/ J— RiE R D&

Light into Life, Gwangju Design Biennale
Gwangju, Republic of Korea

Pop Noire

The Israel Museum, Jerusalem, Israel

Today In Paradise, Mobileart05

Gothenburg, Sweden

open nature

NTT InterCommunication Center [ICC], Tokyo
F—=T > XA F v — BRELTOBADHEED
NTTA>%—a3I2=7—>3> - >4 —][ICC
The Video Festival Paris - Berlin

Paris, France

VIPER BASEL 2004

Basel, Switzerland



Shiho Fukuhara

BRER

2004 The Building
Hiroshima City Museum of Contemporary Art, Hiro-
shima, Japan
[LBHRAEME
2004 Sijamais un corps etranger
L'Impasse, Paris, France
2004 Yumeji
Palais de Tokyo, Paris, France
2004 Parking
Centre d'Art Contemporaine Bretigny, Bretigny,
France
2004  Code Unknown
Palais de Tokyo, Paris, France
2004 Transmediale.04 Fly Utopia!
Berlin, Germany
2004  Hiroshima Art Document 2004
Former Bank of Japan Hiroshima Branch, Hiroshima,
Japan
LB7—NRFa1 AT 2004
[HEARITLEXIE
2003 the Show
Royal Collage of Art, London, United Kingdom
2002 Osterweiterung 2002

Oberpullendorf, Austria

Awards

ZHE

2004 Pitch your ldea 2004
2nd Prize, Biology in Business, Cambridge Net-
work, United Kingdom

2004 NESTA Graduate Pioneer Award
National Endowment for Science, Technology
and the Arts, United Kingdom

2004 VIPER BASEL 2004

TRANSPOSITION Prize, Basel, Switzerland
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Saso Sedla ek
t—RSFzvo T3

2006.5 - 2006.10
Bs1
Q122

www.sasosedlacek.com

Saso Sedla ek works asindependent artist. Born
in Ljubljana, Slovenia, in 1974, he graduated from
the Academy of Fine Artin 2000, with a BAin In-
dustrial Design and Sculpture. He has since worked
to expanded on these practices by combining them
with both new and old technologies.

His work is defined by theories of disposal, waste
materials, recycling, and the use — and re-use —
of cheap technologies. However, rather than using
typical political, or ideological, means for inter-
vention, instead he chooses friendly strategies of
resistance;in a over commercialised world, use of
do it yourselfstrategies, open source, and common
goods can all be alternatives that introduce small-
scale changes to our environment.

In 2005, he undertook a Residency at the Minis-
try of Culture of the Republic of Slovenia's Studio
in Berlin, Germany, and, the following year, took
partin the International Studio & Curatorial Pro-
gram - ISCP, New York.

He currently lives and works in Slovenia.

T3 - E—RIFvIBA>TaRYTUN
D7 =T A ANTH D, 1974FRONRZT D) 2
T v FCEFN 2000 FCEMTATI—TIT
ETHFA D ERAEFRUEEUR.
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BICREZNSORMZ, HEOTV /O0Y—%
Iy RSBITEBHE L THBRTETLS, KD
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Selected Solo Exhibitions
FRERE

Recycling strategies

LJU COSINUS BRX Gallery, Brussels, Belgium
Beggar - a robot for materially deprived
Kapelica Gallery, Ljubljana, Slovenia

Copy China!

Likovnisalon Celje, Celje, Slovenia

Justdo it!

Kapelica Gallery, Ljubljana, Slovenia

Selected Group Exhibitions
FRIIN—TE

Suitcase llluminated#5 On Parallel Economy's
Musée d'art contemporain de Val-de-Marne, Paris,
France

Land(e)scape

Kinstlerhaus, Graz, Austria
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Saso Sedla ek
Tt—RSFzvo T3

Future Nomad

Vox Populi Gallery, Philadelphia, USA
YVAA - Young Visual Artist Award
Pristina, Kosovo

U3 Triennial of Contemporary Slovene Arts
Moderna galerija, Ljubljana

country: Slovenia

Ogaki Biennale 2006

Gifu, Japan
IFEHHMEET>F—L 2006
ISCP Open studios

ISCP, New York, USA

Device Art Forum

RX Gallery, San Francisco, USA
Cultural Typhoon 2006
Shimokitazawa, Tokyo

AINFaZI - 547—> 2006
TAER

Slovenskae spletanija

Burundi Datalab, Bratislava, Slovakia
Festival Visages Francophones
Cahors, France

Continental Breakfast

45th October Art Salon, Belgrade, Serbia

Awards
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OHO Award

Award for young visual artists from eastern europe,
the PA.R.AS.LT.E. Institute, New York, USA

Zogo Toy Contest

The bestrecycling toy, Asolo, Italy
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Miki Fukuda
EHE

Miki Fukuda worked as a Lecturer at the IAMAS
Center for Media Culture from 2004 to 2007.
She serves currently as Production Manager at the

Yamaguchi Center for Arts and Media - YCAM.

2004 & 1 5 2007 & & TIAMAS X 7 « 7 XXk

Ty -, REGL LOBREME Y5 —
(YCAM) 7O% 0> 3> - RR—Tv—,
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Jasper van den Brink
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2007.6 - 2006.12
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www.jaspervandenbrink.nl

Bornin 1968 in Stompwijk, Netherlands, Jasper
van den Brink studied Performance and Video at
the School of Chicago Art Institute, USA, and then
at the Audio-Visual Department of Gerrit Rietveld
Academie, Netherlands.

Hisslightly provocative, site-specific works can
be classified as artificial miracles that normally
don't occur in daily life. Producing both moving
video installations and single-channel videos that
play with perception, motion, failure, and humour,
he seeks to mislead the viewer's expectations. In
traditional film, the relationship between camera
and viewer is usually more or less one to one, with
the camera showing what the viewer would see
were they in the place of action; Jasper enjoys
letting hisimaginary camera-body perform the
impossible, thus undermining this one-to-one
relationship.

He has worked for over a decade asan Editor at
Park 4DTV, Netherlands, during which time he has
also undertaken Artist in Resident positions at
Rijksakademie van Beeldende Kunsten, Amster-
dam, and the International Artists Studio Program
in Sweden - IASPIS.

In 2007 he began teaching at the Audio-Visual
Department of the Gerrit Rietveld Academie, and

he continues to live and work in Amsterdam.
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Selected Solo Exhibitions
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IAMAS AIR 2007

AD&A Gallery, Osaka, Japan

IAMAS 7T—F 1« Rk - 1> - LY TV RE 2007
Inside Out

Third Space Gallery, Saint John Art Centre,
SaintJohn, Canada

Art Forum Berlin

Gallery Diana Stigter, Amsterdam, Netherlands
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Jasper van den Brink
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Selected Group Exhibitions
FRIIN—TR

Dutch Artists @ Youkobo Artspace
Youkobo Art Space, Tokyo
FI7VIREDTRE @ EIET—hRR—R
BIE7—RAR—2Z

Tunnel Vision

Mukha Media, Antwerpen, Belgium
Ima-karada - IAMAS in Tokyo

Spiral Garden, Tokyo
WEHSTZIAMAS in Tokyo
ANAZINA=T >

Dutch installation Art

MNAC, Bucharest, Romenia

10.000 euro show

W139, Amsterdam, Netherlands

Grote kunst voor kleine mensen

De Paviljoens, Almere, Netherlands
Trafic
Abitibi-Témiscamingue, Quebec, Canada
SMCS

Stedelijk Museum, Amsterdam, Netherlands
Het Ding

CBK Garden project, Dordrecht, Netherlands
Dutch Flag

Lloyd Hotel, Amsterdam, Netherlands
Artistic Strategies

Moderna Museet, Stockholm, Sweden
About Sea

Valkhof Museum, Nijmegen, Netherlands
Prix de Rome

Institut Neerlandais, Paris, France
Dutch Video Art

Erasmus House, Jakarta, Indonesia
Conflusion

Meisei University, Tokyo

BHEXY

Best Before...

Galerie Clark, Montréal, Canada
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Jasper van den Brink
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2003 Artdans la ville
Saint-Etienne, France
2002 Prix de Rome
Monte Video, Amsterdam, Netherlands
2002 Prixde Rome
LUX/Museum Valkenhof, Nijmegen, Netherlands
2002 Nonlinear Editing
De Paviljoens, Almere, Netherlands
2002 Manifesta 4

Frankfurt, Germany

Awards
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2002 Prix de Rome category Film & Video 2002

2nd prize, Amsterdam, Netherlands



Itsuo Sakane

AR Bk

Bornin 1930, Itsuo Sakane acquired his under-
graduate and masters degrees at University of
Tokyo, Department of Architecture. From 1956 -
1990 he has been employed by The Asahi Shimbun
Company, working as a journalist at the Tokyo
Head Office in the Household, Science, and Arts
Departments and later asa member of the edito-
rial committee.

He was also coeditor of 'Leonardo, 'the journal for
the International Society for the Arts, Sciences
and Technology since 1985 and Honorary Editor
from 1996 onwards.

Sakane'sacademic postsinclude Harvard Univer-
sity Nieman Fellow from 1970 - 1971 and Profes-
sorat the faculty of Environment and Informa-
tion Studies at Keio University from 1990 - 1996.
In 1996 he became founding President of the In-
ternational Academy of Media Arts and Sciences,
as well as the Institute of Advanced Media Arts
and Sciences from 2001.

Along with his news coverage, writings and cri-
tiques covering the multidisciplinary themes of
art, science and technology, he has also engaged

in exhibition planning and production.
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Yukiko Shikata
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Yukiko Shikata began her current careerin 1990
as Curator at Canon ARTLAB, followed by her ap-
pointment as Associate Curator at the Mori Art
Museum from 2002 - 2004.

She hasserved successively as Jury Member of
Prix Ars Electronica, Jury President of the UNESCO
Digital Arts Award, Jury Member of the Nam June
Paik Award, and Advisor to the Transmediale Ber-
lin.

At presentsheis Senior Curator at the NTT Inter-
Communication Center [ICC] and holds academic
positions as Professor by Special Appointment at
Tokyo Zokei University and Visiting Professor at
Tama Art University.

While curating numerous pioneering projectsin
Japanand overseas, she does research across me-
dia, canvassing the possibilities of art from the

20th century to the present.

NTTA>%—03I2ZF—>3> - &r5—]Cd
RRI¥EE, REMARRHERER. $EXIMA
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RES, Db o4 DERNBTOY 10 heE
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Sachiko Kanno
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After working at the British Council Japan, Sachiko
Kanno majored in the history of decorative arts
at the Glasgow University Department of History
of Art, obtaining a diploma the following year.
Along with conducting research across an array of
fields such as urban revitalization via culture, cul-
tural policies and cultural exchange programs,
she also engages in consultation and the planning
and management of symposia and seminars.
Foundation Information Center and is presenting
ata wide specter of academic and research con-

ferences.

EFEASAESE (The Japan Foundation) 704 5 L -
dA—T4R—%—

VT4 v>a - Aol Japan $FE&K. 1990
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Masahiro Miwa
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Masahiro Miwa was born in Tokyo, in 1958. As a
young man he was attracted to progressive rock,
and began his musical pursuits by forming a band
with friends.

Traveling to Germany in 1978, he learned compo-
sition under Isang Yun at the University of the
Arts, Berlin, and, from 1985, continued his studies
at the Robert Schumann Hochschule Disseldorf.
He has received various awards, including 1st
Prize at the 10th IRINO PRIZE, in 1989, 1st Prize at
the 14th Concorso Internazionale Luigi Russolo
dimusica elettroacustica, Italy, in 1992, and the
Muramatsu Award for new artist, in 1995.

The scope of his work is diverse, including the in-
stallation work The Matarisama Dolls, an opera
The New Era, and a book Music Theory in the
Computer Age. At the Prix Ars Electronica 2007,
he received the Golden Nica for Digital Musics.
Aside from his composition work, Masahiro isa
Professor at IAMAS, tutoring the Studio 2 Time

Based Media course.

BRRFEIMAFERAE (IAMAS) 29 S F 28
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Masahiro Kobayashi
3=

B9

Masahiro Kobayashi was born 1959 in Tokyo.

On completing course requirements in the Faculty
of Medicine's doctoral program at the Graduate
School of Medicine, Osaka University in 1992, he
moved to the Department of Botany, later con-
tinuing in Medical Humanities, then Medical An-
thropology.

After teaching at Kyoto University of Artand De-
sign, he assumed his current position of Professor
atIAMAS, asa member of the Studio 4 Media
Aesthetics course, whilst concurrently serving as
the Director of the Center for Media Culture -
CMC.

Inaddition to research and criticism of perform-
ing artsand stage design, he is currently examin-
ing the application of artistic expression in the

fields of welfare and healthcare.
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At IAMAS we held the Artist in Residence Program. Compiled in
this book is the record of all the media artists and researchers that
conducted their creations while staying at IAMAS. Turning over the
front cover, you will find there to be two kinds of books. The thin
strip book is a data book of the creators’ profiles. The large, main
book contains the columns and anecdotes during their time here,
as well as comments from related parties.

Form Perfect Binding
Size 215mmx215mm
Contents Databook, Main Contents
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Catalogues previously published at IAMAS have been reorganized into IAMAS BOOKS and turned into digital books.

EHAE | How to use

PCTHIE | Via PC

OEXDFEWNS
- Adobe ReaderDi5&
TLE D) #EexFE-> TARE L TCSHABWCLZITET,
- Apple 7L E2—0DFE
o R)N—; ZBREUTHBWZZITET,

How to use table of contents

- For Adobe Reader

Access as table of contents using the “guidebook” function.
- For Apple Preview

Access the “sidebar” as the table of contents.

QIR REEE T YT 2F—T— R PERTRE R
BDO[F52ENTEXT,
- Adobe ReaderDig5&
MRE>EZRE bULLIFIAYY R+F
- Apple 7L E 1 —0D5HHE
RERICADLTLIZE 0N,

Keywords or names can be found using the search function.
- For Adobe Reader

Edit = Simple Search OR Command + F

- For Apple Preview

Type into the search window.
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Most festive time at IAMAS
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Master's Thesis

I FHoB_ BLSIL b ck
EBf Talk Session
Fuyama Taruto Qishi
Akinori
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Most festive time at IAMAS

#1L E / YOKOYAMA Tadashi
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SADIRATHRENEEINS, BFE, FnFnCBEERS LAERERAT, S
FREALXLODME, TRhELHELZATVSIFLENE I, H1R. BREE

iPadTRIE | Via iPad

XiBooks T CHIHZHEL TWET,
X Use via iBooks is recommended.

OERXRDFEWNA
AZ2—DYRAMRENSBERZE CHRAWCLETET,

How to use table of contents
- Access from the list display in the menu.

QOMRREERE TR YT D — T — RPEZRIRE S
BDOs&ENTEXT,
X Z 4 —DBRRETFA AVHSBREWNLEITET,

Keywords or names can be found using the search function.
- Search from the search icon in the menu.
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Most festive time at IAMAS

Androidim Rk CEE® | For Android
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*Please be aware that depending upon the terminal/application used, there are times when the table of contents function

will not work correctly.
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