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Hiroshi Kawano a partlal view of Simulated Color Mosaic, 1969, reprinted from Graphic Design No.41, 1972
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The genealogy of pioneers

In November, 20086, fifty years after Herbert W. Franke displayed
the first computer graphics on the CRT of an oscilloscope, “20th
Century Computer Art: Beginnings and Developments” was held
at Tama Art University Museum in Tokyo. It focused on the
algorithm, a core element of computer graphics. Exhibits created
from 1956 up to now were impressive. Especially so were two
dimensional images produced in the 1960s with strict intension of
their exact composition, and they made me think anew about the
potential of images generated by computations.

In the exhibition hall of the museum, | ruminated on what
happened or did not happen during the last fifty years. Technical
developments were always for industrial demand and the goal
until the 1980s was photorealistic 3D images, a nonsense for art.

Japanese calculation graphics started with Patterns of Flow
(1963) by Hiroshi Kawano, which was made by full use of a
manually cranked mechanical calculator. Kawano produced
Series of Pattern with double Markov chain and Monte Carlo
methods on a digital computer the following year and it appeared
on the cover of a science magazine, Kagaku Yomiuri. This was a
prototype of his masterpiece Simulated Color Mosaic using
quadruple Markov chain for the vertical and horizontal directions,
which was published in 1969.

Kawano is a philosopher who studied analytic aesthetics and
semiotic aesthetics in the 1950s, and information aesthetics at
the beginning of the 1960s. He developed the K-model, which
was based on C. E. Shannon's discrete channel communication
model, and he practiced experimental aesthetics of text (poetry),
music and images, applying information theory to aesthetics. His
image works were exhibited at the first computer art contest
exhibition in Japan (Tokyo,1968), New Tendency 4 (Zagreb,1968)
and a solo exhibition (Tokyo,1970). Kawano participated in the "Art
and Computer" symposium (Zagreb,1971) and became acquainted
with other pioneers. At the time, his interest had already changed
from images generation by stochastic process to understanding
the linguistic theory of his own creative processes for art
production, and his study shifted to generative grammars and
artificial intelligence. Kawano published many writings on art that
take into account information theory from the 1960s onwards. His
studies and productions were roughly in parallel with those of
German information aesthetics of Max Bense, Kurd Alsleben,
Georg Nees and Frieder Nake, and all these activities were major
achievements of algorithmic art in the 1960s.

In a short period during the 1960s a student group, Computer
Technique Group (CTG), produced explosively a number of works
employing keywords such as algorithmic, interactive, installation
and animation, in anticipation of later computer applications.
Masao Kohmura, a founder, later became an art professor. He
and his students are now playing leading roles in the computer art
scene of Japan.

In the 1960s and 1970s in Japan existing artists had almost no
chance to access a computer for producing art works. For CTG,
IBM Japan in the 1960s was a miraculous exceptional case.
Today, however, computers are devices used to generate and
control visual, audio, and communication systems and they exist
ubiquitously. This means we can expect sporadically new artists
to inherit artistic resources from pioneers, because of the fact that
algorithms can be transferred perfectly across space and time.
Mastering computer art techniques involves understanding
algorithms, but you should also understand that the creation of
algorithms is not the same as carrying out computations.
Understanding what pioneers thought deeply on will tell you that.
(Yoshiyuki Abe)
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Figure 1 Computer and Art

Figure 2 Shot Kennedy No.2
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CTG Manifesto
CTG is an active think tank that takes advantage of well developed electronic computer
systems and makes them serve the needs of human beings. We, the post-war generation,
have been exploring our place in machine society for all our born days. Living without
machines is attractive in its own way in our dreadful age but it is regressive evolution back
towards apes, and is different from the creative evolution we are aiming for.
We will tame the computer's appealing transcendental charm and restrain it from serving
established power. This stance is the way to solve complicated problems in the machine
society.
We do not praise machine civilization, nor do we criticise it. By a strategic collaboration with
artists, scientists and other creative people from a wide variety of backgrounds, we will
deliberate carefully the relationships between human beings and machines, and how we
should live in the computer age. December 1966, CTG, Computer Technique Group:
Haruki Tsuchiya, Masao Kohmura, Kunio Yamanaka, Junichiro Kakizaki
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CTG: Computer Technique Group, 1966-1969

A chance meeting of Masao Kohmura and Haruki Tsuchiya, both university students
in Tokyo, offered the occasion to organise a historic group in computer art, CTG, with
two other students, in December 1966. Kohmura was an art student and the others
were technology types. Six more students joined later.

CTG was not an ordinary artists group. It opened up an office in downtown Tokyo
and aimed to have two kinds of activities. As a design office, it managed graphic
design works and sold art works to galleries. In parallel, it was a think tank with
expertise in computer analysis. CTG members often appeared in journals and on TV.
Unanimous agreement was a CTG rule and the creative staff for each work were
nominated following discussion and copyright is still reserved by all the members
even now. CTG presented a symposium "Computer and Art" (Figure1) in Tokyo on 9
October 1967, and issued the “CTG manifesto” and the “Computer Art is New Art” as
a leaflet.

In 1968, CTG was invited to "Cybernetic Serendipity" at the ICA, London, and
exhibited Bit Music, Computer Poetry and twenty four pieces of computer graphics
(CG) including the Kennedy series (Figures 2, 3, 4). In the same year, CTG's works
were selected for the 6th Computer Art contest of Computers and Automation
magazine in the USA and six pieces of CG were included in the August issue. 1968
was the year that CTG's work became widely known in Europe and America.

In Japan, CTG's only solo exhibition "computer art: media transformation through
electronics” was held at Tokyo Gallery, Tokyo, in September 1968. The subtitle
"media transformation through electronics" carried their opinion that light, sound and
human movement were transformable to/from computer graphics and paintings in
electronic form. CTG exhibited APM (Automatic Painting Machine) No.1 (Figure 5),
which was aimed at realising automatic painting of tableaux, together with some
prints of CG. APM No.1 had a spray gun with nozzles for four colour acrylic paints
(cyan, magenta, yellow and black), mounted on an arm which moved in horizontal
and vertical directions over a canvas (181.8 x 227.3cm) set in the vertical position.
The mechanism was similar to an X-Y plotter and controlled by its own logic unit.

In 1969, the first large-scale media art exhibition in Japan, “International Psytech Art
exhibition — Electromagica '69" was held in Tokyo. CTG exhibited two installations,
Thermo Field and Plotting Field, and some computer graphics. Thermo Field, which
you could call APM No.2, was at first an elaborated plan of a TPM (Thermo Painting
Machine). It was planned to finish inner walls with thermal paint and to reproduce
pictures by heater controls. However, it was not more than a partial realisation. For
Plotting Field, CTG brought a CalComp plotter into the venue and produced drawings
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Using 'Demolition’ here, not dissolution, reflected the social conditions in the late 1960s.
Campus strife was often under the slogan of "Demolition to universities!"

2 A4 kJLIZ$HS computication (&, computer & communication #AM+1= CTG DEETHS.
CTG coined a new word computication which means computer + communication.
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No doubt this is not outdated and there are artists of this style today.

Figure 4 Return to a square (b)
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on site, of the Kennedy images consisting of alphabetic and symbol characters one
after another. CTG participated in The 6th Paris Biennale in October/November and
exhibited three works of computer graphics and an animation Computer Movie No.1
on 16mm film, which was produced by filming computer generated images on an
IBM 2250 CRT.

After CTG shipped their works to the Paris Biennale, it terminated its three year
activity on 1 October, 1969. In addition to the Paris Biennale, CTG's art products
were exhibited in two new countries after it disbanded. "Computerkunst - On the Eve
of Tomorrow" in Hannover in October/November 1969 and at the “35th Venice
Biennale” in June/October 1970 computer graphics of CTG were exhibited. Alongside
this series of successful exhibitions, works of CTG have been reproduced in many
publications as a central feature of early computer art.

A symposium and film show to commemorate the demolition of CTG, "eve of mass
computication? - Exploring the possibilities of computer generated images" was held
at lwanami Hall, Tokyo, on 22 January 1970. Tsuchiya enunciated CTG's dissolution
in the leaflet:

My primary interest is in ascertaining the significance of art for human beings and how

it is being realised in our society. This may be an exaggeration, but | say that computer

art is a revolt against the whole of technology. ... Today, new relationships between

engineers and artists are expected for computer art. It has become a thing of the past

for me. (Good-bye, Computer art! - Haruki Tsuchiya)

Figure 5 APM No.1

Contemporary significance of CTG

Avant-garde activity in any field cannot escape fading, because it is no longer avant-
garde when it becomes a trend. So with CTG. The period of about three years for
CTG might have been destined.

Naturally, artists in the dawn of computer art had to read things about informatics
procedures, and to develop effective algorithms and code them?®. This was common
to artists of the generation and the extremely original attitude of CTG was based on
the fact that it intended to create 'media’ like APM No.1. Kohmura and some
members discovered the potential of the computer to realise an "automatic painting
device." The others understood the aesthetic intention and consented to develop an
original full colour inkjet printer.

As with other new media, the computer made its debut with social arguments about
what it could do. CTG had its own angle on the computer from the outset that: it is "a
medium," not a tool nor a device, and suggested that computers could become a
medium for art and had a potential to become "a medium that unites media" through
its art works and global activities. CTG proved that the computer is useful in totally
different fields than scientific computation.

Masao Kohmura, post-CTG

Only Kohmura remained active as an artist using computers after the breakup of
CTG. The production method in CTG days was to replace inspiration in the process
of creation by computer generated random numbers. It was a way to investigate the
whole space of enormous permutations and combinations by using an algorithm to
meet the needs of his grammar of creation. In other words, it was a method where
serendipitous results could be expected.

After CTG, he shifted to an idea of making exhaustive listings. Kohmura claims that
the space of art becomes finite when you consider it in the digital space. For
example, continuous lines and surfaces in analogue space are converted and
expressed with a finite number of discrete value steps or pixel colours in the digital
space. Kohmura says that the digital realm is synonymous with the realm of
language. Each digital work can be described with one simple algorithm and you can
list them all.
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Figure 7 (JraB3e88) (B) L(ZE#HOE)N(H)
% 2 BRR T O7 =S GREAMILENMNLE, 1985 F) DER
Non-word Dictionary (black) and The collection of rewording Chinese
quatrain (blue). Exhibition view of The 2nd Contemporary Asia Art
Festival in Fukuoka Art Museum, 1985.

Figure 9
The whole font catalogue, page 1,958 of 3dots

Figure 10
The whole font catalogue, page 1,357 of 3dots

Non-word Dictionary was the first work based on the above thoughts and created
during "The Second Art Festival -- Art & Technology" at The Museum of Modern Art,
Toyama, in 1983. This work was strongly influenced by The Story (1972) by Jiro
Takamatsu. The Story was a print reproduction of typewritten papers and aimed at
the creation of all stories by listing up to three letters of the alphabet. Kohmura used
a PC to list 10874 = 136,048,896 combinations of four Japanese characters each
representing a syllable (Katakana), including Gya, Gyo, etc., in all 108 types. This
work has been bound into 3 volumes so far, and is still going on now. Kohmura's
style, to start a creative work at an exhibition site and show its process as a
performance during the exhibition, continues today.

Kohmura created the next work The collection of rewording Chinese quatrain by
listing all two Chinese-character (Kanji) combinations (2,965°2 = 8,791,225) with the
first level JIS (Japanese Industrial Standard) Kanji set which includes 2,965 types. This
work started in "------HARE" exhibition at Chiba Prefectural Museum of Art in 1985.
This work was bound up to Volume 16 after the exhibition. With 2nd level JIS Kanji
set, Kohmura bound it into six volumes before he suspended work on it. These
works were influenced by J. L. Borges' La biblioteca de Babel and the Whole Earth
Catalog (Figure 7).

The collection of Chinese quatrains with five character lines, Collection of four
character idioms and Catalog of season-specific words followed the same method.
Taking the collection of Chinese quatrain with five character lines, for example, the
total number becomes 2,965°5 = 2.29151914x10"17 lines. He did not basically aim at
the completion of works with such big numbers. Collection of four character idioms is
a work intended to reproduce all four Kanji idioms. Next, Kohmura completed £ &7
22 (Al is vanity) edition in sixteen volumes as Complete works of collection of
four character idioms. He fixed B2 O of &ANZZE taken from Prajna-paramita-
sutra and applied Kanji in O. This work was exhibited in the exhibition "The Library
of Babel" at ICC, Tokyo, in 1998. This work was named New Prajna-paramita-sutra.
Continuously, Kohmura fixed —O4& 0 of —i(x#&#8 and applied Kanji in O at
"ENSOH meditation circle/Digital" exhibition at Gallery C-SQUARE in 2006 (Figure8).

The number of graphical elements increased again in the 1990s, whereas in the
1980s it had been conceptually based on text. The Whole font catalogue is a
catalogue of all the arrangements of 16x16 dots, or 27(16x16) = 1.15792089x10"77
fonts. This work was first exhibited at "Trans Culture Venice Biennale '95" and 1,000
pages have been bound into three volumes with double-sided printing up to now.
This was exhibited at "20th Century Computer Art: Beginnings and Developments”
at Tama Art University Museum, Tokyo in 2006 (Figures9,10).
The work Whole image catalogue, which Kohmura is working on now, applies 24-bit
(16,777,216) colours to each pixel of an SVGA (800x600) screen. Kohmura considers
this pictorial catalogue is equal to the character catalogues above. Because the
number of Kanji characters is 50 thousands and the total number of characters is
estimated at around sixteen million for all ages and in all places, he says that the total
amount of all pictures and characters are almost the same.
With 256 colours for now, he is producing a catalogue of 15 second
clips with 30 frames per second. The total number comes to 2567 (800x
600x30x15) = 2567(216x10"6). The catalogue starts with a white clip
and ends with a black one. In between these two clips, all the possible
scenes you see in everyday life will be reproduced. Furthermore, he
alludes to Whole image catalogue with a sound track.

Like mathematicians fascinated by infinite or large numbers, Kohmura
builds his Image library of Babel every day with a PC, which surpasses
the power of mainframe in the days of CTG.

Figure 8 TEMFME(MFHABERNRMBEIRIVREIL—2aY
TAA/TIRIV B (Fv3Y)— C-RYTT, 2006 ) RIFASR
Photography works and an installation of Collection of four-character
idioms, "All is vanity" edition. Exhibition view of “ENSOH meditation
Circle/Digital.” (Gallery C-SQUARE, Nagoya, 2006)
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Kazufumi Oizumi artist, educator) is a professor at the school of
information science and technology, Chukyo University, Toyota, Japan.
email: ooizumi@sist.chukyo-u.ac.jp

6-9EHIZ4 ADEREROKZ FICHEF L TOEEW, ()

Masao Kohmura, as an educator

Kohmura said he was greatly influenced by two professors when he was a student of
Tama Art University, Tokyo. Professor Yoshishige Saito respected students'
independence and offered a studio where students could create their works freely. At
the same time, he let students verify that their own works were really original.
Professor Seishi Shimoda (psychology) lectured on the British educator A. S. Neill, a
pioneer of liberal education and founder of Summerhill school as an experiment, and
this profoundly influenced Kohmura.

As a logical consequence, Kohmura's educational policy laid stress on allowing
students to create freely, to stimulate the creative urge and to encourage us to
realise ideas.

Computer art education in the 1980s

In the late 1970s, according to Kohmura, an information processing education in an
electronics course was established, and students could use personal TSS terminals,
though graphic tools were not yet developed. When Kohmura got a teaching position
there was no model for teaching media art nor CG in Japan. Around this time,
industrial research took the lead in computer graphics and university education
followed. Kohmura therefore started by outlining an attitude (he called it manner) for
getting along with the medium named computer. He taught art students programming
as an expressive tool, and understanding computer media by consulting his own
experience. Kohmura believed that all students should learn programming in practice
regardless of their specialities. For mastering media literacy most effectively, he
thought students should know about the medium itself and learn about hardware.
The principles as stated above were embodied in the University of Tsukuba and
Kyoto University of Art and Design.

University of Tsukuba

Kohmura's career in education started in 1977 at the University of Tsukuba as a part
time lecturer in two compulsory subjects.

Introduction to Information processing: he explained how to understand information
in itself and how important it was for artists to see information in a larger context. He
said that art is one of the activities that use information and that artists should grasp
the world as a collection of information, and information processes. This is the core
of Kohmura's information education up until now. When | was a student, some
themes were as follows, and they had a great impact on us.

- (Listen to a tape of Pali language or the Koran) Express your ideas to record and
reproduce it on an A4 sheet.

- Express what you think of a Japan/World atlas, on a sheet of A4.

- Express the metagalaxy on an A4 sheet.

- Create new constellations on Becvar's star chart.

- Live in a condition of sensory deprivation, blindfold for example, for a week, and
make a record of the experience and state your views.

- Give your own interpretation to some lines of The Collection of Chinese quatrain
with five-character lines by Kohmura.

Seminar in information processing: Every time, he provided explication of basic
algorithms in FORTRAN and let students write and run a program for making an
artistic work. There were assignments related to the methods of CTG. Producing a
graphic work with several density levels of overprinted letters on a line printer is an
example.

Art schools in Kyoto, Tohoku and Chukyo

Kohmura established a CG course at Kyoto Junior College of Arts in 1985 and put
emphasis on the following three points.

1. Offering an environment to create: GWS and PCs, which were becoming widespread
in those days, and graphics libraries. Programming in Pascal.

2. Comprehension and construction of hardware: this aimed to have students making
media for themselves, just as CTG had created APM No.1. Professor Michael Hild
was in charge of this part. Students produced media art works by using sensors
and pocket computers, and developed interfaces.

3. Art expression: students practiced with materials such as "swatting iron (metal
forging)" and "construct a boat and go down stream” as fundamentals of plastic
art. The final presentation was expected to be of a high level of perfection
as an event. In addition, students created works of photography, video and
silk-screening, for the purpose of experiencing media from before computers.

Kohmura started Information Art and Information Design, both were firsts in Japan,
and involved setting up new courses in Kyoto University of Art and Design and
Tohoku University of Art and Design. Since 2000 he has been a professor in the
Department of Information Media Technology, School of Information Science and
Technology, Chukyo University.

The four artists on pages 6 - 9 are Kohmura's former students at the University of Tsukuba.(ed.)
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TENORI-ON (2006)
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A musical interface for the 21st century which is

being developed with Yamaha. You can play

light and sound by finger-tip operation of 256

LED switches.

BgEEL LTOET/
Piano — as image media (1995)
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A screen spreads from a grand piano's keyboard toward the visitor. When you draw dots of light on the - A& AAT 5h. ZOAALEEHREE S TR
screen, by manipulating a trackball, the dots run onto the keyboard and play the piano. Simultaneously ~ LT, E5HATEM. TAEFEX L LAY 2
with the notes, light beams fly out from the keyboard. VEA—BITBETREEDIVIA T4 TTHB,

IniE, ENHBEREO—FELEDOHDRET
EREEICHI TV EEW a2 Ea—40EK
TY, TOBIE FELCERELTEWEN o1
DTITMN, F0%, ERITaVE1—42%E-T
EREEDLSICEST, ZOEZXAMNEEICH
MTHIIELEERLIBDE Lz, SIITEBML
TWAERL, AOEMEOKREFICERLIZY
FLEOFETHoY &, FTRTERNEEICHKZ
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T=INDOLDES

Composition on the Table (1999) SOUND-LENS (2001)

S I DEDA 8T TR E o TR The class of Professor Kohmura

T A DTIMT - \BORy S RICOH BN LYRERIZAITS L - - -
RO ANRE L BRERBIENC EaT RO g ~RTSE L hine wh

{3 MHOAIRBLEREERIMSSLNT  comnmimnsnTay KT ronemIaT RIS E S e fm

isi i i ’ of information and sent out.
More than one visitor can play with the image and ~ \yhan you hold the lens on a small box up to the . -
sound at the same time by touch-and-move = To consider what you input: how you convert

; light, you can hear the sound converted from the : ) -
interface on the table. light through headphones. it and how you output it are the true creativity
when you use a computer.

These were the basics of the computer taught
K/ E~EQEERICHT (2003) by Professor Kohmura in the first year of
Sho of Light — the sound of the Sho returned as light ~ University of Tsukuba. They were beyond my
comprehension in those days and it was not
BEDENDEE, aY b & THOBRE- until | started to use computers that | realised

UTPILEA L ERUERGERY | — o8, & his lectures were extremely helpful. All works |
DENRIZERINTERIZRATHL . e introduce here convert human movements and

Collaborative performance with Mayumi Miyata lights into sounds and vice versa, and these are
.~ based on the teachings of Professor Kohmura.

The computer converts sounds of the Sho into )

optical images in real time projected onto a huge ~ 10day, we use complicated computer systems

screen, or light beams come from the Sho and fly ~@nd large scale applications. It seems to be

into the sky. (Sho: a reed instrument of gagaku, the ~ More important to understand the basics above
imperial court music of Japan.) to create truly original works with computers.

BEHEPHALDASHRL—3NTH—T VR,
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rayo=graphy (1990)
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On-screen photosensors pick up the shadow of a visitor
and shine out in real time. Light is used as a plastic art
element in the first stage and for environmental
expression in the second stage. In this work it is
intended that the light acts as an information medium
for the third stage. In this work, which may be called
"electronic mirror," you can see a prototype of interactive

B¥1E (/1)  Toki-Hana (2001)

EREHOABAP > Y EEIST, BENFEEITEND, BERTONBEELICLDERE. 2
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The disc coated with phosphorescent paint turns around slowly. An image is exposed onto it. Printed images
on the disc are memories of light. The memory fades out in one revolution and a new image is exposed. A
chain of memories being born and fading is expressed here. The audience can be on the disc and experience
the flow of time as it goes along.

Lake Awareness (2005)

ADEBEEFEMLT, ATz OUEINTEMNBRRICHERL TR, 1245023 0RRICEDLER
D& (Awareness) TN ELDET—T E LR, 124592 aVDOBRELTHRERNDILET, &Y
REREMILT B2 LMNTES,

When this work senses the movement of visitors, a light pattern will ripple out across the art object. The theme
of this work is awareness which is concerned with the basis of interaction. Light is used here as the effect of
interaction to refine your experience. (Photos by Andres Fraga)

media.

EREEDFBEIZONT

ENEEBEED VI NTOBEEICOVTIEHSTHELERI TS, AIC
POLBEROE 5L, FTARGHFENEERICT—ITRINT, ThEFE
Bnf-&BYICEEBOHEINENS, HhDHLEFEFERODIE—FEINT-,
ZIICHBERERTOUVT, FLLEEEZEYLSVEVSRE, TX
NDEENORZETOBEHRBICOVTVELELEYEEL SAIE, XIDND
WROZS>BAMEERYELT, HWROEFEV T oMM ESIEz, Chd
M MEROEHR) OBBRE L THIATVWOEND, FLHTHELCAIC
EOTITEMBENH BITEELY,

FAMPA T80 R E LS BERIE, DBD 0 FERASRRITHELS ITEED
REHTHY, S FERBEOMERETEMOND L SIT, VI NFRERIM
DAYNELTEYDTEELGHETEH>1zo DEVKIEROEFRHEIE
L, EMEESZELHROEEER(TLESD, AT THRIZHEITEEREH
EMOHYANERSINES L LEEE =, LAL, BERBENASLTH
NoESIC, TTICREFBOANEHRVTERLTEONES5THD,

OHAEDCCDOHEAMICH T IES TMEEL LTFHES N CTGNEEX
T TEFHERBSLUVZOREL-HEOEBETRET IEHUMME
BEfEL, ThozXEL T ABOEIEZEH,NSBERITHERATHS) &
INDBERTIEFATA THRADERAAEEFELILIBRTWNE LS
12, $TITO0ENK, KPEERPICEMDLTEEMEREL TUVEHRE
EBI, TOHDFHEELT, AROBEBROHIRNERICOVNTESESE
HAENSRYBATIONDESS5, REOFUHEREIC, BfbEX
WZEFEE>TW e INON—BLEEBR~OEELLTE—SAZLD
THHEVSLIZRIVEDIE, TANLTVRABDILIZHS,

FIRE, EFNELEOHFKRT, BRT YA VEREVS I —RITEBL
TW%, 1998 FICHFREIN-LFRIT, BHEIHLREDHE D4 CHEEIC
BWT, AT47 - 7T— FOEMWHR, BRA T« THRICE T SREH
AMBERERBICE VNV O—XTHD, BRICIELH-FEMAI—INERL:
EWSDIE, EREEZEGLHELEEBENREZEZR:LEALKDIET
HDEE5, BEORIBTIE, CORFHLLEHIIRUDCDTIEEL,
BMATATEERICEDR, AHERBOIBEL-TCRIETEDAME
BCHHEAEWNTEL, 253FX2ESEHBEN, EHEELEICEBNDIS
EBALBITAEVNTRELDTH S,

The class of Professor Kohmura

| remember clearly Professor Kohmura's lecture in Tsukuba. We heard a playback of
mysterious sounds such as a sutra recitation in a lecture room and he wanted us to write it
down as we listened. A copy of a star chart was handed out. He wanted us to connect stars,
making new constellations. After that he talked about a commuter route from his home for a
while, he continued to talk a lot about maps, showing Japanese maps in two different scales.
These were for "Introduction to Information Processing" and students were at first taken aback.

The 1980s, when | studied at university, were the run-up to the IT revolution which started in
the 1990s. As it was known for the Science and Technology Expo in 1985, Tsukuba was an
important centre for science and engineering. We were entering the era of information, and art
students were reading the signs of the times. It was about this time that methods of art in the
age of media were beginning to be considered. However, as you understand from some of his
lectures, Professor Kohmura seemed to have seen far into the future with relaxed eyes.

The manifesto of CTG, who were evaluated as the pioneer group of computer graphics in
Japan, enunciated a youthful enthusiastic message about the coming electronic media times.
"CTG is an active think tank that takes advantage of well developed electronic computer
systems and makes them serve the needs of human beings." As a student, Masao Kohmura
already exerted street credibility in the 60s, and through his later activities, he may have
examined an exact imagery of information from various angles. We were puzzled very much by
the professor's strange lectures. It took a long time for it to be noticed that these ideas were
intended to teach about information in a consistent manner.

| am now in the department of information design of the alma mater of Professor Kohmura.
This department, founded in 1998, aims at the specialised study of media art and education for
creators who live in the information media age, in a discipline that bridges information and
expression. It is pioneers such as Professor Kohmura who made it possible for a course like
this to exist to meet current demands. We should train students not to jump into new
techniques but to create with deep comprehension and great insight into information media.
As a result, | must make an effort to catch up with Professor Kohmura.
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Taizo Matsumura

http://plaza.harmonix.ne.jp/ taizo/

ORBITAL FLIGHT (1986)

—HcHREN-AREEERGESE, TOXDRREI L E21—2 —THIH
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Lights in a line rotate quickly. Computer controlled flashing provides various image
patterns in the air by the effect of afterimages. No patterns of light exist there. They
exist only in the brain of you who are watching it.

Surface (2002)

BILRKETEAEROA IO 24, BERET S EURBICELT 5, YKEE
DOREIKDEZEF LW, bR ETAEYPROELELTRELTWLS, Wik
DEFXDETH D, HRTADRTEDLDA TS,

These are white objects in quiescent state but change their colour into rainbows
when they spin at a high speed. An object wears a skin made of light and you
recognise it as the colour of the object. Object colour is the colour of light. The world
is coated with lights.
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RESBETHERER T LWL &I, REEDEICHEYELR, TITE
ENSKEADT FNARZVEEWEOTYA, EARY ENBIZONT
ERNEART—ILDOREGTEICERLTWEE Lz, “SORFRMTTES
DEBSIM?" &, "BEXOHIMKTEHELLOTIE?” REERVEMN
SEVTVELED, SERMICIZHROREEZREATEIHETELVEREL
WS T &I TLENEL . COERRF0FEULE>FEEDEN
TEEHA. FEELRFOESHSDLEA-VEDT, THEFDL S LEL(F
2TLIEELY,

Synchronize (1993)
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Images projected on the wall are invisible to the naked eye, but you can
see them through a video camera. The video camera does not record what
you see.

peep show (2004)
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You see nothing on a screen on the wall. You see an image there when you look
through the hole on a small acrylic board. The image is surrounded by invisible walls
and can be seen only through the hole.

A letter to Professor Kohmura

When we watched my works in an exhibition, we talked about my next work. You
gave me a lot of appropriate advice and our talk warmed up and got into wide
ranging subjects. | had been hearing your story while wondering if it was possible
with present science and technology, or if it might be difficult on our planet with air.
We closed our discussion with the idea of my next work, a megaflick not possible
with today's technology. Twenty years later | am still in the phase of preparation
because it requires further progress in science. Please wait for a little more.
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This installation work is my homage to APM No.1 which was created by CTG in
1968. It is a metaphor for the paradoxical situation that may happen anywhere in the
world, not a conceptual model of Schrédinger's cat, a famous paradoxical thought
experiment in quantum-mechanics. During the exhibition, these machines continue
drawing lines on two canvases. The lines make no sense. The vector of a line is
changed only by the presence of visitors. In other words, the drawn lines depend on
the properties of time and space there. They are not an analysable entity, which
means they are not reproducible. In the four week exhibition, both canvases were
renewed every week so that eight drawings were completed.

On both sides of a grating passage, two drawing machines with 2x2m canvases are
set face to face. Each canvas travels on a rail (X-axis) of 12 meters. This is basically
an X-Y plotter and its uniqueness is in the fact that the bed, or canvas, moves. In the
middle of each machine, there is a vertical arm (Y-axis), and a printer head moves
along on it. The inkjet printer head is usually off the canvas and draws a line on the
canvas only when the canvas comes across the arm. Horizontal lines are usually
drawn, however, when its sensors pick up visitors coming through the passage. The
canvas is forced to be set at the home position of the rail (X-axis) and give random
movements to canvas (X) and printer head (Y). The moving direction, range and
acceleration rate, and the number of repetitions are given randomly by a computer.
The process results in a drawing of the chosen lines from a huge number of possible
combinations. Then the canvases return to regular horizontal moving.

Yalb—TFasrH—0H photo: Kazuaki Futazuka, 2007

SCHRODINGER'S CAT Il (2007)

platform project (2001) photo: Sadamu Saito, 2001

AVBSHTFAYT A VREL—23 Y, IDDBENARILNSES FA—( VT -T2y,
BOWITBEDHDTF Y bR—LhoEREIhE, KES : 26mx20mx1.2m

Interactive installation. Automatic drawing machine consists of three movable panels
and audience stand. Dimensions: W25m D20m H1.2m

2FNE
MAJESTIC IMPERATOR (2004)

photos: Kazuaki Futazuka, 2004

ERaAvET b CORREREORRBHEOKENOHBERETHD, ARENS LRED
BEERERICEED, BEOMBICHZ, V7 —FrLBEHRNEERE L, Thi
FHRIBHTESN, RLTRETHLEFTER, BRD TEFINE] THS.
ERBE  BEEVEMNIC, EYOHBBROL—ILETS Y F T+ —L (RS 8m, HE 0.6m)
NFEIN TS, BENTS Y bR—LICEY, AREBICELENDE, NTHALELR
BHEED, ThREBRRICKECRY, BEEEIDSIENEICHOIOTHL &N
Ab, THERN(CHILBRAIDIWEED, B K EALNEREHICELLE, EHLGX
D) —VIZCOITLBEET HHHBASBMLLE SN S,

| raised a question about the current situation of the superiority of the sense of sight
over the other senses. | represented a virtual majestic imperator by appealing to the
senses of hearing and touch, and less to the visual sense. You can physically
experience the "majestic imperator" of today but never get on.

In the gloom, real stuff of bullet train rails and a platform (8 meters long, 0.6 meters
high) are installed. When participants approach the central part of the platform, faint
sounds and vibrations commence. They get stronger little by little and participants
understand the feeling of that long before the train becomes visible. Then a wind
comes up gradually. When the sounds, vibrations and winds reach a climax,
computer graphics of a bullet train pass through at full speed on a transparent
screen in front of you.
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http://www.yoshiomachida.com
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ETHRXIE. SEEMREESZD., BULMEBICHSE. BREM/FR/MEER
EMIZEAE, 41—/ BERA LK & THAL Generative Music Software
TKoan) THESRZF 3 (1999) . ISEA2004, Sonar Tokyo = ED T = X T 4 /3LIZ
LBM, UTLEALICERSNESA TREIVEL— 2 &F>TERE, X
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— U= hEEREEE FO—2 1 VWSV REMBER LA L EEEES
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Yoshio Machida studied modern art, music and visual arts with Kuniharu Akiyama
at Tama Art university. In 1999, he published a work which used the generative
music software Koan, which is well known as Brian Eno had used it. He participated
in ISEA2004, Sonar Tokyo and other festivals and expressed real-time live sound
with computers. He processes improvised performance of steel pan melody in
Max/MSP and generates a drone part. He realises the musical structure of
"improvisation and drone," or the traditional music in India, in his solo performance.

from my blog

It is Steel Pan to characterise the sound of my band Miimo, but these acoustics are
always a cause of worry. We have to pick up live sound with a microphone by all
means and the fine tuning of the balance, howling and echo effect are quite delicate
and complicated. With the electronic steel pan | used this time, Rhodes sound,
keyboard sounds like Weather Report and guitar sounds are generated by a
sampler. Tonight, unfortunately, the sound stopped in the middle of PanKat play and |
had to change the performance totally in haste; nevertheless, nice follows from my
co-players, tatsu and Norihide Saji, made me feel much more confident.

| played a piece of short music impromptu while making clear why the accident
occurred. | learnt that the reinforcement of midi connectors with packing tape is a
must. We played as programmed afterwards. It may be close to the standard of jazz
that we are doing now. There is a theme (a melody) of the music for each, and, other
than the rough constitution, we play it rather freely. As we treat a sampler respectively,
our sound is comparatively colourful for a trio. (3 November, 2007)

| want to draw more the possibility of steel pan's potential without routine play of
Caribbean steel pan. | also want to draw the phrases which are easy to play with the
optimum placement of scales, to say nothing of the distinctive notes. The electronic
steel pan is interesting in this sense. We can play the Spanish guitar and the Rhodes
with a sense to play the steel pan if | make it an arrangement same as Low Tenor
Pan of the C scale, and the phrase becomes unique which is only made by that
scale arrangement.

The performance was acoustic steel pan improvisation for about 35 minutes without
computer processing. | have been trying this style for two years after eight year
experience with Max/MSP. | put a single tenor and one of double tenor together this
time. Single tenor has a higher register than expected for a solo musical instrument
and the range is smaller than that of the guitar. I'm always thinking about a steel pan
to cover a little lower range, and this time, | added a double tenor to cover a half
octave lower in pitch. (10 October, 2007)

ABRARELE, MaxMSP R —/8—a 54 ¥ —LHBEDEET NI R TRE—
H—R—2 I (RE—H—&FItrAH, BARETHBHEF£a O—
LT BEFERESE. SYBBLEANREERDA V250 avEEHEE
SELEREAT, A—Y—Fy bTIV FA—LATE) 2AEHEER
ERRLTWD, i, BEEHITTOTSL-3—FEYTILE A LTERET
3. FATA—TA T EVWSFEELESOTV D,

Akihiro Kubota published works of integration of Max/MSP, Super-collider and his
own-developed experimental acoustic device Speaker Horn, which is made of
speakers on a pipe to realise a precise human-instrument interaction by placing the
position where the sound comes up and its control close together, and by making
possible control through Ethernet. Recently, he plays live-coding technique which
manipulates program codes in real time.

http://homepage2.nifty.com/ bota/
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Nao Tokui is also a musician concerned with program codes. He
researches interaction in music and developed SONASPHERE, software
that provides dynamic 3D interfaces with mixers and samplers, and also
iTMS-DJ, software that generates loops automatically by downloading
samples from iTunes Store. He is also a club DJ and takes an active
interest in bridging edge electronic engineering and sub-culture fields.

http://www.naotokui.com/
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Kenta Araki is a unique composer who uses only the MSX-BASIC
machine marketed for home computing in the 1980s. His first album of
8bit sounds, MSX TYPHOON (2005) represents game-BGM like inimitable
taste depending on tone colours and music composition characterised by
programming restrictions. Araki's background is not academic, neither is it
the DJ culture. The origin of his music is close to roots music. His works
are good examples of the fact that the computer can become a kind of
musical instrument.

http://myspace.com/kentaaraki

HHEBX EMR TER. AT/ —LRVEEF, BEL-—ANLE
T— bR +DTFy b7+ —LAmorfon & E3E,
Yoshio Machida is a sound & visual artist and Steel Pan player.

He is the founder of music label Amorfon.
http://www.yoshiomachida.com
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A XD BREZBEICERT S, [STILELEHRNIELCHRF]
EEBDHEIIT. INLEFE—RARTHIEVSBEILREINDS,

Ryoichi Kurokawa was inspired by the intimate association between
images and sounds in the works of David Lynch, Peter Greenaway and
Katsuhiro Otomo. His works have perfectly synchronised audio and visual.
He started to create audio-visual works in 1999 and participated in many
festival programs such as Ars Electronica. He says "Images and sound
generated and processed by computer are sculptures in the time
dimension." His sound starts to be distorted and becomes a part of the
image elements, and digital noise is transfigured into colours dancing on
the screen. His words "Minimal and Complexity live in harmony" explain
that his works are based on the recognition that they are inseparable.

http://www.ryoichikurokawa.com
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Computer Music in the last two decades in Japan

1. General Situation of Japanese Composers in the 1990s

In the global and digitised society of the 1990s, Japanese composers born in the
1950s and 1960s were prominently active, while the creative pieces of computer
music did not yet attract people's interest. Until the mid-nineties, media-art and
interactive art pieces were thought as derivative or applied presentations of newly
developed processing technology rather than artistic creations.

Procession of Fire (1993) by Yoshihiro Kanno was an important piece for the opening
ceremony of ICMC '93 in Tokyo. On that occasion several Japanese pieces were
premiered: Takehito Shimazu, Naotoshi Osaka, Masahiro Miwa, Akemi Ishijima, Mari
Kimura, Makoto Iwasaki, Kazuo Uehara, Rere Fukuda, Tomoaki Yamagishi. But
these pieces were evaluated only in relation to technology, and they were not
aesthetically discussed. Two years later, in 1995, when Répons by Pierre Boulez had
its Japanese premier in the concert series of the Boulez Festival, the pieces realised
by IRCAM system and the other live-electronic pieces were highly evaluated in the
Japanese music community. After that some international conferences have been
held: Fifty years of Music Concrete in the Kansai area, ISEA2002 in Nagoya efc. In
those days Japanese composers of computer music were not in good circumstances
for creative work, neither in institutes nor in the universities equipped with the newest
machines. Only on the occasion of these international conferences could Japanese
composers and researchers exchange their research results and discuss their works.
Some Japanese composers worked individually in foreign countries and in their own
laboratories or studios.

2. Computer Music

2-1. Computer music created in personal studios

Ichiro Nodaira had already composed in France some live-electronic pieces which
included interaction between computer and human musical performance, which had
been enabled by ISPW. Quatorze écarts vers le défi --- pour piano-midi, 8 cordes,
et systeme de synthese danalyse et de
traitement audio numérique en temps réel
(1990-91, rev.93), commissioned by IRCAM,
was premiered by Peter Eotvés and
Ensemble InterContemporain with Pierre-
Laurent Aimard in Centre George Pompidou.
In this piece, Nodaira used the real-time
sound processing system which enabled the
direct interaction of real-time performance
and realised a new music context.

Takehito Shimazu started to use the
computer for performance in the 1980s. In
1989 he stayed in IRCAM for 6 weeks in
order to create with C-sound, chant, 4X and
Max. Monodie (1990), for percussions and
UPIC, has been performed several times in
Paris and Massy, and is recognized as a
representative piece for UPIC. Shimazu got
a prize in Bourges IMEB, and his pieces
were invited to Radio France, Saalbriicken
Music Festival, ISEA2000 Paris etc. In Japan, Sound of Wind, Sound of Time was
performed in Composers in Tohoku '91 (Fukushima Cultural Center), The first
Computer Music Independent Concert (1991, Xebec Hall, Kobe), and Tokyo
Contemporary Music Festival DENGAKU (1991) , and Shimazu has become gradually
famous. In Sound of Wind, Sound of Time, a pianist performs various phrases, long
and short, by immediately responding to the indications on the computer monitor.
The pianist can maintain very close interaction with the electronic sounds. From
Origin Point (1992) is unique in that the Koto player is given undefined coefficients,
based on which the computer program written in C-language converts the solutions.

Yoshihiro Kanno's piece Les Temps de Miroirs--L’Horizontale du Vent for Ryuteki,
Sho and 4ch electronic music (1994) , was produced in the Electronic Music Studio of
NHK. This is the recommended piece for IMC of UNESCO. Kanno's A Voice, The
Pulsar -- Ensphere is based on the system that transforms the data of pulsar waves
from the universe into sound data. Thus processed sound surrounds the sound of
Shomyo so that the strong vibration of the Shomyo sound can be wrapped by the
soft electronic sound and create a colourful phonosphere.

Takayuki Rai is also a composer who started computer music in the earlier stages.
His piece SPARKLE, for bass clarinet and tape (1989) was commissioned by Fonds
voor de Scheppende Toonkunst in Amsterdam. The tape part was created by the
composer's own program DMXMIC for real-time computer sound transformation,
running on a DMX-1000 signal processing computer. The electronic parts include
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very unique sound that could not be produced by the synthesisers of that day.

Shigenobu Nakamura continuously presented new computer music inside Japan,
that is in a Japanese environment of technology, during the 1990s. Nakamura
started his computer music with a multi-effect machine and sampling, afterwards
took the real-time interactive system which enabled him to make a series of hyper
theater from the end of the 1980s to the first half of the 1990s. In SoundMind (1990),
premiered in Nakamura's concert series Oto no Koten (1990, Vario Hall, Tokyo), the
exaggerated demonstration of performing actions function as explanation of the
interactive system, from sensing to sound making. The intensified actions are also
the signals for the human ensemble. Nakamura is also talented as a video artist and
media artist. He was a resident artist at ZKM and was the chief director of Japan-
Germany Media Festival and other media festivals in the Kansai area of Japan.

Kazuo Uehara and Mamoru Fujieda both started computer music in the USA and
created pieces which are conscious of the human environment and the performance
space. The International Contemporary Music Festival in Tega '89 was mainly
directed by Uehara. In the Festival several pieces were presented by Uehara,
Fujieda, Akio Suzuki, Satsuki Shino, Yuji Takahashi, Takehisa Kosugi, Rolf Julius,
Alvin Lucier and Richard Teitelbaum. Fujieda's keyword is 'ecology' and he aims to
create sounds so as to confirm to the ears the theory of musical tuning. He uses
computers in order to make electric potential differences in nature audible as sound
data. In addition | mention here Carl Stone, who was born in Los Angeles and has
been living for long time in Japan. Stone started to activate his creative life in Japan
in 1989, when he created pieces in the style similar to minimal music by editing and
modifying sampled sounds in real time.

Masahiro Miwa presented Animatrix in Ars Electronica '93 in Linz. In this piece, the
timbre can be modified audio-visually by the action of the audience. The
correspondence between music and visual arts is realised not at the level of
impression or image, but at the level of programming. The programming is based on
an algorithm that requires more complicated hand labour by technicians, which
represents a future-oriented type of collaboration.

2-2. Composers' Groups

The 1990s saw prolific activity by composers' groups such as Japanese Society of
Electronic Music (JSEM), Japan Computer Music Association (JACOM) and Special
Interest Group on Music and Computer (SIGMUS) and its Inter College working
group (IC). JSEM was founded by Hinoharu Matsumoto, Isao Matsushita, Akira
Senju, Makoto Iwasaki and others. After their first concert (ELEM '91), the regular
concerts have continued since 1992.

diglvox (1995) by Mikako Mizuno is for soprano and electronics, which includes two
types of effects and make an ensemble between the voices through two
microphones. A Strand in the Pantheon - for cello and electronics (1998) is composed
for cello sound modified in real time and of the sound file is accumulated in the
computer, and diffused three-dimensionally. These pieces were premiered in the
regular concerts of JSSEM. Wind through the Spiritual Way (1997) is composed for a
soprano and The Hands, a gestural interactive instrument originally developed in
STEIM, and was premiered in Nagoya by Keiko Hatanaka and Michel Waisvisz.

Kiyoshi Furukawa had already presented several pieces in Europe before he joined
in JSEM. Swim, Swan (1993) was premiered in Karlsruhe and performed in Wien
Modern. Small Fish Tale (2000), produced in collaboration with Masaki Fujihata and
Wolfgang Miinch, was premiered as an on-stage performance in Ars Electronica.
Furukawa's multimedia pieces mostly include his original algorithm which realises
interaction between the position and the form of simple graphics projected on the on-
stage big screen and the simple musical phrases played live by the composer. To
the Unborn Gods (1997), produced and realised in ZKM, is a multimedia interactive
opera in which the instrument players are conscious that their performances and
actions are to be extended by the system.

JACOM, founded and directed by Kazuo Uehara, hosted the International Computer
Music Festival 98 (ICMF), including the Japanese festival for the 50th anniversary of
musique concrete at Xebec Hall. In the festival, Daniel Teruggi, director of INA/GRM,
and Frangois Donato realised acousmonium, a multi-dimensional sound diffusion for
electroacoustic music, and after that, the piece has been realised from time to time
in Japan.

Uehara had been active in New York. After he came to Japan, he has been positively
continuing an international exchange, especially with Germany, Brazil, North Europe,
Korea and as well as France. He has directed several international concerts in
Japan, for example Computer Music Today (1994, Xebec Hall) , where Uehara's Kyo-
Kyo-Ba (1994) was premiered with his original sensor instrument object Ear Harp.

Naotoshi Osaka and Yoichi Nagashima have developed their original, high-technique
systems for sound processing, interfacing, sensing and other functions, and worked
as the key people in ICMC and NIME in Japan.

Keihanna Media Festival (2003), directed by Osaka, was held in the good
circumstances of a science and research area, and had good connections with
ATR, a Japanese institution specialising in sound processing and media technology.
In the media festival, various types of media pieces and researches were presented

13

PAGE 66



BE7A2 o0&, 1992 F05 IRCAMIZMbHY ., ZOESTEINMDT—F 4 XA h-A
VLU TURERY, BTN DOY=Z— -V E1— A HERRFRORAR
BELTESELIT-, B SensorBand (£ 1994 (2 ISDN TDA A —-F
Oty TI28BbYBAS, R, FLRATILEL, 7Ry CCHOH
BFOO—RYGR—IVBEETRRENTA—IVRAEEBRL=, T, BBEHE
DARBHIZEIL, 1995 FELIE, 7245 IRCAM T NeXT @ ISPW 2 & % Max/MSP
EFRW-ECHANLTHD, REFIRET 7441 > SuperPolmEANT T 7

A RELTMax/MSP 2> B — LT H4EM (VirtualAERI ) (1996) 4>,

BodySuit &4 V2 59T 4T T4 TADI=H®D {o.m.2-gi )(1998) iz & %
IRCAM THil4E - &R L 1=,

—A. [BEIEVSEMOBEERENICHVET RRETCPZHELDE
FHEEETAL., BHATELEFNETIIEEARELEORXRERCERRE
(A= FBIF/ARVET/)IZ&>T, BRTOMax ERICBIL TS KRGS
EhEH-oT=,

WODHEITSHAMX YT =L TSV AMXxTHVRTLRI.ZLT
2006 E£FI47D [2061 :Max T v A lik. HizhH Max (CBET 2HHETH D
MDESIZZIFESH DN, 21 HEZIST (T Maxer ZIERMIZIEO LIz, FLD
ERIZIE, 50EDaVE1—42%RET S (soundtronics) (1994) ¥ « 77+
FHRICENRIT 5 (Timetracks) (2000) HEA T4 77— DT ¥ VILIZRY 431+
SENBEDNENN, RETHRRZY I F7—FEDOMBTEEN L DMIR
EREEZDIELTELS,

LERMODRBEESIVET—

M. @BiEL7—F-a5KRL—Yay

NWERBADTFLERTIE. BEHNOMABADBESDH D VLB ROEEHE
IZxt T 2EBNOHEEREERITLIERBELEILI> TV, #BFEIO—Ay
g Rk—LERDELTERRESINE TV REE] OF79 32 (1993) %
R A —ICX A ONTHRELEETCHESN A LI T T4 TER
£ TLICHTUNG '96 1. F7=. IRABE— DI F A T4 7 + RS (LIFE) (1997) %
ElF, Z5LEa5RL—2a v PBRICHTE7—T A A M08 KER
BLTWS, ZLTCASOBBMERICE > TESDRIMEDREEB/-DN.
ZOERE LTORIBEPLPHRATHY . HERITHITTHR Y FETOHE
MEHZERLEAEIEE LB o=, DA VN—FHhSFIETH, H
. =EEsh,

3-2. japanoise

BELISRL—Yavhoi=HLIMEREL LT, B THERMISER
SINEON/ A REERBE o1,

ASRL—YavERBOBRAICLTOWV Y L—TORTHERI-> TV =D
M. VB ERBDT LIS TTHD, FLAA T, BG, EHfi. T 4>
ADAZRL—2avETI/AD—2&>TEEIEL . (pH) (1990) . {S/N)
(1994) [ ORY (199N x EDBEMLTEREHRERL . BB LBEICL > THRAE
TBLWOONEZART+—T—5D8K] LREShT,

TORITEHEAEYL LIEERIEL. 954(=(1000 fragments) TFE1—L
T {+/-), (op. ), (formulaYyzEDTILNLTRZIZEVWHEZER L. EE
HZEZBT. KN, ZILR - ILY FAZHTONRITA—I 2 ADIFEL, R
VERYy— U A—THaroY—rERV=,

YoYU TNy b7y TAYY RIZ&-2TA—AYIRTHY ATHER
EBODTWARARRBHEIEZ, VERICIZNVR 5590 K /€01 28ATE
g, N F— -5 yRILAD(Peking Opera)lcL BH v TY VI EETERS
iz, £-2003 FIZIE, HRABTODVPETEALEzY 2wy -T7z5) &
KRMNDI F LA THEL TEEICE 1=,

Za—FA—VFERDICALY b - TYFEFENTH—TUATHADE
LEBEZENESIEARC. BTN ELTEBZEMBLRATA—T - 5
A1EDY vy RLFHEIF- AREM. 2=y FEBIH S DI ETIRE CERE

15 R—I i<

such as Icon by Joji Yuasa and quantumcumque, for flautist, drawing performer and
live-computing by Mikako Mizuno.

Syu Matsuda, one of the younger generation who started composition in the 1990s,
had developed DIPS, an audio-visual processing program based on jMax, and has
used the system for his own pieces. DIPS can be downloaded through the Internet.
Chikashi Miyama has also developed an original system for integrating audio visual
as well as drama and actions, and realised several works.

2-3. Computer Music beyond Music, and increasing Maxers

Uninterruptedly from the former period, in the 1990s, more and more Japanese
composers have stayed in foreign countries and made computer music depending
on the technological circumstances in those countries. Atau Tanaka, for example,
has participated at IRCAM since 1992, and afterwards became the artist in residence
in STEIM and continued research at Sony Computer Science Laboratories in Paris.
Tanaka was performing as a member of SensorBand, a trio of musicians using
gestural interfaces, and realised some remote concerts using ISDN video
conferencing and the Internet in 1994. SensorBand has been noticed as a high-tech
energetic performer group in Paris, Amsterdam, Quebec, ICC in Tokyo and Xebec
Hall. Suguru Goto began his full-scale creations in 1995, when he started to use
Max/MSP with ISPW on a NeXT computer in IRCAM. Goto used the virtual violin
SuperPolm as input device to control Max/MSP and realised Virtual AERI (1996) and
0.m.2-gi (1998) for BodySuit and interactive-video at IRCAM.

Masayuki Akamatsu and Masahiro Miwa were outstanding with radical aesthetic
concepts, thinking about the form of music as an art genre. Akamatsu together with
Nobuyasu Sakonda, formed a group named Neumanpiano, which had a big effect on
the popularisation of Max in Japan. They made collaborative creations and writings.
Their important books, Magical Max Tour, Trans Max Express and 2061: A Max
Odyssey have been accepted as textbooks or manuals for Max beginners and have
increased the number of Max users. The works by Akamatsu vary from soundtronics
(1994) installing fitty computers, to Timetracks (2005) printing movie or video on a
long sheet of paper. Most of them are identified as media art, but they can be called
“music beyond music” comparable to sound arts.

3. Crossing Frontiers of Music and Sound Art

3-1. Crossing Frontiers and Art Collaboration

It was noticeable in the 1990s that musicians crossed the border to some other
genres and that musicians thought radically about the presence of music and
changed the form of expression from on-stage music to other presentation styles.
The three symbolic concerts or festivals are Rethinking about Fluxus in Kobe, an
alternative music festival Lichtung '96 in Tokyo and Yokohama, supported by the
Goethe Institut, and the opera LIFE by Ryuichi Sakamoto, which represented the
artists' intention to go beyond the frontier and to make collaboration with other genre
artists. The most important composers of this type are Tomomi Adachi and Makoto
Nomura and the members of The Method Machine. The original members of The
Method Machine were Hideki Nakazawa, Shigeru Matsui and Masahiro Miwa.

3-2. JAPANOISE

The new wave generated from crossing frontiers and collaborations is noise music.
Japanese noise musicians (Japanoise) are internationally known. Most outstanding
was the collaborative group Dumb Type founded in 1984. Dumb Type presented
technically integral stages in collaboration of video, music, paintings and dance.
Their works such as pH (1990), S/N (1994), OR (1997) were very shocking and
described by a critic as the bodies of performers being driven to the most critical
phase by sound and video.

Ryoji lkeda, working as the musician of Dumb Type, made his debut with 1000
fragments (1995), and highly evaluated albums like +/-, .op. and formula. More
recently, lkeda became an international star and held concerts in ZKM, Ars
Electronica and Centre George Pompidou.

Yoshihide Otomo is charismatic with his original method of sampling and cut up
method, and was especially active in the 1990s as a member of the band
Ground/Zero and attracted a great deal of attention with his sampling performance in
Peking Opera of Heiner Goebbels. In 2003, Otomo was playing in DJ style with Luc
Ferrari, who was invited to Japan by Haruyuki Suzuki.

There are some other new type musicians who are internationally known. Akira Onda
is a sound performer presenting world sound and sound environments by using
cassette players in New York. Nobukazu Takemura started as a DJ in Kyoto and
remixed the sound by Steve Reich. Satoru Ono is also a DJ, who is performing in a
music group.

Masami Akita and his noise project MERSBOW are internationally known as the
pioneer of Japanoise by the violent sounds, a lot of CDs and many writings
concerning the sex culture and underground culture. Akita loved Xenakis' Persepolis
and continued to make sounds using analogue machines. Since he changed his
environment to computers, he has been interested in the method of looking into the
structure of the real sounds and of deforming the details. Recently, Akita had some
collaborations with musicians of contemporary music such as Atsuhiko Gondai and
Tomoko Mukaiyama. continued on p.15
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Masahiro Miwa (composer) is a professor at IAMAS, Gifu, Japan.
email: mmiwa@iamas.ac.jp

About the Name And Concept from "A Definition of Reverse-Simulation Music
Founded on the Three Aspects of Music"

Reverse-simulation music is a general term for specific phenomena, that can include
acoustic events, born of intentional human actions. An important characteristic of
reverse-simulation music is that human actions are carried out according to
sequences resulting from iterative calculations.

Reverse-simulation music was imagined as music of the kind that perhaps had been
once performed by the ancients or by primitive tribes or music that could have been
performed by them (which we refer to as "music that could have been"). At the same
time, however, it is an experiment in new music depending mainly on computer
simulation-based trials. Reverse-simulation music does not necessarily depend on
existing social structures related to music such as the distinction between concerts,
composers, performers and audience.

Furthermore, traditional music often conceals the origins and underlying regulations
of the sounds performed with notions of the intuitive and spiritual. Reverse-simulation
music, on the other hand, rather seeks to expose them through the use of the aspect
of "rule-based generation" (logical computations) and, adding to it two other aspects
of "interpretation” and "naming," it defines itself through the concept of those three
"aspects.”

The three aspects of music referred to in this definition can also be applied to musical
styles other than reverse-simulation, as they are presented as a new conceptual point
of view on the music of mankind. However, requirements presented here like the use
of iterative processes are specific only to reverse-simulation music.

This experiment seeks to reverse the usual conception of computer simulations.
Rather than modelling within a computer space the various phenomena of the world
based on the laws of physics, phenomena that have been verified within a computer
space are modelled in the real world, hence the name, reverse-simulation. This
designation also alludes to the modelling of "music that could have been," in other
words the recreation in the real world of events that likely did not actually take place.
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continued from p.14

3-3. Awareness of Environmental Art

Parallel to the general trend of awareness of the global environment, some musicians
bend themselves to the works of eco-conscious sound art or soundscapes.
Soundsculpture with bamboo, stone and ice by Mineko Grimmer makes beautiful
sounds generated with melting ice and falling stones on piano strings, steel sticks
and water. Hinatabokko no Kukan (Space in the Sun) by Akio Suzuki was a
sensational and, at the same time, very quiet performance and introduced in Berlin,
Saarbruecken, Munich and Budapest. Another Suzuki piece, Otodate (Echo point)
was realised in Berln, Enghien-les-Bains and Strasbourg.

There are some other approaches to sound culture using the methods other than

noise techniques. Yukio Fujimoto carried out a project One Day Museum in Kobe, in

which people walk around the museum and find the sounds. Mamoru Fujieda

produces a series of Patterns of Plants made from the differences of electronic

potential in plants converted into graphics and sound, that is, visible and audible

output from computer analysis. They accomplish social actuality through the

experience of the sounds and hearing, and also improving the environment, together

with Christoph Charles, performing lap-top music, or Kazue Mizushima, playing her

original installation Stringraphy.

photos:

page 12: Mikako Mizuno quantumcumaque, for flautist, drawing performer and live-computing,
Keihanna Media Festival 2003.

page 14: JSEM Concert at Bruckner University, Linz, 2004.
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Mikako Mizuno (composer, musicologist) is a professor at Nagoya City University.
email: mikakom@sda.nagoya-cu.ac.jp
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Notes: Japanese computer art has evolved greatly over the years, but when we look
at one individual artist's attitude towards the computer, we will notice that the artist's
relationship with the computer does not change very much throughout their career.
Even though the artist might have faced several technological changes, the
fundamental attitude towards the computer seems somehow determined by the initial
encounter. J3 While this issue was being edited, Miwa's reverse-simulation music
won the Nica in the Ars Electronica 07. Does this conceptual approach really open a
new era in western music history? | would like to congratulate Miwa on the birth of
this unique concept of music. 4 It is my pleasure to present this bi-lingual edition of
PAGE 66, and my sincere gratitude goes to the editor Alan Sutcliffe who gave us this
special opportunity to feature Japanese computer art.  Akemi Ishijima
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