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them. Something may be missing there, however. Do you have any suggestions about opportunities or 
platforms for projects of a more public nature or for works that can be presented at public facilities?

Daito Manabe (Hereinafter DM): We have con-
ducted workshops before in other Asian countries, 
including Indonesia, Malaysia, and Singapore, but 
most of them ended up being one-off projects. But 
for us, creating an artwork is usually made possi-
ble only through a long period of research and 
development. So, I think there would be many op-
portunities if these projects become something 
like joint research.

However, in the current state, this would be 
easier if the partnership was with a corporation, 
but for example, when it comes to partnering with 
overseas artists or universities, there needs to be 
someone in between to coordinate. If there is an 
opportunity like that available, I would be very interested.

—In that case, how much time and on what scale are needed for it to be workable? Media art in 
particular requires time just to develop a concept, because it needs to be backed up by technology. You 
have works that finally came into shape after years of incubation. Both Mr. Hatanaka and I as curators 
have experienced something similar many times. This indicates that something like a system designed 
to help develop works in progress is the key. I believe Mr. Shaw’s works also became increasingly 
convincing in different contexts as they continued to develop under the same base concept. We would 
love to hear your suggestions for alternative ideas or platforms from an artist’s perspective. These 
ideas or platforms should not be modeled after one-off festivals that offer only fleeting excitement.

DM: In 2015, a new cultural complex called the Asia Culture Center (ACC) was established in 
Gwangju, South Korea. It is quite a sizable facility, and puts a lot of focus on media art as well as 
other types of art. At ACC, the curator said that they looked to the YCAM (Yamaguchi Center for 
Arts and Media) as a model in various aspects. For ACC’s opening, Rhizomatiks participated with 
an opening exhibition that lasted about half a year, and also conducted projects involving work-
shops and lectures on the technology used in the exhibit. In total, we spent about one year in 
collaboration with ACC. I feel that with a similar time frame available, it would be possible to 
create a new project.

—So, to bear in mind some publicness, there needs to be a way to allocate a certain amount of 
time to do research while being continuously involved.

JS: From the perspective of the supporter, it is probably difficult to invest in the artist’s research. 
However, I am thinking that research itself can be made much simpler. Researchers tend to 
make research very complex and may take four or five years to fulfill its trajectory. If you have a 
research trajectory that is going to take a team of 20 people five years, even because cooperation 
and projects as its outcome under artists’ motivation are all worthy, what will happen? If you ask 
yourself who is going to pay for that, you know it may not be a very realistic approach.

Generally, artists will adapt to the circumstances in which they operate, and they can 
come up with realistic approaches. For instance if an artist works with YCAM, they will under-
stand the circumstances and adapt their project to what YCAM requires. The same goes for 
working with universities; it is possible to conduct ambitious research by taking advantage of 
the circumstances.

Another important axis is the ability of artists to access the public. An artist makes 
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something, but also needs a platform that allows their work to be brought to the public. The 
public in turn is allowed to view and enjoy the fruit of this labor. To realize this, it is necessary 
to discuss and reflect on the issue from various viewpoints. If the aim is to improve publicness, 
there needs to be many frameworks in place, including drawing from interdisciplinary frame-
works. Instead of relying just on experience, there should also be intelligent discussions.

For the coexistence of festivity and sustainability

JS: Additionally, engaging with the community will also be important for artists. This should not 
be something that is temporary; it is about valuing continuity, becoming socially integrated and 
being socially meaningful. This may need to involve an educational aspect and to have ways to 
encourage the involvement of students. In my point of view, there are many different objectives 
for art, and there are various roles and methods that artists can offer. Therefore, you need to 
determine the method that is consistent with the objective.

If Tokyo says that “we want a long-term vision to create a platform that will last for the 
next 50 years, and make it an important platform for media artists from all over the world,” once 
you have that vision in place, then you can start to talk about how to realize that.

—Publicness and the public sphere are definitely key concepts. How far can the real public spaces 
in each city coexist with virtual public spaces? And how much openness should be there?

Mr. Hatanaka, what are your thoughts in response to Mr. Jeffrey Shaw’s comments?

Minoru Hatanaka (Hereinafter MH): Along with the 
rest of Japan, Tokyo is currently gearing up for a huge 
party: the Tokyo Olympics. We could simply refer to 
media art as a representation of modern Japanese cul-
ture, and there is a public sentiment that the reference 
would work. However, we already experienced the 
party called the Japan World Exposition (EXPO ’70) 
in the 1970s, and saw the rise and fall of technology 
art and media art at that time. Thanks to that les-
son, we can envision how technology will be put 
into use after a party of that magnitude, for exam-
ple. As times like this repeats themselves, I think 
we need to look for effective measures as we move 
toward the next big party. This is the notion I included in my presentation today.

In fact, in the second section today, I was very interested to see how the artists’ conversa-
tion would mesh together. However, I didn’t feel any sort of gap at all when listening to the three 
artists’ talks, which suggests that there is an underlying common value among them.

I actually felt the same thing when I visited Indonesia in March. I met with Mr. Siagian in 
Indonesia and visited their community as well. While we were talking, I found out that people in 
their community have read the great book from the 1970s titled Design for the Real World: Human 
Ecology and Social Change (New York, Pantheon Books) by Victor Papanek, and that they share 
values presented in the book. It was as if what is written in the book was put into actual practice. 
Maybe you can call it “technology for the real world.” The way such media and technology are 
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used is probably very important for these people. 
Given that YCAM just launched a BioLab (Fig. 2),  
I have the feeling that activities similar to those 
launched by Lifepatch, Mr. Siagian’s collective, 
have already begun.

On the other hand, as we are in anticipa-
tion of the Olympics, which is, in a sense, a huge 
entertainment event, there is an aspect that 
some sector of media art is headed toward sup-
porting that festivity.

—But isn’t the concept of parties and festivity 
originally something indigenous? In that case, 
wouldn’t it be possible to link Tokyo with festivities 
rooted in local communities?

MH: But I don’t think it’s easy to find something indigenous in modern day Tokyo. That’s why 
the party will have to be a virtual one. A virtual party has no substantial nature of a real historical 
event, and it can be histrionic and overly ambitious. The challenge is how to work on those as-
pects, and how much of a sustainable proposal we can make for such a virtual event. In this 
light, what Mr. Shaw told us resonated with me. I also believe that how sustainably we continue 
our cultural projects and programs is crucial when we look five to ten years ahead. I think it 
would be ideal for opportunities like the Olympics to set the stage for virtual festivities ambi-
tiously designed to coexist with a project that is more practical and rooted in the community.

—A proposal or call for an event designed toward the survival of art, rather than a one-off bril-
liant festival like fireworks, would probably work better. I mean, hosting an event and offering services 
through art would create a festival designed to demonstrate our values to the world, and this type of 
festival may make it easier to connect to the rest of Asia and the world. Mr. Siagian, do you have an 
opinion on this?

AS: When an artist gets to know a local culture, before you know it, the production has already 
begun. In media art, a function called “lab,” I think, is useful for creating such a festival. For in-
stance, at Medialab-Prado in Spain, a media artist would propose a project and open up 
possibilities for collaborators to join the project in an open lab. Because of the open platform 
environment, it would naturally create involvement with local people. Similar programs are 
held at various places, but for us in Indonesia, the important thing is to first adapt these models 
from around the world to our own culture and region.

One example of this is a project on a micro-
computer called Babygnusbuino that we are 
collaborating on with the community Hackteria 
(Fig. 3). It involves a system with simpler func-
tions than the microcomputer called Arduino, 
which is used globally, but it can be produced 
easily and more cheaply. This has been a joint 
project since 2013, but initially, a scientist, Marc 
Dusseiller, from Hackteria  would just come and 
spend one month every year with us. As we got to 
know each other, we started discussions like why 
we use the system, and why we are sticking with 
this simple system that cost one dollar to make 
rather than the 20-dollar Arduino. It was a sort of 

Fig. 2  A glimpse of “BioLab” (2016) held at Yamaguchi Center 
for Arts and Media [YCAM]  Photo: Naoyuki Obayashi 
(101DESIGN)  Courtesy: Yamaguchi Center for Arts and 
Media [YCAM]

Fig. 3  Babygnusbuino – Tropical, Lifepatch edition  
Photo: Andreas Siagian
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a collision of different cultures. For them, buying the Arduino for $20 is still affordable. But for 
Indonesian people, that’s not the case. That’s very expensive. So, we continued thorough discus-
sions, and as I said in my earlier presentation, we decided to put this project out as open source.

I think it is important that we continuously have this kind of physical meeting so that we 
can accumulate our differences and small improvements, which keeps the project going, and 
leads to achievements ahead. We need a social model and culture that allows this type of re-
search and experimenting.

Financing media art

—Now, let’s take some questions from our audience.

Questioner 1: This question is for Mr. Manabe. 
Media art is something that is hard to know when 
it is complete, and also takes a fair amount of time 
to produce. Once you decide to launch a plan, 
money is probably your No. 1 issue. What kind of 
difficulties did you face during the early phase of 
Rhizomatiks?

Also, to Mr. Siagian, I would like to know if 
there are forms of support like scholarships or in-
vestments that you wish Indonesia as a country 
could have, or if there are currently any at this point.

DM: It’s true that there are more ways now to raise 
funds than before, such as by crowd funding. For 
example, when I was working on my thesis project at IAMAS more than a decade ago, I only had 
about 100,000 yen to spend. Nonetheless, I think I was trying to work within the limitations to 
come up with a solution that was realistic for me.

Also, afterwards, I was working at the institute for some time, but couldn’t find a way to 
balance work with production. That’s why I came up with the idea to start our own business and 
manage our own funds. Although I’m a hands-on type, and want to get physically involved in 
production, I was lucky because the other two start-up members were producer types, and were 
good at collecting funds. I find that when media artists launch a business together, they often 
end up with people that have similar sets of skills, for example all members are hands-on types, 
and there is no producer, or they clash because their specialties are too similar. In that sense, I 
still consider the diversity of our organization when hiring new staff.

AS: In Indonesia, we do not have any kind of support from the government to begin with. That’s 
why we have so many art collectives, because it is impossible to do everything yourself. A lot of 
artists formed strategies to make collectives since 1998, but a majority of them disappeared 
within maybe four years. Learning from these numerous success and failure models, we have to 
come up with our own method. We try to apply past methods, and through the trial and error of 
modifying them accordingly to our contexts; we share with others what we discover.

Between the communities, we have this kind of “gasoline” where we exchange the 
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experiences of surviving or organizing something. For example at Lifepatch, we do cross fund-
ing, and also take projects outside, so if we have leftover materials they can be taken to the art 
lab. We also conduct workshops on organization management. We are learning how to survive 
as we progress.

Our workshops are generally free, and we do not make any profit. If we charged five dol-
lars, nobody would come. Four dollars? Maybe some will. Because technology is still an exclusive 
to them, these workshops are very important for us to create an audience for media art, and to 
let people understand what we are doing.

What can artists do for social issues?

Questioner 2: Recently in Japan, there are trends such as artists in residence and revitalization 
of local communities through design. I would like to ask Mr. Manabe if you have any ideas on 
what can be improved. Also, Mr. Siagian and Mr. Shaw, if you know of any such programs that 
utilized media art to revitalize specific regions, please tell us.

DM: For me, it all depends on what is requested. If the request is to simply “create an artwork,” I 
can do whatever I feel like. But if the client is expecting something to happen as a result of that 
work or project, for example if there is an aim to bring in more tourists, that is very different 
than simply taking part as an artist. If there is a specific issue to be addressed, I would have to do 
research on it and write out a prescription like a town doctor, which is, in effect, to be a consul-
tant. But media art is often misunderstood to be something like that, and sometimes I do end up 
taking on both roles.

—I think media art has both a site-specific aspect and a site-surpassing aspect realized by net-
working. When the client and the artist both approach each other without that notion in mind, I feel 
it is hard to achieve the desired site-specificness and publicness.

Mr. Shaw, how about you?

JS: One particular experience I can talk about is a project on intangible cultural heritage. 
Traditionally, museums have an academic approach to things, and professionals try to handle 
intangible cultural heritage at their will, but I think there are many weaknesses hidden there.

I would like to stress that this is my experience from my own practice. There is a very in-
teresting intersection between art practice and intangible cultural heritage, in the sense that the 
artist can bring opportunity to re-embody, reinterpret, and reconstitute the past into the pres-
ent as a meaningful contemporary experience. Of course, in the process of doing that, the artist 
must engage in an exchange with local communities, because what brings these heritages to life 
are the needs of the local communities. 

For instance, the current project we are doing has to do with kung fu. This is not the fa-
mous kung fu that we all know from the movies; it is Hakka kung fu, which is a very local tradition 
of kung fu with local masters with their own dialect, and has very much to do with the develop-
ing and understanding of an idea-syncretic local practice of martial arts.

—The YCAM also hosted an exhibition in 2014 titled Open Call Laboratory – An Exploration into 
Social Anthropology in Asia (Fig. 4). The term “exploration” in this title connotes a concept similar to that 
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of the “dive” presented in Earth Diver (Kodansha) by 
Shinichi Nakazawa. In this book, the word “dive” 
signifies what connects the past and future. The ac-
tions taken using the media have the opportunity to 
reconstitute or re-visualize images that have been 
completely buried in the past. This means that intan-
gible items like cultural folk tales and traditions 
passed down as experiences only can be preserved 
as legacies in a format other than linguistics. I think 
this is something media and technology should con-
sciously work on from now on.

Mr. Siagian, what about you?

AS: I will also speak from my experience, where 
we did this project with a village that is located in the riverbank area of a big city called Surabaya. 
This is an illegal village, so to say, because the people are immigrants from other small cities and 
build their house and stay there on the riverbank. As there is a government regulation that says 
you have to be 50 meters away from the riverbank, the people built cardboard and concrete houses 
along that line. Of course the government knows it is there, but since its illegal, the government 
didn't give adequate infrastructure like in other villages. It is very challenging for an artist or art 
collective to solve such a social problem.

We spent one month with the villagers and found out they didn't have electricity and 
water. Regarding electricity, they actually solved the problem themselves because they found a 
power source from somewhere and hooked it up to their houses. But the second problem was 
really challenging. It was water. They live just beside the river, and what was most ironic was, 
there was the municipality waterworks bureau right beside them. Clean water is right beside 
them, but they cannot get access. So a friend of mine said, “OK, we lack knowledge on this topic, 
so let’s contact a friend who is a scientist.” We were taught how to filter water from the river and 
tried out many filtration methods. And finally, we were able to set up a filtration system. 
However, the people didn’t know how to maintain it. If it breaks down, nobody would be able to 
repair it. This was a project from the government, but you can see how inadequate it was.

So, we come back to the starting point again, that the only ones that can solve the prob-
lem in a place are the locals. It isn’t us, because we are just facilitators. The only things we could 
do were to teach them techniques, how to obtain materials and give them multi-day workshops 
until they can utilize the necessary methods themselves. Finally, they were able to obtain a very 
simple filtration system and drink water safely. However, I think the reason why we achieved 
this was because we had a connection with the local community. There was a mutual acquain-
tance that facilitated on our behalf with the village. 

If we were called to a village in Japan, we may not be able to solve anything. I gained a 
valuable insight from this experience, which is that we the artists do not solve the problem. We 
can only be facilitators to introduce techniques that the people can use for themselves.

—Media art has been in its first step, where we worked on something inside white cubes at mu-
seums. Now, I feel that we have reached the second step, where we ask how we can interact and what 
we can do with raw realities, including ecosystems and real life in society. We can say that Tokyo is 
among the world’s largest consumption cities. I believe that, while we admit and accept this fact, we 
must create an elaborate blueprint for new actions and how to take these actions in order for Tokyo to 
become a media art hub. We are glad that we were able to receive various inspiring suggestions today, 
instead of pushing toward a single conclusion.

Thank you very much for your time today.

* This document consists of edited excerpts from the discussion at the symposium “Art & Technology.”

Fig. 4  A scene from the exhibition Open Call Laboratory – 
An Exploration into Social Anthropology in Asia (2014, 
Yamaguchi Center for Arts and Media [YCAM])  Photo: 
Ryuichi Maruo (YCAM)  Courtesy: Yamaguchi Center for 
Arts and Media [YCAM]
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Social awareness and art practice

During the 1990s, when media art began to receive recognition, Japan attracted atten-
tion alongside the likes of Germany and Austria. This was thanks in large part to the 
opening of the NTT InterCommunication Center [ICC] by Nippon Telegraph and 
Telephone Corporation (NTT) to commemorate the 100th anniversary of telephony in 
Japan, though it is no exaggeration to say that at the time only Japan stood out as 
ahead of the pack in Asia. It is thus important that this symposium on art and technol-
ogy took place at ICC, bringing together participants from around Asia to produce a 
meaningful discussion about how this field will develop from now. In the 1990s, there 
was a tendency for media art to be seen as anticipating the cutting edge of technology. 
But today, when media technology has completely permeated our everyday lives, artis-
tic expression that uses such media has taken on a historical scope and become closely 
entwined with present-day social issues.

Thinking about media art in this condition today is synonymous with thinking 
about the position of contemporary art in society. It then becomes necessary to think 
about it from the question of what type of role Japan has taken in the world since 
modern times until now. Particularly in the postwar era, Japan’s level of social well -
being accelerated to a whole new level by rapidly acquiring and employing technology 
from the United States. The reason for this economic advance is said to be Japanese 
dexterity. And yet it was not simply due to dexterity per se, but surely was made pos-
sible by experiences underlain by Japan’s long history as well as its profound social 
culture. A society with a complex cultural background already has an abundance of 
comparable experiences and examples to draw on for understanding other cultures. 
This richness of culture has brought about rapid technological advances in Japan from 
the beginning of the Meiji (1868–1912) until the postwar periods. In the recent devel-
opment of media art in Japan, I think there is this high comprehension of and receptivity 
to technology.

Diversity through art enriches the world

Throughout many discussions held in the 1990s, particularly in Western Europe, media 
art was said to have emerged out of the intersection between science, technology, and 
art, and its very significance was in the crystallization of these discrete fields as works 
of art. Until now, this kind of discussion has been understood as expedient for revital-
izing academic fields that had become extremely atomized. Considering that, 
historically speaking, the categorization of science, technology, and art as separate 
disciplines was part of the process of forming modern society, I believe media art is 
something that represents the potential for (re)integrating them, something that func-
tions as a means of transcending the very modernity in which they were made. For 
example, revisiting the diverse range of instruments made for scientific experiments 
around the eighteenth century with a contemporary eye, we can see traces of Man’s 
complex thinking behind their creation. While functioning as effective tools to realize 
the goals of experiments, these instruments  seem to also exist as works of art,  
or “media art” pieces. And by virtue of this dual dimension—of functioning as an 
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instrument while also revealing the activity of a person—we could surely almost call 
these media art. That these instruments are now housed and stored in museums testi-
fies to the fact that we value them above and beyond mere scientific applications.

This way of thinking has accumulated within a history that unfortunately centers 
on Western Europe, though it is worth considering that if our understanding of the 
terms “science,” “technology,” and “art” had differed from their original meanings, 
things may not have necessarily developed in the same manner. What I have misgiv-
ings about is that the terms “science” (kagaku) and “technology” (gijutsu) in Japan are 
often used interchangeably and, moreover, there is a lack of understanding of “art” 
and thus, by extension, a particularly poor understanding of the relationship between 
society and art. Intrinsic to science is the quest for truth, while at the heart of technol-
ogy lies the materialization of potential. A scientific quest is an incredibly personal and 
incredibly solitary activity. But technology, once it has been invented and completed, 
is transferable to others and even the specific steps toward its invention are frequently 
shared. The general understanding of art in Japan would seem to be an extension of 
this kind of understanding of technology. It is a way of thinking in which the level of 
craftsmanship-like perfection is seen as synonymous with its value as a work of art. 
Making something beautifully or well always occupies the privileged position in our 
value judgments. Indeed, the concept of art has played an important role in the birth of 
modern society. For the monarchy and nobility who needed to invent an authority that 
could take over the power of the Church, a mimetic representation of the world through 
a scientific view of the universe, such as the invention of the clock, proved effective as 
an alternative that could give them a new position independent from God. However, an 
important contemporary concept of art is that it is a manifestation of an individual’s 
inner creativity and unique worldview. When our perception of the world navigates into 
a single value, art creates diversity in opposition to this, which then enriches the world. 
In this context, art and science both occupy the same solitude of not being understood 
by the public, of deviating from common sense. It is precisely this solitude that is the 
reason for my own existence and necessity for expressing myself.

Art’s critical misuse of technology

As I said, in Japan there is a history of attempting to understand art based on the under-
standing of technology. Art education started as a superficial importation and imitation 
of Western European art—a phenomenon that is not limited to Japan but takes place all 
over Asia. In other words, people who are “good at painting” are actually good at 
copying “good paintings.” Manuals or some model examples are requested even in 
classrooms for teaching media art. No one can learn art; art is not an object of study. 
However, within such a framework of understanding about art, we now need to think 
about how to situate or think about art that uses latest technology as its medium.

Incidentally, “technology” exists for me as an object or material for contempla-
tion. The majority of technology is invented without a clear goal and only a few 
successful examples are manufactured into products that then circulate in society. 
Thus, technology has unknown possibilities in virtual, almost all of which are left un-
discovered. In order to unearth these, I believe that it becomes important to deal with 
technology with a critical eye. Or it is necessary even to misuse technology. I believe 
this has the ability to restore the original relationship between technology and human-
ity; it is the ability of art. We might call this kind of misuse, bricolage. Indeed, this kind 
of idiocy is needed to oppose technology that has become so incredibly industrialized 
and domesticated by capitalism.

This is basically my personal opinion and scheme of things, the way I see things, 
which is ahead of its time. The world, it seems, remains stuck at a stage where every-
one is still obsessed with consuming cutting-edge technology and enjoying it as 
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entertainment. This is particularly the case for countries that came into contact with 
technology without seeing the actual process of its invention: for them, technology must 
seem almost god-like, as if it has suddenly descended from the heavens. Here, technol-
ogy is still outside the hands of men, and instead is something that exists in the realm of 
the divine. Surely this is how technology is understood today in some Asian countries.

Liberating technology from capital

Japan currently occupies a fragile position in regard to other Asian nations. For example, 
promoting media art as an art form that handles technology critically provides a valu-
able opportunity to think about art itself and, in the sense of enhancing equal 
opportunities to interact with technology, assumes promoting democratic ideas in the 
global context. However, on the other side of this democratic spread, influenced by the 
wave of globalization, is the strong possibility of it being regarded as compliance with 
Western Eurocentrism and, as such, there must also be those who argue that it is not 
necessarily Japan’s role to engage in such endeavors. Moreover, while there are many 
examples of Japanese media art that receive acclaim, they do not necessarily belong in 
this particular context. When we consider that much of the praise is an extension of the 
assumption that artworks must be made beautifully through the skillful use of technol-
ogy, it possibly becomes necessary to reinterpret this as a kind of “Japanese uniqueness.” 
And yet, I do not think there is meaning in situating media art as, say, an extension of 
the craftsmanship that has continued since the Edo period (1603–1868), and, from the 
perspective of foreign nations, such a view would surely be understood merely as fool-
ishly extolling the ethnic superiority of Japan, which cannot be accepted abroad.

It is worthy to note that within the rapid development and changes in informa-
tion technology over the past twenty years, the actual manufacturing of electronic 
devices is done here in Asia. Why don’t Swiss clockmakers build smartphones, for ex-
ample? Surely there would be nothing strange about them making a handmade 
smartphone that would be sold for an excessive price. And yet, the components inside 
the phone will always, undoubtedly, end up being made in China. Why? Well, a factory 
to assemble parts too small to be made by human hands would not be cheap to set up 
in Switzerland, nor would you be able to compete with the speed of change in informa-
tion technology. Indeed, in areas where this type of industry exists, people are now 
being completely mechanized in order to maintain and keep up with the change: hu-
mans are becoming part of factory machinery. Historically, this could be seen during 
the Industrial Revolution in Western Europe, but it is happening once again today in 
Asia. Technology is completely under the control of capital. And, if we think about the 
causes behind this, we might consider that Japan’s role is to promote works of art that 
portray humans as living beings rather than machines, and the mission of media art is 
to liberate technology from capital.

Masaki Fujihata  (Media artist)

Masaki Fujihata is one of the pioneers of new media art in Japan. Beginning his career working in computer 
graphics in the early 1980s, he used stereolithography to materialize 3D models into sculptures before 
shifting to interactive artworks during the 1990s. In 1996, he became the first Japanese recipient of the 
Golden Nica at Ars Electronica with Global Interior #2 (1996). His highly acclaimed Field-Works series is a 
collection of works beginning with Impressing Velocity (1992–1994) and continuing until Voices of Aliveness 
(2012) that connects real and virtual spaces by adding GPS data to video, demonstrating new possibilities 
in recording and memory. Prior to becoming professor emeritus, he served as director of the Graduate 
School of Film and New Media at Tokyo University of the Arts from 2005 to 2015.
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Symposium Organizers’ Profiles

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.artscounciltokyo.jp/en/

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 interact
ing and working together in Japaneselanguage education, arts and culture, sports, and grassroots 
and intellectual exchange, the Asia Center pursues to develop the sense of kinship and coexistence 
as neighboring inhabitants of Asia.
http://jfac.jp/en/
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