


A Collaborative Festival Engaging
with the Political Dimensions of Food

Julia Sarisetiati Aartist, curator / ruangrupa

Julia Sarisetiati is an artist, photographer, curator, and member of the collective ruangrupa. Her pre-
sentation introduced the group’s work with the Indonesian media art festival OK. Video and its
investigation of food, media, politics, and ways to share knowledge.

# Emerging from the Need for New Kinds of Spaces

Today I want to share with you
some insights about OK. Video, a
media art festival that we have been
running in Indonesia since 2003.

When talking about OK.
Video, we also have to talk about
ruangrupa, because OK. Video is
the product of the thoughts of peers
in the group. Founded in 2000 by a
group of artists in Jakarta, ruan-
grupa emerged from the need of
space for young artists. Previously,
the spaces we ran were always in
the form of a house. We then used
the space according to our needs. A
space is constantly changing func-
tion: it can be an office, a place to
discuss, a classroom, a gallery, or a
space for musical performances
(Fig.1).

At that time, the art scene in
Indonesia was dominated by pri-
vate galleries showing painting
and sculpture, which did not ac-
commodate the various discourses
related to other new media, such
as video. This is not simply a mis-
take on the part of the art scene;
the repressive atmosphere of
Suharto’s New Order regime had
much to do with this.
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Fig.1 Previous music events, exhibitions, and lectures by ruangrupa

After the reforms of 1998, there was a need to respond to the situation. As such, ruan-
grupa launched OK. Video as a division of our group to run as a biennial media art festival from
2003. Since it first began, the festival has aspired to observe, record, and study media technology
developments, which have transformed people’s perspectives and behavior towards surround-

ing phenomena.
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Along with organizing this biennial media art festival, OK. Video runs other programs,
including workshops, research projects, documentation, and producing and distributing
Indonesian media art. In addition to the exhibition, through this festival we have tried various
approaches and presentation methods that can engage with “video” as a medium. For example,
in 2007, we tried several workshops with ten communities all around Indonesia. We also cre-
ated an open platform for popular culture, MuviParty. This is a music video festival, so the
approach is more focused on popular culture. We also set up an open lab as a way to express the
artistic process of media art. And since the beginning of the festival in 2003, the idea of engaging
and being engaged with the public is what makes us constantly pursue ways to change and
adapt.

# Evolving the Festival Toward a Focus on Politicized Food

In 2015, OK. Video shifted its identity by revising the subtitle from “Jakarta International Video
Festival” to “Indonesia Media Arts Festival.” The growth of media technology in society has
prompted us to extend and expand the range of artistic media used beyond not only video but
also the scope of the discussions about media art itself. With the discussions of video as an art
media complete, there then followed an urgent need to develop the event as an open contempo-
rary discourse on various aesthetic approaches and various forms of medium exploration as
well as modes of production.

The theme of the festival in 2015 was inspired by Suharto’s New Order military regime,
which lasted for 32 years. The New Order began in 1966 to differentiate itself from the Old Order
regime, which was led by the first president of Indonesia, Sukarno. At that time, the festival co-
incided with the fiftieth anniversary of the genocide that took place due to the power struggle
during the coup d’état in 1965.

Departing from this theme, the festival tried to discuss the issue of historical and politi-
cal media archives that were controlled by the government in the analog era. In this digital era,
however, we know the situation is very different. Now it is the corporations that control every-
thing and this has somehow influenced the development of society, especially in Indonesia,
and, for example, other post-authoritarian countries.

To better share experiences and discussion of the issues, the festival has been divided
into many programs, including exhibitions, screenings, multimedia performances, symposia,
discussions, and workshops.

The eighth and most recent edition of the festival was in 2017, with food as the main
theme. This theme was still connected with the previous exploration of the legacy of the New
Order, as discussed in 2015. Over its 32 years, the New Order regime influenced many policies
concerning basic human needs, including food. During the regime, food became one of the fun-
damental focuses to support development and realize Indonesia as an industrial country.

Food is political, in the sense of having a history that is intertwined with the geography
and politics of both Southeast Asia and the world. The Green Revolution agricultural policy of
the New Order changed many things in relation to food supply, availability, and fulfillment, in
addition to the technology used, social impact, and wider economic, cultural, and political
structures. The Green Revolution was a massive paradigm shift in terms of food, from the soil
up to the dinner table. The policy was also a milestone in relation to the control of knowledge
and power by the regime in that it could tell people that this is the “true” system, this is the
“true” technology, and anything else is “wrong” or bound to fail. The Green Revolution was the
dictum of truth through food management policy. What had been regarded as knowledge in the
traditional farming system was suddenly considered inefficient, as there was no surplus and so
we were “unable” to solve the growing need for food.

The regime then created a phrase—“Food Crisis”—to justify the system that they applied
to a global environment. In the Indonesian context, the Green Revolution affected the rhythm of
life, especially those who lived in a village, who had to become “the barn” and take on the
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responsibility of making this revolution succeed. These conditions then had serious conse-
quences, of course, ranging from the destruction of the socio-ecological conditions to land
grabbing and the industrialization of food from upstream to downstream.

From that perspective, positioning food as our main framing device and focus was im-
portant in terms of analyzing how the perspective of the New Order or the New World Order
affected and continues to affect people’s ways of life on the ground. Looking again at how food
issues arrive at relationships with media and technology, we tried to reflect on the narratives
produced by the New Order regime and encourage discussion related to the possibility of alter-
nate, sustainable narratives. We considered: how are the various food technologies, which have
been supported by a regime that ruled for 32 years, delivered through the use of media?

At the same time, we are also very interested in re-examining the traditional knowledge
that farmers have long possessed. These old sciences are rarely documented and often underes-
timated, when in fact such wisdom should form the basis for modern technology. We wanted to
investigate the potential in the current context for media technology and all possible modes of
production and distribution to have a role in re-promoting this traditional knowledge.

Farmers and the government have differing perceptions of “food sovereignty.” For the
farmers, food sovereignty means that they could have the freedom to select planting and soil
cultivation methods on their own accord, and also more freedom in controlling food distribu-
tion. For the government, however, “food sovereignty” means that the nation is capable of
meeting the population’s food demand. Adequate domestic food supply—and, therefore, the
absence of a need to import food—was the government’s indicator of success for food sover-
eignty, but the government remained heedless of the policy’s negative impacts on both the
environment and farmers. As such, the problem of food security goes beyond maintaining the
chain of “production, distribution, and consumption,” because there are strong political aspects
attached to it.

# Historical Approach to the Topic of Food

The 2017 festival took place from July to August.
With Renan Laru-an from Manila and myself as
co-curators, the festival featured a variety of ac-
tivities, including art exhibitions, performances,
site-specific interventions, art projects, and re-
search that mainly took place in our self-run
community space, Gudang Sarinah Ekosistem, in
Jakarta (Fig.2). We just moved to this space. Before,
we operated out of a small house and then joined
together with other collectives to run the new
space. It has become a “collective of collectives”
that run the space and share resources.
Stemming from the festival’s curatorial arc
on food, especially in the context of Indonesia,
we researched artists whose work centers on food
and use media arts and technology as a strategy
and language in discussing as well as disseminat-
ing their ideas. The main exhibition involved 36
artists and also 13 organizations and community
partners from Indonesia and abroad (Fig.3).
Through our festival, we want to reintro-
duce food as a medium, technology, and context.
During our research period, a timeline was cre-
ated in response to a question: to what extent has

Fig.2 Gudang Sarinah Ekosistem, the venue for OK. Video
2017 and where ruangrupa was based

Fig.3 OK. Video 2017
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the subject of food and environment been un-
folding or discussed within the history of art in
Indonesia? This search also seeks to contextual-
ize the interrelation between social and art
histories. This allows ideas to develop and be-
comes a new way of looking at history.

In this process, we invited a group of re-
searchers to conduct cooperative research taking
a historical approach to artists exploring the
topic of food in Indonesia, and they set up a
timeline as a result of their research to reflect on
the concerns of each artist and how it relates to
the regime in power at the time, and also how it
relates to the development of media technology
and the artists’ choice of medium for exploring
their concerns around this topic.

Discussion of these food topics is not lim-
ited only to individual artists or interdisciplinary - :
practitioners concerned with the issue of food Fig.4 Examples of a workshop (top) and talk (bottom, with
politics. The most challenging part, though, is | '2dasuTakamine)atOK. video2o17
how to gather practitioners and organizations or
institutions from very different sectors that can collaborate with or develop discussions with
artists, individuals, or initiatives that are mostly related to art (Fig. 4).

# An Interdisciplinary Open Lab Residency

Alongside the festival, we also formed the Open
Lab Residency Program. This is a collaborative
laboratory for artistic production conducted by
artists, scientists, and practitioners from diverse
backgrounds to collectively perform various
forms of speculation in terms of producing art
and developing knowledge. So far we have real-
ized a total of ten Open Lab Residencies (Fig.s).
Syaiful Garibaldi’s residency addressed
the body as a biological entity. The biological
context certainly brings us to the meaning of the

Fig.5 Mark Sanchez & Minerva Co-Lab, Sanity Mapping
(mapping of the mental state), which is one of the results of

body not only as a living thing, but also how the the Open Lab Residency Program
body proceeds and transforms after its life is
over. We want to understand the cycles of eating and being eaten from an alternative point of

view. Instead of always positioning the human as the main subject, we are invited to see the
activities of the decomposer creatures that eat the human body after it dies. As humans live, we
perform various acts of consumption. But after we die, the human body also becomes some-
thing consumed by such creatures. In the Open Lab, Syaiful Garibaldi worked with a researcher
and some forensic medical specialists to identify this process.

Bakudapan is a food studies collective from Yogyakarta. It works with researchers, de-
signers, and illustrators to collect recipes from women survivors of the political detainment in
1965, by telling the story on how they could survive and organize their lives together. The kitchen
and food becomes the filter for examining broader political issues from that time. This project
also aimed to share the stories with the younger generation as an alternative learning resource,
covering history, politics, the feminist movement, and female solidarity. The open lab process
concluded by creating a dinner that serves a variety of the recipes told by the survivors. It was
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also attended by writers from various back-
ground, who then played a role in sharing the
stories further through other media (Fig.6).

In addition, our lab continues to learn
how to sort out the many wild plants that grow
around our space and process them into a variety
of dishes (Fig.7). We invite a variety of wild food
experts to share their knowledge about the bene-
fits and nutrients of wild plants that are
overlooked. Knowledge about these wild plants
isunder-developed or has not been accepted into
the ruling discourse. Luinambi Vesiano’s work
invites us to identify the benefits of the wild
plants around us and explore the possibilities of
processing some recipes. His practice works to

spotlight these plants and give them better rep-

resentation in our culture. Fig.6 Dinner hosted by Bakudapan to mark the closing of
the Open Lab Residncy Program

The Legume Research Project is run by the
restaurant Warung Ramah and Lintang Panglipuran,
a community organization involved
with plant diversification and
conservation based in Sleman,
Yogyakarta, and particularly cen-
tered on research about beans or
legumes. In this project, the mem-
bers gathered information on how
traditional farmers manage soil fer-
tility by growing legume plants after
harvesting rice to improve the fertil-
ity of the soil. The project offers a
critique of the New Order regime,
which encouraged farmers to use
chemical substances on a large scale
during the Green Revolution.

During the Open Lab program, participants made a co-garden space so that anyone could
follow their process. They also opened a small kiosk as a melting pot and lab for experimenta-
tion. They did several workshops. One was about distillation from alternative resources and
then creating your own fermented drinks. Participants were provided with a manual book and
taught how to make their own beverages. Through this experience, participants became more
aware of food discourse, such as food security, politics, and systems.

By building this Open Lab platform, we are also trying to foster interaction with the wider
community so that they can be involved in following the ongoing laboratory process. That’s why
the name is Open Lab. It is as simple as that to indicate that it is open to intervention, interac-
tion, exchanges, and access to resources.

The symposium program has also been organized as a forum for discussion and sharing
of perspectives on the theme of the festival. The symposium sessions were held in multiple lo-
cations, with a focus on more interactive and informal formats. We are principally interested in
exploring other possible formats of symposia that go beyond the conventional.

We also visited actual historical sites, interacting with the urban farmers and inviting
various citizen food-related initiatives to share knowledge.

Fig.7 A project about wild plants held in the shared garden space
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# Developing an Online-Based Lab for Collaboration

We also initiated the Virtual Open Lab Residency as one of the festival’s programs, but were un-
able toimplement it. Needless to say, material limitations and infrastructural conditions remain
a constant concern for realizing this kind of project. Nonetheless, I would like to share a little bit
about the idea behind the program.

With its history in Jakarta and as the longest-running festival of its kind in the region, the
audience and the participants tend to consider the organization and management of the project in
a similar way to structurally funded institutions. Actually, though, it was initiated by artists and
remains a self-organized, artist-run festival. This means that as curators, of course, we have more
complicated positions and decisions to make in order to maintain this and realize our plans.

The Open Lab’s next vision is to facilitate short- and long-term collaboration between
artists with various parties. What is unique about this new residency is that it will be done re-
motely and only online. The Indonesian arts scene already enjoys a dynamic and collaborative
community. With the virtual residency, we want to test if this can translated without physical
contact or the usual privileges of initiating collaboration. The project invites people’s participa-
tion through virtual conversations with mentors as an experiment in modes of production and
as a means to transfer knowledge. In order to facilitate discussion and share information to
lesser-known contexts, OK. Video partners with other institutions, including the Indonesian
Visual Art Archive and Pad.ma. The latter is a public access digital media archive initiated by
various groups from Mumbai, Bangalore, and Berlin, as well as artists and researchers.

We developed this festival into a research-based laboratory because we are interested in
the idea of the festival as a space, and space as an enabler, where people with different kinds of
knowledge, experience, and skills can use the space to exchange and cooperate. Many initiatives
and programs that cannot be articulated in other spaces could acquire a space or laboratory here
for experimentation.

There are many people with different skills and knowledge sharing the same concerns
about food. But they work alone and are not connected to each other. Our festival wants to play
arole in providing them with a space so that their knowledge and expertise—that is, the collec-
tive intelligence—can be brought together.
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Restoration, Preservation,
and Archiving Today

Speaker Profiles

Aria Dean Assistant Curator of Net Art, Rhizome at the New Museum [USA]

Aria Dean is an artist, writer, and curator based in Los Angeles, California. She is the assistant curator
of net art and digital culture at Rhizome, an art organization based on the Internet and at the New
Museum in New York City. Her writing has been featured in Artforum, Art in America, The New Inquiry,
Real Life Magazine, Topical Cream Magazine, Mousse Magazine, CURA Magazine, and X-TRA
Contemporary Art Quarterly. She has spoken at art institutions, colleges, and universities around the
United States, including the New Museum, UCLA (Los Angeles), Reed College (Portland, Oregon),
The New School (New York City), and the Canadian Center for Architecture (Montreal).
http://rhizome.org

Yae Akaiwa Artist / exonemo [USA / Japan]

Yae Akaiwa develops her artistic practice as part of exonemo, a group formed with Kensuke Sembo
in1996. Blurring the boundaries between digital, analog, computer networks, and the real world, the
pair’s experimental projects develop humorous and innovative explorations that reveal the relation-
ship between technology and its users. In 2006, exonemo received the Golden Nica at Ars Electronica
and, in 2015, participated in NEW INC, the first museum-led incubator, at the New Museum, New
York. In 2017, she is a grantee on the Program of Overseas Study for Upcoming Artists, organized by
the Agency for Cultural Affairs. She also launched the event Internet Yami-Ichi (Internet Black
Market), which has been held in some 20 cities around the world.

http://exonemo.com




The Challenges of Internet Art

Aria Dean Assistant Curator of Net Art, Rhizome at the New Museum

Aria Dean is Assistant Curator of Net Art and Digital Culture at Rhizome, which is housed at the New
Museum in New York City. Her presentation introduced the dilemmas faced in archiving net art (art-
works that are experienced online) as well as the approaches her organization takes.

# An Online Organization for Online Practice

Though we are housed at the New
Museum, Rhizome is not techni-
cally affiliated with them. In fact,
we are an art organization that’s
based over the Internet. We were
founded in 1996 by a group of art-
ists who were interested in what
was then primarily known as net
art. Now we’ve expanded the defi-
nition of what we do to include
what we call “art that acts on the
network or is acted upon by it
This is fundamentally art that is
about or on the Internet. Rhizome
is concerned with an expansive set of practices from formal browser-based artworks to ongoing
practices that are based on social media, such as Twitter poetry or YouTube performance work.

When we first started, we were more community-oriented, serving a purpose as a gather-
ing place for artists who were interested in these sorts of practices. But as we’ve grown and
matured, we've taken on a more institutional life, being based at the New Museum where we
host public programs and have our offices. We have a few main verticals in our program: our
publishing platform, online exhibitions, commissions, public programs, and software.

We publish both long-form and short-form writing. On rhizome.org, you can find inter-
views as well as longer critical texts about net art, longer texts about digital culture at large as
well as short blog posts reporting on symposia in various countries from contributors around
the world.

Our public programs are generally held at the New Museum and they include screenings,
followed by a conversation, and other events that bring artists together to discuss artworks that
are related to an ongoing line of inquiry. One major program we have every year is called Seven
on Seven, which brings together seven artists and seven technologists, who work to assemble
pretty much anything they want. We just pair them up for 24 hours and they are set free to create
an artwork or an app or a performance, and then we present them at the museum. It always
happens in the spring and it’s kind of our “big” program of the year that draws a lot of people.

Our software program is concerned primarily with digital preservation and archiving. I
will first make an important distinction between those two terms. For us, “archiving” is a more
active stance towards digital objects, where you would archive something as you go along in
order to save it for later. The preservation program is more about restoring and repairing, or

Art & Technology: Creativity, Education and Archive Environments [28]



kind of going back and trying to fix things that
weren’t necessarily archived where they should Webrecorder
have been at the time.

A software tool that we have is called
Oldweb.today (http://oldweb.today). It allows _
you to browse a web page in a legacy browser. If =
you type in facebook.com, for instance, rather
than showing you what Facebook looks like
today, you can look at it on a given date. You can
do this with pretty much any website that is still
available. If it’s on archive.org, which saves cop-
ies of webpages, you should be able to use Fig.1 Top page of Webrecorder (http://webrecorder.io)
Oldweb.today to see it. It is a fun tool and also
completely accessible to the public.

Our major software initiative is Webrecorder (http://webrecorder.io), a web archiving
tool that allows anyone to archive a given web page (Fig.1). Just making a screenshot of a page is
not an active copy of the page. With Webrecorder, you can go back and continue to browse the
page. You hit “record” and then it quickly makes a copy of it, and you can always go back and
revisit it as a fully interactive copy of the site.

In terms of our online commissions and exhibitions program, throughout the year we
commission new artworks from artists, mostly in New York but also from around the world. The
amounts of money that we offer to artists range depending on the need and the project, but part
of our program specifically funds new works from digital artists. Commissions will lead to an
exhibition and often we’ll also exhibit existing works. Those exhibitions are frequently thematic
group or solo shows, and they all take place online.

# Archiving the History of Net Art

Today, I want to talk about one exhibition that NET ART
ANTHOLOGY

we’ve been working on for the last year: “Net Art - —
i . . . CHAPTER 3: 2005-2010
Anthology” (Fig.2). This sits at the intersection of

our software and artistic programs in that it pro-
vides a series of very interesting case studies for
digital archiving and preservation.

The gist of the exhibition is that “Net Art
Anthology” presents 100 works of net art history, T
one per week over the course of two years. Every
week on http://anthology.rhizome.org we pub-  La
lish a new work. We started with works from 1985 = mar
and we’re working our way towards the present.
The exhibition is divided into four chapters and
an epilogue.

The first chapter is 1985 to 1998 and so, thematically, those works are the early Web, the
vanguard of the Internet. Chapter two is 1998 to 2005, which is mostly characterized by Flash
artworks and blogs. Chapter three is 2006 to 2011, which includes things like Surf Clubs and
early social media—the first hints of post-Internet as a concept. Chapter four is 2011 to the pres-
ent, which is characterized by mobile apps and social media, and everything that forms the
Internet as we know it right now.

The epilogue will be a physical exhibition in a gallery space that will fill in the blanks,
because we're choosing the works as we go to make it a dynamically shifting project. We're not
interested in trying to set up the canon of net art. Rather, we’re interested in the dynamism of
the discipline itself. As such, the epilogue will go back and retrace our steps and see what we
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Fig.2 “Net Art Anthology” exhibition website
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missed, what maybe came up as we were going along.

In terms of how we’ve chosen the works for the exhibition, we have a set of criteria. The
works must: use the Internet to give voice to emerging subjectivities; model new forms of col-
lective culture and practice; exemplify aesthetic, subjective, political, or conceptual positions
that have taken on a singular resonance within certain networks of artists; and finally, be able to
be meaningfully restaged, reconstructed, and re-performed.

What I'm interested in talking about today is this last criterion: “meaningfully restaged,
reconstructed, and re-performed.” What does that really mean to us as curators and to the art-
ists? I want to dive into this question of how we can effectively preserve, restage, or re-perform
an online work of art.

# The Problem of Preservation

Preservation and conservation is a huge question
in all artistic media and for every institution. But
for digital art, it presents a very particular set of
problems that are sort of unprecedented in many
ways.

For instance, what are the objects that we
are archiving or preserving in the first place?
These objects of digital works are incredibly pre-
carious. Often, they are easy to lose. They may be
erased just by someone losing the domain where
a work exists. One of the first works in our an-
thology, Reabracadabra (1985) by Eduardo Kac,
uses Minitel technology, an early Brazilian per-
sonal communications service (Fig.3). It doesn’t
exist anymore; you can’t find the hardware and
the software is messed up. How do you show a
work like that when you don’t even have access
to the initial object that it existed on?

There is also the problem that digital .
works are easy to manipulate. Someone can copy Fig.3 Eduardo Kac, Reabracadabra, 1985
or overwrite something. And there is the ques-
tion of what is the object exactly? Is the object the code of a website? Is it the way the website
appears in the browser? Or is it the downloaded web pages and a file on your desktop? What do
we classify as the actual work that needs to be preserved? After all, preserving the code is one
thing, but preserving the way that it looks in a browser is an entirely different matter.

These questions are all grounded in this question of how to maintain or produce an object’s
authenticity. But it also leads to other philosophical questions about what actually is the work.
And there are also questions about privileging the will of a given artist or whether curators should
take the lead. Is the goal to get the work to look as close to its original present as possible?

Can you use new materials to restore an artwork? In restorations, people have put an iPad
in place of the screen in order to simulate the effect of the original object. Some conservators
might say that’s not acceptable, because it’s using a new technology to update this work that’s
very much about the technology of the moment.

# Examples from “Net Art Anthology”

Iwould like to go through some of the works in “Net Art Anthology” and talk about the problems
that they pose in terms of preservation.
One work is Brandon (1998) by Shu Lea Cheang. It’s a Flash-based, interactive narrative piece
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that’s about real events, in this case a news story about the mur-
der of a transgender American teenager named Brandon. Cheang
has created an expansive multi-linear narrative environment,
but, being Flash, we can’t really view it in a modern browser.

Olia Lialina’s My Boyfriend Came Back from the War (1996)
is another interactive, multi-linear narrative piece (Fig.4). It’s
these multi-framed, poetic text pieces and images almost like
diary entries. Works like this sort of pose questions. The inter-
activity of this work is core to its meaning, so if there was
something wrong with it, how do we recreate that without just
simulating it, which then robs it of its actual conceptual inter-
ests? We can show a video of someone navigating it, but that
changes the experience of the work completely.

Another kind of work that we encounter more and more Fig.4 Olia Lialina, My Boyfriend Came
as we get closer and closer to the present is one that is entirely Backrom the War, 1996
dispersed into a network or a community. FloodNet by
Electronic Disturbance Theater from 1997 is an example of art as activism and activism as art.
The collective created a Java applet that would automatically reload a website enough times to
crash it. It then staged protest actions in support of the Mexican Zapatista movement and
crashed the Mexican government’s website as an act of solidarity. The artwork itself is this Java
appellate but at the same time it’s also a mass performance, where hundreds and thousands of
people got the app and reloaded this page over and over and over. Considering heightened
Internet security, we couldn’t restage this and crash the Mexican government’s website for the
sake of the exhibition. We had to figure out a way to approximate the effect of this.

A similar work is Ann Hirsch’s
Scandalishious, from 2008-2010 (Fig.5). This is a
YouTube performance that lasted 18 months.
Hirsch created a character named Caroline, and
she uploaded over 100 videos on to her YouTube
channel of herself dancing or making a video
diary, or answering questions from her com-
menters. The YouTube channel went viral. She
had a lot of followers and people would send :
her response videos, both publidy and some- Fig.5 Ann Hirsch, Scandalishious, 2008-10
times privately. Similarly, we have the question
of boundaries, because each of these videos
counts as an art object. But at the same time, Hirsch thinks of the comments, response videos,
and all the interactions as part of the work as well. When it comes to restaging this, not only is
everything scattered but also some of the elements are lost altogether. It brings up ethical and
legal questions of who gets to say if a comment or private video should be made public.

# Approaches and Solutions

The Guggenheim has an approach whereby they go in and rewrite the code to update it so that it
could be viewable on a modern browser. For us, the problem with that is that in ten years the
browsers are different and then you again have this obsolete artwork.

Our philosophy, when it comes to restoring, preserving, and restaging works of net art, all
stems from the idea of emulation. Instead of conserving individual objects, we're interested in
conserving legacy environments in which these objects and practices initially appeared. For
instance, an approach like Oldweb.today, where we can create this framing that looks like it’s
1997 in order to view a work that is from that time, versus just looking at it in a 2018 browser.

What we often do is to use browsers that are contained within the existing browser,
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setting the work aside from the contemporary
context and placing it historically. I guess the big The art happens here
question is: why? There are many people who

don’t take this approach. But our basic philoso-

phy is that we believe digital culture is a series of

practices, not individual artifacts. L\

For us, digital art is inherently performa- MTAA ca. 1997
tive. Rather than the art happening at one or two
of these computers, the art happens between the
two, the art happens between the creator and the
audience (Fig.6). It’s that relationship that makes
something on the Internet “art.” For us, keeping our work authentic then means that we have to
recreate the conditions in which it was intended to be experienced. This means that every work
requires something different, which becomes very labor-intensive for an institution, but it’s a
scalable solution because we also believe that digital art is a mass medium.

We’'re interested in making the largest possible amount of work accessible to the largest
possible number of people. Rather than creating a solution that allows a work to be shown in
one exhibition, we’re trying to create solutions that will allow works to be viewed for the fore-
seeable future from anyone’s monitor in any country, outside of a gallery, and keeping the kernel
of what makes net art, which is its accessibility and its embedded-ness in the Internet itself.

When it comes to the works in “Net Art Anthology,” we have come up against these issues
throughout. With Ann Hirsch, we had to create a manual reconstruction where we remade a
page for her that approximated the way YouTube functioned, but wasn’t a real reconstruction.

For some works, a containerized browser approach may not work because sometimes
certain pages have been lost on the website. Then we have to patch in pages and tape things up
a little bit or stitch it together. Other times we have to make do with simulation, such as was the
case with FloodNet.

At Rhizome, we’re lucky enough to have a team of programmers and curators who are
paid to and would like to spend their time working on this. But at the same time, there is a big
question of what now, because the field is so scattered and institutions have so many different
ideas of what needs to be done. In addition to that, though, it’s a nice thing to just stay lost.
Sometimes artists don’t know where a website went or a certain page, and many net artists also
weren’t working with institutional support when they were making the work. There are various
external factors that stop us from being able to completely reconstruct something.

In terms of the future and where we are going, a big question in terms of all of this ar-
chiving stuff is sustainability and what’s scalable, because institutions can’t be cleanup crews
forever. The Webrecorder tool is a preventative measure and we'’re trying to make this more
available for free to artists and artistic communities. If artists want to archive all of their work
online, they can make a Webrecorder archive of it and automatically then have a decent archive,
removing some of the need for later preservation efforts.

Since we are a community organization at our core, we encourage our community to
make archives and then, in addition to that, we're holding conversations and conferences that
deal with these questions of ethics and archiving the web. Rather than just starting at the prac-
tical points, we’re getting archivists, librarians, lawyers, technologists, and artists together in
New York to talk about the ethics of archiving, problems of privacy, and longevity in terms of
archiving networks and such things as social media platforms. When it comes to artworks on-
line, there ultimately needs to be a whole cultural shift in order to move from preservation
to archiving.

Simple Net Art Diagram

Fig.6 MTAA, Simple Net Art Diagram, 1997 CC BY 2.5
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Creativity in Preservation:
Processes of Reinterpretation and Updating

Yae Akaiwa Artist / exonemo

Yae Akaiwa co-founded the artist duo exonemo in 1996. During the 1990s, the group started making
net art. Since 2000, the duo has expanded its area of activities to the non-virtual world, creating in-
stallations and organizing art events.

# Approaches to Preservation That Pass on the Spirit, Not the Original

The theme of this symposium is
“creativity, education, and archive
environments,” so I am going to
talk about artwork archiving and
creativity that is inspired by the act
of archiving.

During the 1990s, when ex-
onemo was mainly creating works
online, we often experienced
screen freezes due to OS and web
browser version upgrades, or
changes in Internet service specifi-
cations. We were not that concerned
at the time, just thinking that our
works were like a kind of elongated performance art. Last year marked the twentieth anniver-
sary of our group, though, and we found that it had become increasingly difficult to view many
of the works that had been put online in the past, including our own. Sometimes, we can’t
cross-reference a new work that looks similar to an existing work with past examples. If things
go on like this, I thought, creating art over the Internet would eventually stop evolving and we
would be reduced to just unconsciously reproducing works from the past.

When I started to realize that problem, I
came across the ritual of Shikinen Sengu at Ise
Jingu (Ise Grand Shrine). Simply put, the shrine
buildings are rebuilt periodically and the en-
shrined deity ceremonially transferred from the
old structure to the new version. The ritual is ob-
served in other shrines as well, but Ise Jingu’s is
the oldest, having continued for over 1,300 years.

To be more precise, a shrine building with
the exact same dimensions as the current one is
constructed every 20 years at an alternate site
called the MiYad0k0r0 (Fig.1). This process of Fig.1 The 59th Shikinen Sengu at Ise Jingu (upper buildings
building a new structure and tearing down the are the new shrine, lower ones are.the'older version), 1953

. . Source: Asahi Camera (Ed.), Asahi shimbun hodo shashin
old one is repeated every twentieth year. At the kessakushu 954, The Asahi Shimbun Company, Tokyo,
same time, all the materials used for rituals are 1954
also remade and many ceremonies and other
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events are held. The purpose of doing this is to refresh and rejuvenate the deity to ensure its
eternal bond with the people. The idea of renewing everything to preserve the original divinity
instead of maintaining the physical structure representing it intrigued me and changed the way
Ithought about preservation. I started to think about the viability of preserving the spirit behind
something, rather than just conserving with a focus on originality.

# New Creativity from Reinterpretation

If we want to pass our artworks on to the next generation, the key is not to preserve them as they are,
but to update them constantly. An artwork created at a certain point in time cannot be preserved
precisely as is, because nothing surrounding it can stay in its original state, even for a second, in an
environment in which everything is constantly changing. If we want to “freeze” our creations, we
must also fix the natural and social environments in the state in which they were made, which is
impossible. A small change may not affect the way people interpret them, but as time passes and
environmental shifts continue, people’s interpretations will become very different.

For instance, the way aristocrats viewed Renaissance paintings in their palaces at the time
would have been totally different from the way we appreciate them today in art museums, restored
several times since and with both the social and exhibiting conditions so drastically different. I
know that today’s art museums play a vital role in furthering rich culture through historical in-
sights and contextualization, by preserving artworks as closely as possible to their original state,
displaying them, and explaining their contexts. Having said that, I believe that the driving force
behind cultural evolution is in the process of “updating” existing artworks in line with changes in
environment rather than this kind of preservation. Through the process of “updating,” creativity
and versatility develop and vividly communicate the spirit of artworks and artists.

One of the characteristics of media art is, broadly speaking, that it involves data as well as
physical objects. Even a born-digital artwork that doesn’t use any tangible materials requires an
interface—hardware, which is a concrete object—with which to access data. That shows how
media art is inseparable from the physical.

The surrounding environment is also a vital component. An artwork is created through a
perfect balance of various environments—the natural, the social, the exhibiting, and the com-
puter. The rapidly and dramatically changing computer environment, including both software
and hardware, is comparable to the constant movement of the earth’s crust or volcanic erup-
tions within the natural environment, and it is extremely difficult to preserve a media art piece
in a way that corresponds to those changes. This is the major difference between the fine arts
and net art or media art.

Cultural facilities, including art museums, are now looking for ways to preserve media
art pieces before they quickly vanish. Art museums and other facilities are said to keep and re-
store digital arts in four ways.

Let me briefly explain. The first method is storage. Tangible works are stored in a ware-
house and data are stored on recording media such as a magnet tape.

The second method is emulation. In order to restore original data, a virtual environment
emulating the old OS is created in a new OS environment. For example, gamers create emulators
with which old games can be played on new hardware.

The third method is migration. Original data are converted or reconfigured for migration
into a new environment. It means that the original data are replaced by new ones. Shikinen
Sengu is a kind of migration because it is all about moving to a new environment.

The fourth and the last one is reinterpretation. It is difficult to define exactly but I think
itincludes reenactment or reproduction by someone other than the creators as well as updating
by the creators themselves. In fact, when we try to restore old works, we reinterpret them mostly
by retuning and updating them in line with environment, place, and time.

These are the methods to preserve and restore artworks mainly employed by art museums.
One thing to note is that the fourth method—reinterpretation—is considered a last resort by the
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people engaged in preservation, since it could
completely change the creators’ purposes, how
works are conceptualized, and how they appear.

As an artist, I intentionally use reinterpre-
tation as a method to enrich and update my
work. To me, reinterpretation is an exciting and
bold technique for passing on the core idea and
original spirit. I believe that this is the most cre-
ative preservation method artists and viewers
can freely use on their own.

Let me now introduce some of exonemo’s Fig.2 Left: Albrecht Diirer, Self-Portrait, 1500 Right: exon-
work created through this approach of emo, Selfie-Portrait (“#ArtUpdate” series), 2016
reinterpretation.

“#ArtUpdate” is a series of experimental
artworks in which masterpieces of the past are
viewed through the filter of contemporary artists
and updated to fit into today’s media environ-
ment. We have tried to highlight the gaps
between the concepts and ideas of the original
works and today’s technology, as well as the awk-
wardness of their being combined.

The first example is an updated version of
Self-Portrait by Albrecht Diirer, which we have
now titled Selfie-Portrait (Fig.2). The original work
was painted in 1500. We happened to find that @iR

Diirer’s right hand in front of his chest is drawn . ~ m—
almost like it could hold a smartphone, so we
gave him one. We thought that his empty hand 4

might impart an awkward feeling to the smart- Fig.4 Left: Nam June Paik, TV Buddha, 1974 Right: exon-
phone generation. emo, VR Buddha (“#ArtUpdate” series), 2016

The next example is the reinterpretation of
LOVE, a famous sculpture by Robert Indiana (Fig.3).
We showed the four letters “LOVE” as if they have been deformed through CAPTCHA (Completely
Automatic Public Turing test to tell Computers and Humans Apart—certain types of form are
recognizable only to humans and not to computers or robots). We wanted to emphasize that even
though surveillance cameras are constantly monitoring us wherever we go, “love,” the most im-
portant message for mankind, is understood only by us and not by computers or robots.

The final example is VR Buddha, an updated version of TV Buddha by Nam June Paik (Fig. 4).
The original work combines the central idea of Zen—deep reflection on one’s inner self—with the
latest technologies of the 1970s and 1980s. What we did was to replace the TV with virtual reality,
the latest advance in technology. It seems as if the statue is looking at a big vacuum created by the
removal of the TV and camera, which depicts the hollowness of virtual reality.

There are actually many versions of TV Buddha and each of them is modified to suit the
exhibition themes and venues. The artist used different Buddha statues and equipment. In one
case, the TV is embedded in a mound; in another, the statue’s body is buried underground; and in
yet another, the artist added decoration directly onto the TV. They all look different, but we can
observe common elements among them. As this case shows, by looking at various versions of a
piece of art, we are able to identify the central value and message an artist wishes to convey.

Exonemo also often remakes original works from the past to suit new exhibition environ-
ments. Sometimes we make only slight adjustments for a version upgrade and other times we do
acomplete makeover using a new computer program. In either case, we reinterpret our past works,
leaving the parts that must stay and retune the rest to suit a different environment.

Fig.3 Left: Robert Indiana, LOVE, 1970 Right: exonemo,
CAPTCHA-ed LOVE (“#ArtUpdate” series), 2016
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When we remake art, though, the actual works are not always available. Sometimes we
have to rely on archives or even our own memories. I believe the key to reinterpretation and
reproduction is these guiding archives or the original works’ contexts. For artwork preservation
at art museums, documentation is always indispensable along with the actual work of art. It is
also very important for reinterpretation.

# Diversity of Open Platform Events

Jason Scott, an archivist at the renowned Internet Archive, once made a thought-provoking
comment about preserving computer games. To summarize his point, the preservation of games
involves not only the storage of data and the archiving of recording media but also the docu-
mentation of gaming experiences, knowledge, and happenings—the entire life of a gamer. That
is comparable to an artist’s experience and memories about his works, which is so essential.
Suppose there are two dice on a table. Many unbelievable events may have happened around
them. If only the dice are left, however, all the brilliant stories are lost forever.

In other words, archives are the only means we have for passing on experiences of art-
works. Viewers can reconstruct the ideas and stories by retrieving the artwork’s context from the
archives.

Next, I would like to introduce another
example of our work, Natural Process (Fig.s). This
embodies the circumstances, stories, and chang-
ing processes of a “thing.” If only this “thing” is
left behind, viewers will not be able to recon-
struct the story, just like in the case of the dice.

The “thing” we used here was the home
page for Google Search. We started production on
the work in 2003 and the first exhibit was at Mori
Art Museum in 2004, the year Google went pub-
lic. At the time, Google’s search engine had

. K Fig.5 exonemo, Natural Process, 2004 and going.
already become indispensable to our Internet Installation view at Roppongi Crossing: New Visions in

Contemporary Japanese Art 2004 (2004, Mori Art Museum)

life and its top page was so familiar to us. It was Photo: Keizo Kioku

just like looking at the scenery of the Internet
through the window of a browser.

What we did was copy Google Search’s top page to create a painting, a landscape painting
of the world we live in today. We webcast the painting at the exhibition, and then uploaded the
exhibition itself online. Many interesting things ensued. One of the viewers, knowing they were
on camera at the exhibition, took a selfie on their smartphone through the Internet. Another
viewer hacked the installation space, bringing in the icon of a broken image and starting to
perform in front of the camera.

Google’s headquarters in the United States gave us formal permission to use their search
page during the exhibition after viewing our work through the webcast and later even bought
the painting. In 2012, when we asked Google to lend the painting out for an exhibition at NTT
InterCommunication Center [ICC], they declined on the grounds that the browser on the paint-
ing to be used was not Google’s Chrome. Eventually, we drew a new painting that shows the error
page “403 Forbidden” and presented that at the exhibition. The next year, we made a replica of
the original painting to showcase. In another related incident, we were nearly sued by a French
artist who claimed that he was the first to create a Google painting. He later used our work with-
out permission in his declaration of the history of web painting. Our work was also widely
covered on TV and in magazines.

AsTexplained, Natural Process is an example of a single web page generating many different
circumstances and stories (Fig.6). The archiving of the stories that develop from a single artwork
is very important for artists, because it helps us understand the work’s core idea and context,
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and leads to new creativity.

Lastly, I would like to intro-
duce an example from after our
activities shifted from online envi-
ronments to the offline, physical Google
world, which led to new interpre- -
tation and creativity. It is an event
called the Internet Yami-Ichi
(Internet Black Market), produced
by IDPW, an artist collective
formed in 2012.

This is a flea market where
people trade “Internet-like” things,

Natural Process
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Fig.6 Development process for Natural Process

face to face, in actual space. It is an experiment in reflecting on what the Internet is—but in an
offline, physical environment. Anyone can join in, and participants freely interpret the concept

and implement their ideas in the actual world.

Let me introduce a few examples. Spam
Mail is a real-world expression of what is hap-
pening in cyberspace by sending Spam meat by
post. Brow-zara (Browser Plate) is a plate printed
with the design of an Internet browser frame,
intended for people to put physical content on a
web browser. Free Safari Tours! is a real-world ex-
perience of an Internet service (Fig.7). YouCube is
a performance replicating YouTube (Fig.8). In ad-
dition to these, there were such works as Internet
Dude, a man mimicking the Internet itself, and
Amazon Boy, a physical person enacting online
services in the actual world.

The Internet Yami-Ichi event has been
held in 17 cities around the world, including two
events in Japan. We have seen a range of ideas
coming out of many different interpretations,
with the event itself being staged in different for-
mats. I believe diversity has been achieved
because we created an open platform that could
make it cross-cultural. After hearing people say
they want to hold the event in their own cities,
we constructed an open platform so that anyone
can freely organize events of their own. As a re-
sult, Internet Yami-Ichi popped up in many cities
with various local reinterpretations. By allowing
the free interpretation of ideas and by spreading

Fig.7 Free Safari Tours!, Internet Yami-ichi at De Brakke
Grond, Amsterdam (2015) Photo: Sebastiaan ter Burg / CC
BY 2.0

Fig.8 YouCube, Internet Yami-ichi at De Brakke Grond,
Amsterdam (2015) Photo: Sebastiaan ter Burg / CC BY 2.0

across different cultures, its spirit has been passed on and the event has become enriched.
Today, I discussed the importance of archiving, centering around my own activities. After

all, what is most important to me is to pass on the spirit of an artwork or project, and the key to

achieving this is not to freeze a work in its original state but to let it flow within a changing en-

vironment in varying formats.

At the end of the day, an artwork cannot be completely frozen. As such, let’s interpret
artworks freely and hand them on to the next generation. This is one way to archive, I believe,
and the very process of updating inspires creativity in artists.
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Q&A and Discussion

Q&A and Discussion

Now let’s start the Q&A session. Today’s guest speakers will take your questions.

X I'm in charge of collecting and archiving artworks at an art center in Poland. | think media art is
different from other forms of art and has more potential because it can combine various artistic ele-
ments through different media. Media artists can exploit archives in numerous ways, such as developing
a new art piece based on an archived work or using them in many distinct ways for their artistic activi-
ties. If we take advantage of the merits of time-based media, we can store and display not only physical
artworks but also their artistic expressions that have changed over time as well as their contexts that
have stood the test of time. In reality, however, I've found it difficult to preserve media art’s original
contexts as is and pass concepts on to the next generation. What can we do to help create a better en-
vironment for archiving and educate people to ensure that archives are properly passed on?

Yae Akaiwa: I believe it is essential to archive the context and background of artwork, because it
will lead to new creativity. I talked about the Internet Yami-Ichi earlier and the main reason it
has spread so widely is that we built an open platform. Preservation is important, but how to
make things open is equally important. It depends on the legal situation in each country.

The situation in the United States is very generous. For example, the Metropolitan
Museum of Art recently released many of its digital archives into the public domain, and I per-
sonally think it is important to investigate their secondary use.

Aria Dean: At Rhizome, we use the Webrecorder platform for research and curation. It can cap-
ture not only original content, but also any additional content triggered by interactions. It helps
a great deal in contextualizing both the actual artwork and critique of it.

EHE | have a question for Yae Akaiwa. You introduced reinterpretation as a means of preservation,
passing on the idea and “spirit” of an artwork while allowing expression of it to change. Don’t you think
reinterpretation can differ from person to person and you can no longer preserve an original work if
altered versions of it are allowed to prevail? Another question is, isn’t your reinterpretation of Direr’s
Self-Portrait actually just a parody?
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Akaiwa: I am intrigued to see how an artwork changes through people’s reinterpretations into
many different versions. Preservation of the original is important, but if it is preserved as is for
too long, it gradually loses its original spirit. Even if there are many different versions, as long as
they deliver the spirit of the creator, reinterpretation is as important as straight preservation.
The “#ArtUpdate” series experiments in asking what would a work of art from the past be
like if it was made now, and can also be regarded as parodic in nature. Rather than preserving,
the experiment is “refreshing” an artwork by connecting its original period with the present.

BN The absence of documentation or the other contexts of a work may inspire our imagination about
the past or allow us to make up whatever interpretation we want to. Do we really need to leave docu-
mentation and the contexts behind for the next generation?

Akaiwa: I agree with that sentiment. For instance, nobody knows for sure who made the moai
statues and for what purpose, which is what makes them so intriguing. But if we do know the
context, it’s easier for us to understand the idea behind their creation. It then allows us to rein-
terpret it and pass it on to the next generation, and this continual process of searching for ideas
and passing on the original spirit is the most exciting aspect of reinterpretation.

The moai statues will remain mysterious. If we want to preserve ideas and the original
spirit of an artwork, however, we need its context and documentation.

XA Tell us about any difficulties with artistic or educational activities in your country.

Julia Sarisetiati: In Indonesia, art is regarded as a hobby or a leisure activity and not given seri-
ous consideration. It is very difficult to make people realize that there is a strong relationship
between art and life.

Kiyoshi Suganuma: In Japan, too, art is largely expected to satisfy recreational demands. In
Europe and the US, however, art museums are strategically involved in urban policies. For ex-
ample, some museums are actively engaged in raising awareness of social problems, including
economic disparity and migrants.

I call them solution-oriented cultural institutions, but YCAM is, I think, a little different
to that—it’s a laboratory-centric institution. We aim to present new values and identify issues,
as opposed to solving already existing problems, and exploring possibilities as a new kind of
cultural institution.

Jos Auzende: In France, art museums and art centers are regarded as places that encourage chil-
dren to use their senses to nurture creativity, though their main function is as exhibition halls
displaying artwork based on academic research. There is some resistance to exposing children
directly to serious social problems. We consider the relationship between children and art to be
very special, because art can be a strong driving force that promotes creativity and stimulates an
understanding of different worlds.

Tengal: The situation in the Philippines is similar to that of Indonesia. Our problem is that so-
called fine art is regarded as a kind of entertainment among the elites, because there is such a
big divide between them and the general population. There is also a division between art and
science, because artists and scientists do not recognize the value of each other’s work. I thought
I needed to do something to solve these problems and started a movement using media art,
which is more accessible for children and young people. This initial goal was to make the line
that separates art and science visible through creative and fun ways so that it doesn’t intimidate
people too much. We are using it to draw their attention to science and mathematics, but it has
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proven difficult.

Now our guests, do you have any questions?

Suganuma: I have a question for the speakers who gave their presentations in the first part. Each
of you is involved in community activities. I want to know whether the size of your community
matters, and what your community is aiming for.

In the case of YCAM, most visitors come for the library. We are offering art classes and
various educational programs for visitors to keep our community open and diverse.

Sarisetiati: It's been 18 years since we opened our community space. In Jakarta, there are many
commercial facilities but less space for people who want to do things on their own. We needed
a place where people can meet, exchange views and opinions, and work together, and this moti-
vation eventually led to the creation of our community. It is important that people share and
accumulate their knowledge. It is also important to continue running the community space in
a way that people can come and share their ideas.

Tengal: A small community is easy to manage but difficult to grow. Likewise, there is a lot of
pressure in running a bigger community because it has bigger problems. This issue is never
goes away.

In our case, we created our community, or collective, because we knew there are artists
who are determined to survive in a difficult environment. We didn’t even have a place to ex-
hibit artworks, let alone an actual gallery, and nobody paid attention to these types of artists.
Then we started searching for people with like-minded interests from mailing lists and asked
them to get together.

We did not feel pressured to have a physical space. More important was how to survive in
the existing social environment by borrowing spaces to host activities and making the most of
it. That's how we started WSK. Today we have several spaces, or labs, for creatives. They are not
necessarily physical spaces, because rent is a big burden. We failed to pay rent three times.
Nonetheless, I am now thinking of opening a new space, since we lost our residency space,
Terminal Garden, five years ago.

I am still wondering, though, whether it is better to maintain a physical space or rather
virtual space, which is easier to manage. But the only way to find out is to start one again, I
guess.

Auzende: It is tough to answer the question because I am not involved in a community activity.
Our organization is much larger than a community project. In our organization, the manage-
ment took a risk and provided an activity space for us. They also took financial risks, which
enabled us to offer many programs to children who will grow up to become adults.

We have an open-source community with La Gaité Lyrique at the center. We are working
together with artists in a small group to offer various international programs for children. But
we don’t run a community that connects the facility and citizens.

Sarisetiati: I would like to talk a bit more about why it is good for us to have our own space. It
means we can make decisions on our own and decide what to create. We can choose our audi-
ence and share our work within the community. This is why we can deliver a story that is a little
different from the mainstream. That is, we have an advantage because we can deliver a specific
message to a specific community. At the same time, we always need to be the ones taking the
initiative in order to keep things going, which is not easy.

———That brings us to the end of today’s symposium. Thank you.
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[Report]
Related Events

A program of related events comprising educational workshops and a series of talks offered partici-
pants opportunities to experience firsthand the contents of the second International Symposium for
Media Art, “Art & Technology: Creativity, Education and Archive Environments,” and to learn widely
about contemporary trends in each field.

A program of four educational workshops was implemented by the Yamaguchi Center for Arts
and Media [YCAM], which is a leading media art organization in Japan, WSK: Festival of the Recently
Possible, a festival in the Philippines, and Lifepatch—-citizen initiative in art, science and technology,
which featured in the first International Symposium for Media Art and is based in Yogyakarta,
Indonesia. Through the themes of society, body, and media technology, these workshops investigat-
ing creativity in our media-centric society demonstrated methods to apply or understand technology,
based on the specialty and regionality of each center or collective.

“Art & Technology in Spectrum: From Music Culture, Media Art, to Cosmology in Asia” was a
series of talks about music, media art, and science, featuring a wide variety of guest speakers and
introducing contemporary cultural trends across a range of topics. It attracted much interest from
different generations and fields.

Educational Workshops

Venue: Shibuya Cultural Center Owada

Workshop #1
“Eye2Eye”

Date & Time: February 10, 2018 / 10:30-12:30 & 14:00-16:00

“Eye2Eye” is an original workshop developed by the Yamaguchi Center for Arts and Media [YCAM], an
institution exploring new modalities of expression through media technology. The experimental edu-
cational workshop explores the possibilities for information and communication offered by lines of
sight and the act of looking, using the development environment EyeWriter that applies eyesight input
technology, thus allowing the device to be operated by the viewer’s eyesight. We are rarely conscious
of our own line of vision. In this workshop, what participants were looking at was made visible on a
screen by operating the EyeWriter. Playing games with this technology encouraged participants to
think about the correlation between line of sight and psychology as well as the difficulties of con-
trolling machines. As they engaged in these games, participants shared questions about how vision or
the way we see functions, or what a neighboring person is looking at. What information does one’s
“gaze” include? Is it possible to communicate only by the line of vision, by moving the eyes? These
experiments provided an opportunity to re-acknowledge the meaning of “line of vision” or “looking”
in everyday life.
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Workshop Leaders: Kiyoshi Suganuma (Educator, Yamaguchi Center for Arts and Media [YCAM]) [Japan],
Daichi Yamaoka (Educator, Yamaguchi Center for Arts and Media [YCAM]) [Japan]

Workshop #2
“Kotoba Shintai” (Language and Body)

Date & Time: February 12, 2018 / 10:30-12:30 & 14:00-16:00

Like the first workshop “Eye2Eye,” “Kotoba Shintai” is an original workshop developed by YCAM and
is intended as a way for participants to discover the relationships between language (kotoba) and
body (shintai), of which we are not normally aware in daily life. Participants first wrote down words on
sticky notes pertaining to what they were looking at and created new words by combining the words
they had written. They then moved their bodies based on the new words or, conversely, created new
words based on their body movements. These repeated processes were stored and registered in a
database. Next, by referring to the “Kotoba Shintai” database, which registered body movements and
the new words databased by motion capture, new movements were created based on the word com-
binations. Finally, the participants practiced and then performed new body movements in groups,
created through the words and data. In addition to the pleasure of devising new choreography or
dance, the participants discovered what emerges from associating language with the movements of
the body, including points where interpretations diverged and where they were overlapped, myster-
ies, amusements, and the meanings that lie hidden behind physical movements.

Workshop Leaders: Kiyoshi Suganuma (Educator, Yamaguchi Center for Arts and Media [YCAM]) [Japan],
Daichi Yamaoka (Educator, Yamaguchi Center for Arts and Media [YCAM]) [Japan]

Workshop #3
“Genki Groove: Make a DIY Record Player”

Date & Time: February 17, 2018 / 10:30-12:30 & 14:00-16:00

This workshop was led by the co-director of WSK: Festival of the Recently Possible, which was intro-
duced in the symposium and was the first such international festival in the Philippines to showcase
digital creatives. By playing back records using familiar items, the workshop explored the principles of
sound as well as devices for recording and reproduction. Since Thomas Edison’s invention of the
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phonograph through to the present day, various technologies for recording and reproducing sound
have emerged, and there are now increasing opportunities to enjoy music through such digital devices
as smartphones. In this workshop, following a lecture on the principles of sound and sound technol-
ogy, groups of participants tried playing back records by using cardboard, chopsticks, bamboo skewers,
needles, and paper cups. Experiencing playing back records manually in this way, participants deep-
ened their understanding of the current state of technology, which digitization is making less and less
visible, as well as the structure and nature of sound and the principles of playback technology.

Workshop Leader: Franchesca Casauay (Co-director, WSK: Festival of the Recently Possible) [Philippines]

Workshop #4
“Glitchtape (v. 0.3): Glitch DIY Video Synthesizer”

Date & Time: February 18, 2018 / 13:00-16:00

In this workshop, led by members of the art, science, and technology collective Lifepatch, participants
used monitors and original devices to make synthesizers syncing sound and images. This development
environment and device, which enables a monitor to be refashioned as a single musical instrument
through a small device, is open source, meaning that it is available for anyone to use or revise it. In
order to actually experience producing something based on this DIY approach, participants practiced
building electronic devices from the basics to application, such as soldering, assembling small com-
puters, and programming. Connecting the resulting devices to monitors, they then attempted to
create various colors by making music signals visible through the three primary colors of light (red,
green, and blue) and by operating the device in time to music. This workshop provided an opportunity
for reflecting on the possibilities of technology and the creativity of media art as well as understanding
the fun of manufacturing through DIY and hardware hacking methods.

Workshop Leaders: Andreas Siagian (Artist, Engineer / Lifepatch) [Indonesial, Nur Akbar Arofatullah
(Scientific Researcher / Lifepatch) [Indonesia/Japan]

Art & Technology: Creativity, Education and Archive Environments [43]



Talks Series

“Art & Technology in Spectrum:
From Musical Culture, Media Art, to Cosmology in Asia”
Venue: Red Bull Studios Tokyo

Talk #1
“The Real of Liquid Asia: Locating the Asian Music Scene”
Date & Time: February 11, 2018 / 17:00-19:00

This talk examined contemporary trends in artistic expression in Asia since the spread of the Internet.
In addition to the changes affecting the environments for production ushered in by digitization, the
environments for how we view or listen to content is also shifting today through the diversification of
devices and the expansion of streaming services, leading to a culture of increasingly reciprocal influ-
ence across national and regional borders. With a focus on the field of music, which is rapidly reflecting
the creation of works or changes in distribution due to the diffusion of the Internet, this talk gave an
overview of trends in artistic expression emerging in Asia and the current conditions of networks that
are now proliferating worldwide. As technology standardizes and platforms for sharing online expand,
where can we locate the diverse originality of musical compositions or artists, and how can regional
identity be created through those creative activities? In this talk, speakers shared perspectives on in-
dividuality, regionality, and their respective communities, which are topics particularly important for
the present, where networks have become the infrastructure of our lives. The lineup of speakers
comprised musicians and label presidents based in Tokyo, Jakarta, Manila, and Taiwan, all active on
the global stage while hailing from various backgrounds and employing a range of approaches in their
work. Together they discussed the possibilities for collaboration through individual locations and net-
works in the Internet age.

Speakers: tomad (Organizer, DJ / President, Maltine Records) [Japan], KimoKal (Musician) [Indonesia],
similarobjects (Sound Artist, DJ / President, Buwan Buwan Collective) [Philippines], Meuko! Meuko! (Music
Producer, Singer, DJ) [Taiwan]

Moderator: Jun Yokoyama (Photographer, Editor) [Japan]

Talk #2
“The Media Art Scene in Europe and Japan:
With Researchers and Artists”

Date & Time: February 14, 2018 / 19:00-21:00

This talk featured presentations about two cultural facilities in Poland, providing a multifaceted intro-
duction to the cultural situation in Europe in which new media art and various forms of artistic
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expression using digital technology are penetrating every field, including visual art, the performing
arts, and entertainment. A curator from WRO Art Center, which frequently exhibits and develops new
projects by Japanese artists, introduced its transition from being an alternative organization to a pub-
lic cultural facility in Wroctaw, and also showcased the facility’s survey of a broad spectrum of works
and artists from Europe to Asia as a network of festivals around the world. Hitoshi Taguchi, who leads
the performance group Grinder-Man and has presented his work at WRO Art Center, talked about how
areas of activities are currently expanding from Europe to Japan. Connecting to crossover trends in art
and technology, the two field’s respective markets and values have developed mainly in Europe and
North America. In Wroctaw, Poland, media art is increasing its presence as a distinct kind of regional
culture. Within this context, the talk examined the possibilities for artistic expression that harnesses
technology to form original cultures in various cities.

Speakers: Olga Drygas (International Projects Producer, Nowy Teatr), Agnieszka Kubicka-Dzieduszycka
(Curator & Project Manager, WRO Art Center), Hitoshi Taguchi (Artistic Director, GRINDER-MAN)

Talk #3

“On a New Cosmology:

Conversations on the Multiverse Theory and datum”
Date & Time: February 17, 2018 / 19:00-21:00

Introducing current trends in which crossovers between art and technology are evolving into forms of
expression informed by both art and science, this talk featured an artist, researcher, and curator dis-
cussing views of the universe. Norimichi Hirakawa is the artist behind the art installation datum (2017),
a new kind of video expression that deals with colors, space, and time equally. He explained the pro-
cess behind producing his work in which the pixels of image data were captured as points in
six-dimensional Euclidean space. This work pursues beauty in terms not of four-dimensional expres-
sion like the flat surface or solid of, respectively, paintings or sculptures, but of higher-dimensional
space, evoking a more complex kind of space-time beyond the general theory of relativity. To under-
stand or interpret scientifically this generally little-understood idea of higher-dimensional space,
Yasunori Nomura, who specializes in theoretical physics, explained the theory of multiverses. In addi-
tion, Reiko Tsubaki, who was responsible for curating the exhibition “The Universe and Art” (Mori Art
Museum, 2016-17), discussed the potential for artistic expression whose approaches employ current
technology to engage with the universe, which is something that has been expressed by mankind and
portrayed in narratives since ancient times, as well as the new visions of the cosmos that emerge from
these.

Speakers: Norimichi Hirakawa (Artist) [Japan], Yasunori Nomura (Professor, University of California,
Berkeley / Chief Researcher, Kavli IPMU) [USA/Japan], Reiko Tsubaki (Curator, Mori Art Museum)
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Symposium Organizer Profiles

The Japan Foundation Asia Center

The Japan Foundation is Japan's principal independent administrative institution dedicated to carry-
ing out cultural exchange initiatives throughout the world. The Asia Center, established in April 2014,
is a division within the Foundation that conducts and supports collaborative initiatives with its
Asian—primarily ASEAN—counterparts. Through interacting and working together in Japanese-
language education, arts and culture, sports, and grassroots and intellectual exchange, the Asia
Center aspires to develop a sense of kinship and coexistence as neighboring inhabitants of Asia.
http://jfac.jp/en/

Arts Council Tokyo

Arts Council Tokyo develops a variety of programs to encourage the creation and dissemination of
arts and culture and to promote Tokyo as an international city of artistic and cultural attractions. In
order to improve the infrastructure and environment for new artistic and cultural creation, Arts
Council Tokyo plays a key role in Tokyo’s cultural policies by implementing programs that explore
Tokyo’s originality and diversity, promoting international cultural exchange, and providing opportu-
nities for promising young people who engage in a variety of artistic and cultural pursuits.
https://www.artscouncil-tokyo.jp/en/
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