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Title Scene Sketch: The Impact of Reinterpreting [deas on |deation Participants

Modern society has changed dramatically in a short period of time due to the rapid development of
information technology. New methodologies and approaches are required to cope with the rapid changes
that conventional methodologies are unable to compensate for. It's not just speed that is required to solve
problems by design.

On the other hand, speed is not the only thing that is required to solve problems through design. The
spread of the Internet has led to a rapid increase in the amount of information available, and this has led to
an increase in the diversity of values. There are.

In the design process, a single singular use case can lead to significant insights. Now that we are
beginning to reconfigure what has been taken for granted, we can use design to solve problems. It's not
just about speed, it's about facing one problem in depth and bringing out ideas that have never been seen
before. is also required.

The purpose of this study is to clarify whether the development of a methodology, starting with issues that
are difficult to define and present, such as the "difficulty of doing things" that individuals have, can produce
a positive impact on a place.

The design process is in flux and there is no effective methodology that works for all. This is even more so
in today's society where challenges are becoming more complex. What we need to do to tackle complex
problems in the future is to have a lot of knowledge of the methodology and how to do it. It's not a matter of
doing things the right way, but rather of being flexible and reconfiguring our methodologies to meet the
challenges we face. We believe that it is the ability to maximize the creativity of the members working on
the project.

Taking a particular cue from "introverted temperaments," this paper will show how the idea generation of
participants can be influenced by allowing time for prolonged reflection during the fast ideation process.
Reinterpretation of ideas with an emphasis on setting up a specific assumed user for the idea as a means
of long-thinking. Designing a format that encourages and adapts the workshop program to the format,
designing We even created a facilitation manual and tested it in practice. The following three hypotheses
were formulated as the effects of the introduction of the format on the participants.

1. Change in the ease of generating ideas
2. Changes in the ease of expressing opinions
3. More appropriate scenes are found that are more appropriate than the idea creator had in mind

A discussion of the results reveals a change in hypotheses 1 and 3, but hypothesis 2 is the idea sketch
and scene There was no significant difference in the ease of expressing opinions between the sketches
and the sketches. However, the factors that made it easier to express opinions in each of the idea and
scene sketches were As they differ, the effects are not exactly the same. In addition to the hypotheses, the
effects on the idea selection axis were also suggested.
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Responsibility and subject in a system where humans coexist with Al by deep
Title

learning

With the development of deep learning, the world in which humans and computers that perform various processes
and judgments act together is beginning to become a reality. Even if you think that you will do your own thing, if Al
has some influence on human thinking and cognitive processes and humans have no choice but to agree to Al's

judgment, then do it in that situation. Should such actions be regarded as "active actions" or "passive actions"?

In this research, we created a work in which a game agent and a human play a game at the same time,
probabilistically interpreting the environment and their own behavior using deep reinforcement learning, which is
one of the artificial intelligence technologies. In this work, dynamic feedback is generated as the difference between
the judgment of the game agent and the judgment of the viewer, and it is presented that "the action cannot be
explained accurately in the active / passive relationship" while being influenced by it. This "act that is neither
active nor passive" is considered through the concept of mediopassive voice, and the responsibility and subject in a

society where deep learning-based Al and humans coexist are discussed.

As a result, in the master's work, dynamic feedback is generated as the difference between the judgment of the
game agent and the judgment of the viewer, and it is presented that "the action cannot be explained accurately in
the active / passive relationship" while being influenced by it. It could not be realized as expected. In addition, we
were able to accurately explain the state of the subject through the mediopassive voice regarding the responsibility
and subject in a society where deep learning-based Al and humans coexist. On the other hand, the responsibility of
the act is to be considered in the mediopassive voice, considering the whole process until the act is performed.
Therefore, we only show the possibility of asking responsibility based on the degree of dissociation between the

target action and the judgment of Al
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Title The proposal of the reflection model on workshop practice

This paper aims for clarifying what the reflection on workshop practice and for proposing the reflection
model.

These days, the activities known as “workshop (hereinafter, *ws”)” have widely practiced.They cover a
wide range of fields and contents, such as manufacturing, performing arts, arts and crafts, design, urban
development, and business development. The practice of WS in Japan came to be paid attention by the out-
of-school learning called "Gakusha Yugo" in 1996, and in the 2000s, WS was introduced to the school
education of "Integrated study".Due to these influences, the number of WS practices has been on the rise
and is now difficult to keep track of.

Since 2017, I have been creating and practicing WS on the theme of communication, co-creation, and
connections between people. Reflection"” is "an intellectual activity of examining the act of practice,
making some kind of tentative meaning, rethinking, and adding some changes to the practice (Saeki,
Gyobu and Kariyado, 2018).

WS is a place of meaning-generating learning through interaction with other participants and the
environment, which varies according to the participants and the situation. Therefore, it is important for WS
practitioners to return the meaning (learning) generated by the WS to the next WS. In previous studies, it
has been pointed out that it is important to reflect on the practiced WS and to connect the practical
knowledge to the next practice in terms of the development of practitioners and the improvement of WS
contents (Yamauchi, Mori and Anzai, 2016). On the other hand, there has been little research on reflection
conducted by WS practitioners, and practitioners are still in a state of groping about how to conduct
reflection.

In this study, it is aimed to examine reflection in WS practice, to investigate its methods, and to propose
models based on them. Specifically, we will (1) conduct a literature survey on reflection, (2) interviews to
the practitioners, (3) examine the reflection on WS practice conducted by CO-KOKO as a case study, (4)
propose a reflection model, and (5) verify the model through practice.

In this study, we set the experiential learning theories of John Dewey, Donald Schon, and David Kolb as a
theoretical perspective, and created models of reflection in WS practice based on interviews to the
practitioners and analysis of reflection cases. In this model, we emphasized the position of the practitioner:
in WS, the practitioner is not only the organizer and manager of the WS, but also the one who is involved
in meaning-making by interacting with the participants. Therefore, while the practitioner is external to the
workshop, they are positioned as an existence that is internal to the workshop practice as well as the
participants, and as a person who generates meaning through interaction with others. Focusing on this
point, we proposed the models for the reflection based on previous studies and preliminary investigations.
In addition, we conducted a practical investigation using the proposed model, and reexamined the proposed
model. This study suggests the importance of the reflection, on WS practice, conducted by practitioners. In
addition, by using the proposed model and reflecting from the perspectives intrinsic and extrinsic to WS,
which only practitioners can have, it became clear that it would help to organize difficult-to-understand WS
practices and to develop the next WS practices.
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Title Study on the "Resilience-Oriented"

This study is oriented to get resilience in dismantling of architecture. Dismantling here does not literally refer to
demolition projects carried out under the cover of soundproof sheets, but rather to the orientation of dismantling
as an act of architecture in search of new social activity. If the physical environment somehow defines our social
activities, then this orientation may also be a means to make our lives better.

I believe that cities, architecture, and life are at a turning point. With the shrinking of cities due to population
decline and the aging of infrastructure, the activities surrounding architecture have shifted from "construction”
into "maintenance”. Furthermore, the COVID-19 pandemic has forced the community discourse, which has been
spoken about frequently since 3.11, to change, forcing people to distance from each other. These turning points
serve as an opportunity to direct "resilience" in architecture. From this, we consider "dismantling" as a positive
element in architecture and define it as "resilience-oriented ".

"Resilience-oriented" is to think about our social activities through the dismantling of architecture. As a clue to
this issue, I will consider the acquisition of a "place where one is allowed to be without paying for it".

A "place where one is allowed to be without paying for it " is not a place where you need strong empathy like a
huge hall where many people gather for an event, but A place where you can live together as a place for daily life.
In other words, it is a place where not to be built by empathy, enclose empathy, and everyone can be together
without empathy. The place where the building was demolished by "resilience-oriented" is not a void waiting for
the next construction, but a place where people coexist and various social activities are carried out as a part of
each living area. "Resilience-oriented" plays the three roles of curation, design and archive in the process, and
creates new social activities and accompanying communities, and a memorandum with lively memories and
records of citizens.

The master's work Resilience-Oriented Planningl "Hashima City Working Youth Welfare Center Project" and
Resilience-Oriented Planning2 "Kasamatsu Racecourse Enjoji Stable Project" and its equivalent websites are
practice or research/suggestion, which is itself a memorandum.

Resilience-Oriented Planning"n" is a dismantling book that describes all dismantling, replacing the design book
that describes all construction.

At Hashima City Working Youth Welfare Center, I designed a chance to experience and share the architecture
and arhive as a memory. At Kasamatsu Racecourse Enjoji Stable, I tried to design a process and a space that would
make the site a "place where one is allowed to be without paying for it ". Using these cases as examples, the
possibility of "disassembly-oriented" is shown through analysis.

V' Again, insist that "resilience is the future".
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Musician’s performance in modern media environment

Titl ; . . : : .
te -presentation of musician’s performance interpretation by using media

This research finds creativity in the performers' interpretation of existing music, and proposes a new
concept of "Creative Interpretation" and a way of being for future performers.

Notation in classic music has made it possible to separate the process of composing a music from
performing music. Therefore, it is possible for someone else to perform, and the roles of performer
and composer are separated. The performer plays the music based on the score, but even if performer
thinks he or she is playing the music as it is written on the score, the ideas of the performer will
inevitably come into play. The "interpretation” of the performer in this thesis is the intention that the
piece is or should be played in this way.

Chapter 1 explicitly states the author's position as a performer in classical music: from the 19th
century onwards, when people began to perform the works of past composers at concerts, they
inevitably began to interpret and perform the works of others, which led to the performer as an
interpreter as we know it today.

As an example of a new way of being of a certain piece of music or style from the "interpretation" of
the performer, I will mention ancient music.

The repertoire of the genre called "old music" is different from that of the time when it was composed
in terms of instruments and standard pitches, so the interpretation of the performer is inevitably
involved in deciding whether to follow the modern style or the customs of the time. Each of these
decisions must be made in order to perform in the modern age.

In Chapter 2, I discuss the possibilities of new musical experiences using media devices, including the
case of Glenn Gould (1932-1982), examples of using PAs, and examples of concerts where media
devices were brought into the real space, including concerts by TeamLab and Deutsche Grammophon
Yellow Lounge, the Japan Philharmonic Orchestra and Yoichi Ochiai, and the Japan Philharmonic
Orchestra. and the Digital Concert Hall of the Berlin Philharmonic Orchestra. These media devices
have brought about a change in the space in which we experience performances, and I will use a table
to organize them into four categories.

Chapter 3 describes the author's attempts to arrive at the concept of "Creative Interpretation” and my
own awareness of the problem. Prior to the production of this research, the author had presented
performances using media devices. Although these performances were not yet able to draw out the
interpretation of the songs performed, they became a foothold for my research.

From there, I came up with "Creative Interpretation," which incorporates not only musical notation
but also acting and modern media technology to an existing piece.

In Chapter 4, I describe the background and methods of the three works as concrete results of
"Creative Interpretation" and summarize "Creative Interpretation".

In Chapter 5, I will discuss the work of Tomoko Mukaiyama (1963- ) as an example of an artist who
creates and performs works with a similar awareness of issues to the author's. I will discuss the
similarities with my own research and the uniqueness of each work, and summarize this thesis.

The author's "Creative Interpretation" seeks the reasons why the piece should be performed now, and
the relevance of the interpretation of the piece to the form of performance. The reason is that now that
we can listen to music anytime and anywhere through recorded media, it is necessary to experience
music as it is performed and appreciated by a person in front of us.

I conclude that "Creative Interpretation"” is a new way of "relaying culture" that people have inherited
through the medium of music.
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Submitter Student ID | 18109 Name Kazuhide Shibata

A Study on Installation, “The One’s Style of Shooting”,

Title
that encourages intentional experience of the Shooting, Editing and Seeing of Videos.

Video technology is changing the process of shooting, editing, and seeing, and it is
also changing the consciousness of the people involved in the image. In the early days
of cinema, when films were shot on film, recorded images could only be checked after
they had been developed. Video footage is now treated as a signal, and it is possible to
do "playback" to check recorded footage on the spot after it has been recorded. In
addition, a real-time viewing experience has emerged through television broadcasts.
Furthermore, since the start of the ability to treat video as digital, non-linear editing
has emerged, allowing for random access to move the playback position freely during
editing. Later, with the advent of smartphones, filming and editing video became an
easy experience for anyone to do. The ability to release footage shot and edited on the
spot has made it possible for not only the footage being broadcast, but also the footage
being recorded to have a real-time value of sharing the current experience. A new
method of shooting was also emerged, called "selfies", which is done with a smart-
phone, in which the subject is able to see himself or herself in the camera.

This paper focuses on the experience of shooting and editing that takes place on a
smartphone and discusses the consciousness of that experience. In general, the "play-
back" - the review of recorded footage after it has been shot - is the intermittent feed-
back that takes place during shooting and editing. On the other hand, in selfies done
on a smartphone, the subject gives continuous feedback in real time while checking the
display. In this paper, this is defined as "play-forward".

Although the automatic video blending that takes place in real time on a smartphone
is generally recognized as an effect, in this paper, it will be treated as editing. When
compared to the traditional construct of editing, this editing is seen as not proactively
constructing the timeline. However, I think that applying play-forward to this would
allow the editing to take on a proactive approach to constructing a timeline. This is
because the subject can adjust the effect of the video being blended in real time. Also,
in today's world where recorded footage has a real-time value, selfies and automatic
compositing of footage during selfies seem to be consumed by the sharing of the
current experience, and it seems unlikely that the footage created will be revisited
many times afterwards. Thus, I think the experiencer in this situation is unconscious of
the selfie taking and video blending that takes place on a smartphone.

The author's work "The One’s Style of Shooting" makes a intentional "act of shooting
and editing with continuous feedback in real time". This realization aims to make the
experiencer conscious of the act of shooting and editing.
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ABSTRACT

Institute of Advanced Media Arts and Sciences, The Graduate School of Media Creation, Course of

Media Creation

Submitter Student ID 18110 Name SHIBATA Hidenori

Title Study on how to journey within living area

The purpose of this research is to pursue the method of journeying within the living area for the author
and to let others experience the journeying within the living area. In modern society, sociologist John Early
says that with the development of visual information media, it is becoming more important to take "photos
like everyone" than to feel the place of journey. The current situation is that we are supposed to have a
visual understanding of the location of our journey. The author thinks that it is a phenomenon that occurs
not only in the journey destination but also in the living area of each person. In the living area, there are
discoveries that can be noticed when you suddenly become aware of it, even though you are passing by by
commuting to work or school every day.

In addition, the living area is an area where you have already visited many places where you have
business or are interested. As the information society advances and information is optimized according to
each person's interests, journeying within the living area has the potential to meet people who are not
interested in themselves. In addition, the new coronavirus infection (hereinafter referred to as COVID-19),
which has spread worldwide since January 2020, makes it difficult for many people to journey to places
physically and mentally distant. is there. Based on these historical backgrounds, we decided to find a way
to realize a journey within our daily lives without having to go far. Before touching on the journey in the
living area that I practiced, in order to show that various journeys exist, I described how they changed due
to the media and COVID-19, and the viewpoints of various people's journeys. In this study, we proposed
and practiced a journey within the living area as one of the various journeys. We defined the living area as
"within 30 minutes from the house by the means of transportation that we usually use", and created works
that allow us to journey within that range. We will take up precedent cases that correspond to two types of
journey within the living area: "encounter the extraordinary hidden in the living area" and "transform and
move to a specific place". After that, the outline and consideration of the study by trial and error will be
shown for each theme.

After a number of studies, I wrote a master's work "Inside Journey Box" that I created with the aim of
giving the experiencer the feeling of journeying through the sound of journeying in the living area.

I will explain in detail about the details of "Instructions" and "Boxes filled with journeys in my living
area", which are the elements of "Inside Journey Box". As a result of the feedback received during the
exhibition with the four experienced people who actually exchanged the work, we show that the "Inside
Journey Box" was inadequate. We analyze the inadequacy from the content of the sound and the content of
the design in the work, and state the points and possibilities that should be considered as a method of
journeying within the living area of others. Finally, I will show the direction to work on in the future.

(534 words)
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ABSTRACT
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Submitter Student ID | 18121 Name Ryotaro Fujimoto

Title Space and live experience perceived through the media

In the present age when the term spatial experience has taken root in general, the creation of experiences in
a specific space has been practiced in all fields.

In particular, it can be said that spatial experience is already the basis of business in the industry where
space production using video technology and interactive content using sensing technology are performed,
as represented by the digital art industry. right.Under such circumstances, architecture is one of the areas
where we have been consistently working on spatial experience from the past to the present. Architecture
has made various efforts from the relationship of space-time in the real space through the building in terms
of spatial experience, that is, how to perceive and perceive space.

Architect Yuji Uematsu pointed out that "spatial experience is a" sensory experience "led by vision.-
Onmitted-the analysis of architectural space experience must shift to the analysis of sensory experience." As
you can see, the perspective of spatial experience is a very important perspective in architecture.

On the other hand, screen media such as video media are considered to play an important role in talking
about modern spatial experiences.We perceive different spatiotemporal spaces through every screen that is
ubiquitous in the city.Relationships perceived through the screen It is thought that it affects not only the
role of planar information as "video content" projected on the physical basis of the screen, but also the
experience in real space.In this research, we focus on the relationship between space-time that can be seen
through the physical foundations of "architecture" and "screen”, and create a master's work "Dis /
Connection" that expresses the experience of modern space. The purpose is to clarify the situation of the
experience.First, we considered the relationship between space-time perceived through architecture and the
relationship between space-time perceived through screen.From the consideration, architecture presupposes
the perception of real space on the same time axis with space as the axis, and the screen is the concept of
Loran Baltic that arises from various time axes cut out by others with time as the axis. It turned out that a
relationship that can be called "realistic unreality" can be considered.Based on these considerations, we
extracted the elements while referring to the situation surrounding TeamLab's work as an example of
modern spatial experience.From this, we derived three elements in modern spatial experience: "acceptance
and transmission of information", "fictional image formed by the image of others", and "turbidity of
experience in real space".

Next, he conceived a work based on that element and produced a master's work "Dis / Connection".

"Dis / Connection" is a video installation that expresses the experience created in a pseudo manner by the
information provided by SNS etc. and the live experience in the real space that is hindered by the
experience based on the theme of Softopia Japan Center Building.

Through the consideration of "Dis / Connection", we discussed the three elements mentioned as elements
of spatial experience in modern times.

As aresult, we have come to the conclusion that modern spatial experience is to perceive real space on the
premise that information on the experiences of others is mixed.

And, based on the situation of such modern space experience, the relationship of space-time as seen on the
screen is fragmented as a possibility that has come to light while considering the relationship of space-time
seen on the screen and architecture. Mentioned that could be an important point of view in future
architecture.
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ABSTRACT
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Media Creation

Submitter IS]t)udent 19102 Name Maya Atsuki

What is “MORI” in the Feed : The Worldview Expressed by Young

Title
Women on Instagram

In 1997, "Purikura," which allows users to print out their photos as stickers on the spot, was released and
became popular among young women as an easy way for anyone to look cute.This led to a social
phenomenon of self-expression called "MORI," which is body modification. Since 2012, with the spread of
smartphones, communication on social networking services (SNS) has become popular, allowing people to
instantly connect with people from all over the world. Since 2012, the spread of smartphones has made
communication on social networking services (SNS) a popular way to instantly connect with people all
over the world, and “Instagram” in particular has become a place for young people to express themselves.
As the place to share "MORI" has changed to Instagram, and the tools used for expression have changed to
cameras and camera apps, the question arose as to whether the value standards and communication that
today's young women have for "MORI" expression have also changed. This study will examine the value
of "MORI" in contemporary society.

This study aims to clarify the reality of "MORI" on Instagram, and to examine the transformation of
values and expressions of young women in modern society through the phenomenon of "MORI. The
significance of this study is to help us understand the relationship between technology and young women's
expression and communication.

First, the study conducted semi-structured interviews with Generation Z women who engage in "MORI"
on Instagram to investigate what kind of "worldview" is expressed as "MORI” in the feed. The results
revealed that the worldview expressed in “MORI” in the feed is a reconstruction of the world on the feed,
based on "positively moving moments" in daily life. In other words, women use their feeds as a blank
canvas on which to paint the photos they have taken and processed. Next, a questionnaire survey was
conducted to find out how they evaluated each other's "MORI” in the feed. The results showed that there
were three axes of evaluation for each other's expression: technique, sensitivity, and expression. Based on
the relationship between these axes, it was concluded that information literacy is required for expression as
"MORI” in the feed and that diversity of expression is respected. The relationship between the axes was
discussed.

The previous "MORI" and "MORI” in the feed were divided into six categories: (1) changes in self-
expression, (2) changes in value standards for self-expression, (3) changes in communication, (4)
expansion of self-expression, (5) changes in the way the body is displayed, and (6) changes in values
toward self-expression.Especially in communication, there was a significant change from creating the same
beauty for everyone to "playful" communication in which people enjoy each other's expressions.

Although "MORI" originally began as a way to express oneself using the body, the birth of smartphones
and Instagram has changed the tools used for expression and the places where people can show off their
expressions. The survey revealed six changes in the way people express themselves, but one of these
changes remains the focus on expression that includes own body, and the importance of own body in
"MORI" expression is clear.

The birth of social networking sites has made it possible for many people around the world to connect
instantly, but it is precisely because we can connect with so many people that it has become rather
sophisticated to make new connections. This study suggests that the expression of a worldview that
includes the body in "MORI” in the feed will generate new connections on SNS by drawing the sympathy
of today's young women who seek the benefits of sharing objects and spaces as more realistic experiences.
It was clarified that the expression of a worldview that includes the body is important in SNS, which
requires a high level of connection.
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System design for getting the hang” by visualizing the user's physical

Title ) .
interaction.

The "technique" performed by humans is regarded as a certain method or means for doing something. It
is difficult to learn "technique" since "physical interaction" is important, and it is essential to repeat the
practice through physical "experience". Further it is difficult for the instructor to teach the learner "physical
interaction". This is because the instructor tries to explain in language while demonstrating the operation,
but in any case it is only an indirect method. The right "physical interaction" is determined by the tacit
knowledge of the person performing the movement, and there is no means to directly convey the embodied
knowledge of how to use the body to others. To solve this problem, I create a system that supports getting
the ”hang” by utilizing sensor technology and data visualization. In addition, I conduct usage experiments
and try to clarify the effectiveness and potential of the system.

In this research, I take the example of "spiral wedging" performed when kneading clay, and create a
dedicated clay tablet sensor to record the "physical interaction". The sensor can record the position of the
center of gravity and its strength from the pressure applied to the clay tablet.

Based on these two pieces of information, | visualize the trajectory of the moving center of gravity into
an abstract diagram. I record the movements of the expert's "spiral wedging" using this method and
configure the system so that the learner can relive the experience of the expert through imitation practice.

I conduct four experiments to confirm the contribution of this system to the acquisition of "technique".
The first experiment is to capture the movement of "spiral wedging" and the state of mastering "technique".
The second experiment is to record the "hang" of the expert's "spiral wedging". The third experiment is to
practice imitating the expert's movements using the system. The fourth experiment is to compare the
contribution of users / non-users of the system to the acquisition of the "hang".

In the fourth experiment, four records were made: the trajectory of movement, self-evaluation by the
subject, observational evaluation of the movement by the author, and evaluation of the state of clay by a
pottery expert. I comprehensively analyze these results and consider the effectiveness of this system on the
acquisition of the "hang". As a result, I found that this system is effective in controlling the "force
adjustment" and is superior in assisting the acquisition of the "hang" of "spiral wedging".

In general, indirect sharing of physical sensations by words and demonstration has been mainly performed
to instruct "technique". By using this system, it is thought that it is possible to instruct without any
inconsistency. Furthermore the practice method of monitoring oneself in real time shows a different
advantage from the later analysis data of athletic sports.

In the research, I develop and evaluate the system limiting in the "technique" called "spiral wedging". It
is considered that there is a possibility that it can be utilize for other "techniques" and "hangs" by using the
sensor technology and visualization as in this system.
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The Possibility of "Acid" Community Building in the Post-

Titl . i’ .
e Internet Era: On the subject of doujin culture in emo rap

Canadian philosopher Nick Srnicek calls the prevalent platform-type services "Platform Capitalism" and
argues that capitalists once had a monopoly on the means of production, but now those who monopolize
the platforms are exploiting the workers.

This structure of exploitation by platforms has also had a strong impact on music culture. While the spread
of social media has made it possible to create and release music from anywhere in the world, it has also
made it very difficult for independent artists to operate. The economic gap with hit artists has widened, and
the development of social media has caused an increase in depression among young people. Independent
artists will need a new community base in order to continue their work in this environment.

Emo rap, a sub-genre of rap music that emerged in the 2010s, strongly reflects the characteristics of the
current Internet culture, and at the same time, there are many secondary video expressions, such as "Anime
Music Video" (AMV). The communities formed by emo rap users have much in common with the
democratic communities of the early days of the Internet.

In the preface to his unfinished book Acid Communism, Mark Fisher, a British critic who influenced
Srnicek's thought, looks at the culture and society of the 1970s and tries to imagine a society outside the
present one oppressed by capitalism, which he calls "capitalist realism".

This study examines the possibility of the "acid" community formation described by Fischer through
cultural practices as users accepting services in the post-Internet era. While referring to existing doujin
communities, we aim to find the possibility of community formation that does not depend on domination
by platforms by sharing with users new production environments and conventions that assume changes in
trends and regulations.

In "R A", a master's project in which I worked with my collaborator Ryuto Kawamata, we
focused on the music scene known as “emo rap” and the coterie activities within it, and attempted to
create a community with the purpose of being a curatorial medium for artists. To date, the number of
Youtube videos posted is 60, the number of registered users is 319, and the number of Discord users
is 179 (as 0£2021/1/20). In about one year of operation, we were able to find the possibility of forming
a platform-independent community by dealing with copyright issues, by having unique content for
multiple platforms, by having multiple rappers continuously provide music, and by having core users
who cooperate with the operation. In this paper, we first discuss the background of our research.

In this paper, I first clarify the background and purpose of our research. Next, the current social
media environment, known as "platform capitalism," is summarized, followed by a discussion of the
potential for community in the post-Internet era, focusing on the emo rap music genre and the doujin
culture nurtured within it. Finally, the future prospects of the community are discussed.
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Controlling and Multiplexing Object Images on 3D Object

Title Animation Device

The original meaning of the word "animation" is "to give anima (=soul) to" and it means a technique that
makes stationary objects appear as if they are moving. There are many opinions about the origins of
animation. Among them, however, those that use devices share the same origin as "moving images". From
its origins to the present, animation has developed as a technique or expression based on the premise that
it is mainly two-dimensional. Although the original meaning of animation is not necessarily limited to
"moving images," this implies that it is historically fixed as a two-dimensional plane. And with the
development of devices that assume a two-dimensional plane, the potential of animation may have been
overlooked.

In this research, we develop a new animation device using 3D object images, considering that the
device is what limits the expression. The purpose of this study is to investigate the possibility of three-
dimensional animation displayed in three-dimensional real space. We focus on a three-dimensional
zoetrope as an animation device using real objects displayed in three-dimensional real space. A three-
dimensional zoetrope is a device that generates animation using a series of three-dimensional object images
corresponding to a two-dimensional image of a moving picture. Although this device is not widely used, it
generates animations using 3D object images instead of 2D images, so the displayed images have a
spatiality different from that of a flat surface and a sense of object different from that of an image. The
mechanism of the device has been developed using a slit or a strobe, and has been used for expression not
only by engineers but also by some artists and others. On the other hand, these devices have not been
sufficiently considered in terms of general time and space composition.

In the master's project, we will review the assumptions made by the limitations of these devices from
the perspective of time and space composition, and create a "multiple 3D animation device" that has
branching points in the sequence and superimposes multiple 3D animations in the same space. In this paper,
we describe the limitations of the conventional 3D zoetrope in terms of time and space composition, and
focus on the control and multiplexing methods of the 3D animation device. Comparing the existing three-
dimensional zoetrope with the master's work, we present a new possibility of the three-dimensional
animation device that develops in three-dimensional space.
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Title A Stage Lighting Control System using Real-Time Lighting Pattern Generation

Stage performance has a long history. Especially the history of stage lighting is long, dating back to
the BCs. Everything we see on the stage is based on the technologies and know-how that has evolved
over a long time.

Things with such a long history tend to be vulnerable to technological changes, and stage lighting is
no exception. Currently, the lighting control consoles used in the field have almost the same
specifications as those used 30 years ago. Although recent technological improvements have
improved processing speed and simulation accuracy, there has been almost no change in the control
method, and the method of calling up preset programs is used.

This method allows operators to build complex programs and make them fine-tuned, but it is difficult
to respond to the improvisation of performers. In addition, since the program is complicated and time
consuming, it is often impossible to use presets alone, especially, when there is not enough time to
prepare.

There is also a problem in synchronizing the lighting with other softwares. The lighting console is
often operated by its desktop interface, and it is difficult to input control signals. In addition, the
console can often only output lighting control signals, and these signals are complicated to input and
process in other softwares.

Based on these issues, the master’s thesis introduces a system created by me that generates lighting
control signals in real time at music events. Furthermore, by extending the input and output of the
system, we can synchronize it with sounds and visuals, and apply it to create outputs suitable for each
environment.

The system created as a master's work is a system that can generate and edit control patterns in real
time in addition to preset control methods. The lighting pattern, color, light intensity, etc. can be
adjusted at any time. In addition, by symbolizing the lighting control signals in a high dimension, the
system's input / output can be extended, and we can make it easier to synchronize with other softwares.
With this system, it is possible not only to "select presets” but also to control using parameters such
as sounds and color information from visuals, and output of lighting signals to other softwares along
with lighting equipment.

In this master’s thesis, I discuss and examine the usefulness of this system that realizes lighting control
by real-time signal generation, the performance, and the feedback from operators.

In this paper, Chapter 1 describes the outline, background, and purpose of my master's thesis and
work. Chapter 2 summarizes the history of stage lighting, the characteristics of each genre, and the
technology of lighting signals, and Chapter 3 introduces the research of stage lighting in live
performances using PC, and the performances synchronized with lighting. Chapter 4 describes the
current status of stage lighting, mainly in live music performances, and summarizes the author's
awareness of the issues. Chapter 5 explains the outline and technology of the master's work "with
Stage Lighting," created based on the awareness of the issues, and shows examples of the system's
use in music events performed by the author and lighting operators. Chapter 6 provides consideration
based on their performances, and Chapter 7 gives conclusions and future prospects based on the
discussion.
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A study of community space type live streaming using dialogue

Title
system

Chatting is important for humans. According to a survey conducted in 2014 by Koiso et al. of the National
Institute for Japanese Language and Linguistics, chatting accounts for more than 60% of all conversational
behavior in a day. Chatting is an indispensable part of our lives. As an example of a dialogue system whose
main purpose is chatting (chatbot-like dialogue system), the high school girl AI "Rinna," developed by
Microsoft and released as a LINE account in July 2015, has become so popular that 8.3 million users still
enjoy chatting with it, and some people spending 17 hours every week, interacting with it for more than
2,000 turns. As you can see, chatbot-like dialogue systems are beginning to attract attention, and the
demand for chatbot-like dialogue systems is expected to increase in the future.

On the other hand, however, chatbot-like dialogue systems still have many issues to be solved. First of
all, there are several problems, such as the difficulty for computers to understand more than the surface
meaning ( implicature) and the difficulty to set the range of thinking appropriately (frame problem). For
this reason, there is still no dialogue system that can completely perform the same level of chatting as a
human.In addition, most of the chatbot-like dialogue systems currently in use in the real world assume only
one-on-one dialogue between the dialogue system and the human. This is because the methodology for
multiparty dialogue, in which more than three parties participate, has not yet been established. Despite the
importance of multiparty dialogue, it is still in the research stage. Among multiparty dialogues, research
on chatbot-like dialogue systems for multiparty communication, including "human-to-human" dialogue,
has not been considered much.

What I have focused on here is the form of community space type live streaming. In this paper, I define
community space type live streaming as live streaming where viewers can enjoy interacting with each other
through the contents, rather than simply passively enjoying the contents of the streaming. By providing
topics for conversation on such live streaming, the dialogue system may be able to induce not only
communication between each viewer and the dialogue system, but also communication between viewers.
If this can be achieved, it will be possible to encourage chatting, which is important for people, and also to
propose a method of multiparty dialogue that has not yet been established.

Based on this idea, we created a chatbot-like dialogue system called "Mikumarion". Mikumarion is a
database and chatbot-like dialogue system using the character of Crypton Future Media, “Hatsune Miku”.
It collects images of Hatsune Miku in the minds of people who are interested in Hatsune Miku as dialogue
data, compiles them into a database, and delivers live streaming based on the data.

Using this Mikumarion, We conducted a total of 13 live streaming sessions on YouTube during the period
from the end of October 2020 to the beginning of January 2021. The results show that the chatbot-like
dialogue system has the potential to encourage people to interact with each other. In addition, we confirmed
that there are two issues that need to be addressed in order to generate sustained interaction over a longer
period of time: one is the high hurdle of suddenly joining a conversation on a live stream, and the other is
the problem of participants becoming bored as they become accustomed to the system. In this paper, we
discuss three issues: the appropriate platform, the creation of conversation starters, and how to prevent
participants from getting bored.
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In 2020, the spread of the new coronavirus infection (COVID-19) has rapidly accelerated the "going
online" of society. Workshops are no exception to this trend. Driven by changes in the living environment
of children due to temporary school closures, many workshops are being conducted online as an alternative
to on-site activities. The workshop method has a wide range of applications, including the arts, community
development, corporate human resource development, and school education. However, as workshops
become more commonplace, the definition of "workshop" is becoming more and more vague, and this
situation has led to a shift away from the essence of workshops for children. In addition, online practices
are beginning to shake the traditional definition of workshops. In addition, despite the fact that society is
moving online, there has been little practice-based learning about Internet use for children.

Therefore, this study aims to show the potential of online practice of workshops for children and to
redefine workshops for children, with the aim of ensuring that online practice of workshops for children is
properly disseminated.

First, we analyzed case studies of current online practices and found that the challenges of online practices
are "understanding and utilizing the benefits of online" and "designing the elements of a workshop. The
biggest advantage of online is the ability to choose the location, time, and communication synchronously
or asynchronously. In order to make it easier to design workshops that take advantage of these advantages,
we categorized online practices into three types: asynchronous, live delivery, and synchronous. In the
section on "Designing Workshop Elements," we pointed out that "communication" and "collaboration,"
which are the components of a workshop, are issues in online practice, and presented procedures for solving
these issues along with an analysis of related works.

Next, in order to show that the results of the analysis so far are effective in online practice and that online
practice has potential as a workshop, we conducted three online workshops, "Connecting Landscapes," "#
OO Daily Life," and "Enkaku Sosaku. These workshops were designed and practiced based on the three
categories, utilizing the advantages of synchronous/asynchronous online, and focusing on communication
and collaboration.

From the discussion of the results of the workshops, it became clear that maximizing the advantages of
online practice is the only way to expand the possibilities of online practice, and several possibilities of
online practice that can be considered from this study were presented. Furthermore, in redefining the
workshop, he pointed out that online practice is "a practice with a criticality that questions the traditional
workshop. First, interactive communication means not only dialogue, but also the building of relationships
that allow us to feel others and to feel ourselves, and to stimulate each other, regardless of the media, such
as artworks, texts, photographs, etc. Second, it is Secondly, it is important to chain the learning and creation
of the self to others, and the learning and creation of others to the self. Therefore, [ added "chain" as a new
element of the workshop. Therefore, I redefined the workshop as "a program to chain the learning and
creation of self and others through interactive communication.
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Deploying and Considering the Possibility of “OFAD Media Project :
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e Project for Extension of 3D Display Observable from All Directions”

3D display observable from all directions (OFAD-3D display) is a device that displays a 3D image
that can be observed from anywhere in 360 degrees around. This device has been developed by research
institutes and companies in a variety of ways. On the other hand, since the development of this device has
been focused on the display method, there are many areas that have not been examined like the actual usage
of this device. However, since it is difficult for non-specialists to obtain and view the device, it is difficult to
freely discuss and examine the expression and utilization of the device.

This situation is not a fact common to all media in the past. If we refer to the history of media
technology in the past, we can see that from the dawn of time to the period of popularization, "prototype
media" and "platform media" existed as toys, kits and products, and had contact with developers and
users.These media have developed a media culture by serving as a catalyst for invention and development
and as a basis for exploring uses.Again, in the field of OFAD-3D display, there are almost only research
results, so there are very few cases where "prototype media" or "platform media" have come into contact
with non-expert developers or users.

In order to change this situation, this research will refer to the past history of media technology and
discuss the way in which not only developers but also users participate in media technology. Through these
considerations, I will formulate a hypothesis and aim to create a platform for the use of OFAD-3D display
in various fields.

With these backgrounds, I have been developing “OFAD Media Project : Project for Extension of
3D Display Observable from All Directions” that aims to create examples of use and development using
OFAD-3D display. This project aims to create new examples of practice and development by designing
open-source OFAD-3D display, making them available to the public, and collaborating on the production of
content, and ultimately to influence the nature and direction of this field in the future.

The structure of this paper can be divided into two major parts. In the first half of the paper,
Chapters 1 and 2, after analyzing the development and diffusion of OFAD-3D display, I will refer to the
history of media technology in the past in order to consider how the media should be disseminated. Through
these, I will clarify the reasons and significance of implementing the "OFAD Media Project". I will show
that this field needs not only research and development, but also media as a platform to examine expression
and usage.
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The Live Broadcasting of Dreams -The Overwriting of Situations 1

Title Considering the Way to Disclose “Ruinousness”

The Live Broadcasting of Dreams - The Overwriting of Situations 1 was exhibited at the A City Dreaming
exhibition at the Tokyo Metropolitan Art Museum(September 11th-30th, 2020), and at the Necropolis, as its
Replay at the N-mark gallery, Nagoya(November 1st-7th, 2020). The theme of this work is the National
Stadium in Jingu Gaien Tokyo, which symbolizes “ruinousness” of Japan in 2020. In this paper, we discuss
the issue of "ruinousness" that inspired to create the work of art and the "Overwriting of the Situation" that
is the disclosure method, and examine what this work raised in the framework of contemporary art.

Asking the temporality of "contemporary" is an important critical point of view not only for curation in
museums but also for the creation of artists. The motivation of this work creation was that "a time of
indecision, of delay—a boring time" was found symbolically as the “contemporaneity” of Japan in the state
of public buildings. I have named the mental state of those who maintain this, that is, the state of
thoughtlessness that makes the public dysfunctional, “ruinousness".

Awareness of the issue of “contemporaneity” is derived from Claire Bishop's Radical Museology(2013)
which attempts unlocking the potential of arts as a form of experimental activity overlapping with the world
which may lend support towards a political project, by means of asking and contemplating “contemporary”,
also considered as “contemporaneity”, in museums of contemporary art.

The motive for disclosing "ruinousness" by the work was based on Guy Debord’s The Society of the
Spectacle(1967), and I tried to make it as a reinterpretation of “the construction of situations" aiming at the
destruction of the spectacle. This is because the "ruinousness" that symbolically appear in public buildings
are occurring as part of the spectacle of society.

In the "generation that regard the spectacle as self-evident," the "contemporary" question of whether it is
possible to remove this self-evident spectacle from the resignation of “self-evident" lead to the attitude and
action for the creation, called “the overwriting of situations.”

The work as “the overwriting of situations" is composed of these two elements, (1) an act of overwriting
like graffiti, and (2) an ephemeral media event, and is characterized by using a smartphone as a production
tool.That was, (1) overwriting in the conceptual sense of overwriting a fictional story with the real world as
a support was performed through a video taken with a smartphone, and(2)setting up a media event which
happens at the date and time announced that interrupts the video with live broad casting performed by a
video call on a smartphone. The form of presentation of the work was video installation.

The Live Broadcasting of Dreams -The Overwriting of Situations 1 which is a reinterpretation of “the
construction of situations” presented potential of the use of current media, smartphones that are personal,
yet connectable to networks, portable and versatile, yet commodity. Above all, they were found out and
made possible by the methodology of “the overwriting of situations”. By extending the methodology, “the
overwriting of situations", we can further consider the direction in which political artistic expression is
updated “contemporarily” by reinterpreting or misusing the usage of media technology.
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I have been interested in 3D representations that change over time in the real world, and have focused on
wireframe models, a kind of computer graphics drawing method, and have been studying their realization.
In the process of creating my studies, I have come to see the possibility of a new creative experience in the
act of creating the model itself, rather than in the deformable model itself that appears in the real world.

The general process of creating a form requires a spatial perspective because it involves the process of
modeling in space. And when the object is a moving object, a temporal perspective is inevitably added to
the process of creation because changes are observed on both spatial and temporal axes.

However, in the process of creating a dynamic object, it is extremely rare to view the object simultaneously
from the two perspectives of time and space. To be more specific, we are always aware of the spatial axis
when we see the object in front of us, but we are only aware of the temporal axis at discrete times, such as
when we imagine the movement or when we actually operate the driving part. In other words, there is a
latent structure in which the time spent confronting the object of creation from a temporal perspective is
very limited during the creation process, even though the created object is accompanied by temporal
changes.

In this research, I position my master's work "time in space, space in time" as the embodiment of structural
creation that treats time and space simultaneously, that overcomes the above structure. This work is a set
of components (edges and joints) for assembling a wireframe model in the real world, and by including
edges that automatically expand and contract repeatedly in the structure, the overall shape of the model
changes in real time.

Edges in motion bring a continuous temporal perspective to the formative process, and at the same time,
they sometimes reveal shapes and movements that the participants may not have imagined. The interaction
with such unpredictable forms becomes the seed of new creativity for the participants. This paper analyzes
and discusses these characteristics of the master's work and shows its potential as a tool for creative
thinking.
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	19102_厚木麻耶_修士論文アブスト
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	19106_亀田茂_修士論文アブスト
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