An Invitation to Interactive Art
Itsuo Sakane

Welcome once again to the world of interactive art!

There are not a few of you who will be even more impressed by the new media
artwork at our third biennale in Ogaki since 1995. There are a lot of you who are
new to this rare group of artworks, who feel nervous when first touching an art-
work and moving your arms and legs, or who may be surprised by its changing
sounds and images. Be assured; many of you will eventually get a knack for dialogue
with the works. Many of you here for the first time will surely be eaticed by the par-
ticipation games starting all around you, and after wartching them, you’ll be eager to
try them out yourself.

As its name implies, interactive art is artwork that from the beginning conveys
meaning and enjoyment when you participate in it. If you only stand still the whole
time, nothing happens. The artists themselves demand on an active participation,
and to that end have prepared a program waiting your engagement. Many works
offer you a stage on which you are the actor of the moment — the artists have antic-
ipated for your responses, and concentrate on creating works that will evolve as
cooperative efforts.

Certainly some people will doubt whether this game-like aspect in a dialogue
model of art can really be called “art.” Some who desire the silence suited to the
solitary internal dialogue while quietly standing face-to-face with the artwork, as in
exhibits of former genres of art such as painting or sculpture, will be dissatisfied.

However, interactive art has a history of its own. This is not only a history of
art, but of a new genre born from a close relationship with the development of sci-
ence and technology as human intellectual activities.

Moreover, there are already many works of interactive art in development.
Among these, from works that are metaphorical and difficult to understand in one
viewing, to those that have their appeal in the discovery of their symbolic, introspec-
tive images, the extraordinary variery of works should surprise us.

But this time, in order for more people to grasp the trends and future possibili-
ties of interactive art, we changed our design slightly and have deliberately arranged
easily understood artworks that anyone can feel an affinity for. In themn we have
hinted at the technology behind the scenes that have the interaction between audi-
ence members and the works, and we have given attention to enabling you to read
between the lines the ideas and performing devices. With this we hope the next gen-
eration of young media artises will be inspired even part of the way, and that you
might contemplate the possibilities hereafter for this field. But first, visit the exhibi-

tion, and with an open mind begin a dialogue of your own with this group of art-
works.

The History of Interactive Art

As mentioned at our previous two exhibitions, in the history of art dating back
to the Middle Ages several instances in each country can be found for the broader
applications of interactive art, where artiss themselves invited the active participa-
tion of the audience, and where viewers experienced the pleasure of solving a riddle.
Trompe Poeil and hidden pictures are one example. But apart from this trend, con-

temporary interactive art can trace its origins to the time when computers came into
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‘cal use in the 1960’s. A kind of game-like program developed when comp'uter
practt ly chose a strategy for achieving a goal they set for themselves. In time,
LIS.CYS e essed so that instead of computer input with keyboards, mouses or
N progrnediqtion was accomplished by devices such as sensors reacting to the
IOL‘CT'anbS(’)(;y 111(;ven]e11ts of humans. We can say that today’s interactive art made
cho

g become feasi | a ience 5 S e an
"ANCe whner i me ible for audier members themselves to tak a
appca

" ive role in the world of the artwork through direct use of their. l?odics. -
- r' ts who are responsive to curiosity as well as to the spirit and the leading
techi‘;lt:gy of this unusual era will not likely overlo'ok this potential.. InI nthz laiie;‘
half of the 1960’s, the decade when computers were invented, we were already @

i i i in countries
n where specimel s of interactive art were begmnmg to be p[OdUCCd mnc
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all over the world.

Positioning Interactive Art in the Contemporary Arts

From the viewpoint of contemporary art, one could think interactlv;e1 arlt is r;oi
part of the Art World, but a separate act of crearlon'produced frlom t el :;T; izs
workings of human knowledge. Certainly computer science z-md ot ]lef tkec Eomgthe
do fulfill an important role in this art concept. However, if we tnnh a -
merging of art and science, the unity of art and t.echno]ogy as.afla'rge tsacmth“ "
humanity’s creative activity since the dawn of this century. It 151. a;rttoe aynd ‘recon_
merging is one of the new aesthetic endeavors.that open.s up the ‘u ur S
struct identity of art. On the other hand, there is also a kind 9f ['CSlStZ;]r.'lCG i
cated toward art itself up to now, which over the course o'f I.ts lc‘)ng 1s;o.ry e
too authoritarian and tended to forget the subjective part.1c1panon and interp -
tion of those on the viewer’s side. New York art critic Regma' Cornwelll as.serts tzils
an element of the historical resistance movement against this authoritarian a;ve
communicated in the spirit of today’s interactive art. From our (?Ll[r(lfl.]t perspec 1m;
says Cornwell, the new art movements of Marcel Ducham[.J earher‘ this cer%tl:]ry (me
the happening art of the 50’s were pioneers of a kind for mterz'lcltl\: .artt.he feieiz "
kind of consciousness toward participation has not only flourls he mf ' -
art, but also in the sciences since the latter half of the 60’s. Ifls;e.ad 0,:[ ;]Z;Om_
methods of art museums and science museums up to now, where nslt(.)lr{c( emere:
bilia was shown to the public from a one-sided system of va!ues, exhibits t .a' pt :
lege the audience’s viewpoint are more and more éppearmlg. New‘iar(t)lfc:lp;uom);
museums responding to the opinion that we leljt rIedlscover t:l: rr\t::n}iase nacur]
ena are multiplying all over the world. In any eve . \
EEE:jjit is necessary to rethink the historical background agalr-lst w};llcl; t:li 1t]v:lof
domains of art and science have mutually influenced each other since the latte

of this century.

The Genealogy and Development of Contemporary Interactive Art

With such a history in its background, from the late 70’s to the m1d—80’1s vasrlz:lcsl
interactive art pioneers appeared from wide range of back,grounds. and pqat;:]zm‘ati‘
began showing their new work. For example in the late 60’s, Amenlc.abr-l rr(\;an e
cian and artist Myron Krueger, who continues t: do s;ch' v}\]'otrhks,pittailci;t:ms’ e
active exhibit of a maze set on the floor that changed with the pa I

. Since the late 70’s students and researchers at CAVS and at tle. hitec
nI\-/lIZ:tljine Group, predecessor of Media Lab, in MIT,. hs.nve proquced un;:qotle ;iiiipfl(:
interfaces and thus accelerated the advance of this interactive art.

i i “tive Art, as they
Michael Naimark and Scott Fisher are two such pioneers in Interactiv :
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participated in the development of Aspen Moviemap Project during their student
days. Scott Fisher also developed a dance project in which a dancer’s movements are
automatically recreated as graphic images on the screen, and he later became a
founder of a Virtual Environmental Workstation at NASA. And since the late 80’s
artists from a variety of genres of past art forms have been venturing into this world
one after the other, producing interactive artworks of unsurpassed artistic merit.

Jeffrey Shaw, director of the Institute for Visual Media at the ZKM (Center for
Art and Media Technology) in Karlsruhe, Germany, is one person who earned the
world’s praise as he presented work after work of high artistic value full of
metaphor and symbolism. Artists who up to now had been creating paintings, sculp-
tures, music, and works of photography, design, dance and video gradually entered
the world of interactive art. Also on the increase and setting standards for the world
are those artists who exhibited their work at world-renowned professional launch-
ing pads such as the computer graphics conference of SIGGRAPH in USA, and ARS
ELECTRONICA held in Linz, Austria and known for events featuring the fusion of
art and technology. Accomplished artists have increasingly opened exhibitions all
over the globe and ushered in a new golden age of interactive art.

Activating the World’s Media Culture Centers

Behind these new trends in media art, construction of media culture centers as
stages for creating and exhibiting new works is on the increase in Europe and the
United States. The aforementioned Ars Electronica, begun in Linz, Austria in the
late 70’s, set up a new prize category in interactive art in 1990, and inaugurated a
new building, the Ars Electronica Center in September 1996. The following year
1997 in October, ZKM, which began its creative activity in the late 80’s, was offi-
cially inaugurated as a large-scale media culture center. In Japan, NTT’s ICC muse-
um in Nishi-Shinjuku, Tokyo debuted a step ahead of ZKM in response to this cur-
rent in April 1997. The Center for Advanced Visual Studies (CAVS), initiated in
1967 at MIT as a center whose aim was the integration of art and technology, stag-
nated in the carly 90’s when it failed to ride the current of the media era. Last year
however, Professor Stephen Benton of the Media Lab set out to remake CAVS into a
new arts center for the media age.

We here at IAMAS too, in following up on the pioneering trail of global media
culture since the 1970’s, have formed cooperative ties with the world’s artists and
centers, which is in a sense laying the new foundation for our current school. We
have set up a system for inviting artists in residence from around the world, and ini-
tiated of the World Forum for Media and Culture biennale. The biennale centered
around the installations of interactive art, contemplating the current tide and future
outlook of global culture.

The Unique Character of Interactive Art

The unique character of interactive art, even if we take only one work as an
example, is that it’s progress depends on the artist’s or the audience’s attitude
toward participation. This is a crucial difference from previous artworks. With art
of the past, a work’s value was frozen at the moment the artist completed it, there-
after becoming an object of preservation and speculation. In contrast to this tenden-
¢y, interactive art possesses qualities whereby the arrist or cooperating authors
upgrade the program version or reform the interface design; in this way a new work
is reborn when participation by viewers deepens its substance, provides for accumu-
lation of messages, and makes the work grow as if it were a living thing. Closely
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resembling to the concentrated efforts of humans to raise landscape gardens or build
historical cities, the work is a living thing nurtured as it absorbs the spirit of an era.
We can say that a feature of this creative field is that just as there is value in the first
original work created by an artist, there is much anticipation for the growth process

of the work.
Distinctive Features of This Year’s Exhibition

Among those of you who experienced the previous two Interaction exhibitions,
there may be some who notice the atmosphere of this year’s exhibition is somewhat
different.

Some of you might feel that compared to past exhibitions, the scale of the instal-
lations is somewhat smaller and the formalities of their display facilitate intimacy.
One reason for this is that the lineup of exhibiting artists has become younger. Of
course, there are veteran artists such as TAMAS Artists in Residence Christa
Sommerer, Laurent Mignonneau and Tamas Waliczky, who have won numerous
prizes in global media art competitions, And the Italian group Studio Azzurro, who
since the early 80’s have been actively showing their video installation works on the
international circuit, will present a large-scale work for this year’s exhibition.
However, of the group as a whole, graduate students as well as graduate school
instructors and researchers account for the majority, and most of the students are in
their twenties. Although at first glance their works seem small in scale, but they are
distinguished in that very unique and attractive ideas can be seen in their interface
schemes for inviting audience members to dialogue with the works. Rather than an
attitude toward including a profound message or metaphorical quality in their con-
cepts or content, one feels foremost the effort made toward the enjoyment of a
homey interface design. Of all the exhibits, one in particular that can drive home a
profound message in its images is that of Studio Azzurro, whose work is modeled
after a concept inspired by the 15th century paintings of Italian Paolo Uccello. If
anything, its attitude is close to that of contemporary art and video artists to date,
and with knowledge of the artwork’s concept and cultural background, it is a work
rich in metaphor whose true meaning becomes clear.

Thus one can sense quite a difference between this year’s exhibits on display,
from those inclined toward an interest in interface design to those showing an
adherence to concept and content. There are also differences as to what degree the
viewer herself as a principal actor can participate in the final images of the work.
Screen Play and other such exhibits, in turning the images of audience members into
the leading actors, are conscious of the pleasure viewers take from having a dia-
logue. On the other hand, Studio Azzurro uses in their works an interface with a
hidden microphone that responds to audience members’ voices or clapping. These
sounds, however, serve as triggers for video images recorded in a laser disc, and
therefore audience members do not participate in constructing images. Rather, dur-
ing the course of their extensive activity producing video installation exhibits,
Studio Azzurro has cultivated a vast store of excellent image creations, results of the
staging of their exhibits. With this store of images they aim to capture the audience’s
appreciation for the profound meaning of video itself. Thus, the difference between

whether an aim is revealed through the uniqueness of the interface design or
through the artistic quality of a work that encourages mediation, leaves us anticipat-
ing the broad directions interactive art will take in times to come. The differences
come from the various artists’ distinctive attitudes toward or experiences with their
creations and from their different cultural backgrounds, and result in the individual-

ity of every work. Knowing there is such varied potential in interactive art, we have
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come to understand that it is impossible to summarize it in just a few words. As we
comprehend interface technology, uniqueness of design, and the variety of message
content, we have also come to believe in the need to keep a close watch on future
potential for development. These interface technologies are full of possibilities for
going beyond the domain of the arts and bringing their effectiveness to ficlds of
practical application in society. Interface design is not only for the sake of artistic
expression — it has the potential for useful service in human living environments of
the future. We encourage you to not limit this year’s works on display to a narrow
interpretation of artistic value, but to look at them from a broad cultural and social
perspective.

Anather distinguishing feature of this year’s exhibiting artists is that they are all
concentrated in a small number of educational and research facilities: MIT’s Media
Lab, NYU’s ITP, and the Interval Research Corporation of Palo Alto, for example.
Actually, this is not a coincidence, but a conscious decision. As mentioned earlier,
Media Lab at MIT from the mid-70’s to the present played an instrumental role in
developing interface technology. ITP is a graduate school of media design that was
founded twenty years ago in New York University’s Tisch School of the Arts, and its
curriculum in interface design has an established reputation. Interval Research
Corporation has many talented media artists engaged in research, and is a place
where much energy is invested in the development of unique practical applications
for interface design. These three institutions maintain close ties, and promote pro-
grams for the mutual exchange of research personnel and interns. The designated
course in computer-related design at RCA (Royal College of Art) in London is also
famous in this kind of interface design research, and also promotes the exchange of
artists and personnel with Interval Research Corporation. It is clear that for the pur-
pose of future creative developments in interactive art and interface design, coopera-
tion between the world’s research and educational institutions is becoming critical.
We believe this exhibition is one of the means through which we can think about
what the environment for development and education toward such a future will
need. We hope also that in contemplating Japan’s media culture of the future, dis-
cussion and collaboration with this year’s artists will be an opportunity for generat-
ing new proposals and questions.

Introduction and Highlights of Exhibits on Display

Commentaries on the individual works by each artist are featured in this cata-
logue, but here we will introduce the highlights of each work in terms of an
overview of the whole exhibit. First of all, this year you may notice that quite a few
works make use of computers behind the scene; the effect is to forge more intimate
connection with people’s everyday emotions, their sense of play, and even historical
nostalgia. This might symbolize the circumstances for the continuing maturity of
contemporary media art. The following is a look at a group of works that share sim-
ilar concepts among those on display.

In Pursuit of Nostalgia and Recollection

Several of the exhibits strive to provoke in us recollection and nostalgia. First is
Christa Sommerer and Laurent Mignonneau’s work Hagze Express, displayed in a
large, wide room immediately to the right as you enter the exhibition hall. In a
structure much like a car of the bullet train, there are three pairs of seats, and visi-
tors sit in seats facing each other with a window in between. When you sit down
and look out the window, fondly remembered towns and landscapes pass by in the

deep mist, evoking a nostalgia for journey. If then you touch the window, these
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images take on fantastical changes. At the time of this writing, the image ir'lterfz'ices
were also in the midst of completion, so I myself am giving free play to my imagina-
tion in trying to picture these fantasies.

Focus by Tamas Waliczky is also a work whose theme is tied to reminiscence.
On display is a kind of souvenir photograph synthesized from collected photographs
of fondly remembered friends from his six-year sojourn at ZKM in Karlsruhe. Here
again, the focus in the photographs is blurred as if surrounded by mist. However,
when the viewer touches the small panel before him, that area comes into focus on
the screen. Moreover, as if adjusting the depth of focus with the lens of a camera,
when the viewer slowly shifts the moving scale to change the depth, the area in focus
then expands. Tamas developed the design for this new interface after his arrival at
IAMAS as an Artist in Residence; the tactile sensation of the lever seems to make the
nostalgia in such photographic images even more keen. The work has progressed a
step further since he presented it at the Ars Electronica exhibition in September of
Jast year, as he has added quite a few more photographs.

Stream of Consciousness, created by two young graduate students, David Small
and Tom White, at MIT’s Media Lab, is also a work that triggers memories some-
where in our imagination of words. In a pond made of stones, which at first glance
seems to be out of place in an exhibition hall, letters flow from the upper part of the
pond, floating down like the leaves of a tree . ... When you casually pick out worc'is
and read them, associations develop, and a variety of remembered meanings begin
circulating in your consciousness. When the tactile interface covered with a soft pad
is touched, a cursor of light appears in the water; when the letters are touched by
this light, they twirl around like tree leaves, and one after the other change into new
words with seemingly similar meanings. From memories of meanings made up of
letters, there comes an imaginative space where people recall their own experiences
and think of the future. . . . It is a fresh new work that skillfully draws out the psy-
chological effectiveness of these words. ' .

An image that similarly arouses nostalgia (in the Japanese most of all) is Elafne
Brechin’s Windgrass, a marvelous exhibit of hundreds of incense-like sticks standing
together in a charming vessels set within the exhibition hall. Tiny incandescent
lights at their tips make us think of the glow of incense, and when you blow on
them the glow drifts back and forth, evoking the atmosphere of Japan’s Obon sea-
son when the spirits of ancestors are called forth. In this refreshing work, the gr.ass
growing at the bottom of the containers also waves in the wind with‘the sway1.ng
vessel. In spite of yourself you feel for a moment immersed in a dialogue with

nature.

Games with Light and Shadows

Simulation functions in which images identical to the actual object are produced
have been around for a long time in computer operations. The field of virtual reality
that makes use of this is expanding, and there are a number of exhibits displaying
this feature. Two works displaying light and shadows in particular stand out.
Motoshi Chikamori and Kyoko Kunoh’s KAGE-KAGE for example, is a further
development of their award-winning exhibit KAGE presented in previous multime-
dia events. This version is set up between two vertical walls. The shadows that seem
to be produced by light are in fact not real shadows; every time a vie.wer Fouches a
cone, a completely unexpected, mysterious virtual shadow leaps out in thlS. charm-
ing work. It beckons children and adults alike to take part in this playfully innocent
shadow-play. .

The other work that encourage mutual action between light and humans is
Boundary Functions by Scott-Sona Snibbe. It is a strange experience that a beam of
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light acting as a boundary line appears at the feet of two people and separates them
as they stand in the space. When the number of people increases to three or four,
then three or four boundary lines insert themselves between the people. This work
experimenting with an interface design that utilizes cognitive systems makes us
think abour the psychological sense of space that tends to separate one person from
another even among friends, and the subtle psychological influences that give rise to
physical distances.

Works Inspiring the Artistic Impulse to Sketch and Draw

Emily Weil's Screen Play is part of a developing software work. The portrait
form on a screen is reflected through a series of permutations — chalk drawing, the
outline of the silhouette, moving picture of the participant — in response to the
movement of the participant, instantly creating a “moving portrait” on a screen.
Emily is currently adapting this program to make it more directly and tangibly inter-
active to change the sequence. We are eagerly looking forward to witnessing the fin-
ished product at this exhibition.

VideoPaint Easel by Daniel Rozin, one of Emily’s colleagues at ITP, similarly
pursues a sketch-type image as it invites audience participation. When you stand
facing the canvas and stroke it with a brush made of optical fibers, you are able to
paint in any number of images selected from among those captured by the numerous
video cameras set up in the exhibition hall. Through a kind of synthesizing stroke,
you can produce one extraordinary painting after another, whether portraits or
landscapes. In this exhibit you can take pleasure in designing as you dip the brush in
the canister of virtual ingredients to select the images allocated each camera, as if
choosing a component for a painting.

The Balancing Maze Game

This maze game, MetaField Maze, is a collaborative work based on a new plan
elaborated by an MIT Media Lab graduate student William Keays and Ronald
MacNeil, a principal researcher at the previously mentioned CAVS. In the tradition-
al maze game that is currently on the marker, you attempt to get the ball into the
final hole by tilting the direction of the board it sits on; this idea reappears in the
same form in this computerized version, but now utilizes advanced artificial intelli-
gence. The maze is clearly projected on the floor and the rolling ball is visible, and
when the visitor stands on the maze, the entire floor surface truly seems to til
toward the position where the person shifts his weight, and the ball begins rolling
toward the lowest area. As you shift your position and control the tilting of the
whole maze, you force the ball into the maze’s exit. Even though the actual floor
does not move at all, you have the sensation that it is tilting, an optical illusion in
this work featuring the experience of virtual reality, With high-speed calculations
performed by a computer, this intelligent exhibit moves the ball by computing the
center of gravity from the position of the participant; two students are taking on the
challenge of develaping the interface program for this work.

Metaphors for Classical Painting

The last work exhibited is the large-scale Frammenti di una Battaglia by Studio
Azzurro. The water, sand, mound of fallen leaves, and deep bamboo grove filling
four rectangular holes dug into the floor appear quite still, and remain so unless visi-
tors intrudes sonically upon them. When someone approaches one of the holes and
shouts or claps her hands she will be surprised, for suddenly people’s bodies leap
out of the water or sand, or pile of leaves and engaged in fierce struggle, bodies

twining arms and legs around each other while slapping and tumbling around in a
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violent acrobatic display. A variety of battle scenes soon emerge from .each pléce,

whose intensity is quite a novel in this type of media art. Actually, this is a‘portlon

of a large-scale work shown in the exhibition Totale della Battaglia held in 1996

within the remains of an ancient castle in Lucca, Italy; here we are introducing only

four parts of a series of dozens that comprise the entire work. The Studio Azzurr.o

ream devised and prepared this theme as an installation exhibit from a hint found in

The Battle of San Romano by 15th century Italian painter Paolo Uccello. The Bmlttle

of San Romano portrays a battle scene with knights, horses,. and weellpons stlandmg

together. With the active movements of the whole momentarily restram.ed, this com-
position has the psychological effect of caricature at a glance. The city of Lucca,

which commissioned the work, is an ancient castle town surrounded by high walls
that used to prevent enemies from entering in. It is said that no enemies ever
advanced within, so the town was always peaceful. The Studio Azzurro had been
fans of Uccello’s works since their student days, and was inspired by the effects of
his painting and the unique atmosphere of the castle remains. They. decided to
experiment with transforming the painting’s freeze-frame movements m.to. smooth
movements through audience participation and showing it as a video exhibit. At the
same time their work can also be thought of as a satirizing the idea of war an'd
peace. In this creation many actors are utilized to create scenes of naked bodie‘s in
battle, but in this we can deduce that, from the birth of humanity to today’s high-
tech wars, it is not so much that the so-called warrior instinct is the source of con-
flict, or that in the end the quality of the machines themselves constitute waF.
Rather, people’s judgments, made in the twinkling of an eye, and the speed of thel'r
responses tell us something about the substance of war that is captured metaphori-
cally by this work. At the same time, we can also appreciate the beautiful balle.t of
intertwining limbs. The collage-like video work from the Studio Azzurro creatllor.l,
projected on the walls of gigantic column in the deepest recesses of the Lucca exhibi-
tion hall, is also projected at the far end of this room. The portraits of bodies and
horses in motion, created by them and rendered as a collage from Paolo Uccello’s
original (in the Uffizzi Gallery), is also itself a work of images. Uniquely, this instal-
lation, with its references to Italian history, culture and particularly art history, rep-
resents a new approach, one in which we can sense the extraordinary potential for

nuance and complexity in multimedia art,

As you can see by the above-mentioned works on display, contemporary inter-
active art has entered the domain of our everyday consciousness, and is beginning to
develop new methods of expression related to fundamental issues of hunjlanity, -suc.h
as time, space, language, and even behavioral psychology. From one view point it
resembles a game, but beyond this level it begins to connect with spiritual culture of
the future; at the same time, the interface design and programming technology that
support development will relate both directly and indirectly to tomorrow’s manu'—
facturing and economic activity. Current opinion in the information industry, if
anything, tends toward pragmatism and shortsighted commercialism; but jas 'we try
to figure out how humanity is to cultivate this symbiotic environment, it is now
more crucial than ever to aim for a mature sensibility and wisdom when it comes t.O
education and culture in the 21st century. We will be pleased if you experience t.hls
year’s events by considering, in part, its deeper significance, its spirit of investigation

and anticipation of a future media culture.
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CHRISTA SOMMERER / LAURENT MIGNONNEAU

Christa Sommerer and Laurent Mignonneau are Artist-in-Residence at the
IAMAS International Academy of Media Arts and Sciences Gifu, Japan and
Researchers and Artistic Directors at the ATR Media Integration and
Communications Research Lab in Kyoto, Japan where they direct research on
interactive computer systems that combine topics like artificial life, complexity,
communication, interface design and new forms of interactivity. Their
interactive computer installations have been called “epoch making” (Toshiharu
Itoh) as they pioneer the use of “natural interfaces” and create a new language
of interactivity using artificial life and evolutionary image processes.

Permanent installations in collections:

Life Spacies at the NTT InterCommunication Center, Tokyo, Japan

Interactive Plant Growing at the ZKM Media Museum, Karlsruhe, Germany
Trans Plant at the Tokyo Metropolitan Museum of Photography, Tokyo, Japan
A-Volve at the NTT PLA-NET in Nagoya, Japan

Phototropy Il at the Shiroishi Multimedia Art Center, Shiroishi, jJapan
VERBARIUM at the Cartier Foundation, Paris, France

HAZE EXPRESS

Haze Express is an interactive computer installation that develops the
metaphor of traveling and watching landscapes passing by through the window
of vehicles such as trains, cars and air planes. When looking at a landscape at
high speed, one does not really know very much about this landscape, how it
looks in details. The passing landscapes become mere images, accumulations
of forms, shapes and colors, like a haze of impressions.

Haze Express is an interactive journey on a virtual train where the viewer can
watch the passing images, stop them and look at their compaosition in more
detail. Only when the viewer physically engages in interaction with the window
of the train, can he influence the composition of these images in the landscape.
The way he moves his hand on the train window surface will influence how the
landscapes behind become composed: non-deterministic evolutionary image
composition linked to interaction will always provide new and unigue image
elements that become part of the semi-realistic and semi-virtual trip through
data landscapes.

Haze Express consists of 3 compartments with one window and two seats each:
up to 6 visitors can interact simultaneously. Sitting in one of the Haze Express’s
comfortable chairs the visitor can look out of the window while touching it with
his hand. When sliding his hand to the left or right or up and down the window
surface, the images on the window will slide in/the same direction, uncovering
always new and abstract landscapes composed of lights, reflections, haze and
shadows. The behavior of these elements depends on the frequency, speed
and direction of the viewer’s hands movements; through evolutionary image
composition they ultimately decide the composition of the upcoming
landscapes. The moving images can also be simply stopped by ceasing the
hands movement while remaining with the hand on the window surface. When
no interaction takes place over an extended period of time, the patterns and
forms will slowly disappear, as the landscape is directly linked to the viewer’s
presence and interaction.

Chrlsta and Laurent
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Like our previous works, Haze Express aims for a new type of image generation,
that uses genetic programming and evolutionary image processes linked to
interaction to create a process-oriented artwork. It is no longer pre-fixed and pre-
programmed by the artists, but instead created through interaction -and non-
deterministic and non-linear image processes.

Developed for IAMAS International Academy of Media Arts and Sciences, Gifu, Japan
Supported by TENRYU INDUSTRIES CO., LTD. Gifu, Japan, Central Japan Railway Company
Interface Development: Laurent Mignonneau

Space Design: Shiro Yamamoto

http://www._mic.atr.co.jp/~christa

Haze Express
1999
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TAMAS WALICZKY

Tamas Waliczky, born in 1959, works as a painter, film cartoonist ang
computer-animation filmmaker. He started out by creating cartoons films ang
comics (1968-74), later taught himself drawing and painting, and began
working with computers in 1983. He was artist-in-residence at the ZKM,
Institute for Visual Media in 1992, and subsequently a member of the
Institute’s research staff (1993-97) before taking up a guest professorship at
the Hochschule der Bildenden Kiinste Saar, Saarbriichken in 1997. IAMAS in
Gifu, Japan, has chosen Waliczky as artist-in-residence in 1998-gg.

Focus

Focus consist of two elements: The first is a large projected image; the second
is an interface that allows the viewer to interact with the image.

Several people standing on a street, with houses on the left and right, are
projected on to a large screen. Part of the interface set up the user can see a
smaller copy of this composition. At first, the whole composition is blurry, like a
photograph that is out of focus. To adjust the focus, the user can simply touch
any part of the interface image with his or her finger. The part of the image that
has been selected will then be sharpen reflexively in the projection. Once a
subject has been picked out and focused on, the user can then display a large
scaled photography of this subject simply by pushing the button positioned on
the right side of the interface. Likewise, if the viewer wishes to return to the
main composition, s/he only has to push the button on the left side of the
interface. Picking out a person or a house on the screen interactively can be
séen as a perceptual metaphor for the way you g0 about isolating and
attending to an individual or an object from a mass of individuals and objects.

The second level of interacting with Focus is different from the process
outlined above. By choosing different aperture values on the interface (F 1.4,
2.8, 4, and so on), the viewer broadens the depth of field of the image, causing
neighbouring layers to become sharper. Therefore, instead of separating
elements out of a mass, the user can - by simply changing the aperture reading
—discover connections between the different parts of the composition.

The people and houses in the composition are positioned in such a way that the
friends, colleagues, or relatives of one family are the closest to each other in
depth. Therefore, by increasing the depth of field the user can find out all the
possible connections between the first person selected and his or her
neighbours in the composition. Most of the time, changes in aperture values
lead to corresponding changes on the large scale independent photos as well.
Thus, by focusing on one person in a composition and pushing the right button
at the lowest aperture level (F 1.4) , the user will usually see a large scaled
photograph of that person. By changing the aperture level to F 2.8, the large
scaled photograph of the one individual will be transformed into a photograph
with two or three persons; the original individual and his or her relatives or
friends. Again, with the aperture at F 11, the user may end up with a photograph
of a group of a dozen people.

This system works a bit like a computer game: The aim of the user is to find the
proper combinations of the focal position and the aperture value that will show
aricher and richer variety of compositions.
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Focus
1998-1999
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Concept: Tamas Waliczky, Anna Szepesi
Programming: Taméas Waliczky, Wolfgang Munch
Interface Development: Shiro Yamamoto

Focus was ariginally commissioned by “PHOTO 98: The UK Year of Photography and the Electronic
Image” as part of a series of exhibitions featuring ten international artists and asking important
questions about the nature of Europe and its changing political, economic and cultural identities.

Copyright Tamas Waliczky and Anna Szepesi, 1998-1999
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DAvID SMALL / Tom WHITE

David Small recently completed a Ph.D. at the MIT Media Laboratory with a
dissertation titled “Rethinking the Book”. He began his studies of dynamic and
3D typography in three dimensional landscapes first as a student and then a
colleague of Muriel Cooper, founder of the Visible Language Workshop. The
design of complex information environments has led him to construct novel
physical interfaces for manipulating virtual objects.

His work has appeared in “Scientific American”, “Print”, “Communication
Arts”, “the Atlantic Monthly”, “ID magazine’s 42nd Annual Design Review” and
the book “Information Architects”. He has designed interactive information
environments for such companies as IBM, LEGO and Nike,Inc.

Tom White is a Ph.D. candidate at the MIT Media Laboratory, working in the
Aesthetics and Computation group under Professor John Maeda. His work
focuses on creating new ways of communicating with computational media,
often through the design of new hardware devices. His master’s thesis
centered on anew family of interfaces known as Liquid Haptics, and the Stream
of Consciousness uses a Liquid Haptic device as its way of allowing people to
interact with the flowing words.

STREAM OF CONSCIOUSNESS

This interactive poetic garden is literally a fountain of words. Water flows
briskly down a series of cascades into a glowing pool. A tangle of words
projected on the surface of the pool float like leaves in a stream. Sitting on the
edge of the pool — but without getting your hands wet — you can control the
flow of words, blocking or stirring them up, causing them to grow and divide
into new words that are eventually pulled into the drain, then pumped back to
the head of the stream, only to tumble down again. The garden is one of the
experiments underway in the Media Lab’s Aesthetics and Computation group,
under the direction of Professor John Maeda, working to sculpt computational
media into new expressive forms.

Water enters at the back of the garden and cascades down a series of pools
until it reaches a large square pool. This larger pool is lined with crushed white
coral and here the water moves slowly until it spills out the back edge. Words
appear to tumble down the rocks along with the water, calmly pull themselves
through the shallow pool, and then magically reappear at the top of the stream
along with the water. The words mimic the physical behavior of objects floating
in a real fountain. The person sitting at the bench can interact with the words
through a special hand interface letting her stop the word flow, push and pull
words, and over time change the content of the words themselves.

The garden is built with an SGI 02 workstation, poplar, copper, river stone, a
video camera, a bladder of soy sauce and bamboo. All software was custom
written in C++ by Small & White. The research was sponsored-in part by the
Media Lab’s Things That Think and News in the Future consortia.

David Small / Tom White
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stream@media.mit.edu
http://acg.media.mit.edu/projects/stream/

David Small: http://www.media.mit.edu/~dsmall
Tom White: http://tom.www.media.mit.edu/
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MoTosH1I CHIKAMORI + Kyoko KunoH

Motoshi Chikamori

1971 Born in Tokyo

1998 MA in the plastic arts curriculum, design program of the art research
department of the graduate school at Tsukuba University.

Currently enrolled at Karlsruhe University of the plastic arts.

Kyoko Kunoh

1972 Bornin Tokyo

1997 Completed the curriculum in Policy and Media Research at the graduate
school of Keio University.

Currently employed at Keio University Art Center.

Chikamori and Kunoh began their collaboration in 1996. In 1997 they exhibited
their worlc at Ars Electronica. They received the Media Arts Festival Grand Prize
by the Agency for Cultural Affairs in 1998, and that same year presented their
work at exhibitions in Japan and overseas.

KAGE-KAGE

In Japanese, the word “kagE” is used to mean both the “shadows” projected by
objects, and as a word that conveys “existence.” For example, “it has neither
form nor shadow” is an expression for something that is nonexistent, and since
ancient times it has been believed that ghosts, as non-real phenomena, have
no shadow. This is because shadows have always served as proof that a thing

existed. However, in the former exhibit KAGE, this theory does not apply. When
the cone-shaped objets casting triangular shadows on the floor surface are
touched, they change colors, turn into shapes such as fish or airplanes, and
move about. In actuality, these shadows are all false shadows created by
computer graphics. Moreover, when these phenomena are occurring, the
audience members’ own shadows are constantly being projected on the floor
by the light of a projector shining down from above. When they discover that
these computer graphic, false shadows and their own real shadows are on the
same plane, they rediscover their own shadow and existence.

It may be because the exhibit KAGE originally derived from the concept of
children playing with shadows, but seeing visitors amusing themselves with
this installation calls to mind young children absorbed in play. We noticed that
here was another new “sense of reality” in action. It is a peculiar reality of
“communal place,” produced at the point where a variety of visitors commit to
the worlk at the same time in what can only be called a kind of “collaborative
sense of reality.” In KAGE-KAGE we expand this “communal place” in a three-
dimensional space, and attempt the pluralistic fusion of a diversity of felt
realities.

Chik_CImbri + Kunoh
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KAGE (£E1E&)
1997-1998

There are two walls facing parallel to each other. When the objets set up inside are
touched by visitors, the triangular shadows between the two walls display a
variety of changes. The silhouette of a fish jumps out of the wall facing you, and
you think it dives into the rear wall leaving ripples and the sound of splashing
water. The shadow of a person waving and saying “Hello” from the rear wall
receives a “Hello” in return from the shadow of a person appearing on the front
wall. In addition to the virtual shadows possessing no substance, the “space”
contained between the walls imparts a strange reality in its seemingly nonexistent
solidity.

Enter the gaps between “kagE” and “kagf” and see if your own existence is
confirmed there,

Interface Development: Ryota Kuwakubo
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KAGE-KAGE
1999
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SCOTT-SONA SNIBBE

Scott Snibbe's work emphasizes human expression through movement and
gesture. His output includes interactive artwork, animated films and
commercial and research software. His commercial projects have included
tools for interactive 3D animation; motion control and image processing; data
visualization; simulation and computational physics for interaction and
animation and Computer Vision.

Snibbe has worked at the Brown University Computer Graphics Group as a
postgraduate researcher, at the Rhode Island School of Design as an animation
instructor, and at Adobe Systems as a Computer Scientist. Currently he is
employed as a researcher at Interval Research in Palo Alto, California where his
work focuses on Haptics (the field of engaging touch through digital
computers), Digital Video and Interactive Graphics.

Snibbe’s commercial work has fed and informed his personal artwork and films.
Well known among his interactive projects are the Motion Phone, a networked
experiment in abstract visual communication; and Boundary Functions, a body-
centric visualization of personal space. His animated films focus on nonverbal
storytelling through movement and subtle significances. Both his interactive
work and animated films have been featured internationally in such venues as
SIGGRAPH, Ars Electronica, the Stuttgart, Hiroshima and Ottawa Animation
Festivals, the San Francisco and Seattle film festivals.

BOUNDARY FUNCTIONS

Boundary Functions is an exploration of personal space and the relationship of
the individual to society. The piece is realized as a set of lines projected from
overhead onto the floor which divide each person in the gallery from one
another. With one person in the gallery there is absolutely no response. When
two are present, there is a single line drawn halfway between them segmenting
the room into two regions. As each person moves, this line dynamically
changes, maintaining an even distance between the two. With more than two
people, the floor becomes divided into cellular regions, each with the
mathematical quality that all space within the region is closer to the person
inside than any other.

The regions which surround each person are mathematically referred to as
Voronoi diagrams or Dirichlet tessellations. These diagrams are widely used in
diverse fields, spontaneously occurring at all scales of nature.

By projecting the diagram, these invisible relationships between individuals
and the space between them are made visible and dynamic. The intangible
notion of personal space and the line that always exists between you and
another becomes concrete, The installation is non-functioning with one person,
as a physical relation to others must be present. In this way the piece is a
reversal of the often lonely self-reflection of virtual reality — here we are given
a virtual space which can only exist with more than one person.

Scott-Sona Snibbe
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The title of the piece, Boundary Functions, refers to Theodore Kaczynski 1967
Ph.D. thesis at the University of Michigan. Better known as the Unabomber,
Kaczynski is a pathological example of the conflict between the individual and
society — the conflict and compromise of engaging in society versus solitude and
individuality uncompromised by the thoughts or presence of others. The thesis
itself is an example of the implicit antisocial quality of some scientific discourse,
mired in language and symbols impenetrable to the vast majority of society. In this
installation, a mathematical abstraction is made instantly knowable by dynamic
visual representation.

scott@snibbe.com
http://www.snibbe.com

Boundary Functions
1998
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ELAINE BRECHIN

Elaine Brechin received an MA in Computer Related Design in 1996 from the
Royal College of Art (RCA), in London.

Self-Storage, her first major exhibition, was collaboration with Brian Eno and
Laurie Anderson which took place in the spring of 1995, The interactive
installation, Aura, created by Brechin and two RCA colleagues, was shown
within this exhibition. Since then Brechin has continued to explore the tension
between the real and the virtual by building a wide variety of interactive objects
and installations.

Brechin’s later work has been shown at the San Francisco Museum of Modern
Art, SIGGRAPH 98 and as pait of the inaugural exhibition for the San Jose Tech
Museum of Innovation. She has also been awarded a New Media Best of
Category Award from I.D. Magazine and had her work covered by National
Public Radio.

Currently a Member of the Research Staff at Interval Research Corporation,
Brechin brings an artistic and design sensibility to explorations of various
forms of physical computing.

WINDGRASS

When | began using computers in 1994 | was struck by how the richness of
manipulating materials such as clay, metal, wood and paint with physical tools
had been lost in the realm of computational technology. The narrow bandwidth
provided by a keyboard, a mouse and a relatively low-resolution screen leads
us away from the physical world and reduces our sensory palette to a mere
shadow of the one with which we operate in our daily lives. We are left with a
connection between the creator, the material, the tools and the audience that is
often impersonal, distant and impoverished.

The major trajectory of my work has been to address the physical/virtual divide
by bringing more intimate and emotional physicality into play between people
and their machines.

Windgrass is an interactive installation which explores the contrast between
human-computer and human-human or human-nature interactions. The piece
embaodies this contrast in its combination of artificial computation and natural
subtlety. It expands the standard palette of materials used in the human=-
computer interaction, and allows users to employ senses other than sight and
sound to drive the Interaction, Using breath as the main input to the piece
transforms what is often a cold and imprecise relationship into a very intimate
and subtle one.

Small incandescent lights flicker, inviting the visitor to come closer to

investigate their source. The gentle rocking of Windgrass implies the object is
alive and requires human touch.
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Windgrass
1998

Sensors nestled within the grid of lights collect data as the visitor lightly breathes
across the surface of lights. Three separate processors interpret the sensor data,
providing instructions for creating and displaying an undulating visual pattern on
the grid of 484 tiny incandescent lights.

By forcing people to concentrate on controlling their breathing, Windgrass
reminds them of their own physical being. Those who take the time to modulate
their breath are well rewarded.

Concept and Direction: Elaine Brechin
Engineering: John Ananny, Ed Carryer, Jesse Dorogusker.
Lee Felsenstein, Rob Shaw, REM Design, Stan Axelrod
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EmiLy WEIL

Emily Weil is currently an Interval Research Fellow at the Interactive
Telecommunications Program at New York University. She has also worked for
the Interval Research Company in Palo Alto, California, where she was involved
in conceiving, designing and programming new products in digital media. Emily
received a B.A. in Philosophy at Brown University and graduated from the
Interactive Telecommunications Program in 1997. Emily has taught computer
skills to teenagers, web design to adults at the New School for Social Research
in New York City, and skiing to three-year-olds. When she is not working on a
computer, she enjoys shaping clay into pots.

SCREEN PLAY

My work involves new computer interfaces designed specifically for creative
expression. The computer interface was initially created for calculation. The
keyboard and mouse were built for precision. By contrast, in Screen Play | use a
video camera as a spontaneous and gestural input device.

Screen Play extracts information from a captured video stream to create
markings on the screen. The software filters out the edge of anything moving in
front of the camera and uses this edge as input. Making a picture with multiple
input points feels very different from the precision of a cursor's single point.

There are five different phases of Screen Play. First, the captured video frame
leaves a trail as it glides across the screen, shrinking and expanding with each
directional change. Then, motion leaves an impression like a charcoal sketch.
In the remaining three phases,movement in front of the camera spreads a
geometric pattern across the screen — which feels like full-body finger painting.
Each phase is an experiment in creative computation. The images that appear
on the screen merge the analogue world into the digital realm. The work as a
whole attempts to use the computer as a tool to express more of us: not just
our calculating selves, but our emotional and aesthetic selves as well.

After all, to perceive beauty is to be human. When | think something is
beautiful, | feel it. It's a visceral reaction that reflects who | am, where | am, and
my view of the world. Although the experience may result from a subtle
combination of factors, the feeling itseif seems simple.

Because we’ve created machines that compute better than we ever could, it’s
hard to remember that to calculate is also human. We naturally learn to count.
Itis a rational and universal way of organizing and understanding. Our success
in designing computers that extend our ability to calculate has had a huge
impact on our world. Increasingly, the reality we accept is one that can be
represented by numbers.

But to what extent can computers enhance our aesthetic abilities? Can they
enable us to make beauty even half as well as they let us crunch numbers?
These are the sorts of questions that have led to the exploration you see in
Screen Play.
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DaNIEL ROZIN

Daniel Rozin is currently a researcher and faculty member at the Interactive
Telecommunications Program at New York University, where he holds 3
fellowship from Interval Research Corp. Mr. Rozin received a master's degree
from the Interactive Telecommunications Program at New York University in
1996 and a bachelor’s degree in industrial design from the Bezalel Academy of
Arts and Design Jerusalem in 1987. Prior to joining NYU, Mr. Rozin was chief
designer and head of the design department for Scitex Corporation and an
independent consultant in the areas of industrial design and user interaction
design. Clients include Scitex, Iris Graphics, Leaf Systems, SDP, Interval
Research, NYU and USA Networks. Products that Mr. Rozin designed have
received numerous awards including the Rothchild prize, Israel’s highest
industry prize, and Sybold Report’s 1991 Product of the Year.

Mr. Rozin was born in Jerusalem Israel in 1961 and since 1994 lives in New York
with his wife Tamar.

VIDEOPAINT EASEL

The VideoPaint Easel looks like a large painting easel with a blank canvas
stretched on a frame mounted to it. The painter uses a small paintbrush in a
same manner a painter would. Instead of solid colors the brush applies live
video from cameras positioned nearby. Each new stroke of the brush brings a
new coat of “current video” to the canvas. The painter can select between a few
live video sources by dipping the paintbrush into a few paint cans that are
mounted on the easel. The computer that runs the easel software is hidden in
the background and there is no computer screen in sight.

The content of apiece painted with the easel is not set. However the placement
of the video sources does imply a set of expanding circles around the painter.
The first circle is the closest. It is a camera pointed at the artist allowing
him/her to portray himself or any objects near by. The second circle is a video
camera pointing at the surrounding environment such as the room. The third
circle is a live feed from TV or a camera pointed out the window. Using these
three inputs the artist can create a picture that reflects a certain moment in
time at a certain location and state of mind.

No one starts from a blank canvas each piece builds on the work of previous
artists. This is something we are used to in the real world but seldom see in the
digital world.

The canvas is a tool that composites content. The artist does not have to create
all the material from scratch and some content is supplied, however the
freedom within that content is great and allows for personal expression.

The Easel has no user interface in the conventional computer way. All aspects
of it perform, as one would expect, the canvas displays the work, the
paintbrush applies the paint, and the paint cans select the colors. By
eliminating any uncertainty regarding the operation of the tool, the painters are
free to concentrate on the painting itself, while the computer adds its
calculation power seamlessly. Since the easel requires no “drawing talent” to
create a rich and interesting piece, most people are not scared from using it,
and are awarded by the richness of the result.
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VideoPaint Easel
1998
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RoNALD MACNEIL / WiLLIAM KEAYS

Ronald MacNeil received his BSAD from MIT and his MFA from RISD. He wasg
cofounder of the Visible Language Workshop (with: Muriel Cooper) ang
Principal Research Associate and head of the Intelligent Graphics group at
MIT*s Media Lab, currently a member of the Horme of the Future group within
Architecture. He has worked as an experimental printmaker, free lance
photographer and conducted research in computer-based painting/printing,
intelligent personalized design tools, constraint-based and case based
graphical programming tools since 1977. His recent work focuses on seamless
ultra high resolution projection displays, and novel interfaces which place
users IN the data,

William Keays (CDN), native of Quebec, received a B.S. in 1991 and B.F.A. in
1997 from the University of Ottawa. He has been engaged in photography,
sculpture, installation and electronic media for the past decade. He is currently
a Science Master candidate at the MIT Media Lab where his work involves
making innovative use of high-bandwidth devices in the creation of interactive
installations.

METAFIELD MAZE

This maze game is a familiar one. The marble rolls on a flat surface, its direction
determined by two knobs which control the level on perpendicular axes. The
surface is crisscrossed with a network of passages separated by shallow
barriers and is accented here and there with the dreaded holes that swallow
the marble, bringing the game to an end. The conventional version of this game
which sits on a table top or precariously on your lap prompts the question:
what are the ideal dimensions and contrals for engaging in this activity?

The MetaField is a human-scale interactive projection floor. The reasons for
adapting the maze game to this large immersive interface were self-evident and
the act of doing so irresistible. A three-dimensional model of the maze is
projected onto the floor with an imaginary pivot point at the very center. The
model tilts, seemingly under the weight of the player, according to where they
stand on the game surface. As the projected surface tilts, the marble moves
through the maze and appears to obey the laws of gravity. If the marble falls
through a hole the player must start over,

Human-scaled interactive systems succeed when a tight feedback loop is
established between the actions of the player and the computer generated
images and sounds that are fed to their senses. The MetaField Maze achieves
this by providing a fast-paced, continuous activity demanding skillful initiative
both physically and intellectually. A game strategy is developed intuitively, and
the player's entire body is used to express it by moving frenetically over the full
surface without any specific ‘orientation; an ambi-directional, kinetic quality
that hints at the elusive feeling of being inside a computer application.
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This notion is enhanced by the slight tilting of the computer-generated model
which has the uncanny effect of challenging the player’s sense of balance, further
contributing to a heightened sense of immersion.

The MetaField Maze exhibits highly engaging computer-mediated activity through
a harmonious ensemble of scale, technology and application.

Design Assistance: Tim McNerney
Software Contribution: John Underkoffler, Silicon Graphics
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STUDIO AZZURRO

Studio Azzurro is working concern specialized in video production and artistic
experimentation that was set up as a production research group in Milan in
1982 to produce visual arts, after receiving a request to produce a stage set
from Memphis Design Group. The diverse professional expertise of three
people came together to create Studio Azzurro: FABIO CIRIFINO (photography),
PAOLO ROSA (visual arts and cinema), LEONARD SANGIORGI (graphics and
animation) and since 1997 STEFANO ROVEDA (interactive systems). The
constructive encounter with a variety of professional experiences and the
awareness that a productive relationship with a market place was both
necessary and inevitable alongside contacts with the more classical channels
for artistic experimentation, were the ingredients that determined the form of
the activities of the Studio Azzurro.

FRAMMENTI DI UNA BATTAGLIA

This interactive installation is a reduced version of the project realized in a
space within the great wall surrounding the ancient city of Lucca in Tuscany.
This wall has protected the city against many assaults through the centuries,
including the latest threat of modernity. Lucca still has a charm, which can take
us back to bygone times.

With this installation we try to bring back to life the images and sounds of a
battle emerging from the past. We have taken as our reference the Battle of San
Romano by Paolo Uccello, the great Renaissance artist who was a pioneer in
the use of the “new techniques of perspective”.

Frammenti di una Battaglia shows four holes dug in the ground as if trying to
bring back to light lost memories. The video-projections give shape to natural
materials — water, leaves, sand, etc, These may be prompted by voices and
sounds created by the audience: a scream, an utterance, and a clap of the
hands. At the moment the installation is activated and from under the materials
different fragments of action appear, as well as short appearances of figures
engaged in a fight.

But is this the battle we want to narrate? Or is it the amusing battle of voices
and screams resounding in the hall? Or is it the metaphorical version of a war of
electronic images? There is an interplay of meaning - the extraordinary
expressive value of the voice of the audience whose will to activate and see the
images turns into a performance, while at the same time a subtle connection
surfaces between the ancient battle and the modern technology used to re-
enact it. Today, the balance of power in a war is not anymore based on bombs,
but rather on the instant power of interceptors, of sensors, of electronic
teledisplayers which can observe, see, and fix".

Glances in such a sensitive space are endowed with the power to evoke and
develop what the presence and participation of the audience will complete. The
action, the dialogue in a shared space, utilizing natural interfaces, have often
turned us into astonished spectators of the audience’s action making us
oblivious of the fact that we are the authors.

Italian to English Translation: Lia Beretta
Cooperation: miho project
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Schedule for Related Events of the World Forum for Media and Culture

International Art and Media Symposium

Date: March 7-8 (Sunday and Monday), 1999

Place: Softopia Japan Center, 1st Floor, Seminer Hall
4-1-7 Kagano, Ogaki, Gifu

Convenor: World Forum for Media and Culture Committee

Day 1: [Artist Talk]
Time: 1:00p.m.-4:00p.m., Sunday, March 7, 1999

Presentation and Discussion by the invited artists.

Day 2: [International Art and Media Symposium]
The Art of the Interface

Time: 1:00p.m.~4:00p.m., Monday, March 8, 1999
Discussion by the invited Panelists.

Panel Members:

Axel Wirths

Born 1960, Axel Wirths is founder and director of 235 MEDIA in Cologne, an international media
art distributor. He organized several exhibitions, festivals and TV-series, held numerous lectures, He
worked as a freelance media-consultant for the Themepark of the EXPO 2000 in Hannover. Since
1993 he has been engaged as curator of Media Arts at the Art and Exhibition Hall of the Federal
Republic of Germany in Bonn.

Erkki Huhtamo

Erkki Huhtamo is a media scholar, writer and curator, He js currently working as a visiting professor
at University of California, Los Angeles (UCLA), Department of Design. His specialities are media
archeology and the history and aesthetics of media art. He has published many studies and articles in
ten languages, lectured widely around the world and curated several international exhibitions of

media art,

Lev Manovich

Dr. Lev Manovich {manovich@uesd.edu) is an artist, a theorist and a critic of new media, He has
published more than thirty articles which have been rranslated into many languages and reprinted in
sixteen countries. Currently he is working on a book entitled “The Language of New Media” for the
MIT Press.

http:/fjupiter.ucsd.edu/~manovich

Dan O’Sullivan

Dan O’Sullivan is an associate professor at New York University’s Interactive Telecommunications
Program (ITP) in the Tisch School of the Arts. Tn 1992 he created the Physical Computing course at
ITP which has since be taught extensively elsewhere by him and others. Prior to teaching at ITP, Dan

worked at Apple Computer’s Human Interface Group where he was the first developer of
QuickTimeVR.

Concurrent Exhibition: The graduation exhibition of IAMAS

Date: March S (Friday) —14 (Sunday), 1999

Place: Ogaki Information Studio (Softopia Japan Annex)
4-35-10 Kono, Ogaki, Gifu

60

. 2

BRAFATXL 7+~ LOMEEE OS5 LOAE

T—=b TR AFTEEY VRIS L

WA 19994370 (H) 3A8H (A)

B KM Y7 PET Vw8 v Y — 1 b3k
M B VR ACHETIT I ¥ 4-1-7

EfE MR AT T T A - T AETRAS

[—RB] 7—54Xr - b=7
HET—TAAMIEBETLEYF—=2 a2y (5105) RUTA4AH Yy a3
WH 1 19994E3H7H (H) 13:00-16:00

[E=H] BRI >R IL

T—h%&H< B [*455 | —The Art of the Interface
HHRMNOF 2L —F— FmE, EFEHTo
TV TF—2a s RUTF4 ANy av

W 2199943 A8 H (JI) 13:00-16:00

INAT— !

Axel Wirths (721 - 1)
TNIDLSATATORMKETHY, T4 Lo 85— ATAT « T— FNeEENHNTT 5. BES,
TV, W§ilie &% e /NI —/N—EXPO2000THAF A4 7 AL HNEF ¥ by 19934E & 0K Y (A1) olE
BN RR AR — AT AT 77— M OF 2 b — 5 —E 5 b,

Erkki Huhtamo (T % « 7—% %)
TAYIYRDAFLT - T— FAFRER, WAEDSTH U E N ADUCLA DI LSS (A V243 o
(AT A THEGFEIOWTOR G, I COL s Fr— HEHARBEAOFaL—va Y2 E4H,

Lev Manovich (L - ¥/ %1 v F)

N TANZTRFH Y - 74 LI (UCSD) @ Visual Art Department DEIZET, AF147 - 7— b+
WK e T3 AT TR, BRI O L & RS, BREY a7k~ 8z 5, Bl
L “The Language of New Media” (MIT 7L &) % #%fth,

Dan O’Sullivan (5> - A & 41)/30)

Za—=B— I KFITPDTA TN - A Ca—F 4 VT OENE AV F 574 TIVD [ F DT 28—
MR, BROTNZT v 7N a v Ea—5ft0a—<Y - A 25 —T x4 X« FU—TIIC
QuickTimeVR &t %,

RIS | IAMAS 2 HA4E ZF £ HMER

BH 345 (&) -3A14H () 10:00-17:00

WlE L KIS - 7 FET Vv TRy oA
KHai /N 4-35-10

61




