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Presentation 1.

The Vision of Asia’s Cultural Hub City and the Asian Culture Complex

Choi, In-Gee_Concept Creator of "Multispace” Project, Director of the Asian Culture Complex

management Team of the Executive Agency for Cultural Cities at the Ministry of Culture and
Tourism

Presentation 2.

The Re-enchantment of Everyday Life

Felipe M. De Leon, JR._Professor of Art Studies at the University of the Philippines, He is

currently Commissioner and Head of the Subcommission for the Arts of the National

Commission for Culture and the Arts (NCCA)

Presentation 3,

PROPOSITION D'INTERVENTION SUR LE THEME Musée & Nature

Serge Chaumier_Serge Chaumier is a professor of the Department of Sociology at

UNIVERSITE DE BOURGOGNE in France,and the head of Centre de Recherche sur la Culture,

les Musée et la Diffusion des savoir (CRCM) in the university.

Presentation 4,

New Approach to the Current Culture

Martine Joly_Martine Joly is a chair professor emeritus of the Department of Communication
at UNIVERSITE DE BORDEAUX 3 (UNIVERSITE MICHEL DE MONTAIGNE) and is responsible

for production and education of audio and video materials at L'Institut Supérieur de I'Information
et de la Communication(ISIC).
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Presentation 5,

From Center to Node: Museum as Creative Incubator

Yukiko Shikata_Yukiko Shikata works as a curator of NTT InterCommunication Center, and
an independent media art curator & critic. She is a specially-assigned professor at Tokyo Zokei
University, guest professor at Tama Art University, Kyoto University of Art and Designand Osaka
Seikei University lecturing directing of contemporary art exhibition.

Presentation 6,

des Nouveaux Médias

André Iten_André lten is the founder and art director at the Centre pour [image
contemporaine a Saint-Gervais Genéve. He is also the director of "The Biennale of moving
images(la Biennale de L'image en Mouvement).

Presentation 7,

Fractal Maps for Multi-Space Pilgrims

The Multi-space City - Gwangju International Culture Hub

John Wood_John was deputy head of the Fine Art Department at Goldsmiths before writing
and coordinating several innovative design courses including the MA Design programme. As an
artist he has exhibited in 21 countries including the Australian Biennale (1988). His site-specific

installations include a full size fake peep show built in Soho, London (1986).

Presentation 8,

Can interactive art be displayed?

Stage setting that casts the question

Jean-Louis Boissier_Jean-Louis Boissier is a professor of the Department of Aesthetics and
the Chief Instructor of the modern arts and new media master course at UNIVERSITE de Paris
8 and the head of CIREN, the interactive aesthetics research center.
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As we live through an age, we defy the testimony of distorted procreation of history.
By sowing the seed of creation in the unexplored land, we dream of shifting the
course of history, changing the way people view the world.

Outgrowing the traditional fulfillment of the desire of building the economy through
the urban regeneration of a declining city, the project of "Gwangju, Asia’s Cultural
Hub,” aims to overcome a negative historical view while expanding the horizon of
renewed positiveness. This is what sets Gwangju apart from other planned cultural
cities in the West.

Against this backdrop, Multi Space in the Asian Hall of Culture stands independent of
past formalities of thoughts.

In other words, in this multi space, Asian resources and structure of thoughts exist in
harmony with our senses and any one is welcome to fulfil his or her imagination to
the greatest extent possible regardless of the division of production and consumption
and of subjectivity and objectivity.

Borderless creativity of renowned scholars participating in the workshop will hopefully
converge with future technologies, Asian resources and Asian system of thoughts,
opening up the horizon of cognitive awareness. That exquisite convergence is where
you can identify and appreciate the potential of multi space.

The universe of imagination awaits you. Enjoy it to your heart’s content!

Thank you.

January, 2007

Ministry of Culture & Tourism

The Executive Agency for Culture Cities
Lee, Young—Jin

Chief Executive Officer
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Experts from home and abroad as well as government and local
leaders responsible for cultural policies are gathered together here
in the time-honored city of light, Gwangju, to deliberatea single
question: How should a new art museum of the 21st century be
established and operated?

The efforts to find the answer to this question will be escalated
through a three-staged in-depth discussion process, namely, the
workshop and the pre- and post-workshop discussions.
Furthermore, we put the great effort to organize time for free
discussions to maximize communication and interactions among
participating experts and to ensure productive and useful
outcomes.

I wish this event to serve as a precious opportunity for the
culture of this city to be introduced to and appreciated in the
wider world. Also, I wish the academic exchanges and
friendship among participants to continue and deepen in the
future. In closing, I'd like to wish you all a memorable, pleasant

sojourn. Thank youl!

January, 2007
Cho, Tai—Byung
Chief Manager of Multi—=Space Division

Asian Culture Creation Center
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Time Table
MultiSpace International Workshop
2007 1 22 — 2007 1 25

Damyang Resort

Monday, 22nd January

_Opening Greeting
10:00-10:15  Introduction 1

Young-Jin Lee/ The ‘Culture of Light" Project
10:15-10:20  Introduction 2

Tai-Byung Cho/ Introduction of The Organizing Division for Multispace
10:20-11:10 Special Speech

Kyu-Sung Woo/ ACC planning Forest of Light' and Multispace
11:10-11:30 Tea Time
11:30- 2:00 Special Speech

Hong-Nam Kim/ National Museum of Korea and Asian Culture Hub

12:00-13:30 Lunch

_Workshop 1 (Moderator: Sung—Do Kim)

13:30-14:20 Presentation 1.
In-Gee Choi/ The Vision of Asia’s Cultural Hub City and the Asian
Culture Complex

14:20-14:35 Tea Time (15min)

14:35-15:05 Presentation 2,
Felipe M. de Leon, JR./ Re-enchantment of Everyday Life



15:05-15:35

15:35-16:05

16:05-16:20
16:20-18:00

Presentation 3,

Serge Chaumier / Musée & Nature

Presentation 4,

Martine Joly/ La Culture Aujourd’hui, Nouvelles Approches

Tea Time

Free Discussion

Debaters/ Hong-Nam Kim, Young-Jin Lee, Kyu-Sung Woo, Felipe M. de Leon,
Serge Chaumier,

Martine Joly, Yukiko Shikata, André Iten, John Wood, Jean—Louis Boissier, Ho—-Sook
Kang, Hyung-Sook Kim, Kwang-Myung Kim, Myung-Hwan Kim, Dong-Yoon Kim,
Kwang-Moo Park, In-Gee Choi, Won-Kon Yi, Tai-Byung Cho, Soon-Bho Park

18:00-20:00 Dinner

Tuesday, 23th January

_Workshop 2 (Moderator: Won—Kon Yi)

10:00-10:30

10:30-11:00

11:00-11:15

11:15-11:45

11:45-12:15

12:15-14:00

Presentation 5,

Yukiko Shikata/ From Center to Node: Museum as Creative
Incubator

Presentation 6.

André Iten/ Le centre pour 'image contemporaine de Genéve, un
laboratoire pour l'art des nouveaux médias

Tea Time

Presentation 7.

John Wood/ Fractal Maps for Multispace Pilgrims
Presentation 8.

Jean-Louis Boissier/ Les arts interactifs s'exposent-ils?

Lunch



_Workshop 3 (Moderator: Won—Kon Yi)

14:00-15:00

15:00-16:00

16:00-16:20
16:20-18:00

18:00-20:00

Speech

In-Gee Choi/ What is Mutispace?

Free Discussion

Debaters/ Felipe M. de Leon, Serge Chaumier, Martine Joly, Yukiko Shikata, André
Iten, John Wood, Jean-Louis Boissier,, Ho-Sook Kang, Hyung-Sook Kim,
Kwang-Myung Kim, Myung-Hwan Kim, Sung-Do Kim, Dong—Yoon Kim, In-Gee
Choi, Tai-Byung Cho, Soon-Bho Park

Tea Time

Free Discussion

Moderator/ Won-Kon Yi

Debaters/ Felipe M. de Leon, Serge Chaumier, Martine Joly, Yukiko Shikata, André
Iten, John Wood, Jean—Louis Boissier, Ho—Sook Kang, Hyung—Sook Kim,
Kwang-Myung Kim, Myung-Hwan Kim, Dong-Yoon Kim, Sung-Do Kim, Sung-Do
Kim, In-Gee Choi, Tai-Byung Cho, Soon-Bho Park

Dinner

Wednesday, 24th January

_Final Discussion 1 (Moderator: Hyung—Sook Kim)
10:00-12:00 Debaters/ Felipe M. de Leon, Serge Chaumier, Martine Joly,

12:00-13:30

André Iten, John

Wood, Jean-Louis Boissier, Ho-Sook Kang, Kwang-Myung Kim, Myung-Hwan
Kim, Sung-Do Kim, Dong-Yoon Kim, In-Gee Choi,

Won-Kon Yi, Tai-Byung Cho, Soon-Bho Park

Lunch



_Final Discussion 2 (Moderator: Won—Kon Yi)

13:30-16:30

Debaters/ Felipe M. de Leon, Serge Chaumier, Martine Joly,
Yukiko Shikata, André

Iten, John Wood, Jean-Louis Boissier, Ho—Sook Kang,
Hyung-sook Kim,

Kwang-Myung Kim, Myung-Hwan Kim, Sung-Do Kim,
Dong-Yoon Kim,

Kyung-Nyun Son, In-Gee Choi, Tai-Byung Cho,
Soon-Bho Park

_Closing Ceremony

16:30-17:00
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Presentation 1.
The Vision of Asia’s Cultural Hub City and the Asian Culture Complex
In-Gee Choi

Presentation 2.

Re-enchantment of Everyday Life
Felipe M. de Leon, JR

Presentation 3,
Musée & Nature

Serge Chaumier

Presentation 4.
La Culture Aujourd’hui, Nouvelles Approches
Martine Joly



Presentation 5.
From Center To Node: Museum as Creative Incubator

Yukiko Shikata

Presentation 6,
Le Centre Pour L’'image Contemporaine de Genéve, Un Laboratoire Pour L'art des

Nouveaux Médias

André Iten

Presentation 7,

Fractal Maps For Multospace Pilgrims
John Wood

Presentation 8,

Les Arts Interactifs, s’exposent-ils?

Jean-Louis Boissier



Choi, In-Gee _ Concept Creator of “Multispace” Project, Director of the Asian

Culture Complex management Team of the Executive Agency for Cultural Cities at
the Ministry of Culture and Tourism

Choi, In-Gee is a director of the Asian Culture Complex management Team of the
Executive Agency for Cultural Cities at the Ministry of Culture and Tourism. He has
participated in the Cultural Hub City and Cultural Hub of Asia Projects from the very
beginning of the planning stage. Before that, he worked in movie production and
investment, having been involved with the movies "Peppermint Candy”, (Lee,
Chang-dong, 1999), "Oh! Soojung”(Hong, Sang-soo, 2000), and "I Mare”"(Lee,
Hyeon-seung, 2001). Except for those well-known movies, he planned various movies
such as feature-length films, experimental movies and documentaries. He has also
been actively engaged in various cultural & art fields including stage design, record
producing, props design and performance planning.



E

FoldE
Korean

A otESFANEA S MATH ZHo A olESAY

o7
0K

!
oH

oA OHEBIF A Al ZAAIYG S 21417 7 He] Erjolxt AlA

el
Z

)0

m_e

Al

) AL

3

Fol o] 5

=

il
o
ol 7}

a3

‘ato| $t=(Creative Korea)

= =7h

ol 3ol

fg-

EERED

stel A4,

FAR oz el

w7

[s=RSi N
SE=



stq 7h
gk Al
28

<,
[e]
-

3= e

=
aC
=
o
S

o] %

7
o] Axle] 7

=

o Do Jx
2 82 4%
j =

o
s

=

=

[m]

I

%

1

X
(hi

q

AR e st

1
A eln Q4Hew 7

ke]
pid

&

F oly2l NGO

o
gul

h:]:

SOla=All

H1 o
2 I ZA7}

Pe!
A
=

=

3
7}

A~
o
§], ()]

PN

=

ERERIE:

3}

h=}
=}
R

LU

o}A]o}
o} A]o}

A

T

5t

[e)

¥

fo A o] it

o
= 7(]

o
A GAA ] AA Aol Wogn uEII7IA 7BAA
=

43}

]

LEE A, D|2H SR EHRZ A, OFAOIT S}
I

3

. l/kg.j/_

OtAIOHR
nhAgho 2

%

dlEow oo} 3

3}

o]

=

=

J7F =4

A
7}A Z17e] uiE AA HWhE g

A%

=

o

e
#

=

3

,

Aol o]t 74

T3}
Er
B

1 A=

|

ml s} 742 7}
s}

9]

125} AR mAol,

1l

A=}
h=i
L

=

S

o

b Ape) 7

[e]

]

A
!

s opAlo}

s 749

p==%

[e)

o

bE|

=

=

ul
=

=4
o

]

(=]
oh Eg A [A7F

A8l FHA] ol e

wAT ©]
hyE
Al
T -

=

=

=
K2

opAlobE-3}

A7F ZepEel e E=AL E=AL A7

o ohAote] Ao}
2. O|gat 7tX

A wA

[

g

s

8= 7re] o]

oo
=

o)
=

|

T
1o



3. &f OfAJOFRIZI?

ot oREBHE A=Al EAAGCNA ofrloks AEA QIS HAE Holdol o THAE

FHetn e BRATe T8 dvldAg opalold AAIT AF7A obAlob
AFT 5 QE TE Qojiu ohje 24E obAobE Wikt Hae7t FAR. of

Aofelow A QEdE Bpsta ATe] ANS WATeZA opxolE AT <lof
2 A gk BE obAoh: ol ABATYY T W Bl vgstel FEHS
27] ofgitha @k Teu BFE vlEste] Wy, Welw, welol Ao}, vk} § ol
of FHEE WANA AP} AT /1EE PulRHon Fgte] R st 34
2 A B AR A2 PR Ak ol @ BRelA ool B A7) AR A
Aol B, Adst gE el 9471, B3] 9718 Rolgh wepd usAadE S5
A WEAAL olrlote] meka BEHAZE 1 0e 9] & Aol ARt obAlolr s
o AAE TA 23 o AL ouls AT T, BEHFNT
S} BREES FHekn ) £94Y tgE BEAE Audsks deolth o2 99
SHAOHEFA EAE B35S B3l cbote] Hahd AtE EwstaA
2047], AAS B olrol PFHm Atk oleld WF S obrlote] vhaka Sabs)
ﬂ%—@ o] Mol B A, S B Sol o45HA F
L G o4l slFe] mee Seye] BE o] 4gHy mE

o] ez Al7]el oot mgiE s dYl E=olA mmey &

Oll

o

asel it ﬂx'ow% nfd de) mUEs vz B
S FAMeI Ed 1 TANL JNeR & £FT BEL opAlolEse] NS A
F7 A48 & Rolv] 1 AR Ee um—g— @ dier wakE 3FS T Relvh

ohAlohE sl A EA B} Sgolrloh e dge] A EF o]e} HAT Wikl gluk.



SEg 949 Ad A7 e O B2k
& opAo}E Tolw Aolu] ole] AL a7} s} oge] AEast wA

& BT TP, ohAokIEe) FAG WRNA vEH Stk

=8| Ha|

oAt SFA EAlE MY 4 AHEET ofel A mAESAY 1 =

A 7h AAED AN 7 Z2ads 7 Qe Aud yeEga Asd 75

3 &3t oA e w&s Fuistete] =A AAe] w3tde GAstE Aol

oleld wabe] Ueliz kel AAE Hol o] oba 2,

=7bg zh, aela AAe =AE {4 23 il EAR o] ofrlote] &
g F 3o

ot 1

G

5
o
\I
N
i

SPACESFHEA, BFE EAE A Qi Aol ohd 1 AA} St
A AZE BAe BAE e FAAR velRn. =% NRAR, 1UE, BAEA

o) chgrhge] FEY F At AHH) EAE TAY Aot
%



N f20i% TSR0 ¥

smyle FEAE AFve Alsjehs 2v 253 580 FzEosd P uw

7b kel Qolub Abslolnh. el ola) @aglo] olEett ko] WAow BE

o AL At A Adde] ARe vnE 558 4ARe F4e9
SERIEEE , =

_P]_
3} 2ol A Holi} okAlol R A ofe] =
Foln AAE BAEG ol



Urban planning strategy

<OIA[otEEZA A =Mz z=>

Neo-Humanic City

Asian Culture

Interchange

Human Rights
& EduCulture
District

Research > Education

Asian Tradit ral Landscape &
Culture District o-environmental

Conservation District

Culture for
the general public

Pride iiiwiiang Program
un
Sense of Culture Site led b
: - {Culture Room) Y‘
community the public

Asia Culture Hub, Gwangju
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Choi, In—Gee

Gl e
English Version

The Vision of Asia’s Cultural Hub City and the Asian Culture Complex

1. Background, Mission and Visions of the Asian Culture Hub Gwangju Project
Balanced National Developmentthrough Culture and Strategies for Cultural
Development on the National Level

The Asian Culture Hub Gwangju Project, is a government-led initiative of the Roh
Moo-hyun’s participatory government to pursue the nation’s cultural development
starting from Gwangju. To this end, by having its focus on culture, the new growth
engine for the country in the 21* century, the project aims at creating new models for
balanced national development and fostering a cultural powerhouse for Asia with a
cycle of cultural development beginning with exchanges to inspire creative activity and

lead to in—depth research and education.

This project will present us with models and visions for urban development with
culture as their main driver, not urban planning driven by reckless construction and
development. In this sense, the project will set a precedent for future culture city

development projects of many cities.

Government’ s cultural policies = Building a Creative Korea

The government also refinedits visions and strategies for cultural polices to better
align them with the knowledge—based economy of the 21* century. What lies at the
heart of the refinement is the determination to achieve the goals of "Creative Cultural
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Citizens,” a "Pluralistic Culture State,” and a "Culture State raging with Dynamism”
under the vision of building a "Creative Korea”. This is based on the recognition that
the creativity of an individual, region, and nation is fuel for a country sprogress.
Gwangju is determined to play a central role in realizing a "Creative Korea” and a

"Culture State” through promotion of creativity, cultural identity and diversity.

Gwangju, a City of Asian Culture Interchange, Future Type Culture Economy and
Asian Peace Arts

Asian Culture Hub Gwangju pursues the aim to be a cultural hub city for Asia
attracting global attention to the place where the cultural resources of the continent
are gathered and a diverse range of communities and cultural values coexist and
prosper so that foreign cultures as well as domestic cultures are lived and exchanged

on a daily basis.

In addition, the city of Gwangju aspires to be a model for future urban development
where culture serves as a driver for regional growth while building a value-added
economy and thriving on emotional sensitivities and creative imagination. In the city,
every facet of life will be filled with exposure to a broad range of -cultural
experiences. As a result, life in the city itself becomes a unique brand, and citizens’
cultural taste andexperience create cultural markets, while the markets, in turn,

enhance their tastes and experiences.

Lastly, Gwangju seeks to lead in terms of global culture and arts into a new
dimension by providing a space for experimental and creative activities by Asian
artists and culture experts. The city will support NGO's activities to embed the
solidarity for future Asian peaceinto the daily lives of the public and to uphold the
spirit of peace. This will ensure that Asian culture and arts will serve as a driving
force for industries in the future and also that a physical foundation for Asian

freedom, equality, and peace will be built.
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2. Philosophy and Values

The philosophy and values of the Asian culture hub focus on building a
"Neo-Human City,” a city where neo—humanism is embodied. Neo—humanism
originates from oriental philosophy that distinguishes neither humans who fulfill
theirduties as a human in a genuine sense from those who fail to do so, nor humans
from nature. Rather, they perceive humans to be part of the nature and embrace
humans at their heart. With such philosophy and values of the Neo—-Human City in
mind, Asian Culture Hub Gwangju seeks to be a base for succession, development,
and creation of Asian culture through active cultural exchanges with Asian countries.
The project is aiming at providing a milestone for a "culture state” and future urban
development models by transforming Gwangju into a futuristic city branded by charm
and aesthetics where every facet of the popular cultural lifestyle can become a
commodity, and hence have a culture drive the economy.

3. Why Asia?

The Asian Culture Hub Gwangju Project is based on the understanding of Asia as
a region embracing a variety of values and culturalgroups beyond its geographic
proximity. So far, there has been neither a common language of communication nor an
Asian voice to speak on behalf of Asians. Although we live as Asians, we have
internalized the perspectives of various western countries and view ourselves through
the eyes of westerners rather than our own. Of course, it is not an easy job to find
commonalities among Asian countries with our varying languages and traditional ways
of living. However, ahost of Asian members including Gwangju, Vietnam, Malaysia,
and Myanmar share similar experiences in the course of their history, such as colonial
rule, dictatorship, blind adoption of western standards, and crippled modernization.
During this period, the people of Asia fell into an identity crisis amidst confusion with
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regard to the view of the world around them, and suffered devastations in nature,
living space, and culture. As a result, the once-radiant aesthetics and cultural values
of Asia that had evolved to highly exquisite and unique dimensions have been
seriously corroded. Recovering and rebuilding the cultural values of Asia signify an
endeavor to overcome one’s sense of cultural supremacy and dominance while at the
same time breaking free from subordination to a foreign culture. The effort will help
rediscover the dignity and diverse cultural values inherent in human life. For this, the

Asian culture hub pursues to build a peaceful solidarity for Asian through culture.

In the 21" century, the world's attention is on Asia, especially its general
frameworks made up of a wide-range of historical experiences and cultures, high
productivity from ethnic imaginative power, and excellent ecological environments. In
this century where all has been experimented and all the answers have become
outdated with the exhaustion of planning and schemes crated by rationality and
reason, Asia is a chaos and also an exit open to the future.

This new set of paradigms starts from a sense of positive self-regard. Every
unique moment created by billions of anonymous Asians in their life is the very
power enabling exchanges of and respect for other cultures. Communication and
exchanges based on this will renew our recognition of values of Asian cultures and

the values, in turn, will create alternative cultures for the future.

What Asian Culture Hub Gwangju and the Asian Culture Complex pursue is also in
line with this thinking. For Asians, the existence of self and neighbors has been in
oblivion for too long. As this is the case, the project hopes to present a new vision in
succeeding, developing, creating, and educating Asian cultures by eliminating blockades
in communication and interchange among Asians and building solidarity and
understanding about each other’s cultures.

Asia’s unique lifestyles and digital technologies will extract a "new Asia” from "the
old future Asia”. This can start only from extensive communication and exchanges
between Asians, just as a new culture can be created and grow only through

exchanges of more than one different culture.
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Diagram of the Underlying Principles
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4. Conceptual Framework

Circulation

The Asian Culture Hub City fosters inter-entity communication and life-giving
circulation among the different functions of the Asian Culture Complex (ACC) as well
as between and among the following pairs: the ACC and the city, city to city, city
and state, product and productivity, creator and consumer, and culture to culture.

This principle of circulation will go beyond national boundaries to be expanded into
active exchanges and networks of Asian countries, between Asian countries and
western countries and among cities around the world to facilitate the creation of Asian
cultures and enhance cultural values of Asia in the global market.

Creation, Values and Change

Asian Culture Hub Gwangju views a city not as something stagnant, but as a “city
of creation,” an organic existence constantly in the process of generating something
novel, always on the move toward creative dynamism. The Hub City will build a "city
of values’where things and ideas cherished by the community coexist in harmony
with the beauty of the urban environment, instead of blindly pursing external beauty
ignoring the gap between the rich and the poor, high density, environmental problems,
and so on. It is a “city of change” incorporating the evolving political, economic, and
social contexts of our times in the blueprint for urban development and welcoming

future change to come.
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“Nomadic™ Neo—Community

Unlike communities of people with permanent abodes, nomadic communities
emphasize communication and change. This naturally leads to active cultural
exchanges between them and other cultures. As their ways of living change
continuously whenever such needs arise, they have developed an open mind and
attitude toward new cultures and a set of unique perspectives on nature, that view

humans as part of nature.

These principles running through the life of nomads are emergingas important
values in cultural exchanges in modern societies where the era of digital technology
and culture is appearing on the horizon, while cities enjoy full independence, instead of
just being encompassed by the concept of a "nation”.

In the Asian Culture Hub Gwangju Project, the principles commonly found in
communication and exchanges with countries abroad and within a country are those
cherished by the Nomadic Neo-Community that highly values and respects
communication, circulation, and change. The city of Gwangju will move away from
self-alienationand separation to form active cultural exchanges with cities in Asia and
other regions around the world with a view to promoting its cultural viability and

economy.

Such cultural exchanges should be conducted on the national, regional, and
individual levels simultaneously. On the national level, exchanges with all the Asian
countries will be instrumental in shielding the Asian peace community from hegemony.
Exchanges among relatively poor and weak Asian countries will naturally lead to their
strong solidarity that will buttress Asian peace.

Meanwhile, on the regional level, cultural exchanges are a prerequisite for Gwangju
to overcome its self-alienation and consequently to developpride in itself and its
culture. For the city to be anAsian Culture Hub in a genuine sense, obstacles to
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communication and exchanges in the region should be removed, and mental, physical,
and human infrastructure should be in place to overcome the by-products of the
century-long regional alienation, mainly its exclusive attitude against and lack of

understanding of other cultures.

In this context, to support and facilitate cultural exchanges on the national, regional,
and individual levels, the project established the Digital Nomad Network (DNN)
strategy applying the principles of nomadic communities to the era of digital
technology.

The Hub City shall promote a sense of cultural community existing in diverse
forms for unique purposes governed by the spirit of autonomy in order to inspire
creative energies and cultural pride of not only Gwangju citizens, but also other
citizens in Asia. Such a community shall leverage a digitalized network to expand its
cultural boundaries above and beyond national borders to bring together both
producers and consumers of culture and those who have many cultural experiences to
share with others. Then, Gwangju will not be just a small city of a country any
more, but a hub for cultural exchanges where Asian cultures and those from other

regions around the world meet together and interact.

5. Role of the Asian Culture Complex and City Management Strategy

The Asian Cultural Complex(ACC) is designed as the place for Asian cultureto be
created, studied and educated through cultural exchanges. Its main facilities are: the
Asian Culture Interchange Center which supports cultural exchange projects conducted
within the ACC and elsewhere in the city in terms of physical and human resources
and information; the Asian Culture Center which is the headquarters of the ACC; the
Asian Culture Creation Center which is the seat of free art activities by creators; the
Children’'s EduCulture Center where aesthetically-appealing education contents are
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produced and displayed and the Asia Artplex where various forms of performing arts

of Asia are experimented and incubated. The characteristics and functionality of each

of these facilities should be determined not by a self-completing structure, but through

consistent extension and deepening based on the interrelations among them.

<The Structure of the ACC>

Area

Facility Main Sub—Facilities . Function
m pyung
Asian Culture Interchange A;\an Cg\ture Comp\ex Support Overseeing
Div., Online & Media Room,
Center Exchange Div,, Cultural Support cultural exchange
(Police Agency Main Bldg.) Div., Cilizens'  Center projects in Asia
- : Lounge, Information Center,
Bungngs Visitor Service Center Computer Room, elc.
targeted X Provincial Government Main _ _
for Building, Complaint Office, Police
renovation Police Agency symbolizing | Agency Annex, Commercial
the May 18 democratic Aattache
movement —An integration plan to be
(remodeling) prepared by a laskforce formed by
the May 18-related organizations
and be discussed aduring February
Development and Planning Div, In charge of the
Management Center for o h T overall management
Administrative Support Div,,| 455 138 -
Cultural Contents Strategy of Asian cultural
Conference Hall
contents
Research  Room, Data Room, A research
Research Institute for Asian|Project Exercise Room, Seminar institute for creative
L 4 1,576 | 477 4 )
Culture Room,  Administrative  Support planning concerning
Div, Asian culture
A facility to foster
® Asian GTl(Global, Trans, Inter) |Individual Research Room, Data creative cultural
Culture Institute of Asian Arts & |Room, Project Exercise Room,|2,286| 692 [planning -
Center Culture Administrative Support Div, Management
experts
Librar Culture  Lecture Room, Small
4 Meeting Room, Reading Room,
Park
Storage Room
Resource Multimedia | Showing Room, Projection The fusion of the
| R Vid R Film] 14.89 Asian Culture
Center for mage oom, ideo oom, iim 4,506 "
Asian Culiure | Center | Archive Data Room 5 Library and
S alized Archive
pecialize Multimedia Room, Reading Room,
Support : o
Material Organization Space,
Center
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Printing Publication Culture
Preservation/ Restoration Room

Creation  Atelier, Creation &

A space for free
creation where
free expression

Creative Studio Experimentation Center, 2 844| 860 techniques and
for Cultural Contents Presentation Room, Production|™ various forms of
Studio different genres
are fused into
one
Digital AV |Action Room, Sound Room,
Studio Editing Room, Multimedia Room
Telematics | Telematics ~ Studio,  Multimedia
Studio Room
Mechanic—P | Mechanic—electronic ~ Workroom,
. lastic Model Workroom Ceramic A studiowhere
i ' 4,99
? HAswan Mg‘snf;b Studio Sculpture Workroom 'O 1,509 cultural contents
Crueatuig): Joint Studio XA work space shared by are produced
Y Studio and Media Lab
Center - -
X R&D, experimentation and
Media Lab support fqr the update of
technological power of the
Production Studio
Permaqent % 1000 pyung in area and more
Exhibition . .
than 120m in height, . .
Hall An interactive
Multi—Space Exhibition . . g 8,720| 2,638
Hall aivided into 2~3 separale advanced
spaces multimedia
Ubiquitous | % 7est bed for technologies
Experience | ubiquitouscontents, A 300-pyung
Room area
Theater A factory and
!\/Iult\purpose Theater, Lobby, Information Desk, outet fqr Asian
Performing . 6,278| 1,899 performing arts
Checkroom, Reception Room o
Hall Back of , functioning as
House an incubator
A space for
@ Asian sharing/
Artpl i
fiplex e Rehearsal Room, Stage experience
Citizen s : - where
: Production  Room,  Projection - ! -
Performing o 1,329 | 402 opportunities to
Club Lighting Sound Control Room,
Theatre . . ) demonstrate
Room Equipment Receipt/Issue Office

citizens
performing art
works are
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offered
Office, Conference Room, Prop -
Clothing - Device Storage Room,
" Storage Space
Other space and amenities Front of House, Showcase Room, 2,426| 734
Ticket Office, Information Office,
Nursery
Display Permanent Exhibition Hall,
Space Temporary Exhibition Hall
Media 1 cater for Children, Children’ s A window for
Space for Library EduCulture
Children’ s Children 1677 contents
EduCulture Education Creation Studio, Creation Class,| 5073 | designed to
Museum Facilit playground for preschoolers, create an
Y Multi—purpose Hall education—based
® Waiting Room, Nursery, culture
. , Amenities |Checkroom, Museum Shop,
Children )
s Cafeteria
Contents Program Planning Div.,
EduCulture
Center Contents |Contents Development Div,, The headquarters
Digital  Contents  Development in charge of
Developmen Div overall planning
EduCulture t Space Workshop Space, Equipment and and
Contents Material Storage Room 4,20 1972 development,
Development - - 6 ! exchange,
) Operation |Office, Conference Room, Data
Institute research and
Support  JRoom . .
industrialization
Storage General Storage Room, of EduCulture
Workroom, Warehouse, Storage
Space - contents
Management Div,
Integrated IT Operating Room,
e Disaster Prevention Center,
® Common Support Facilities Maintenance - Service 1,390 420
Management Div,
Art Shop, CineShop, Boo Cafe,
@ Auxiliary Facilities Restaurant, Food Court, Retail|3,457| 1,046
Outlets
79,47
O+@ 7 24,042
Grand Total
+ +C Al + 133,0
©+@ ) Omm(.)h, rea > | 40,255
Parking Facilities 73
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The ACC aims to establish itself as the hub of Asian culture that will explore,
inherit and develop the values of Asian culture and art through the combination of the
imaginative power of Asian culture and state-of-the-art information and
communication technologies. A cultural hub is where cultural exchanges occur
vibrantly through non-hierarchical networks, and, to this end, the ACC will generate
"core cultural energy” mainly through the implementation of relevant projects and then
create a virtuous cycle where this energy can proliferate throughout cultural districts
and bases across the city and the world. Further, the ACC will establishfunctional
cooperation among individual facilities or cultural bases across the city by building a

project-based operating system.

This principle applies also to the relationship between the ACC and the city. To
become a true cultural powerhouse throbbing together with the city and avoid shutting
down itself as a colossal island within the city, the ACC should boost and embrace
variegated and feeble cultural energies indigenous to the city. As such, the ACC will
create an environment where various culture-producing factors including relevant

programs, human resources and contents can interact organically with the city.

If the ACC is a factory or powerhouse of culture, cultural districts are the very
place where culture is distributed and appreciated. As a cultural powerhouse, the
ACC will generate creative energy, and then the energy will be channeled through the
workspaces of experts and creators in the city’s cultural bases to spread across the
city. It then will permeate into the everyday life of citizens and improve the citizens’
cultural literacy and ability to enjoy culture as part of daily life. Further, it will
encourage individual citizens to build their own cultures reflecting their unique tastes.
Ultimately, these cultures will redefine the city of Gwangju through their spatial and

temporal accumulation.
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Choi, In—Gee
Bojyigye

French Version

La Ville-Péle culturel pour 1’Asie et le complexe national de la culture asiatique

1. Environnement, objectifs et vision du projet
L’aboutissement du développement équilibré du territoire & travers la culture et la

stratégie du développement culturel & I'échelle nationale

Le projet de la construction de la ville-pdle culturel pour I'Asie a pour objectif de
créer un nouveau modele du développement équilibrédu territoire et de construire une
sorte de centrale asiatique ot des échanges culturels se concentrent, s'accumulent et se
croisent pour aboutir a la création, a I'étude et a I'éducation. Un projet d’envergure
nationale résolument axé sur la culture, nouveau moteur de la croissance aussi bien
que base du developpement du pays au 21°™ siecle, et activement menépar le
gouvernement actuel qui, partant de la ville de Gwangju, ambitionne de favoriser le

développement culturel du pays dans son ensemble.

Le projet, en proposant un modele et une vision du développement de ville reposé sur
la culture, loin de I'aménagement urbain basé sur les travaux publics et I'expansion
des villes, assumera un role dexemple édifiant pour dautres projets de la

construction du pdle culturel qui viendront certainement.

La politique culturelle du gouvernement= Construction d’une «Corée Créative»

Le gouvernement, prenant conscience que le développement national puise sa source,
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en fin de compte, dans la créativité des individus, des régions et du pays,a raffiné sa
stratégie et sa vision en matiére de culture pour une politique culturelle plus adaptée a
la société basée sur le savoir du 21%™ siecle. Trois objectifs affichéssous le slogan
«Corée Créative»: citoyen culturel et créatif, pays culturel et pluraliste et pays de la
culture dynamique. Ainsi Gwangju, comme pdle culturel, contribuera a réaliser une «

Corée Créative» et a construire un pays de la culture.

Gwangju, ville d’échanges culturels asiatiques, ville-pdle économico—-culturelle de
pointe et ville de I'art et de la paix pour I'Asie

En premier liey, Gwangju se veut ville déchanges culturels asiatiques ot des
ressources culturelles du contient se concentrent et que diverses communautés et
valeurs culturelles coexistent, se soutiennent et s'échangent. Une ville dont les
habitants jouissent, dans leur vie quotidienne, dune culture de niveau international. Il

s'agit donc d'un «hub» culturel en Asie qui attirera a coup sfr l'attention du monde

entier.

En deuxiéme lieu, elle veut proposer un futur modele du développement de ville
ouwvoit le jour I'économie sensible & haute valeur ajoutée grace a un nouveau moteur
de la croissance de l'économie régionale, cest-a-dire, la culture. Les habitants y
meénent une vie culturelle quotidiennement. La vie y est ainsi assimilée & une marque

de bien. Leurs gofts créent désormais le marché qui, a son tour, les améliore.

En demnier lieu, elle ambitionne non seulement de redessiner la carte culturelle et
artistique du monde, en accueillant tous les artistes asiatiques qui aspirent a la paix et
en servant pour ces derniers dun lieu de création expérimentale, mais aussi de
généraliser la solidarité pour la paix en Asie d’avenir et de porter I'esprit de la paix,
en protégeant les ONG pour qu'elles puissent mener leurs activités en toute liberté. La
culture et I'art d’Asie devienent alors un moteur de lindustrie future. Une base solide
pour la réalisation de la liberté, de 'égalité et de la paix dans I'Asie sera ainsi montée.
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2. ldées et valeurs

Le projet de la construction de la ville-pdle culturel pour I'’Asie a pour valeur
fondatrice le néo-humanisme, idée qui trouve sa racine dans la philosophie orientale
selon laquelle, 'homme étant une partie de la nature, il ne peut y avoir aucune
distinction entre homme et nature et homme humain et celui qui échappe aux normes.
Ainsi 'homme est vu comme un véritable auteur de sa vie. Basé sur ces valeurs et
idées du néo-humanisme, le projet se fixe comme objectif de faire de Gwangju une
ville-pble qui accueille, crée et développe la culture asiatique. Un objectif qui deviendra
réalité avec la multiplication et l'approfondissement des échanges culturels entre pays
asiatiques. Ville intéressante ou la vie quotidienne est elle-méme devenue un bien
culturel et dont la flaveur culturelle joue un rdle de locomotive du développement
économique, Gwangju offrira un futur modele du développement a toutes les autres

villes dans le pays et montrera une nouvelle voie vers un «pays de la culture».

3. Pourqgoui I'Asie?

Dans le projet, s'agissant de 1'«Asie», au-dela de la proximité géographique des pays,
elle rassemble divers groupes culturels qui partagent plusieurs valeurs. Jusquici elle ne
dispose pas dune langue commune avec laquelle peuvent se communiquer les uns et
les autres. Pire encore, restant sans «voix», elle ne parle pas delle-méme. Les
Asiatiques, quoi quils vivent leur vie en Asie, ont continué a regarder leur région
avec les yeux de 1'Occiendent et a linterpréter en langue occidentale. Il est vrai que
les pays asiatiques ont peu de choses en commun, compte tenu de tant de langues et
de modes de vie traditonnels qui y existent. Mais les pays comme le Vietnam, les
Philippines, la Malésie, la Birmanie et la Corée ont tous connu, entre autre, une
colonisation douloureuse et une modernisation précipitée lourde de conséquences, due a
l'adoption sans réfléchir des critéres occidentaux. Bref, ils ont vécu une expérience
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assez similaire. C'est pourquoi les Asiatiques ont connu des crises didentité, de lieux
de vie comme de nature, de culture et de confusion dans leurs visions du monde. Par
conséquent, on constate aujourdhui que l'esthétique propre & I'Asie et développée de
maniére a la fois originale et fine et sa valeur culturelle se sont effacées dans une
certaine mesure. Retrouver la culture asiatique et la mettre en valeur sont une
question de mettre fin au nombrilisme, a la domination et ala dépendance culturels et
de redécouvrir diverses valeurs culturelles et la dignité de la vie. Pour atteindre cet
objectif, la ville-pdle culturel envisage d'établir une solidarité pacifique en Asie a
travers la culture.

Au 21°™ siecle, I'Asie, vue dans son ensemble, monopolise l'attention du monde
entier. Un phénomeéne qui s'explique par la prise de consience par le monde occidental
de la diversité culturelle et historique, de la productivié impressionnante due a
I'imagination pluri-ethnique et de l'environnement écologique relativement bien préservé
de I'Asie. A cette époque ol l'entreprise de la raison et de la rationnalité perd de tout
son sens, que toutes sortes dexpérimentation sont possibles et que toutes solutions
sont devenues obsolétes, I'Asie représente a la fois le chaos, le labyrinthe et la sortie
ouverts vers l'avenir.

Le nouveau paradigme ainsi mis en place trouve son point de départ dans la
positivité de soi. Le moment de vie que faconne chacun de plusieurs milliards
d'Asiatiques constitue la réalité concréte qui rend possible l'échange culturel et le
respect des autres. A cela s'ajoute la communication et le flux qui permettront
d’apprécier la culture asiatique a sa juste valeur et qui donneront lieu a une culture

alternative orientée vers le futur.

Les projets de la construction de la ville-pdle culturel pour I'Asie et du complexe
national de la culture asiatique sinscrivent dans ce contexte. Il vise a enlever le
rideau faisant obstacle aux échanges entre les Asiatiques qui ont trés longtemps oublié
I'existence de soi et celle dautrui, de sorte que ceux—ci se comprennent mieux. La
solidarité étant renforcée, la ville-pble culturel propose une nouvelle stratégie qui
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consiste a accueillir, créer, développer et enseigner la culture asiatique.

Une nouvelle Asie apparaitra grace a la technologie numérique, au monde de la vie
quotidienne caractérisée par l'originalitéde chacun qui le compose et a I'Asie compris
comme le vieux futur. Son premier pas, comme la culture ne peut exister qu'a partir
au moins plus dun processus d'interaction, sera de multiplier les échanges entre pays

asiatiques.

4. Principes du projet

Principe de circulation

Mettant en place un dense systéme de réseau entre les villes, le complexe et chaque
zone culturelle dans une ville, les produits et les forces productives, les programmes et
les personnes, sans parler dun réseau entre chaque installation au sein du complexe, le
projet contribuera a maximiser la circulation de I'énergie culturelle pour dynamiser
finalement l'industrie culturelle de la ville dans son ensemble.

Par ailleurs, ce principe de circulation, franchissant les frontiéres nationales, conduira
a créer des réseaux d'échanges plus larges et plus enrichissants entre pays asiatiques,
Orient et Occident, et villes du monde entier, ce qui favorisera la création culturelle et
valorisera la culture asiatique dans le marché mondial de la culture.

Principe de création, valeur et flux

Dans le projet, la ville est considérée comme un corps organique en évolution
permanente qui est toujours en train dengendrer quelque chose. Elle ne s'arréte
jamais. Il ne s'agit pas dune ville qui ne poursuit que la beauté, sans prendre en
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considération la fracture sociale, la forte intensité démographique et le probléme de
I'environnement. Au contraire, ce sera une ville de valeur qui assure la coexistence des
valeurs communautaires et du manifique paysage. Concernant la construction, la ville
ne sera jamais vue comme un simple objet. Le projet saffiche promoteur d un
urbanisme qui adopte et reflete des flux politques, économiques et socio—culturels de la
ville en question.

Le tableau des principes de la construction de la ville-pdle culturelle pour I’Asie
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Urban planning strategy

Asian Culture Media District

Interchange Creation

Human Rights Science Ristrict

& EduCulture
District

Research > Education

Cultdral Landscape &
o-environmental

Asian Tradit
Culture District
Conservation District

Culture for
the general public

Pride Munikwab Program
i unhwabang
Sense of Culture Site led b
. - (Culture Room) y-
community the public
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Principe de communauté néo—nomade

A la différence de la société sédentaire, dans la communauté des nomades qui met
laccent sur la communication et les flux, les échanges culturels se déroulent de
maniére trés active. Leur mode de vie itinérante adopté au besoin leur permet davoir
un esprit ouvert a toutes les autres cultures et une vision particuliere de la nature

dans laquelle 'homme en est une partie.

Ce principe de vie chez les nomades retrouve toute son importance pour notre
société qui vit une époque de la technologie numérique et de la culture. L'autonomie
étant accordée 2 la ville, la notion de I'Etat ne comprend plus celle de la ville. Voila la
réalité des échanges culturels d’aujourdhui.

Ainsi le principe de communauté néo-nomade, dans le cadre du projet de la
construction de la ville-pdle culturel pour 'Asie, régle les échanges nationaux comme
internationaux. Un principe qui respecte la communication, la circulation et le flux.
Gwangju, sortie du repli sur soi, établira des relations d'échanges culturels renforcées
avec différentes villes en Asie et au monde, afin daméliorer la capacité de survie

culturelle et de stimuler I'économie.

Or, les échanges culturels doivent se faire aux niveaux du pays, des régions et des
individus en méme temps. Tout d’abord, a I'échelle du pays, I'échange culturel avec les
autres pays asiatiques, créant de fagcon tout naturelle un réseau de solidarité liant les
petits pays dans la région, protégera la communauté pacifique dAsie contre

I'hégémonisme.

Au niveau des régions, I'échange culturelle est méme une condition nécessaire pour
que Gwangju puisse écarter a jamais le risque du repli sur soi et avoir une fierté
culturelle. Si elle se veut ville-pdle culturel pour I'Asie, elle doit supprimer tous
obstacles profondément enracinés dans la société locale et qui empéchent le flux des
échanges. Pour résoudre le probléme de l'incompréhension de sa propre culture et de la

méprise envers les autres cultures, il faut construire des infrastructures psychologiques,
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physiques, institutionnelles et humaines.

Pour ce faire, le projet a élaboré la stratégie de réseau numérique nomade
consistant a appliquer le principe de communauté néo—nomade, dans le but de soutenir,
de favoriser et de raviver les échanges culturels aux niveaux du pays, de la région et
des individus.

N

Plus précisément, il vise a inciter la création des communautés -culturelles de
différents types dobjectifs gérées par les citoyens eux—mémes et susceptibles de
raviver limagination et la fierté culturelles des habitants d’Asie en général, non
seulement de Gwangju en particulier. Ces communautés se généraliseront par le réseau
numérique dans tout le pays, en Asie et au monde entier, ce qui fera apparaitre un
lieu de rencontre ot producteurs, consommateurs et alliés culturels s'échangent plus
facilement et plus librement. Enfin, Gwangju, n'étant plus une petite ville dun pays,
souvrira a l'Asie, voire au monde et simposera ainsi comme un « hub» culturel.

5. Le rdle du Complexe de la Culture Asiatique et la stratégie sur la gestion de la
Ville culturelle

En tant quelieu de création, de recherche et d'éducation sur la culture asiatique a
travers le dialogue culturel, le Complexe de la Culture Asiatique abrite notamment
le Centre d'échanges de la culture asiatique, qui sert a appuyer des projets culturels
progressés partout dans la ville et dans le complexe, par des aides financiers,
humaines et informatiques. Au sein du complexe se trouvent également ['Institut de la
culture asiatique, siege du complexe, le Centre de création de la Culture asiatique,
espace d'activité libre pour les créateurs, le Centre de culture et de savoir des enfants
ol se produisent et s'exposent les contenus éducatifs, munis de 'esthétique, et enfin
Artplex asiatique ol l'on expérimente les arts du spectacle puis les fait mfurir. La
nature et la fonction de ces équipementsculturels ne seront pas décidées dans une
structure individuelle mais dans une relation interactive. Tout sera étendu et
approfondi dans cette interconnexion.
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<Composition en détail des installations du Complexe>

Installations

Equipements en détalil

Surface

(m?)

Fonction

Centre d'échanges de la

Salle pour le Service de soutien au
Complexe culturel, Salle de média et

Direction des

culture asiatique de réseau, Salle pour le Service z réochjai Iez
(Batiment principal de la d'échanges, Salle pour le Service de de la cul?ure
Préfecture de Police) soutien d'échanges, Centre des o
citoyens asiatique
@ } _
Batimentse Cenire des visiteurs Salon, Sé\le dymformatlon, Salle de
xistants consultation d'Internet etc.
(Faits -
I" objet de X Batiment principal de la
rénovation Préfecture, Salle de requéte,
) Monument symbolique du Batiment extérieur de la Préfecture
mouvement démocratique {1@ PO//C.e’ Bureau e Mission
du 18 mai 1980 ceonomaque . iy
Préfecture de Police - L equ/pev de lravail organisée par
) . les associations de mouvement du 18
(Remaniement du batiment) mai proposera le projet d’ intégration
puis la discutera ensemble au mois
de février,
Direction
Centre de siratégie sur Ia Salle pour le Service de plan Vdu gnraledes
: développement, Salle pour le Service contenus
gestion des contenus - L : 455
culturels de .soutlen administratif, Salle de sur la
réunion culture
asiatique
Salle de recherche, Salle de Institut du
Cenire de recherche sur la doc_umentation, Salle dg _pra_m'que des plan cr
® Culture asiatique projets, Salle de? séminaire, Sal\e 1576 atif sur la
Institut de pour le Service de soutien culture
la culture administratif lasiat‘\que
asiatique Etablissem
ent de
formation
Salle de recherche individuelle, Salle des
Institut de formation de documentation, Salle de pratique 5 286 managers
professionnelle des projets, Salle pour le Service de et des
soutien administratif orga—
nisateurs
culturels
originaux
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Salle de conférence culturelle, Salle

Library Park |de petit groupe, Salle de lecture, Rencontre
Entrepdt entre la
Espace dimage Salle de cinéma, Salle de projection, bibliothée
Centre de P P 9 Salle de vidéo, Salle d'archives que de la
multimédia - )
ressources cinématographiques 14 895 culture
culturelles Salle de multimédia, Salle de lecture, asiatique
Centre de Salle  d'organisation de  données, et les
ressoueces |Salle de  conservation et de archives
spéciales réparation des données sur culturelles
I'imprimerie et de I'édition d' ouvrage
Lieu de
creation
libre
fusionnant
Centre de création des Alelier —de — création,  Centre  de e‘xesressions
création el  dlessais, Salle de| 2 844 P
contenus culturels . . ) ) et les
présentation, Studio de production
formules
de
plusieurs
genres
d art
Studio Salle d'action, Salle d acoustique,
audiovisuel Salle de montage, Salle de
numérique multimédia
e Studio Studio Télématique, Salle de
Centre de | Laboratoire Télématique multimédia .
- de Studio du Studio de
création soectacle oulage Salle de travall mécanique et production
de la P 1oulag electronique, Salle de travail des| 4 990 des
Culture et de traditionnel et o )
4 ) . maquettes, Salle de travail céramique contenus
asiatique média mécanique culturels
numérique : Xlieu de travall commun adu studio et
Studio commun .
au labo de media
) XR&D, essai et soutien pour
Laboratoire de | . L ; .
e /" amélioration de la technologie du
média . .
studio de production
Salle . 25
d'exposition XUne surface de 3 300m’a plus de
e 120m de hauteur Espace de
permanente R&D
Salle XUne surface de 1 980m* a plus de interactive
Espace de d'exposition 120m de hauteur, Division possible a 8 720 utilisant la
multimédia spéciale deux ou lois espaces technologie
Salle de de
démonstration | ¥Champs d’ essai des contenus a multimedia
de I'Ubiquité | ubiquitous, une superficie de 990m? de pointe
numérique
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Champs
Salle de d  essai
Salle de spectacle Salle de spectacle, Hall, Bureau Aet i i
spectacle d'information,  Consigne, Salle de| 6 278 ‘rljceus :IOSH
polyvalent Arriere de la réception du
maison spectacle
asiatique
Espace
. partagée
@ Petite Salle Salle de répétition, Salle de permettant
de . ;
Artplex Salle de|production du plateau, Salle de aux citoyens
L spectacle o o \ ) 1329
asiatique our les groupe projection, de lumiere et d'acoustique, de  montrer
p. Entrée et sortie des équipements leurs
citoyens
spectacles
artistique
Bureau, Salle de réunion, Dépot
d'accessoires, de  vétements et
Autre espace el Inslallations d[apf)are\ls, Espace supplémentaire de
de commodité depot 2426
Devant de la maison, Salle des
vitrines, Bureau des tickets, Bureau
d" information, Chambre de bébés
Espace pour |Salle d exposition permanente, Salle
I'exposition d" exposition spéciale
Salle de média |Salle de spectacle des enfants, L
- R Espace vitré
) des enfants |Bibliothéque des enfants
Musée du Studio d ol Sale d 3 des contenus
savoir des ) u '_O © crea.\on, a e u cours Gel g 779 culturels a
Etablissement |création, Terrain de jeu pour les .
enfants . ) ia . ] des fins
d'éducation  |enfants d'age préscolaire, Salle ) ;
\ h N ] ) éducatifs
d'audience a multifonction
® Etablissement |Salle d'attente, Créche, Consigne,
Centre de de commodité |Boutiqgue de musée, Cafeteria
ZU“Ufe et Salle de programmation des contenus, Organisateur
€ savoir Salle de développement des Ené
des enfants| |hgtitut de Espace pour lo contenus, Salle de D%éveloppemem gi?erzlert a
¢ développement des conténus numériques, ; i
développe des contenus ¢ Q_ s concevoir,
ment des Espace pour latelier, Salle de developer,
contenus conservation des équipements, 4206 |échanger,
culturels a Soutien Bureau, Salle de réunion, Salle de étudier et
des fins d'opération documentation industrialiser
éducatifs Espace Dépdt  général, Salle de travail, les contenus
supplémentaire |Entrepdt, Salle pour le controle du éducatifs—cult
de dépot dépot urels
. . Salle d'opération centrale
®Centre de service pour les visiteurs | : p . 1 390
informatique, Sapeur—pompier, Salle
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du controle de réparation et du
service

Boutique d'art, Boutique de cinéma,
@ Installations supplémentaires Book Café, Restaurant, Food Court,] 3 457
Autres boutiques

O+@ 79 477
Au total

@®+@+Surface publique+Terrain de

) 133 073
parking

Le Complexe culturel deviendra le «hub» de la culture asiatique, qui sert a trouver,
hériter et développer les valeurs asiatiques dans les domaines des arts et de la culture,
par le biais du mariage entre limagination culturelleet la technologie de pointe de
l'information et des télécommunications. Un «hub» culturel est une zone dinterface ot
se réalisent les échanges culturels sur un réseau sans hiérarchie. Dans ce but, le
Complexe de la Culture Asiatique tente de créer un moteur de culture avec la mise en
oeuvre des projets. Des énergies culturelles ainsi créees seront bien circulées dans la
zone urbaine et la base culturelle, voire dans toute la planéte. De plus, avec
I'établissement dun systéme dopération selon des projets, le systeme de
coopérationentre chaque établissement ou avec les bases de ville sera établi d’aprés
leur fonction.

Ce principe s’applique également ala relation entre le Complexe et la Ville culturelle.
Pour que le Complexe devienne une véritable «centrale culturelle» qui se dialogueavec
la ville, mais ne reste pas seulement une ile géante, il faudra promouvoir plusieurs
énergies culturelles générées partout dans la ville et communiquer avec elles. Pour
cela, le Complexe ne produira pas seulement des programmes culturels, mais aussi il
créera une structure ou les producteurs des valeurs culturelles tels que les hommes ou
les contenus communiquent avec la ville.

Si le Complexe de la Culture Asiatique est une sorte dusine ou de centrale culturelle,
la Ville est un espace out ses produits circulent et se valorisent.Associées avec l'espace
d’activité des créateurs artistiques et des experts sur la culture urbaine, les énergies
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créatives générées duComplexe qui se fonctionne comme la centrale culturelle seront
diffusées dans toute la ville. Une fois pénétré dans la vie quotidienne des citoyens, ce
systéme permettra d'améliorer leur lisibilité culturelle et de réaliser la « démocratie
culturelle ». Finalement, la ville Gwangju sera progressivement transformée en une
ville formée de l'accumulation de nouveaux styles de culture, reflétant le gofit de
chaque citoyen, dans le temps et dans l'espace.
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Felipe M. De Leon, JR.

Felipe M. De Leon, JR. is a Professor of Art Studies at the University of the
Philippines. He is currently Commissioner and Head of the Subcommission for the
Arts of the National Commission for Culture and the Arts (NCCA). He was a
Commissioner of UNESCO Philippines (1999-2002) and a President of the National
Association for Philippine Psychologyfrom (1985-1986). His distinct contribution to
scholarship is the way he has developed the use of the arts as an instrument for
understanding the culture of a people. He has also specialized in establishing the
principles of culturally-rooted governance or management for sustainable development,
especially in the context of Philippine society. Among his published works are
Philippine Art and Literature, Volume III of the Filipino Nation Encyclopedia, published
by Grolier International in 1982, and On Art, Man and Nature: Selected Readings in
the Humanities. He has done many studies in Philippine music and also worked as a
composer, he has written music.
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FTele Az 2do] k. TAld T EAl9 Kuto] Ulxste A5
2 #el(affirmation)e ‘7 $Htogetherness) & Frsh= dlA F3dd o
SPol@k oo} F3}o] dalel 7 E FEA 224 (sense of community)S Z3HC}

olgfgk AMS|H AAZ wiiLol| ofAolRIER 33 A FHo|m AFFHo] Q) ol 5
ALE)A AA g Haz AYel Ao st #AAA  glE(devotional  attitude) S
H=gFed o ofE A A9l E=Ae syt goza A A et st
= 7] wjZoltt.

e Rz Aaee A ofrole RE AEAQ nfSI TAOA AAlY IGAS
ol Fojdlity, et A Ffw AAl(devotion)> #kelAel o, = AT Ho]7] Kl
FEA] AFHola, el qola ¥AMolzb] wrke HuAolw WA Holu, 47153}
ItolHA| BT JeoEA Y AAE Aok %S S

=2 JAAGEA otk HAY AAY sy e s 7=
o 7F 253 o8] 3 sk AS Foldth HAaT
ZboluA| 0/51“&% ZHAAL Qlof, JiAola Al A olm A AtuHew Hd
2L 3HA 7H°J@‘ﬂ dols HEshe U], BE opAJoRIE S A4l
é&fjr Elr‘ﬂ—ﬂ 4k b F¥(convergence)S A= FFILE o F Eo] o
& ol 7o ol 2Ry el 22 AR Mol o]l
FE 9T F Ak 7SR FEA WA A Ade 2Ee d
ol HiddA # AEA Feg HeA bz S¥sa

rfof
2
(o
2 on
o

A AgAe opAokel AEA wheAHe) A FHe BE AYH AER w4
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WA FrehA heh,
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olglgt FFA AFdS /HF AAMSA Wkt A ofrlol AFo&olt). g F3le]
WX Ag 7P WEstn 2l FESHA dAste oe Eg 1 #3e] 2EA<
54L& &ste ol slo] P A= = vk ot 22 oE 718 d 2 &4
g o Fxel B3 2 Ao 2AL FEAHY 3L EgF e opxo} H3}o
SR AR AT = YRS FAT F glvt

2 7S 2 e dse B3 dee 0 AAToR HriHEx gk uEhe
AEA, FaA, =94, J4, A4, AEAd BT A" Aol ofur) o] Uk
Y- AAF e 2 uE A -9 ¥ e g L S wAsiy g8k
ol7](Appi)e] WIES®} ARo}H[(Sawabi)®] I~ oFH|E(pis  yabit), FE(Mutuc)]
2T FL A dEFd By oly} ojo= thE Ji| T VT E FoiF o] rh
Aol T (unity). 7159 I AE 2o| = AL ded @A Fdoluh
o 717} R E(sensory mode)®t PI8HA 2] A (aesthetic intelligence)= ©& EE A9
oz wgEA ged Hdlste] n|shd E2](aesthetic well-being)E $3IA1=, HlS
oy shte] SRS Frty, T, AIZA, F3H4, 54, %51 84 (kineaesthetic),
w7ty F74A 7h7hge] BT A 8E I SxEojof g}

e dAH PO Jdom Wi #For  IFHA FErh dese
A3 (specialism)(3=3} W7} A= BEA(Jacques Barzun)o] A3 nl P AU
o BE AL A 53h)7F ° 5 itk dEe AES 9% Flo] oyl BFE
gk Blot) o] dgo] AMEAG IXE &0 e AA A= HAAY EAET] wZEd
= A& AApgt ojzlo]l HEE Abwh(Sama)
E 2 w4 dA FTHEA U=
frolth, 2y vhd et (Manila)ol| A Ak WiEE dse ojsrbe] FHFoR FHE,
FoEZA ey AA ¥ AdAsta Q)
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TAE Aol A, Ax Ao g et o] TEAZ Ho= _?,]f‘;_} £ =3}
ar H =
(e}

2318 AT, 5429 W (mirroring) ol W Hleo] @ 9] = M (biofeedback) S &3+ 2] 4
el & HF AFel dshyl Aol Fe ATt 2AAE o s JﬂrEé’Wﬂ
EAHol, 1R A AHEE Foles A dsre] THAA ol g E3l4
AFe vzt 2o gE e Xd% o &7F= A Aot ThE3IE} AlehH]= ofH
X]i

doluf Abdell 24 el wex] ohisth Aleh7h MR A4S @ W 1 Hud
ORI A, REjHE O] FeA xojAoRFH AHoR Feuth opvu
Hx of| 2AXY Al FAE AFE gle] FIow wAs= 71skeHA At
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Aoz WAL ddAdEA AFdee w34 S FEAYE AL
22X (wholeness) I #&¢] 272 BAE on]zit}

AMSHE(MYTHIC)
“Ardgo]l 28 MAE oldlsly] f13k ofeltyoju Y g ol e R |

AFA AABI Aol o A2 FEAN Ael e A9E 29s0] A
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AQe Ae NE Awm oAsl A

Azl g Azel weh dusARd F¥PE n¥ R udh dHPe
BolFiz AT} wrh
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I Ak

50



=

p==
o

), WHEE o 94

BAIZHE(Timeless) &7t

th

AL Aoz 1ol

Hols

~
4

HTime—Syndrome)

N

[e)

In

mm.o

A7t At

=

Jo
b
<

]

Sa=s

AgE= SRS} b

ol Al

Al Zbe] ARk o] &

o
=

i

g AgYA 2

ol 2]

kviel

3
o
O

4

51



B
]
N
|l

ﬁo
Il
&+

At

2~
T

B %

=

=

Pt

o]

=

sy

b o

o]

1

B5e AEr} FaAs)A.

-

1__

ot} WA of
o 9

&
=
=]

H(Well-Being)
2

L5z
o a

F

B A|ZHS(Timelessness)
ot

o

F

=

%%
hgzto] FUESS Ve =)

—
E‘lE
gl

[e)

sl

=

3

o, A&

L
o

3la, A7 A ZH(linear time)S %€

71E}
o}7]%

ul
~

=

e

s}
<l

o) 4]

o

RSy

[e}e)
S, WA, Al A, Az
T

el ol

w2k

9|

A7t
A2}

70

st Wl 2

ild

S&A

52



o
714

=

o] uo
T

=
=

AL

L

Z~E] U} E (ostinato:
7+ (intervals) 2]

JEaH]F=o) A 8ol A

7 Z(stresses) 2}

(e}
22

p

L

W (periodic alternation)t} 1 E9] o]
| AR o]o] A

oAl A EE(drone)

=

!

Zgolalolst Foprlol, BytoAlope] Af

=) -
TES

o] "Z(horse)" o] =}

A o) gyl

=

i=]

Apeiu

A7)
L

e b s

A
53



AUZES o)

MdFe 33

A

Fozn St FAAAY daol A%, W=z
A 2+

> o2,
P

MIEFINTHETA WAVES)
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3 (Force)olvt  thel(Cause)yt 1 2(Principle) 2] §F¥ (oneness)>  ¢hdeo]l =49l
A ojt}

2 ZA(Ultimate Being)t} Alo]i} ®A (Mother
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XIE(Progress) =2 X (Development)2 £2RI7+?

olZslt ohdyl Eo] FAHol FAERZ <Js, A °ohd A|4r(human well-being
index)t} olRt}h WAE AA-AEF2 4 (eco-humanistic) g A4 W2, 7]&€4 &
AAHel Ho dAH A (advancement)e] NEES A7 Yol AHIULE o <l
eI AHA(AWR), TEH 59 A, A, A, A 2 A F oA
A7, FE5A H(metal age), AFGAH(industrial age), $FA H(space age)®t #
714 olA e wet IRE S4T7?

Aorle

>

rlo
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2T d7td R i, FEAPE Hae AAF AE AR R e, oAbt
AE% FE dF4Y £ gk
Adl  &2MFe] AN A S3k(specialization)e}  AEA 2] Folxl T
- SA N HEAGNA FAg A ATglo]- HHAEIE] HAkA EElH 3%
o foueiAl Holghe AL ERHoR el ARES UeEd AHAE,
FEA YFor AT o<%rt, AR F8AHperformer) (A7 EV|A Ze
dYE)S} BF S HAT(ELE, AR 2 UF) 1t AFEA Ao} FEA
2RlAF 2 FElE o] Aol - AWAoR JYE/MF &E3let WHE 3o
RE=
ZEs Jed, AAA, AXH H4E€e dFe 2RHeR gYste odes Fxsn
dAstar olsistE dl ol -dl&rt, d& HEV dEAEAl, Ve des At -
£ JEY ALE JAHEE Sk U 1 ded dAdegy FogAds, £33
Hg7kel A wlg](Wendell Berry)el F&o] waw "g71x] d& F3sies aa
48 X229 APsid F8 3 AEE" dE7b A Frdt g AErtEsel
gk vpol] Fo|3tEE Z7istE Tt

= =& o= YA AA T2 A (economistic) AH]F9] AR 7L
3 AAzAcgtL E- AA(the intellect)S FEA7|2L L Al(the
person)& ARbo]l iR, Ef w34 o)A slEth FEA S-S WAL oA
o whg&odlA doju= oforjolET ANES HFAQ e
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HER, & 2 vheE 1 4G Fo)H Aae] Edivh AF AR BEof
o, wel, Ae, Fa RollA AE FA AHES F uARIME AW
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gee o8 @ A% A3 dg FEAYL, PAL gAgen, dis 2ag,
dotEr thAs ds 2 sete Au@ ojsstgen], 54 d@(ose Rizale
htelgi=dl 7 Alael wWelsh Tt S8 s Al At Ae
AREchy chiAE 14 5718 AEdth
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a8y B 2 Al - AAIRE ERE 10FFHE W= A 271 w9

& z % el o3 15S
E o ARES d& AdAR By B3 AEA gEAAdEs
3 & Efetr])olAd

=
>

o
2o
L
oft
e
N

AEA opAol ool 4] vltkrel Algrgel FxA el Felshz Ae ofolrefe)
chrgs FRY Jge

S oprlobe] A eIt oprobd #Ael ¥
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W2 (shallow formulae)?} 27z del digh Hell th) 34 Bd WS ATstar B
Aesta st opajold Aol BAS Walste g4t 53 @ AFe dHA
al

AR, mHIFe e Fa FxAol

61



"

ol 7}

el

3
T

Aok e,

he

oA AR}

R

o

el

CREEERRRE

#7017

g A7k ek

3

s

oAbl A 2 7]

el

H, o

5|

AgEs A

3} 9] (multiculturalism) ©] &4

Ao (cultural justice) A&

314

TR

o}AJo}e] W& Zrlo A =74 (nationhood)ol o

ol&=

Moo W

o X

ﬁ
N od I

291714

JEZ
bol a8
9 AA
Holty, 2ey, 2Ao] duh oy a

ol

=
= 3
7

) )
HH K

o= iof o

2
Boz %} ) de w
=

=3
=4

Aol s Eel
2
2]

Nfo

3 =3t oA

£ 9

1A

A

g

X

o 1704

F744

62



63

ol fAF =& AFRA WAL Hnner life)e] RHEA ok AFx

2E RS ABAFAAA el weh dds)

3 7Hmultivaluation)
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Al AZE gEdt AbEe A

&3 AAC] s ¥ =FA(non-instrumental), H]ZZF4 (non—manipulative) B &=

W, QS WAGOE WAl Y BES FaA

obAol dl%7bt B B3E WHHow wwEA @u Auwne S5F vAL
Nga AASEE W] g8 eFomRE o] Fa 4F] 5UA articularity)

% JERAA (non-universality) S o] 3

HAS AR, ApEojel AedFole] ¢ &Ko A ZpX AT dE
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Felipe M. de Leon, Jr.
Fola
English

The Re-enchantment of Everyday Life

The rise of Western aesthetics and decline of traditional art in the more urbanized and
industrialized towns and cities in many parts of Asia may have connected us to the
artistic mainstream of the West. But this has effectively cut off many of our artists,
even the celebrated ones, from the everyday lives of our people. For no matter how
lofty or profound their visions are, these often belong to the private realm of the

artists’ individual experiences and may notgenuinely reflect the people’s values.

Traditional art, on the other hand, is the fruit of a people’s wisdom, a distillation of
their feelings, and faithful mirror of their character. It is rooted in their perceptions

and understandings and embodies their myths, dreams, and ideals.

Essentially, the basis of genuine human fulfillment and happiness, and hence the
authentic foundations of health are those activities, experiences and conditions which
enable the human being to transcend limited definitions of being, self or identity,

whether in a temporary or more lasting way.
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According to category, they are the:
social

creative—aesthetic

mythical

mystical

SOCIAL

Where a person learns to develop an expanded sense of self-- a sphere of being
which includes not only his individual self but encompasses his immediate family,
relatives, friends and associates —— there exists a remarkable degree of openness,
expressiveness, and a sense of belonging that have been observed to bring very
positive psycho-physical results. Among these are lower rates of depression, a
higher degree of mental health and sense of well-being, and appreciably longer
life spans.

CREATIVE-AESTHETIC

The bane of modern society is the excessive fragmentation of work into a multiplicity
of tiny, meaningless tasks. It leaves the individual worker no room for a creative
contribution to the entire work process.

There is nothing more dehumanizing to a human being than to feel he is merely
being treated as a machine The consequences for an organization are a rapid turnover
rate, absenteeism, safety violations, high accident rate, high rates of illness, and low

productivity.
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To be human is to be creative, to grow and transcend limits. Every person is
unique and, thus, sacred.

The point is to humanize work by giving the individual complete units of work, with
responsibility for the entire work process from start to finish, just as the artist or the
artisan in traditional cultures and medieval guilds enjoyed.

The human being is essentially homo faber (man the maker or creator). Thus, we
perceive and think in terms of wholes or gestalts.

When doing or making something, we like to be responsible for it from beginning to
end. If we are listening to a story, we like it to be a complete and coherent whole.

We cannot tolerate fragmented work in both the factory,office,or most other situations.
We always welcome the opportunity to initiate, follow through and conclude what we
begin.

GESTALT TENDENCY

Aoccdrig to rscheearch at Cmabrigde Uinervtisy, it deosn’t mttaer in waht oredr the
Itteers in a wrod are, the olny iprmoetnt tihng is taht the frist and lsat ltteer be at
the rghit pclae.

The rset can be a total mses and you can sitll raed it wouthit a porbelm.Tihs is
bcuseae the huamn mnid deos not raed ervey lteter by istlef, but the wrod as a
wlohe.
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Amzanig, huh?

Intrinsic, Extrinsic, and Extraneous Rewards

Intrinsic rewards are those generated by the process of work itself. We do the work
for its own sake because the very process of doing it already gives us satisfaction.

Extrinsic rewards are those that come not from the process of working but from the
product of that work.

Extraneous rewardsare those that neither come from the process nor the product of
this process. Extraneous rewards are the compensations or payments we get for
doing the work.

Work as Drudgery

Most types of work in modern societies are those that can provide only extraneous
rewards.

Most people work only for the salary. Is it any wonder, then, that work, instead of
becoming a joy becomes a drudgery?

Work that is only a means for earning rewards not inherent in the work process itself
becomes labor. Work as labor not only heightens social conflict but endangers
psycho—physical health.
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TYPES OF ACTIVITIES THAT CAN PROVIDE INTRINSIC REWARDS

These are activities that grant the individual plenty of opportunities for
creative—aesthetic involvement, such as play, games and sports, artistic activities like
story—telling, poetry, drama, singing, dancing, crafts, magic, film production, designing
computer software, scientific invention, and other types of behavior that allow for
expression of individual talent and release of tension.

The fact that in many traditional cultures such intrinsically-rewarding activities
are done in a communal settingnecessarily enhances their capacity to provide

opportunities for self-transcendence.

On the contrary many contemporary, highly industrialized societies are havens for
consumerist self-indulgence and narcissism, confining personal identity into the
ever-narrowing confines of quasi-solipsistic sense of privacy and isolation.

Suicide in consumerist societies

Is it any wonder that hypertension, diseases of stress and suicide tend to be higher in
the most consumerist societies, especially if we consider that here, the vast majority
of people (not being extremely wealthy) will experience the greatest frustration in not
being able to acquire the widest variety of goods available in the market to quiet their

insatiable temptations and cravings?
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The re—enchantment of Art

The creative vitality and sheer beauty of the works of Philippine National Living
Treasures like Haja Amina Appi, Darhata Sawabi and Eduardo Mutuc are not only a
testament to their artistic geniuses but to the superior cultural context in which they
live and which sustain their gifts. The continuity of this cultural environment is
imperative for the survival and well-being of our traditional arts. What is this cultural
matrix that can nourish and enable Philippine traditional artsor other Asian arts in
similar contexts to flourish?

In Asian culture, there is an underlying belief in the psychic unity of humanity.
Individual existence is only apparent and relative. For we all exist within a cosmic
matrix of being at the deepest center of which is a creative living principle or energic
process. All human beings - and to a lesser degree even animals, plants and
minerals —— share this innermost sacred core. A paradox arises. In every person is a
divine essence that seeks fulfillment in imaginative, creative endeavors. At the same
time, the interdependence implied by a shared matrix of being seeks affirmation in a
celebration of togetherness: a strong sense of community which is at the very core of
Asian cultures.

This social view of the world makes Asians harmony-seeking and unitive. It
encourages a devotional attitude towards the highest ranking being in the cosmic
social order for the reason that becoming one with this figure unites one with the
whole world.

Hence, sacred rituals attract so much devotional fervor in all traditional Asian towns
and villages. A strongly shared devotion develops an expanded sense of self, an
orientation that is communal rather than individualistic, intuitive and holistic rather
than logical and analytic, and preferring interdependence and relationships over
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self-assertion and privacy.

Asians are highly relational people. They are hardly alone, quite happy being together
- when they eat, sleep, work, travel, pray, create or celebrate. Having a minimal sense
of privacy, they are open, trusting and easily accessible socially. Instead of a
meticulous concern for safeguarding their private sphere, as in the case of Western
peoples, many Asians actively seek a convergence of their lives with the lives of
others. For example, a sharing of concern is seen in a common form of greeting in
the region such as, "Where are you going?” or "Where have you been?”Sharing of
tasks and responsibilities within the family and the community is a way of life. Thus,
they become highly skilled and creative in interpersonal relations and social interaction.
The capacity to integrate socially becomes one of the hallmarks of maturity.

The communal orientation is manifested in all aspects of traditional Asian village life
and, to a great extent, even in urban settings.

Atftributes of Integral Art

The traditional arts of Asia most sensitively reflect this communal orientation. Being
the most lucid and expressive symbols of a culture’s values, the arts are the most
powerful instruments of inquiry into the essential character of a culture. It is
undeniable that the following basic concepts and attributes of art and the conditions of
artistic creation, expression and experience could only have arisen in communal or

integral Asian cultural settings:

Integration of the arts with other values and functions. The arts are not valued for
their own sakes. The aesthetic is not divorced from utilitarian, religious, moral,
spiritual, social, and ecological concerns. This ensures a balanced -cultivation and
development of human faculties - physical skills as well as inner potentials. Thus,
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Appl’s mats, Sawabi’s pis yabits and Mutuc’s silver works are not only exquisite art

objects. They are endowed with other values and functions as well.

Unity of the arts. Consistent with the integration of faculties is the integration of
artistic sensibilities. No one sensory mode and aesthetic intelligence is to be cultivated
at the expense of the others. Although one may be given emphasis - literary, visual,
spatial, musical, kineaesthetic,gustatory and olfactory senses have to be harnessed and

promoted together for maximum aesthetic well-being.

Art is integrated with everyday life and not regarded as a separate activity. It does
not become a specialism  (specialization that is narrow or at the expense of
everything else, as defined by cultural critic Jacques Barzun). It is not for the
specialist alone but for everyone. This implies that there will be no special venues or
spaces for art because it virtually exists whereverand whenever there is human
activity. That is why in its cultural context, a Sama mat is integrated with everyday
life inspite of its artistic excellence. But in Manila it is collected by art enthusiasts

and displayed on walls of galleries or living rooms as pure art.

Equality of opportunity for participation in the artistic, creative process. There are
relatively no superstars, for the source of power is not the individual, who is only a
channel of divine inspiration or creativity. Thus, the author or creator is often
anonymous. This may explain what has often been observed about the Philippines’
National Living Treasures: their extraordinary humility and simplicity of bearing, even
if they are virtually artistic celebrities.

The artist is not separate from his audience or society; communal participation is the
norm. Unlike in the West, there is no dichotomy of artist and society because art is
not the specialist's concern alone. Everybody is expected to be an artist and

participate in creative, expressive activities.
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Flexibility of material, technical, and formal requirements. No rigid or fixed standards
dictate the choice of materials, techniques, and forms for artistic creation and
expression, e.g. there is nothing like an arbitrary, fixed system of tuning as in the
European equal-tempered system though definite principles underlie the tuning of
musical instruments such as lutes, flutes and gongs. Such flexibility ensures a wider,
more democratic participation of people in artistic activity.

Use of available resources for artistic creation. Art is not synonymous with big
production costs because what matters is artistic excellence or the creative idea as
well as making art part of everyday life. Thus, the least expensive mediums, e.g.
pandan for mats or paper for kites, is regarded highly and not considered inferior to
the costlier ones. And even the most practical objects like a coconut grater, container,
knife handle, tree stump, mat, or hat can become a medium for the finest art. Eduardo

Mutuc uses an old rubber slipper as an effective buffer.

Emphasis on the creative process rather than the finished product, endowing
extemporaneous, improvisatory or spontaneous —expressions of creativity a higher
value than deliberate, often solitary, conceptualization and composition of forms. This
valuing of process rather than product nurtures creative health and can inhibit mere

idolizing of masterpieces and obsession with permanence

Simultaneity of conception and realization. Affirmation of the creative imagination
through the tradition of instant mirroring or biofeedback, which, together with
emphasis on the creative process, provides an excellent condition for communal
participation. This cultural tradition seems magical from the standpoint of the
over—analytic, highly intellectualized urban artist who has to do numerous studies and
sketches before executing the final work. On the other hand, the traditional artist is
extemporaneous. Darhata Sawabi follows no guide, no predetermined pattern.

Intricate  designs, colors and motifs flow spontaneously from her creative
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superconscious as she weaves on the backstrap loom. Amina Appi weaves complex,
abstract tapestries of crisscrossing geometric lines and alternating planes without a
sketch or preconceived plan.

The decline of integral art in urban settings

As many Asian societies become more Westernized, particularly in the more urbanized
and industrialized areas, these contexts are replaced by their exact opposite. Artistic
creation becomes narrowly specialized, separate from everyday life, a glorification of
the individual ego, and obsessed with commercial success. It becomes primarily a
medium for technical virtuosity, sensory impacts, entertainment, and highly secular
values. Art loses its magical, mythical and mystical qualities.
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Fire dancersin the Philippines: Is there a place

for the
magical, mythical and mystical in

contemporary art?
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Many Asians who have been educated in the Western way or conditioned by the
massive propaganda for Western elite and mass cultures in our midst have distanced
themselves from Asianintegral or communal art to the extent of denigrating it as
inferior and primitive, if not ignoring it altogether as art. Such thinking has no basis
in fact and is mainly the result of ignorance and lack of exposure to the excellence of
our traditional arts.

The best representatives of our communal cultures — the so—called "ethnic” peoples in
Asia, such as the Miao people in China — have never succumbed to the error of
dichotomizing art and life or serving art at the expense of the integrity of the
community or the individual. Unlike in the West, our integral art has always been a
way of making oneself whole and of harmonizing oneself with others, with nature and
with life. The wholeness of this way speaks with a clear and unmistakable voice.

The cardinal "error’of the folk or traditional artist, from a Western perspective, is to
invest his work not only with the aesthetic but with other values as well. He endows
his art with as many uses andfunctions to ensure that it will benefit a wide
community of men, women and children and promote communal identity, well-being
and harmony.
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Multifunctional art:  Exquisite carving, furniture and chicken coop all in one

The traditional artist himself is not a narrow specialist. His purpose is to maintain,
within his person, the broadest basis for interacting and communicating with others in
everyday life. This is why, for example, an expert gong player for rituals may be a
professional dentist the rest of the time. A National Living Treasure in the
Philippines, Samaon Sulayman, who is a specialist and master of the kutyapi or
two-stringed lute is also the favorite barber in his home town and a Muslim imam on
particular occasions. To the integral traditional mind, pitting individual against society
to raise the individual's worth simply does not make sense.

The technical and economic power of Western art for art’'s sake has awed many
Asian artists and led them to embrace its individualist aesthetics. Creative cooperation

84



and harmony in traditional communities have been replaced by the wasteful
competition and anxiety—driven ways of modern living. To revitalize the cultural
contexts of the traditional arts in contemporary life is to return to the path of

wholeness and wisdom.

MYTHIC

Myths, being "ideas or images in terms of which people make sense of their
world,” have immense power of over our lives.

A mythical world view and insistence on ritual, provide a community with superior
skills for transcending the experience of time's passage. But modern lifestyles
progressively tighten time's grip on the individual until he can no longer escape from

marking its passage. He becomes acutely aware of time.

Many studies have shown that as our perception of time becomes keener, the
degree of pain experienced becomes more acute.

CAN WE LESSEN PAIN BY LOSING OUR SENSE OF TIME?

Aside from medication, any device or technique that makes us lose track of time or
makes time stand still may be used as an analgesic, e.g. meditation, hypnosis,

biofeedback, autogenic therapy, progressive relaxation, imagery, visualization..

85



Traditional Asian cultures abound in well-documented and proven psycho—physical
techniques for negating time, such as Yoga, meditation, Zen koans, mantras, art, myth,
rituals and the like.

Timeless Moments

Can come unexpectedly or spontaneously, as when we become absorbed in our task,
participate in a pleasant activity, or perform any intrinsically rewarding work,
especially artistic creation

Can be entered by choice, as in meditation or through other psycho—physical
techniques for transcending time, again including artistic activity

Time—Syndrome

There is convincing proof that an enhanced time sense, that our perceptions of
"speeding clocks and vanishing time” cause our own biological rhythms to speed up,
resulting in some form of "hurry sickness” - expressed as "heart disease, high blood
pressure, or depression of our immune function, leading to an increased susceptibility

to infection and cancer.”

Persons who have "hurry sickness” resemble patients who are in chronic pain in that

they have an acute sense of time.
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Time-related anxiety can kill. The exaggerated response to time is translated into
physiologic effects such as high blood cholesterol level, increased heart and respiratory
rate, and increased muscle tension throughout the body.

These physiological events are so characteristic of time-sick persons, they could be
called the time syndrome.

Does altering the time sense have any effect on the time-syndrome? The answer,
interestingly, is yes. Studies have shown that if subjects are taught to meditate, blood
cholesterol levels fall by an average of 20 percent. Moreover, other aspects of the

time-syndrome respond as well.

Timelessness Thru Rhythm

Rhythm and Well-Being

Rhythm and well-being are always together. Hence, one can bring about the other.
The greater the sense of well being, the higher the degree of rhythmic
behavior manifested.

Indeed, the highest levels of joy and well being tend to be expressed in the highest
forms of rhythm human beings create: music and dance. The correlation of rhythm
with well being is not difficult to validate. Just consider the enjoyment and health
benefits that people throughout the world seem to derive from dancing of all kinds,

including the contemporary craze for ballroom dancing even in Singapore.
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Transcending Time Through Expansion of Being

The rhythms of music, dance, laughter, word play, poetry, ritual, weaving and other
crafts, sustained creative work, play, mantras, visual patterns - bring about an
expanded sense of self, enabling one to transcend linear time, and evoking spontaneous
delight and a pervasive feeling of well-being.

Musicality in Communal Cultures

In highly communal, traditional, cooperative, non-consumerist cultures, people tend to
be more open and expressive, thus more likely to be relaxed, rhythmic, musical,
and, hence, satisfying an important precondition for health. Filipino musicality and
expressiveness has its source in our deep attitude of openness, trust, and acceptance
of life.

The Eternal Drone

The drone in music is either a continuous uninterrupted sound or an ostinato, a

periodic alternation of stresses and intervals, or different combinations of both.

The drone, whether in continuous or ostinato forms, as in the phenomena of
continuous rain, river currents, insect buzz, and frog calls are powerful inducers of a

sense of timelessness leading to relaxation, trance or hypnotic states
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SHAMANIC STATES OF CONSCIOUSNESS

Central Asian, East Asian, Southeast Asian shamans and Australian aborigines are
well aware of the powerful effect of the drone on psycho—physical states. A particular
type of ostinato played on the drum (an instrument they call their "horse”) can
transport them to "shamanic states of consciousness” as distinguished from ordinary

states of consciousness.

Entering the shamanic state enables us to tap hidden or deeper reserves of
energy that can promote a sense of well being and health.

THETA WAVES

THETA WAVES (4-7 cps) are dominant in our highest state of meditation. We
normally experience theta waves as we drift off to sleep and as we return from the
depths of delta sleep. The pictures we perceive as we drift off and awaken are in
theta wave. During theta wave meditations, we are in a waking dream where vivid
imagery flashes before our inner vision. In this state, we are extremely receptive to

information sent from the higher dimensions.

Individuals who do a lot of freeway driving often get good ideas during those periods
when they are in theta. Individuals who run outdoors often are in the state of mental
relaxation that is slower than alpha and when in theta, they are prone to a flow of
ideas. This can also occur in the shower or tub or even while brushing your hair. It
is a state where tasks become so automatic that you can mentally disengage from
them. The ideation that can take place during the theta state is often free flow and
occurs without censorship or guilt. It is typically a very positive mental state.
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Journey Into the Higher Planes

The Shamanic State of Consciousness, which is theta brainwaves, allows us to
journey into the higher planes. The steady-rhythmic beat of the drum struck four and
one-half times per second (theta waves are 4-7 cps) is the key to transporting a
shaman into the deepest part of his or her Shamanic trance. The constant and
rhythmic-drone of Tibetan Buddhist chants that transport the monks and other
listeners into realms of blissful meditation also follow this rhythm.

Rhythm of Devotion and Theta

Buddhists believe that the repetition of sacred texts brings relief to all those who are
suffering. It was believed that to multiply images of the Buddha was both virtuous
and magical in itself. It was thought that something of the power of an original
sacred Buddha could be absorbed by a copy which imitates the original as exactly as
possible, down to its last detail. Hence, large numbers of barely distinguishable

Buddha images were created through the centuries.

Actually, repetition is the rhythm of devotion and elevates the mind to the theta level.

Christians practice meditating upon God by chanting prayers on rosary beads. The
repetition of the Jesus prayer ("Lord Jesus, Son of God, have mercy on me”) is a
regular practice among members of the Eastern Church. "The continuous interior
prayer of Jesus is a constant uninterrupted calling upon the divine name of Jesus with

the lips, in the spirit, in the heart---can give one a deep feeling of consolation.”

In Islam, the names of God (Allah) are held sacred and meditated upon. There are 99
names of Allah, called "the Beautiful Names.”
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They are found inscribed on monuments such as the Taj Mahal and on the walls of
mosques. These names are chanted on an Islamic rosary, which consists of three sets
of 33 beads. Worshipers repeat the names to help them concentrate their minds upon
Allah. The dual titles Al-Rahman, al-Rahim, meaning "God, the compassionate, the
merciful,” are invoked at the beginning of each chapter of the Koran. Rosaries are
widely used in Buddhism; large ones by monks, smaller ones by the laity. The large
ones have 108 beads, the two halves representing the fifty—four stages of becoming a
boddhi-sattva (enlightened one). The large bead in the middle stands for Buddha.”

The arhythmic, irregular, fragmented character of modern, industrialized lifestyles
makes people sick. Imbalances in our habits create imbalances in our bodies. More
than 60% of all U.S. Americans are dangerously overweight. We overschedule and
undersleep. Stress is considered a normal part of modern life. Depression, heart
disease, and cancer are some of the ways our bodies’ use to "pull the emergency
brake.”

Theta Waves and Instantaneous Healing

Theta waves have also been identified as the gateway to learning and memory.

Theta meditation increases creativity, enhances learning, reduces stress and awakens
intuition as well as other extrasensory perception skills.

Theta consciousness allows us to connect with our creative inspirations, spiritual
guidance and peak experiences.

The Theta state is where instantaneous healings and accelerated learning occur.
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Einstein trained himself to spend many hours in this state.

MYSTICAL: Celebrating the Noble and Sacred

Perhaps the most profound ground of wellness is devotion to a source of power,
energy, creative intelligence, wisdom, love and compassion infinitely greater than

oneself.

If the authentic foundations of health are those activities, experiences and conditions
which enable the human being to transcend limited definitions of being, self or
identity, then oneness with an Infinite Self, Force, Cause or Principle is the ultimate
source of wellness.

This greater Identity does not have to be an Ultimate Being, God, or the Mother
Goddess, it could be a universal force or energy, nature as Gaia or organic whole,

noble cause, lofty principle, an all-embracing ideology or humanity itself.

Indigenous peoples identify with the Earth Goddess or the ecology. The Muslims
surrender to the will of Allah. The Buddhists abide by the Four Noble Truths of the
Buddha.Christians relinquish their ego to Jesus Christ. Party members yield to their
Supreme Ideology. And so on, throughproper ritual, meditation, prayer, dream time,

empathy, service, study, and compassion.

The individual experiences exhilarating feelings of joy and liberation, strength and
vitality upon assumption of this greater sense of identity, as if the expanded
consciousness that envelops the person opens heretofore untapped channels of power
and energy.
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The great ethico-religious organizations founded on the idea of creative, selfless love
such as Taoism, Confucianism, Hinduism, Buddhism, Christianity and Islam - no
matter how their adherents may fall short of the ideal -are the longest existing
organizations and may live for countless millenia. While social organizations built on

hate, conquest and coercion have - as a rule — a short life span.

Optimum Conditions for Expansion of Self

Other factors may explain the close association between devotion to the Infinite and
higher levels of health and well-being. For one, it is during celebrations of the sacred
that many traditional cultures stage the most elaborate rituals and lavish festivals,
thus setting the optimum conditions for communal participation, creative play and
interaction, rhythmic expression, experience of the timeless moment, and other
intrinsically rewarding activities. All of these extend our sense of self way beyond its
ordinary, everyday confines and energize us tremendously.

What is Progress or Development?

These expansive conditions for well-being and happiness place in serious jeopardy
concepts of advancement limited to the technological or economic, rather than a human
well-being index or better an eco—humanistic one. Why measure progress according to
technical milestones such as stone age, metal age, industrial age, space age instead of
marking stages in the development of human creativity, self-determination and
mastery over our animal urges, knowledge, love and wisdom?
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The Basis of Cultural Achievement

Notwithstanding the alleged triumph of the democratic political system over other
systems in recent times, it is doubtful that the "will of the majority” has any bearing
on artistic and cultural excellence. Box-office standards and television ratings are at
best a compromise. Very rarely do they satisfy authentic criteria of creative and
artistic excellence.  Inspite of the dominance of so-called "popular”, consumerist
culture in the United States, there is no assurance that it can match the creative vigor
of "despised”aristocratic, monarchic or monastic regimes, e.g. Csarizt Russia had
Tolstoy, Dostoevsky, Turgenev, Chekov, Pushkin, Tchaikovsky, Rachmaninoff,
Moussorgsky; medieval Europe left a majestic cultural legacy; the artistic exuberance
of imperial regimes in China, India and Japan is unquestionable.

The "will of the majority”(whether fictive or real) cannot be imposed on the minority,
even through the pressure of obviously commercial strategies like "popularity’ratings
and box office hits. Culture is a system of vital ideas and cannot be considered
superior or inferior simply on the basis of the number of its bearers, unless we
qualify these bearers to be the most creative, learned and wisest of the population.
The culture of ancient Rome was not necessarily superior to the emerging Christian
culture during the early Middle Ages in Europe, in spite of the imperial magnitude of
the former.

I am not advocating a return to despotism but certainly we should be able to
formulate and implement measures of cultural excellence independent of commercial
success. Note that the millions of dollars the movie "Titanic'raked in are not a
guarantee of its literary and cinematic merit. Neither am I suggesting the setting up
of an oligarchy such as a body that will review cultural productions for their artistic
merit before they are presented to the public. Rather, I would recommend a
participatory approach to raising standards of artistic creativity and appreciation of art.
The best way is for every person, regardless of his profession, to be engaged in
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artistic production and have a first hand experience of the creative process and artistic
principles. This is the primary social basis of the creative exuberance of cultures such
as those of Bali in Indonesia or the Tholi of South Cotabato in the Philippines.

Passive appreciation, through cultural awareness and literacy, though necessary, is not
enough. Appreciation, if not accompanied by deep thought, is still consumptive, not
productive. Elite/mass culture dichotomizes society into producers and consumers of
art, making the masses vulnerable to synthetic, or pseudo, culture. But the human
spirit is essentially creative. Actualizing this creative potential is a pre-requisite of
social health. Valid measures of cultural progress should take this into consideration.

We have noted that in traditional Asian cultures, an integral philosophy of life ensures
that the deepest strivings of the human spirit are given expression People from all
walks of life are expected to engage in artistic creation and performance. A farmer
may at the same time be an expert puppeteer, a medicine man the best epic chanter,

and a barber an outstanding lute performer.

The emphasis on narrow specialization and expertise in modern, consumerist societies
- whether in the academe, the professions or workplace - effectively bars non-experts
from meaningful participation in productive cultural, expressive endeavors. People are
reduced into mere consumers, into passive masses. A sharp distinction is made
between the artist, creator, performer (the specialist, expert or elite) and his spectators
or audience (laypeople, non—experts or masses), between the active producer and the
passive consumer - resulting in what we have termed elite/mass culture.

Powerful technical, economic and political pressures effectively intimidate the masses
into accepting the authority of particular individuals - artists, art critics, art historians,
and other art experts - to create, interpret and understand art. They surrender their
power of artistic judgment and creativity to specialists, who, in the words of cultural
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critic Wendell Berry, are "people elaborately and expensively trained to do one thing.”

The masses are conditioned to subscribe to what the specialists prescribe.

Narrow specialization — though arguably a prerequisite for an economistic, consumerist
society to succeed - is, by its very nature, detrimental to cultural creativity for its
constricts the intellect, fragments the person. The active interplay and
cross—fertilization of ideas and images within the mind of a broadly educated or
well-rounded person, or interaction among such minds, is the basis of creative
thinking. Note that the greatest creative thinkers in the arts, sciences, philosophy and
religion throughout human history have been mainly non-specialists or "serious”
amateurs. Einstein was a clerk in a patent office, Gandhi a lawyer, Darwin a
"drop-out”of medicine and theology, Buddha a prince, Christ a carpenter, Leonardo an
intense enthusiast in the arts and sciences, and Jose Rizal, an opthalmologist whose
versatility and range of thought is much greater than Leonardo’s, especially if we
realize that he died at thirty—five.

The stress on narrow specialization or expertise, what we have termed
monospecialization, conditions people toward a non-productive orientation in all other
fields outside of their limited specialization. Many specialists cannot even entertain
themselves. They have to hire other specialists to do it for them. In contemporary
society, so much prestige is conferred onconsumption, rather than production, of
goods by the owners of capital, mainly through advertising. Thus, people who used to
be active producers of cultural phenomena are now merely passive consumers,
listeners and spectators of such. Whereas work usedto be thing of joy because it was
a channel for creative expression. Now it has been reduced to labor and drudgery,

alienating the worker from his spiritual essence.

More disturbing, however, is the modern phenomenon of mass production even of
patently cultural products - such as electronic keyboards, flutes, "meditation-in—ten
easy lessons"manuals - designed for people who either have lost their productive,
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creative orientation or are simply forced by socio—economic circumstance to accept
them. In traditional Asian cultures, no two gamelans, mats or dresses are identical.
The mass production of cultural goods severely limits the creative resource pool of

Asian societies.

In traditional Asian cultures, the participation of the vast majority of people in creative
life guarantees a wide diversity and richness of ideas. It also "immunizes”Asian
cultures from a slavish imitation of foreign culture because the common people are the
least affected by external influences. The elites, on the other hand, because they have

the means tend to be the most exposed and vulnerable to foreign ideas.

All of the factors and conditions mentioned above tend to inhibit Asian cultural
creativity and the expression of an Asian perspective, to summarize, these are a) the
loss of the sacred and inner values in favor of sensory values b) predilection toward
stereotypes and shallow formulae ¢) narrow specialization limiting the range of cultural
expression and discourages a deeper, fuller Asian identity from emerging d) the
system of mass production of goods, which, while economically profitable, may not be
conducive to cultural creativity because it engenders a consumerist mentality as well

as dissuades even creative, innovative minds from harnessing their gifts.

Any effort toward cultural planning and programs for cultural development may well
begin by recognizing these negative factors in order to formulate viable alternatives.
We should start weaning ourselves away from a consumerist orientation through the
adoption of philosophies, policies, programs and projects that emphasize, among others,
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% Equality of participation in creative decision-making and productive work. Society
should not be artificially divided into those who produce and those who simply
consume. Every individual or community has a unique experience to share and the
right to be heard in cultural decision-making.

% The attainment of a genuine multiculturalism that promotes cultural justice,

recognizes cultural rights and ensures the widest creative diversity

This where we have to clearly recognize the inevitable tension between the powerful
push towards nationhood and the weaker pull towards the preservation of cultural
integrity in many Asian countries. The politically dominant elite tends to promote its
culture as the national culture, effectively marginalizing all the other subcultures
within a nation. Effective governance, of course, depends on a power center's capacity
to establish and maintain order within a highly heterogeneous whole. But, no matter
how difficult and challenging, the power center must not confuse its cultural agenda
for its political agenda. Otherwise it will diminish all the other subcultures which are
in the periphery of political power. A counterforce to the hegemonic tendency of the
power center would be for the leaders of the various subcultures to unite and assert
their cultures as part of the national cultural agenda.

% Renewed emphasis on the preservation of intangible heritage or the creative inner

life

3 The multivaluation of human activities and products rather than judging everything
according to economistic criteria

3 Cultivation of a non-instrumental, non-manipulative attitude towards life and the
world, valuing the authentic and intrinsically rewarding activities
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3 Understanding the particularity or non-universality of cultural products from other
countries to discourage Asian artists from slavish imitation of other cultures and
encourage them to cultivate and realize their own unique visions

¥ Asian cultures have always flourished as a great diversity of concepts, uses and
functions, forms and styles but under the pressure of capitalism and commerce it is
succumbing to the global monoculture of sensory values, goods and entertainment. Let
us, then, preserve our cultural depth, richness and variety, and multi-leveled
wholeness and significance, e.g. Asian music has always been an exploration of the
multidimensionality of human experience, we have music for healing, magic, ritual,
vehicle of social interaction, evoking different states/levels of consciousness, and

musics for many other functions

SPECIFIC RECOMMENDATIONS FOR THE ENHANCEMENT OF ASIAN CULTURE:

Though economic well-being is a desirable good, viewing life primarily from an
economic viewpoint may not be good. Must we place an economic value on
everything? Sacred values like creativity, love, wisdom, and other inner virtues
transcend material considerations because they are non-measurable qualities. The
human being himself is not quantifiable because he is essentially creative and thus,
spiritual and not mechanical. We challenge anybody to try to predict creative human
behavior!

The economistic view of the human being is a mistake because it treats and values
him chiefly as a specialized unit of material production, an instrument for economic
development rather than as an end in himself. Without respect for his sacred dignity,
the human being cannot be inspired to be creative. In highly industrialized societies,
unfortunately, because of the necessary specialization of tasks, most people have no
chance to be creative agents, active thinkers and decision—makers. Only the elite
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few is granted this opportunity. Work in many offices and factories has been reduced
to labor. An employee’s existence from 8am. to 5 pm. is largely humdrum, routine
and bereft of creative or artistic challenges and joy. This condition is detrimental to
mental health and well-being.

Carried over a period of time, the employee runs the risk of neurosis or certain
ailments. A traditional strength of Asian culture that is conducive to inner peace and
health is the creative, artistic nature of work and the many activities of everyday life.
A contemporary challenge is to be able to invest daily existence in industrial society

with the same. Some recommendations for achieving this follow.

Cultural policies, programs and projects, including indicators of cultural progress
should stress both quantifiable(tangible) and non-quantifiable (intangible), perhaps
giving more importance to the latter because it is what

makes the former possible.

¥ We have to begin a systematic and sustained program for recognizing and
honoring our cultural and spiritual heroes, instead of just beauty queens and athletes,
industrialists and politicians. The more intangible their form of expression, the more
we have to appreciate their heroism. We have to go beyond the recognition of
artists and other cultural workers who create the most palpable objects to those who
are most process—oriented, for instance, masters of the tea ceremony, chanting, poetry.

We must emphasize the acquisition of skills, development of character and
actualization of inner potentials rather than material goods. Of what use is the
meticulous preservation of tangible cultural heritage in our museums if we will lose
altogether the ability to create them? Museum objects should exist only as reminders
of the best of what we can do to inspire us to the better but not to replace our
capacity to do them. It is infinitely preferable to have one Bali in Indonesia or Lake
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Sebu in the Philippines rather than a hundred museums in a purely consumerist social
enviroment. For this purpose, Asian countries may consider supporting the
establishment of non-formal Schools of Living Traditions all over the region (which

can be attached to museums).

We can also ask, of what use is a way of life that provides us with all kinds of
comforts and pleasures but where consumerism so pervades our consciousness that we
can no longer produce anything by ourselves, where even the "creative process” comes
in a ready-made package, e.g. do-it-yourself art kits. True creativity cannot come in
prepared packages. He who is truly creative can produce art from the most unlikely
resources and materials available. Lastly, it has been proven that people who
express their inner potentials are less prone to violence, sensation-seeking and
drug-addiction. They are more fulfilled, serene and happy.

We have to move, as far as we can, towards deprofessionalizing art (as well as other
professions). Monospecialist, professional artists will not be discouraged from pursuing
their narrow specialization. In fact they can serve as teachers and guides.
Participation in artistic creation will simply be opened to more people in other fields of

specialization.

This move will reopen, revitalize the channels of creative expression. We will then be
able to avoid the monotonous homogeneity of forms and designs, e.g. in architecture,
that results from reliance on the specialists alone. By harnessing the talents of gifted
amateurs we will vastly expand the creative resource pool of society and break down
the rigidity of the artistic caste. This will greatly reduce unproductive inbreeding, turf
protectionism, technicism and effete estheticism. We will also see less of art that
merely aims to shock, offend our sensibilities and call attention to itself for lack of
anything significant to say -clearly a product of narrow, empty specialization. We
can advocate, for example, the settingup of non-professional creative, artistic guilds
and in the workplace encourage and systematize further the idea of job rotation.
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Cultural awareness and literacy, though necessary, is only a first step. A well

rounded education should include training in cultural and creative skills and practice.

What we need are more practitioners, not more theoreticians,

3 We have to deglamorize authorship, superstardom and celebrity status.
Individuals alone very rarely give birth to original ideas. A whole community is
often behind them. It is high time that we democratize support of creative talent
by recognizing, promoting, and possibly subsidizing, communal participation in
cultural endeavors. For one thing, we have to ensure that laws on intellectual
property will protect communal intellectual property, e.g. the intellectual property

of cultural communities who are bearers of worthy living traditions.

To really encourage people participation in artistic creation, we have to promote
seriously non capital-intensive forms of art. Elitist notions of art, such as the
romantic cult of the individual artist as genius—hero, have misled us into believing
that artistic genius is so rare and precious that art has to be expensive. Thus, art
collectors are hardly surprised that a Picasso painting might cost more than $100
million U.S. dollars. But art need no be expensive. It is the creative idea that really
matters. Kites, origami, paper cuts, ikebana, and other non capital-intensive forms of
art deserve more serious attention. Why can we not give the same importance to the

creation of these things that we give to the Asian games or the Olympics?

Again, under the influence of the European romantic cult of the individual as hero, we
have given so much weight to technical virtuosity as a precondition for artistic
excellence. But just like capital, this is not a necessary condition. What is evident in
artistic creation is the wide variability of techniques involved. Some ideas require
highly complex techniques to realize but the majority of ideas do not. What is needed
is creative imagination. FEuropean madrigals from the 14 century are impressive
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creations but they were composed by amateurs who had very little technical training.
Gamelan music in Indonesia is a stunning experiencebut its performers are essentially
amateurs. The excessive concern for technique in our century because of western
influence now makes the task of orchestral composition a formidable and intimidating

one.

Deprofessionalizing art includes endowing it with as many values and functions as
possible. This makes art accessible to more people and makes it part of everyday life,
bringing back a phenomenon well described by Soetsi Yanagi:

The world’s music today has become concert music. This used not to be
when music and melody flowered from a common life. The change is not
for the better, for music that is separate from life is separate from nature.
The atmosphere of the concert hall is not altogether admirable; Those
who go tend to be erudite or specialized. They go to hear a great
composer or a great interpreter. The dregs are left to the man in the
street. Is this good? Has the root of music not been cut? I believe that
when music was alive inlife there was little need for concert halls. The

life of music was in the streets, the homes and the fields.”

Returning art to everyday life will restore a sense of beauty in peoples’ lives,

Once this happens, sanity and peace of mind will prevail. Elite-mass culture cannot
promote real human growth and well-being because it tends to suppress our creative
wellsprings. Bringing back art to everyday life means that we put art in everything
that we do, not only in food preparation and presentation, grooming and fashion,
packaging and display of goods, but also in many social rituals and occasions that
have become routinary and boring . It also means that we have to explore and utilize
other meanings and functions of art such as music for healing, music for hastening
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plant growth, music for meditation and raising one’s consciousness, artistic mandalas
for achieving individuation or integrity, etc. We should not limit art to sensory

entertainment alone.

Deprofessionalizing art, de-individualizing or bringing it back to the community will
have a strongly stabilizing effect on the world. It is highly individualized, competitive
people who bring about rapid, frenetic change because they all would like to change
the world in their own image. In the extreme, individualists often find perverse
pleasure in bringing about change simply to call attention to themselves as the agents
of change (“change for change’s sake”). Obsession with change may be diagnosed as
a neurotic condition brought about by alienation from our creative human essence. The
philosopher, George Santayana, once remarked: "He who has lost sight of his goal
redoubles his speed.”

Rapid change is often undesirable because many things are not carefully thought out
before they are changed. There is nothing like gradual, evolutionary change. It is
more natural, flowing, and intelligent.

Asian culture has always been contemporaneous, Wwith strong elements of
extemporaneity and improvisation. It is always responsive to contemporary needs and
conditions. Asian art does not have a tradition of exoticism and historicism, which are
western tendencies. There exists no tendency in Asia, particularly in Southeast Asia,

to worship masterpieces.

What matters is a creative engagement with life, oneness with the creative living
principle. Hence, we must avoid fossilizing Asian art in the past and only use
historical elements as basis for moving forward. This does not mean, however, that
we will neglect the preservation of our cultural heritage. We have to keep alive the

record of the past so it may guide us towards the future.
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Appendix 1 — Seven Facets of Cultural Worth

The seven facets of cultural worth may be applied to any culture or place as an
instrument for identifying its attractions, distinctive creations, expressions or
achievements.

1. Originality (First of its Kind)

2. Indigenousness (Original or Native to a Place)

3. Authenticity (Purity, Genuineness)

4. Uniqueness (The Only One of its Kind)

5. Historicity (Connection to Past Significant
or Momentous Events)

6. Magnitude (Superlative Degree or Extent,
Quantitatively Measured)

7. Excellence or Greatness (in Artistic, Intellectual,

Scientific, Humanistic, or Technical Quality)

The original is the first of its kind. It has an attraction no other quality, except
excellence, can beat. We always look for it and want to be original. It is at once
authentic and unique, being the first of its kind to exist.
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The indigenous, is what is original or native to a place. It defines the special
character of the place. Knowing that we are in a province where a particular type of
food, dance or festival is indigenous gives us a privileged feeling. We can never lose
with the indigenous.

Authenticity is the one that endows a place, object or person with soul.  All
over the world artificial things,such as sanitized towns and cities, tasteless imitations,
and mass-produced fakes repel tourists. Who cares for derivatives? Why not present
the genuine in all its subtlety, beauty and richness?

Uniqueness makes something rare and precious, beingthe only one of its kind.
It may not be the original, but it is the only one in existence. So it is important. And
people, especially tourists, will feel attracted to it since they can share in its

distinctiveness. Special phenomena can be included under uniqueness.

Though not necessarily a condition, but often an aspect, of cultural integrity is
the Historic. Something that has a historical significance, be it an object, site,
structure, occasion or institution, is of great importance for tourism.The more historic
and older an institution is, the more dignity, authenticity, power and authority it
wields. It can evoke reverence and awe. Through time, an old object, structure or
site reveals its soul and commands interest. For example, beholding the oldest tree
in the world could be a moving experience. Promoting a city as the oldest in your
country is actually enough attraction for some domestic tourists to visit it, even if it
does not offer much else.

Magnitude may be a superficial measure of cultural worth but it excites many
people and is therefore an important consideration. Anything that is the tallest, longest,
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shortest, largest, smallest, fastest, slowest or that can be described in superaltive

terms (or degrees) attract people everywhere.

The essential condition of cultural integrity is certainly Excellence, whether artistic,
intellectual, scientific, technological, spiritual, or other. Excellence can only come from
a person or culture in full possession of its mind and soul.

As far as tourism is concerned excellence is a sure winner. The best in any field of
human endeavor or the best of any natural phenomenon is irresistible to the human
psyche.
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Serge Chaumier

Serge Chaumier is a professor of the Department of Sociology at UNIVERSITE DE
BOURGOGNE in France,and the head of Centre de Recherche sur la Culture, les
Musée et la Diffusion des savoir (CRCM) in the university. He has held seminars and
acted as a committee member in Cite des Sciences et de L'industrie and Musée du
Louvre. As one who has lots of interest in the stagnated reality of museums and
eco-museumn, he has participated in the international conference, <Change the
museums in the world of mutation (Changer les musées dans un monde en
mutation)>, held in the museumPointe a Caliéres of the University of Montreal in
Quebec in 2005, and led a talk with the agenda of "The museums pursuing
identification against globalization (Le Musée identitaire face a la mondialisation)”.
His representative published book is The museums looking for indentification:
Ecomuseum-Technomuseum(Des musées en quéte d'identité. Ecomusée-Technomusé
e)y (L'Harmattan, Paris, 2003).
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Serge Chaumier

oy
French

PROPOSITION D'INTERVENTION SUR LE THEME Musée & Nature

Résumé:

Ne connaissant pas le projet coréen, nous proposons de présenter une typologie
générale de rapports entretenus ala question environnementale, et du rapport des
musées a la nature, en France. Des approches et questionnements au travers
dexemples de lieux. Sur cette base, nous pourrons développer certains points en

fonction des attentes du séminaire.

Nous proposons une série de dia sur Powerpoint

e «Toute société a une théorie de la nature qui lui est propre, qui s'exprime non
seulement dans les configurations intellectuelles, mais aussi dans les agencements de
symboles, des instruments et des pratiques. Durant les périodes de rupture, de remise
en cause globale, qui effectuent un tournant de l'histoire, cette philosophie de la nature
se modifie elle annonce, prépare, accompagne les changements en voie de se faire et

en cours de réalisation», écrit Georges Balandier.
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La peinture paysagiste
e [es paysages peints dans les beaux—arts nous offrent une représentation de la
nature au travers les ages et plus particulierement du XVI au XIXe siecle: sorte de

mémoire de la représentation culturelle de la nature.
e e paysage est le rapport sensible et subjectif ala nature, une relation,

e alors que l'environnement, cest plutdt le rapport factuel a un milieu, le rapport

dune société a un espace.

1. La nature comme agrément

le parc de musée, comme lieu dagrément

2. La nature comme décor : le jardin de sculptures:--
- Musée de Claude Monet a Giverny

- La création pour sites

- Les jardins de sculptures

- L’art contemporain en nature

- Art et Création éphémere

- Le musée de plein air

3. La nature comme objet d’étude

Les lieux d'études de la nature sans espace extérieur

e du musée collection, étude de la diversité: muséum, les herbiers---

e la mise en scene reconstituée de la nature: muséologie de collection,

e Je musée patrimonialise la nature

Trois rapports successifs: L'étude par les naturalistes...

Des dioramas
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Le Muséum de Paris
Deux conséquences: le discours et le vivant

e On passe de musées centrés sur des collections d’objets a des centres de sciences
qui place au ceeur de leur action et de leur propos des récits sur des savoirs.

Servir un propos

4, La nature comme collection dans les murs
La Serre de la Cité des Sciences
La Géode

Les murs végétaux de Patrick Blanc

L'exposition Folies végétales

Le Biodome (Montréal)

Les aquariums:---

5. La nature comme collection hors les murs

N

arboretum et zoo liés 4 un musée

Festival des jardins, Chaumont

6. La nature comme terrain du discours

7. La nature en interaction directe avec I'exposition
e Lieux ou le propos dialogue entre intérieur et extérieur

Espace Vautours

e Concept du centre d'interprétation

8. La nature comme immersion
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Le musée archéologique de Bibracte

Le Latenium

9. La nature comme source d’interrogation

L'exposition est de plus en plus un outil, participant aux débats de société sur

'environnement
Changer d’Ere
e Beaucoup dexpositions mettent aussi en avantun point précis

e la menace sur la biodiversité, la disparition des espéces, la question de 1'énergie, de
l'eau, du traitement des déchets ou encore de l'agriculture...

CLIMAX: CSI
L’EXPOSITION CLIMAX

comment faire des expositions en respectant 'environnement

En guise de conclusion

e Les liens musée - nature sont pluriels. Ils ont toujours existé mais ils se modifient,

en cela il relate plusieurs évolutions:

_le changement du rapport ala nature dans nos sociétés, passant de ressource a

un partenariat

_le changement du musée et de I'exposition, de lieu d'étude ou de délectation, a un
musée forum et citoyen, lieu de discours, voire lieu ou un auteur soutient une

these

_l'urgence des problématiques contemporaines en matiére denvironnement
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Martine Joly

Martine Joly is a chair professor emeritus of the Department of Communication at
UNIVERSITE DE BORDEAUX 3 (UNIVERSITE MICHEL DE MONTAIGNE) and is
responsible for production and education of audio and video materials at L'Institut Supérieur
de IInformation et de la Communication(ISIC). Martine Joly has gained academic
recognition on image analysis and image interpretation in France. Her main writings are
PThe Dictionary of image(Dictionnaire de limage); (Vuibert, Paris, 2006), ‘Image and
symbols (L'image et les signes); (Nathan, Paris, 1994), FIntroduction to the analysis of
image(Introduction a l'analyse de l'image); (Nathan, Paris, 1994). Of his books, two about
the image semeiology were translated into Korean, which are [Introduction to the analysis
of image (Introduction a l'analyse de I'image); (translated by Sunyoung Lee, Dongmunseon
Publishing, 2004) and fImage and symbols (L'image et les signes); (translated by
Dongyun Kim, Munyae Publishing, 1999). She also has a deep knowledge of film analysis.
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Martine Joly

ol
French

La culture aujourd’hui, nouvelles approaches

De nos jours la culture est en question, de méme que l'art est en question. On parle

en effet de crise de l'art aussi bien au sujet de sa définition, de son évaluation, que de

sa fonction, comme de celle de l'artiste : quest ce qui releve ou non de l'art ou du
champ artistique, qu'est ce qui reléve ou non du champ culturel, de ” l'agir culturel ”
sur ou dans la culture, etc.? A partir de quelques réflexions et de quelques exemples
nous verrons quaussi bien la notion de culture que les modalités de son approche se
sont déplacées selon un certain nombre de glissements sémantiques, technologiques et
méthodologiques a partir desquels nous proposerons quelques considérations
généralisantes. En effet I'analyse de ces évolutions permet dobserver les modalités de
leurs approches, qu'elles soient scientifique, professionnelle, pédagogique, médiatique, ou
encore d'usage. La place de l'image dans ces parcours s'aveére par

ailleurs a la fois problématique et fondamentale. Glissements sémantiques -

" ”

Un petit rappel de I'évolution de la notion de ” culture ” évoquera la complexité de la

" "

question : en passant du sens propre au sens figuré de " culture de ” on est passé a

" "

l'utilisation de la ” culture de ” comme sens figuré de l'agriculture : de la culture du

N "

colza a la culture des lettres, de la langue ou des sciences. La ” culture de " désigne

donc dabord une action, celle de cultiver quelque chose. Puis, dans un glissement

" "

métonymique, la ” culture ” en est venu a désigner le résultat de cette action. Sans

" "

complément de nom, ” culture ” devient ” I'état d'un esprit cultivépar l'instruction ”, et,
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donc, associé a celle—ci le mot désigne ” I'ensemble des connaissances acquises

”

qui permettent a l'esprit de développer son sens critique, son gofit, son jugement---
Cest le sens que lui reconnait le Robert au début du 20° siécle. Considérée comme le
signe d'une élite de la nation dés le 18° siécle, la culture vise a soutenir les principes
d'égalité, de gratuité et dobjectivité de 1'école au début du 19° siécle. L'apanage d'une

élite est ainsi progressivement considéré comme une valeur universelle.
Au début du 20° siécle, avec la découverte en France de Nietzsche, une connotation

nationaliste apparait : on parle de culture allemande, de culture francaise, etc.
L'élargissement du sens du terme a celui de civilisation, rejoint alors une définition
ethnologique de la culture comme "“complexe qui comprend les sciences, les croyances,
les arts, la morale, les lois, les coutumes et les autres facultés et habitudes acquises

par 'homme en tant que membre de la société ” (Tylor

1871). Clest le développement que va suivre le terme en sciences sociales olt l'on

"

considere la culture comme la somme des automatismes, des préjugés et des

"

jugements de valeur d'une société donnée a une époque donnée ” selon la définition du

sociologue Henri Laborit. On voit ainsi s'opérer au fil des siécles une démultiplication

des définitions selon cing axes :

- la culture comme action de cultiver la personne,

- la culture comme état de la personne cultivée,

- la culture comme faculté ou action créatrice,

- la culture comme expression de la vie intellectuelle ou/et affective dune
communauteé,

- la culture comme expression de la vie sociale,

- la culture comme matériau essentiel de la pensée, comme un acquis, un contenu, un
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existant, par rapport a la vie de l'esprit. C'est ainsi que, devant une dérive si générale
du sens, Lise Didier-Moulonguet propose de considérer le terme comme une notion
matricielle ouvrant sur toutes sortes de champs relevant du "secteur culturel ”

Ainsi, longtemps définie par 'éducation, 1'ethnologie et l'anthropologie, la culture a été
ensuite massivement définie par l'art, compris comme un champ culturel rassemblant

"

les " oeuvres de 'humanité "en tant que chefs d'oeuvres de grandes civilisations. C'est
leur connaissance par le plus grand nombre qui a constitué la préoccupation fondatrice
du Ministére de la Culture, Institution culturelle d'Etat rejoignant lidée d'éducation
populaire dune part, mais en lenlevant a l'école dautre part. Une étroite relation

s'établit entre art et culture au point que les deux termes paraissent méme

synonymiques.
Clest ce que déclare André Malraux fondateur des ” Maisons de la culture ” dans les
années 60 en France, lors de linauguration de celle de Bourges : ” lorsque nous

parlons de culture, nous parlons de tout ce qui a survécu (d'Alexandre a César, a la
Renaissance etc.) ” Par leur dimension d’éternité les oeuvres d’art se rattachent a la
culture comme " I'ensemble de telles paroles et I'ensemble de toutes les formes (...) qui
ont étéplus fortes que la mort ”. Sans permettre de définir l'art en tant que tel, on
voit que la culture est mise en étroite relation avec celui-ci comme elle est aussi mise
en relation avec la communication et la médiation. L'ethnologue américain de 'Ecole de
Palo Alto Edward Hall déclare en effet dans les mémes années : ” La culture est
communication " Glissements méthodologiques et technologiques @ Pendant cent ans
I'histoire de laction culturelle s'est confondue avec celle du militantisme comme

"

application de théories scientifiques dans ” I'Instruction publique "comme dans

I’éducation

"

populaire ”, mais elle S'est mise aussi aconcerner toutes sortes de discipline : la
sociologie, l'anthropologie, lethnologie, les arts-:+ Ces positions différentes et

différenciées, ces politiques

"

publiques et/ou privées provoquent des actions et des études que l'on appellera

132



"

culturelles aussi bien que des querelles et des pamphlets, toujours alimentés en
particulier par la séparation entre les Ministéres de I'Education, de la Culture et de
I'Industrie et les aberrations que tout cela engendre. Par exemple, en France, le CNC
(Centre National du Cinéma) dont la fonction est de développer lindustrie du cinéma
dépend du Ministére de la Culture (aprés avoir dépendu du Ministeére de 1'Industrie)

tandis que les actions d'éducation a l'image et au cinéma qu'il met en

place avec des budgets importants, court-circuitent les efforts du Ministere de
I'Education pour en institutionnaliser la pédagogie et provoquent une certaine confusion.

Sur ce fond quelque peu flou, quelles sont les modalités des approches contemporaines
de la "culture " ? Les différents types d’approches :

II nous semble nécessaire de distinguer différents types dapproches : - il y a

" "

l'approche " scientifique ” rassemblant les projets d'études et de recherche concernant

les

1 "

différents champs culturels : — U'approche ” professionnelle ” concernant les métiers de

la culture, le savoir faire et le faire

savoir - les musées, les expositions, les associations, les actions, les performances, les
festivals, les promotions (mois de ceci, de cela), les fétes (de la musique, de la poésie),
les foires, les salons, les animations etc. ;— coordonnée a l'approche professionnelle il y
a l'approche "pédagogique” de la formation aux métiers de la culture : la multiplication
des formations au tourisme, aux voyages, au patrimoines, etc. Mais le culturel

demande des formations spécifiques et adaptées.
- lI'approche "médiatique” propre aux journaux, aux TV, au net, a la radio, etc. ;
- l'approche des usagers, des publics spectateurs, lecteurs, visiteurs etc. Des foules et

de

“ ”

leur gestion aux “ happy few ”, etc. Voyons quelques exemples de ces approches et

les lecons que nous pouvons tirer de leur évolution. Parmi les approches scientifiques
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nous rappellerons d’abord quelques caractéristiques de 'approche sociologique :
Certains sociologues distinguent en effet, avec Pierre Bourdieu, le marché des biens

symboliques de celui des biens matériels, en distinguant le capital économique du
capital social et du capital culturel. Dans le champ des productions culturelles ils
introduisent encore une distinction entre champ restreint et champ industriel (de
masse) et analysent les relations entre les deux champs. Pour Bourdieu le journalisme
est un champ de production culturelle qui a une logique de réception propre qu’il
expose précisément dans La Distinction (79). Au chapitre 4, par exemple, il étudie les
différences de modalités de consommation des journaux par les différentes

classes sociales. En 1992 dans Les régles de lart, il étudie la logique interne et
externe des

champs de production restreints et extérieurs dun domaine a partir de la question de

I'évaluation : qui est juge des juges ? Qui décide de qui est un grand intellectuel ou
un grand artiste ? Il introduit une distinction entre les jugements des pairs comme
experts (jugement faisant évoluer les connaissances) et celui des extérieurs (les
médias) qui font apparaitre un nouveau personnage : " lintellectuel (ou [lartiste)
médiatique ” ou ” fast thinker ”, différent de l'intellectuel ou lartiste médiatisé. Cette
approche provoque une polémique révélatrice dune certaine approche de la culture qui
démontre que la culture implique aussi la question de la critique et de sa
médiatisation, sans doute plus révélatrices des attentes et des stéréotypes

institutionnels que d'un état des lieux
culturels. La critique d'art pose bien sfir toute la question de la légitimité de l'art,

Parmi les approches professionnelles, nous prendrons pour exemple celui des musées
au XXI° siecle. On apercoit en effet nettement un besoin de changement de la fonction
du musée. Depuis le tout premier musée connu, le mousseion d Alexandrie, petit frére
de la céleébre bibliotheque, aux musées subventionnés de la révolution industrielle, puis
aux musées de la nouvelle économie mixte privée/publique, il s'est opéré un certain
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nombre de passages et de mutations depuis la fonction traditionnelle de collection,
conservation et dexposition. « Un musée est une institution permanente, sans but
lucratif, au service de la société et de son développement, ouverte au public et qui fait
des recherches concernant les témoins matériels de 1’homme et de son environnement,
acquiert ceux-la, les conserve, les communique et notamment les expose a des fins
d’études, d’éducation et de délectation. » Définition officielle de I'LCO.M. (le Conseil

"

international des Musées). Or on constate que l'on est progressivement passé du

visiteur ” a " lusager ”, de ” l'exposition ” au "transfert de connaissance ”, de ”

” "

l'information aux compétences

”

pour lesquels le muse devient un centre
d’apprentissage informel pour lequel le lieu méme du musée devient celui dune action
locale inscrite dans une pensée globale, par l'intermédiaire des nouvelles technologies et
du virtuel. Si la fonction méme du musée évolue, il en est de méme de son contenu.
Traditionnellement consacré aux arts et aux techniques, le musée souvre plus

largement au

scientifique. On voit en effet apparaitre le désir des scientifiques de ne pas rester
isolés et de participer a réduire la distance entre l'expert et le citoyen quel que soit
son age (deés l'age de sept ans...), son éducation, son niveau culturel. Le développement
dune opinion scientifique est alors compris comme une exigence du systéme

démocratique.

Quant au cadre du musée, traditionnellement concerné par 1'architecture, il n'échappe
pas non plus a cette évolution puisquon voit de plus en plus la nature méme étre
considérée comme lieu d'exploration, d'éducation et d'inspiration muséales. La notion de

musée englobe alors aussi celle

de corps a corps avec la nature que l'on rencontre bien sfir dans l'art landing (Richard
Long, Vérame) mais aussi dans les rencontres thématiques (la fontaine, les coquillages,
le sentier etc.) ou toutes sortes de jeux plus ou moins organisés. Mais cette ouverture

a la nature peut aussi se dématérialiser dans les musées virtuels, sites web

extensibles a 1'infini de collection, de représentation et d’exploration.
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Enfin nous évogquerons quelques aspects de 'approche médiatique a travers quelques

exemples de la télévision. Il existe en France des émisions explicitement consacrées a

" " N

culture ” ou a ” l'actualité culturelle

’

la '. Certaines se veulent "grand public” tandis

que d'autres sadressent & un public plus ” ciblé ” et concerné. Les deux types

” ” "

d’émission néanmoins ont la caractéristique d'étre trés ” parisiano—centristes ” et

’

tendance ”. Relativement superficielles, avec des rubriques souvent tres réduites, plus

que par le contenu méme des sujets cest par leur forme qu'elles se caractérisent, pour

”

ne pas dire par leur format ou par leur formatage. Que I'habillage soit plus ou moins

"

branché ”, les sujets plus ou moins davant-garde, ces émissions se caractérisent par
leur morcellement, la briéveté, 1'éparpillement des évocations. On sent la pression de

l'argent, le besoin d’en signaler le plus possible dans le moins de temps
possible, tout en utilisant 'écran télévisuel comme un espace daccumulation des

informations, avec ou sans rapport les unes avec les autres : morcellement de 1'écran

en
plusieurs fenétres co—présentes, défilement de texte autonome en bas de l'écran,
commentaires verbaux, interviewes hachés, musiques mélées a force de se succéder

rapidement, etc. Les émissions plus approfondies et plus longues sur tel ou tel

”

musicien, écrivain, peintre, existent mais elles s'inscrivent dans la logique d’une

"

Chaine du Savoir (comme France Cing) au sein de laquelle se détachent des

"

émissions désignées comme culturelles. La “ culture ” étant incluse, mais cependant
distincte, apparemment, du savoir. Alors quoi de neuf dans 1évolution de ces
définitions et de ces nouvellesapproches ? On peut dire que l'on se trouve en face
dune situation paradoxale de développement des contraires. Ainsi l'opposition
local/mondial se retrouve dans tous les champs de la vie individuelle et sociale. Cette
transformation macrosociale affecte tous les champs et en particulier ceux de
I'économie, de la technologie, du politique et enfin de la culture. Dans la culture, les
arts plastiques ou les arts vivants, on voit en effet se manifester des désirs divergents

opposant par exemple le tag a la peinture de chevalet, le rap ou la musique techno a
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" "

la musique " pure " et abstraite, bref présentant la diversité du patrimoine comme un
atout capital permettant de rassembler et dexposer les différences comme des valeurs
complémentaires, accentuant leur spécificité au lieu de les atténuer. La mondialisation

peut ainsi apparaitre comme un phénomeéne permettant le contraste

simultané des locaux et des cultures. Cest ce que manifeste la redécouverte des

1 "

particularismes locaux dans les cultures dites ” premiéres ” ou ” indigénes ”. S’agit-il

"

dun retour aux expositions coloniales ” ? Il y a certes le danger dun discours
simplificateur ot la globalisation drainerait une pensée unique Imposée par
I'économique. En réalité, les termes de globalisation et de mondialisation, loin d’étre de
simples mots, témoignent dun affrontement dans les divers aspects de la culture et
que lon peut voir a loeuvre dans nos différents exemples. Le musée commercial
daujourd’hui associe les galeries d'art aux galeries marchandes et présente l'activité
dune région, d'une nation, en rapport avec le monde. Les musées, nous l'avons vu,
sont pris dans l'événement de la mondialisation en relation a la localisation. Le citoyen

mondial est plus prés du citoyen de New york, de Buenos Aire, de Rio ou de

Melbourne que du citoyen rejeté aux périphéries de la ville. La connaissance dune

autre

culture pourrait avoir alors le mérite de relativiser toute adhésion a une seule culture,
établir un rapport plus apaisé au temps et permettre de réduire la tension angoissante
de la mondialisation pour suggérer de nouveaux repéres de proximité et retrouver un

autre

contact. Nous assistons a 1'émergence dun temps mondial par opposition & un temps
local. Le temps mondial se définirait comme un moment privilégié ot les sociétés
renégocient en termes collectifs et de maniére assez forte leurs rapports au temps et a
l'espace. Les conséquences du temps mondial seraient la proximité, linteractivité par

" "

un franchissement d'un ” mur du temps ” réel, celui qui régit notre vie quotidienne.

Celui—ci, le temps local, concernerait le temps quil fait, l'alternance des jours et des
nuits. On en trouve des exemples spécifiques dans les musées actuels : ainsi a Paris
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" ’ " "

le Louvre représente le musée ” ancien ” par rapport au musée " moderne ” que serait
le Centre Pompidou. Le premier présente en effet des oeuvres anciennes, sous
l'architecture métaphorique de la pyramide, de lart funéraire, de liceberg et du
mysteére, tandis que le second, ” moderne ”, lui oppose le nomadisme, la constellation,
louverture et la transparence y compris architecturale. Quant aux musées scientifiques
que nous avons évoqués ils s'inscrivent radicalement dans 1'événement de la

mondialisation, par leur gigantisme (La Vilette), les nouvelles technologies et le virtuel.
Les musées, pris dans cet événement, en tant que changement radical et irréversible,
doivent donc trouver une nouvelle cohérence en retravaillant 'espace et le temps, la

proximité et l'éloignement, le temps ” lumiére " du global, et le temps local des
saisons et des jours. Un autre paradoxe non négligeable qui se dégage de nos
observations et celui du morcellement et du lien caractéristiques de 1'approche
multimédiatique.

L’approche médiatique de la culture, nous l'avons vu est extrémement morcelée,
éclatée,

dans son approche télévisuelle mais aussi dans la réception méme de la télévision qui

"

est soumise au "zapping ", au papillonnement, & la recherche ininterrompue d’autre

chose que ce que lon peut observer, a la quéte dun ailleurs aussi improbable
qu'insaisissable. Cette forme d'accés a la culture se retrouve aussi dans le "surfing ”
que l'on opére sur le web ou encore sur les CDRom. La structure en arbre de ces
derniers rompant radicalement avec la structure linéaire du raisonnement cartésien,

r

incite a ” explorer ” des développements

paralléles ou bizeautés en nombre quasi infini. Cette facon partielle et quasi mosaique

d’aborder tel ou tel sujet peut sembler antinomique avec le désir de relation qu'il

" "

dénote par ailleurs. Le terme méme de " lien ” devient le maitre mot des " sites

"

web, corrélé qu’il est a 'image méme de la ” toile ” enserrant la planéte et fondant la

mondialisation.
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Pour essayer de comprendre cette série de contradictions et imaginer des perspectives

N

constructives, peut-étre pourrions revenir a l'étymologie du mot

”

culture ". Entre

" " "

, est aussi

"

sémantique et philologie, le mot ” culture ”, s'il désigne le ” champ cultivé

”

a lorigine du mot “ couture Du militantisme a la consommation, la culture
"voyagerait—elle maintenant vers une nécessaire solidarité ? Alors pourquoi ne pas
imaginer les approches futures de la culture comme un gigantesque patchwork ?

Etroites et morcelées mais immenses et cousues?

139



Martine Joly

doiige
English Version

New Approach to the Current Culture

Culture today has become an important topic for discourse as much as art. People talk
about the crisis of art, but they also talk about the definition of art, critique of art,
the function of art and the role of artists. What are the things that belong to art, or
the realm or art, and what are the things that do not? Equally, what are the things
that belong to the realm of culture, or the realm of “cultural influence,” and what are
the things that do not?

Through a number of observations and insights, we will understand that the concept
of culture and the approach to culture have changed. In this context, I will mention
semantic changes, technical changes, and methodological changes, based on which I
will come to a general conclusion. When we analyze the changes in the approach to
culture, we seedifferent methods of approach, be it scientific, professional, educational,
media and usage. But throughout the process, what remains fundamental is the image
- and it also raises many issues.

Semantic changes:
A close look at the changes in the concept of the term "culture” will make us see the

complexity of the issue. If we look at the original and figurative meaning of
"cultivation of (culture de),” we can see that the analogy began from agriculture. The
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original meaning was cultivation of vegetables, while the figurative meaning was
literature education, language education, science education, among others. Thus,
“cultivation of (culture de)” indicates the act of seeding and growing something. Since
then, as the meaning changed through metonymy, “culture”’came to indicate the result
of such act. Without a noun complement, “culture” took on the meaning of “the mind
fostered through education,” while Robert Dictionary of the early 20 century defined
it as "the sum of all knowledge acquired to develop a critical mind, preference and
judgment.” In the 18" century, the word was used to indicate a nation’s elite, then in
the 19% century, to back up the principles of equality, free education, and neutrality of
schools. It gradually turned culture, once regarded as the exclusive domain of the elite,

into a universal value.

In the early 20" century, as France discovered Nietzsche, the word “culture” also
began to imply nationalism. Expressions like German culture or French culture are a
good example. The expanded meaning of culture now had a nationalistic connotation
to it, as Tyler in 1871 defined it as "the sum of all abilities and habits acquired by a
human being as a member of a society such as knowledge, beliefs, arts, morals, laws
and customs.” This also signaled the beginning of the use of the word "culture”’in
social sciences, and sociologist Henri Laborit defined it as "the sum of the
sub-conscious automatism, prejudices and judgmenton the values of a certain time and
a certain society.”

As such, we can see that the meaning of culture has expanded along five pillars over

time.

— Culture that indicates the act of educating people.

- Culture that indicates the mind of a “cultured” person.

- Culture that indicates creative abilities or acts.

- Culture that indicates the intellectual and emotional life of a community.
- Culture that indicates social life.

- Culture that indicates the elements essential for a spiritual life, such as concepts,
ideas and knowledge.
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To the many and varied interpretations of culture, Lise Didier-Moulonguet proposed to

include everything that is found in the “realm of culture” using the concept of matrix.

As such, what has long been defined as an educational, ethnic or anthropological
concept has now been defined as indicative of art as well, now considered as a realm
of culture that combines the works of the human race, the masterpieces of the great
human civilization. The Ministry of Culture and the national center of culture proposed
public education so that as many people as possible can learn of it.

Art and culture came to be inextricably associated with each other, sometimes even

known as close synonyms.

The following are the words of Andre Malraux, the founder of the French maisons de
la culture (literally, “houses of culture”) in the 1960s, at the opening ceremony of the

maisons de la culture Bourges.

“When we talk about culture, we talk about what happened - King Alexander,
Caesar, the Renaissance. But because of their perpetuity, works of art are associated
with culture as the sum of all forms, all words that are stronger than death.” Instead
of defining art in and of itself, we take note of its close association with culture.
Furthermore, culture is also associated with communication and media. Around the
same time, an ethnologist of the U.S. Palo Alto Edward Hall School declared, “Culture

is communication.”

Changes in methodology and techniques:

For over a century, the history of cultural activities was led down the path of
struggle and confusion, as was the case when scientific theories were applied to public
education or popular education. But today the history of cultural activities is associated
with all academic disciplines including sociology, anthropology, ethnology and art. The
many and varied status and collective or individual policies triggered a series of
activities and research that we call "cultural,” and the separation of the Ministry of
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Education, Ministry of Culture and Ministry of Industry and the resulting confusion
can also lead to controversies and condemnations. For example, the French National
Cinematography Center (CNC), as an institution to promote the cinema industry, had
been under the Ministry of Industry, but was moved to the Ministry of Education. But
in the course of providing high-budgeted cinema and video education, it often causes
conflicts by ignoring the intentions of the Ministry of Education that tries to

institutionalize the teaching methods.

As the origin of “culture” increasingly gets lost with the passing of time, what should

be the modern approach to culture?

Different approaches:

First we need to differentiate between a number approaches.

- A scientific approach that collates studies and research projects in various fields of
culture.

- A professional approach associated with different types of cultural performance and
institutions, such as culture-related jobs and know-how, museums, exhibitions,
associations, acting, performance, festivals, promotions, music fests, poem fests, product

exhibitions, fairs and animation.

— An educational approach associated with education of the people working in different
fields of culture, such as travel, tourism and cultural heritage; professional and

appropriate education is needed.

- A media approach related to mass media such as newspapers, TV, Internet and
radio.

- A user approach from the perspective of users, viewers, readers, tourists, etc., an
approach for the public and the “happy few.”
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In the following section, I will introduce a number of examples for the

above-mentioned approaches and lessons from changes in the approach.

First, in the scientific approach we can think of the characteristics of the sociological

approach.

Some sociologists such as Pierre Bourdieu distinguish between the market of symbolic
goods and the market of real goods, by separating between the economic capital,
social capital and cultural capital. They adopted the concept that delineates between
the domain of culturalproduction and the domain of mass production, and analyze the
relations between the two. Bourdieu argues in Distinction (1979) that journalism is a
field of cultural production that possesses its own reception logic. For example, in
chapter 4 he assesses the differentpatterns of consuming newspaper among the
different social classes. In The Rules of Art (1992), he probes the internal and external
logic of a specific field of production (limited to one area) and the external fields of
production and raises the following questions. Who is the judge of judges? Who
decides who is a great intellectual or a great artist? He was separating between the
judgment of specialists who develop knowledge and the judgment of the outside, or
the media. The external judgment creates a new breed of personalities - intellectuals
or artists who are strong on media. They are different from the intellectuals or artists
who have simply been exposed to the media. But this approach invites controversy as
it represents a cultural approach that indicates that culture includes critique and media
exposure. It is true that critique and dissemination through media well illustrate the
institutional stereotypes and people’s predictions. Art critique raises just questions
about art.

As for the professional approach, let us see the example of the museum in the 21%
century.

We actually feel the need to change the functions of a museum. As museums evolved
through history, from the first known museum, the famed Alexandria Museum (and
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the Alexandria library) to the government-funded museums of the Industrial
Revolution, and museums under the public-private hybrid economy, their traditional
functions of collection, preservation and display have been subject to a series of

changes.

“A museum is a non-profit making, permanent institution in the service of society and
of its development, and open to the public, which acquires, conserves, researches,
communicates and exhibits, for purposes of study, education and enjoyment, material
evidence of people and their environment.” - Official definition of a museum by the
International Council of Museums (ICOM).

"o«

But “visitors” are gradually turning to “users,” “exhibition”to "knowledge delivery,” and
“information” to “ability.” In this process, a museum is becoming an informal forum of
education, a space within a specific locality where people seek global mindset using

new technology and virtual technology as the vehicle.

In line with the changes in the functions of a museum, its inner spatial layout is also
changing.

Whereas it has been traditionally concentrated in art and technology, a museum is
now allocating more space on science. Today we see more and more scientists who,
instead of being hunched over in isolated spaces, actively engage withpeople of
different ages, educational and cultural level in their effort to bridge the gap between
professionals and the laymen. As such, the progress in scientific views can be

understood as a product of democracy.

The outside structure of museums, traditionally with a heavy emphasis on
architectural techniques, is also keeping up with these changes. Nature itself is
increasingly preferred and used as the place of exploration, education and inspiration
for the museum. The concept of museum now encompasses not only the nature
encountered in the land artof Richard Long or Vérame, but also other elements of
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nature such as fountains, shells and small pathways, and even well-organized games.

But such concept of nature may be deconstructed in the online virtual museum where

the scope of collection, exhibition and research can expand without boundaries.

Last, I will mention the media approach citing a number of examples using TV.

In France, there are a number of visible cultural programs or culture and news
programs on TV. Some of them target the general audience, and some target specific
audience groups. But bothtypes are commonly characterized as highly Paris—centric
and trendy. As these programs deal with relatively superficial and very short contents,
they are more concerned about how to make them short rather than how to best
handle the subject matter. These programs, usually dealing with such avant garde
topics like how to dress fashionably, repeat short and concise sentences. If you need
money or you need to announce it quickly, you can get it done without any human
contact by using the TV screen that storesinformation. Several windows open on the
screen at once, and individual texts are aligned at the end of the screen. Verbal
comments are made, interviews are short, and music is played in quick succession and

gets all mixed up.

There are some programs that take a long, in—depth look into musicians, authors or
artists, but they are mostly confined to the "Knowledge Channel” of Franceb, and even
then, the cultural programs have been taken out. Culture is still included, but clearly it
appears to imply that culture is separate from knowledge.

Then what is new about the changes in the definition of culture and the new

approaches?

We are now faced with a paradoxical situation where two contrasting forces are

growing at the same time.

"Local” and "global” - these two contrasting words exist in all realms of our
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individual and social life. These macro-social changes have an impact on all areas of

society, especially economy, technology, politics and culture.

In culture, plastic art and performance art, attempts are being made to contrast graffiti
with paintings, rap or techno music with classical music. Emphasizing that diversity of
cultural heritage is a majoradvantage, these attempts highlight, rather than reduce, the
uniqueness of each art form, and display the differences as mutually complementary
values. Globalization is a phenomenon that shows the contrasts in different regions
and cultures, and rediscovers the regional characteristics of the aboriginalor indigenous

culture. Is it a return to exhibition of the "colony”?

Granted, globalization also holds the risk of simplification, leading to a uniform set of
ideas shaped by economic trends.

In fact, the expressions "global village” and "globalization” are more than mere words.
We know through many examples that they are clashing on different views on
culture.

Commercial museums today connect galleries and shopping streets, and introduce
regional and national activities in the context of the world. Museums are welcoming
localization and globalization at the same time. World citizens are closer to citizens of
big cities like New York, Buenos Aires, Rio or Melbourne than those in the outskirts
of their own cities. Knowledge in other cultures can ease the tension arising from
globalization and allow the search for new contacts if it can eradicate blind faith in a
certain culture, redefine the relationship with time and determine a new adjacent line.

In the realm of time as well, "global time” that stands in contrast with "local time” is
appearing.

Global time will be unique, representing a new relationship with time and space
redefined jointly and earnestly by each society. Through global time, proximity will
spread and interactivity will increase by transcending the barrier of time currently

147



dominating our everyday life.

In contrast, local time will mean typical time where day is followed by night

repeatedly.

To find examples among museums of today, the Paris Louvre is a history museum
whereas the Pompidou is a contemporary museum. The Louvre, in a pyramid-inspired
structure, exhibits ancient artifacts and funeral culture while the Pompidou Center
represents vagrancy, openness and architectural transparency. As for science museums
mentioned earlier, the La Villette science hall displays new and virtual technologies in
an enormous structure, well keeping up with the trends of globalization.

Hence, museums must also seek fundamental changes to keep apace with globalization.
They must build a new role for museums by studying the relationship between space
and time, proximity and distance, global time like light, as well as local time where

seasons and days repeat themselves.

Of the approaches we have observed, the multimedia approach holds the paradox of

division and relationship.

From the perspective of the media approach to culture, our way of accessing or
receiving TV is extremely divided or fragmented. Just thinking of how we receive
TV, we are always zapping or constantly looking for something new, or trying to look
into something we do not know. Such approach to culture is in line with "surfing” on
the Internet or CD-Rom. The tree structure of a CD-Rom severs the relationship with
a linear structure which allows for reasonable inference, enabling limitless illegal
development. This method, as it clashes with the desire to seek relationships, looks
antinomic. Meanwhile, "link” has now become the most important word in the Internet
that dominates the world and shapes globalization.

To understand this series of paradox and offer constructive opinions, let us go back to
the origin of “culture” According to semantics and linguistics, "culture” means

148



“cultivated land,” but it is also the origin for the word “couture (sewing). “Having
gone through the age of struggle to the age of consumerism, is it not the time to find

unity in the word culture?

How about a future-oriented approach, seeing “culture” as a magnificent patchwork of

small sliced pieces sewn together?
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Yukiko Shikata

Yukiko Shikata works as a curator of NTT InterCommunication Center, and an
independent media art curator & critic. She is a specially—-assigned professor at Tokyo
Zokei University, guest professor at Tama Art University, Kyoto University of Art
and Designand Osaka Seikei University lecturing directing of contemporary art
exhibition.

Her works include projects at Canon ARTLAB (co-curator, 1990-2001), Mori Art
Museum (Associate Curator, 2002-04) Mischa Kuball "Power of Codes — Space for
Speech” (Tokyo National Museum, 1999), "Kingdom of Piracy” (online, co-curated,
2001-), Rafael Lozano-Hemmer “Amodal Suspension” (Opening project of YCAM,
2003), "SonarSound Extra” (sonarsound Tokyo, 2004), "EnigmaAnagmathe evening of
Yukiko Shikata” (DEAF, 2004).
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Yukiko Shikata

FolgE
English

“From Center to Node: Museum as Creative Incubator”

Abstract:

In later 1990s, many museums and centers featuring “Media Art”, including ZKM
Karlsruhe (Germany), Ars Electronica Center (Austria), NTT InterCommunication
Center[ICC] (Japan) opened. “Media Art” here means that the experimental art
expressions which traverse art, science and technology to seek the vision for the
future, and the above centers were especially driven by the “interactive art”
expressions, emerged in later 80s, by artists who had access to the high-end machines
and engineers. In this premise, in 90s media art centers functioned as the device of
enlightenment to mainly present the spectacular installations hiring advanced

technologies.

Around 2000, the situation has changed for the museums and centers. The high-speed
diffusion of computer and Internet technology encouraged wide range of artists and
programmers to create media arts, especially many net art and software works were
introduced since mid 90s, and most of them don’t necessarily need the physical space.
Additionally nowadays media art can be produced by using the computers people use
in daily

life; Media art in informational space, media art for everyone. In this situation, what
kind of strategy and specialty media art museums and centers can raise?

In this presentation, possible new roles of the media art museum and centers for the
21st century will be discussed with the keyword “Creative Incubator”, by introducing
examples such as ICC (Tokyo, opened 1997, reopened in 2001 and 2006 in Tokyo) and
YCAM (Yamaguchi, opened 2003).
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André lten

André Iten is the founder and art director at the Centre pour limage contemporaine a
Saint-Gervais Genéve. He is also the director of "The Biennale of moving images(la
Biennale de L'image en Mouvement). As one who has interest in the utilization of
media and new methods of exhibition, André Iten has planned exhibitions of a variety
of videos, films, photos and other new media. He, as a planner and manager, is also
now joining the project, "Encyclopedia of New Media (Encyclopedie Nouveaux Medias,
www.newmedia—art.org)”that sets up the online encyclopedia of information about new
media, together with the Centre Pompidou in Paris, France and the Museum Ludwig

in Koln, Germany.
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André lten

oy
French

Le Centre Pour L'image Contemporaine de Genéve, un Laboratoire Pour L'art des

Nouveaux Médias

Extrait:

Si les questions autour dun Nouveau Musée paraissent assez évidentes en ce qui
concerne les architectures qui peuvent ou doivent accueillir les ceuvres
contemporaines, elles se posent aussi dune facon cruciale avec la constitution dune
collection d’'ceuvres d’art, notamment celles liées aux nouveaux médias. Leurs achats,
leur conservation et leur éventuelle restauration nécessitent des moyens et de nouvelles
compétences internes au musée qui sont la plupart du temps sous—estimés.

Le Centre pour l'image contemporaine a développé depuis 1984 une importante activité
consacrée a la vidéo et a linformatique. Basée au départ sur la production et la
présentation d'ceuvres dartistes, la nécessité de réaliser un travail patrimonial, en
constituant une collection, est rapidement apparue, tant ces ceuvres furent trés

largement oubliées ou parfois méprisées par la plupart de nos musées de I'époque.

En 1985, lors de la 1°° Semaine Internationale de la Vidéo, lartiste américain Bill
Viola, a qui je consacrai une rétrospective de ses vidéos offrit une copie et les droit
de présentation 4 mon institution, de sa derniére ceuvre réalisée en 1984, Anthem. Cette
vidéo constitua la premiére ceuvre de notre collection qui aujourd’hui posséde prés de
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2000 titres et qui constituent une des plus importantes collections d’art vidéo dEurope.

Malgré le fait que notre Centre possédait au sein de son équipe des compétences
techniques dansle domaine de la vidéo, il n'a pas été simple de résoudre toutes les

questions que pose la constitution d'une telle constitution et sa conservation.

Mais les problémes que nous pensions passagers grace a la venue des techniques dites
numériques, nous montrérent que les questions qu’ annoncaient ces nouvelles
technologies, étaient encore plus complexes et mettaient notre Centre dans le cycle
infernale et permanent des mesures durgence devant l'obsolescence et l'évanescence
des techniques.

Avec la venue d'ceuvres en ligne et du musée virtuel nous découvrions que peut-étre
nous n'avions plus besoin de musée physique et que le Directeur pouvait n'étre qu'un
Web Master avertit. Heureusement pour notre petite entreprise, il n'en fut rien:-
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John Wood

John was deputy head of the Fine Art Department at Goldsmiths before writing and
coordinating several innovative design courses including the MA Design programme.
As an artist he has exhibited in 21 countries including the Australian Biennale (198%).
His site-specific installations include a full size fake peep show built in Soho, London
(1986). As a performer he recorded four albums and toured extensively with cult band
"Deaf School'.

As a designer he created some of the first animated holograms, developed electronic
toys and invented an authoring software application (IDEAbase). He has invented and
marketed energy conservation systems and published in polemical journals. He has
written over 100 papers and articles on ethics and design in the age of
over-consumption. These include an edited book, 'The Virtual Embodied” (1998,
Routledge) and a forthcoming book "The Design of Micro-Utopias” (Ashgate). His
current research activities include leading an EPSRC/AHRC funded project exploring
'Design Synergy’. John is also co—founder of the Attainable Utopias Network.
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John Wood

Fojd e
English

Fractal Maps for Multi-Space Pilgrims

The Multi-space City — Gwangju International Culture Hub

”Community is the sacred, if you will: but the sacred stripped of the sacred.”
(Jean-Luc Nancy)

Was Nam June Paik a prophet, or an inventor of the Internet? Actually, he was an
artist. After studying classical and avant-garde music, he became one of the 21%
century’s most influential artists. He was well loved for his art installations that
featured pianos and TV monitors, and he is credited with the invention of video art.
Born at the start of the 1929 depression, Nam June Paik (1932-2006) arrived in
America in 1964. This was around the time that Marshall McLuhan (1911-1980) was
beginning to attract huge public interest. McLuhan's fame was driven by ‘sound-bytes’
such as the ‘global village’ and the notion of a ‘cool’ or a ‘hot’” media. Where McLuhan
was a philosopher with theories of technology, Pailk was a performer, artist and
inventor. Always fascinated by new technology, he bought the world’s first video tape
recorder, and spent ten years thinking about the deep purpose and potential of TV.
This included thinking about its potential for cultural and economic regeneration. It
was partly inspired by the importance of rail and road-building programmes for
helping societies to pull one other out of economic depression. In ancient China, the
building of a bridge between two communities separated by a river was seen as
(economically) auspicious, so the underlying principle behind Paik’s idea is not entirely
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new. However, his vision was original in its scale and complexity.

In the early to mid-twentieth century the oil and automotive industries pushed us
towards having fewer trams and more private cars. Since then, the building of
motorways (freeways) has proved problematic at the logistical, environmental, and
social levels. By contrast, Paik’s model did not share the same growth limits of the
road system. He called his concept the ’'Electronic Superhighway’ (1974). Nineteen
years later the US Government discovered his concept and presented it as its own.
The 1993 issue of the New York Times said, "One of the technologies Vice President
Al Gore is pushing is the information superhighway, which will link everyone at home
or office to everything else—movies and television shows, shopping services, electronic
mail and huge collections of data.” In the same year, Paik created an artwork called
"Bill Clinton stole my idea”. Fourteen years later, everyone is aware of Paik’s idea.
Today’s high-tech world is characterised by globalized markets, instantaneous
transactions, and home delivery (whether ‘real’ or ‘virtual’). Whilst virtual exchange
may use less fuel and effort, it also stimulates the higher consumption of
‘real’products, largely through advertising and ease of access. Bill Gates has called the
techno—economic process behind this ‘capitalism without friction’ (Gates, 1999).
However, many environmentalist critics of consumerism might see the ‘Information
superhighway as a ‘data shopper—-highway’. In the age of climate change, how might
the virtual economy transcend the problem of emotional and physical waste?

When we ‘surfthe Internet out of boredom or alienation it does not matter much
because our journey is virtual. However, a (real) package holiday is often brief, trivial,
low-budget, low responsibility, weakly sustaining, and relatively low in benefit. It
represents a massive carbon burden. However, for most countries tourism is seen as
an economic imperative. Therefore, rather than a thinking about an ‘information
superhighway’ perhaps we need to develop the idea of ‘wisdom-clustering
communities’ that are founded on ‘knowledge ecology’. This is an ambitious idea,
because ‘wisdom'cannot be contained by technology. It emerges from human society
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and lingers for short periods of time. Can technology nurture wisdom? Arguably, all
technology can do for wisdom is to assist humans in facilitating the sharing of
interdependent stories and emotions. Green Maps is an increasingly popular movement
that is a possible attractor to ‘real’green communities, and this is where wisdom may
emerge. We need to devise a more sophisticated ethical system that would help us to
enshrine human wisdom within Natural wisdom. A preliminary step is the creation of
self-reflexive mapping systems. For example, where paper maps may be oblivious to
the person using them, a good map might also map the mapper at the moment of
mapping (Taylor & Wood, 1997). In other words, a good mapper helps map-readers to
locate themselves within an unfamiliar context. It should also discourage journeys that

are too fast to facilitate a deep process of sharing and understanding.

Since the 18thcentury there has been a dramatic increase in the number of people
travelling. However, this means far greater distances being travelled, within shorter
and shorter timescales. Globalisation, changes in technology, newand emergent trading
countries have all made market forces less predictable. Many of today’s tourists are
attracted by superficial factors - cost, weather conditions, picturesque local scenery. In
2002 the TV Soap Opera ‘Gyeoul Yeonga' (‘Winter Sonata’) became an unexpected
attractor to visitors from other Asian countries. This illustrates the volatility of the
global tourist market, especially for destinations that are less traditional. Others seek
more exotic experiences -e.g. colourful customs, cuisine and peoples, i.e. ‘atmosphere’.
The scale of the industry outweighs the improvements to emissions, fuel consumption
etc. achieved by better aircraft designs, management, etc. We may therefore expect a
succession of legal constraints, especially if climatechange continues to accelerate. All
these factors may make non-local tourism less and less viable as a source of foreign
currencies. Some types of tourism can put a strain on local communities and have a
negative impact on local customs. At a deeper educational and cultural level the
process is not effective. The history of tourism is interesting, because it shows a link
between the deep historical and cultural values and the customer perceptions that
guide tourist choice within the market. It is not surprising that, today (figures from
2005), France remains the top tourist attraction. Its brand identity as a tourist
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attraction is based on custom and practice by travellers over centuries, and its

perceived role and status in history.

The history of tourism can be traced to the era of the Grand Tour. This was a
largely European custom that ran from 1660 until the arrival of mass rail transit in
the 1820s.

Paris became the most popular venue. Probably driven by imperialist values (i.e. by
the need to conquer and govern many types of people) it looked back to its own
history of ‘glorious’ achievements as a form of liberal education. The Grand Tour was
only available to the wealthy. It could take several months, or even several years. The
process was designed to make young men of privilege more aware of the cultural
artefacts of antiquity and the Renaissance. Many took with them a tutor and servants.
In the late 20" we are still inspired by the image of the Grand Tour. What might be
a viable opposite to an airline-sponsored tourist industry? Could it be a pilgrimage to
a site of originary events, or a resting place for something unique? Banks could work
with corporations and governments to sponsor ‘live-work' projects in which business,
recreation, and culture are intermingled. These might be like sabbatical vacations.
Some visitors may need to become more enriched, more committed, perhaps even to
experience the trip more as a personal ‘burden’, rather than as a zone of comfort (ie.
memorable tasks that have deeper meaning, or that have more realistic agendas. This

might include creative projects that are more altruistic social-enterprises.

Alternatives to tourism would have to be more attractive and more rewarding than
what we now consider to be a good holiday. Perhaps they need to be profound and
‘authentic’? How might we achieve this? What might we mean by ‘authenticity’?
Could a ‘city-as—super-museum’be a way for ‘slow’, or ‘synergistic’ tourists to visit a
local habitat with minimum damage and maximum shared benefits? That depends how
it is designed, planned, and managed. But would it be bigger:--more spectacular---more
extensive---more technologically advanced:--.? And, if so, what would it be like to live
in a museum? By focusing and emphasising the idea of ‘culture’, this may stretch
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some of the received (western?) ideas of a museum. Perhaps it is more helpful to
think of it as an intensification of one’s usefulness as a worker, or citizen. In the last
few thirty or forty years many (mainly anglophone) students undertake a ‘gap year (or
‘overseas experience’) between courses of study. What if the experience were to be
more available to more of us? Ideas such as ‘down-shifting’, and ‘job-sharing’ are
concepts that might be explored within this approach. An important aspect of this
project would be the development of a new mode of temporality. Where the idea of
‘slow food’, and ‘slow citieshas proved highly beneficial, the belief in a (mechanical)
clock-time obstructs our (ecological) sense of ‘flow’ (Cziksentmihalyi, 1990) because it
is still a vital element within everyday discourse. The development of a more

synergistic mode of temporality (Wood, 2005:1) is, therefore, of some importance.

Jean-Luc Nancy (2000) has criticised the tendency to create a synthetic community
(he refers to a ‘society of spectacle’) because it risks being too homogenised to
survive properly. Ireland is a good example of a country that built its reputation on
‘being itself’. It is always happy to change, but somehow maintains its characteristic
identity. For example, it does not preserve its traditional music by artificial means.
Irish people are relaxed about mixing it with other styles, national modes, and it
therefore remains characteristically Irish and ‘alive’. Some of today’s immigrants to
Ireland - whether Irish or otherwise - are attracted by the absence of taxes for
artists. Others may choose to visit for long periods of concentrated writing, enjoying
the solitude of studios and cottages of Achille Island, offered, each year by the
Heinrich Boll Foundation. Local residents of Achille may be proud of its association
with the work of celebrated writers, such as J. M. Synge, and Graham Greene. But
what is it that seems authentic to visitors that may be overlooked by the local
inhabitants? It is interesting to see how, in a Christian context, museums can be
fetishistic or iconic. In other words, where some ideas of authenticity are maintained
via unique relics (Roman Catholic), others (Orthodox Christian) revere icons that could,
in theory, be copied without loss of meaning. In both cases, however, this heightened
sense of meaning is sustained by shared religious belief.
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At the end of December 2006, Connor Cruise O'Brien said, "Bethlehem without the
Christians would be a museum”. Jean-Luc Nancy criticised the loss of genuine
community after the rise of capitalism as merely "being—-together—at-the-spectacle”. A
conspicuous example of this is the influence of ‘reality TV'. What might be the next
step towards artificiality? Perhaps it wouldbe the chance to become a voyeur of all
the HOMEPI of others. But if, like consumerism, democracy is a license to choose,
rather than a license to dream, (how) can private dreams be shared? They may be
shareable by meeting people in a place of contemplation to find the 'being-with,” or
the 'being—-in—common’. Some travel is needed, but on an economic basis that is
meaningful within ecological terms. 21%° century secular pilgrimage may be life
enhancing, work-related, collaborative, and long lasting, rare, and productive. We need
another way to find the (new) sacred. In the Attainable Utopias hypotheses, the
design of miracles is envisaged (via an ultra—positive approach). Jean-Luc Nancy
(1982) ‘The Inoperative Community’, agrees that a community cannot survive if
managed from outside itself. He warns against trying to establish community by
cultivating a sense of "immanence and intimacy of communion,” nor will it work if
established as "a productive or operative project.” Rather than being grounded on any
concrete ideal of immanence or communion, Nancy argues instead that it is precisely
the necessary loss or absence of these ideals, which becomes "constitutive of
‘community’ itself”. Ross Ashby’s ‘Law of Requisite Variety’ (Ashby, 1956) endorses
this idea.

Can a museum be alive? Yes, it can be thought of as a ‘living system. Humberto
Maturana and Fransico Varela's (1973) theory of a ‘living system’ went further than
the ‘Corporate Identity’ and ‘Branding’theories that were developed in the nineties for
corporations (e.g. Olins, 1995). Their concept of the living system was inspired by
ecology and neurology. It may be an individual life form, social group, or corporation
- but probably not a building, factory, or machine. A ‘living system’ creates itself by
‘circular causality’. It can only survive by maintaining its identity. Here, the term
‘identity’ includes both its integrity in terms of its persona -ie. how it is perceived,
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and its attendant capabilities, structure, resources, etc. Hence although an organism
may see itself quite differently from how it is seen by others, ultimately, its context
will determine whether this really matters. It stays alive by managing (regulating) the
flow of energy and materials that pass through it.

"[---] the space defined by an autopoietic system is self-contained and cannot
be described by using dimensions that define another space. When we refer to
our interactions with a concrete autopoietic system, however, we project this
system on the space of our manipulations and make a description of this
projection.” (Maturana, Varela, 1973, p. 9)

A fractal map facilitates a ubiquitous community ethics. Fractal reasoning is based on
the need for shareable understanding that can be shown to exist at any scale of
dimension. For many reasons it is usually characterised as a four—-fold cluster of
‘Mutually Auspicious Protocols’(MAP). We developed this within our Attainable
Utopias project (Wood, 2007). It uses an auspicious topology of relations - the
tetrahedron (Euler, 1751; Fuller, 1975). This is a fractal-like schema that can be used
by (involved) individuals or groups. It can be used to offer a self-inclusive map of
ethical relations (Wood, 2005:2).

A 2-player system has only 1 relation but still offers the possibility for 1 mutual
benefit. A 3-player system has 3 relations (i.e. the possibility for ‘win-win-win’). The
4-player system (tetrahedron) only has 4 nodes but it offers 6 relations
(‘win-win-win-win-win-win’). A positive belief encourages tangible benefits
(Wiseman, 2003). Littlewood's Law describes miracles in statistical, rather than against
a supernatural context. It is an interpretation of the Law of Truly Large Numbers,
which shows that a big enough sample size will include extraordinary conditions. E. J.
Littlewood (1957) defined a miracle as an exceptional event of special significance. If
we define this as a ‘one in a million'chance, we can expect a miracle every 35 days,
although we may not notice it. What we need to do is to find a way to attune
ourselves to the auspiciousness of the world around us. At present this is difficult
because we live in a ‘rational’ world that tends to encourage a sceptical approach to
what the academies regard as the ‘irrational’. Therefore, if someone is convinced that
a miracle will not happen, it is more than probable they will be proved right.
Sheldrake (1991) has argued that rare phenomena become more probable the more
often they occur. However, mainstream science and politics tends to exclude radical, or
implausible ideas. This is a cause of the common confusion between what is
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‘unthinkable’ and what is ‘impossible’.

Here, the ‘net’ society offers society a chance to change. For the first time in history,
‘Open Source'design, and reciprocal pledge-based actions e.g. ‘Pledgebank’, and the
BBC’s ‘Action Network’ make it possible for large-scale politics to become more
positive, spontaneous, co—creative and emergent. Some enthusiasts look forward to
Web2 because it is hoped that this will bring many benefits for social networking etc.
For example, a keyword categorization system is used on ‘delicio.us'where users can
tag each of their bookmarks with any keyword they choose or invent. This offers a
combined view of everyone’s bookmarks with a given tag. Its collective nature makes
it possible to view bookmarks added by similar-minded users. At the level of travel
and location, the Upmystreet'system offers local details on a map when the user
enters the appropriate postcode (or vice versa). It also offers a ‘Find My Nearest’
service, as a quick way to track down the businesses and services nearest to your
physical location. By paying the first batch (guinea—pig/pioneer) tourists to be
pilgrims, or cultural collaborators, and by inviting them to create their own
user-tagged web content, other visitors would be able to form their own
cluster—attractors. By developing this method in the appropriate way, Gwangju may
become (self-reflexively) mapped in a form that may help to cultivate a genuine
ecological and mutually respectful community.

I am most grateful to my colleague Andrew Carmichael, (Director of the Creative
Lewisham Agency) for his helpful advice in the preparation of this paper.
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French Version

Carte Fractale Pour Les Pélerins du Multispace

Baek Nam-june (1932-2006) a été le prophéte, voire le fondateur de l'ére internet.
Commencant l'exploration dans la musique classique, il s’est peu a peu lancé dans la
musique avant-garde avant de s'intéresser au vidéo, a l'électronique, a la télévision
pour enfin se consacrer dans les beaux-arts. Connu comme lun des grands artistes
dans le monde, Baek a dédié dix ans dans la recherche des tubes cathodiques des
téléviseurs. Cette recherche qui concerne non seulement les fonctions techniques du
téléviseur a permis de dégager des résultats intenses sur les relations sociales et
économiques, domaine auquel nul n‘avait étudié jusque la.

Le grand artiste a en effet réussi a définir la similarité protentielle entre l'objectif
économique de I'’American Railroad et le potentiel socio—économique du petit écran.
Suite 4 ces recherches, il réussit notamment a créer vers 1974 le concept des
«autoroutes électroniques (Electronic Superhighway)». Selon un article de New-York
Times, daté du 26 octobre 1993 et publié sous le titre de «Plan du média pour une
sociétépost-industrielle», «'une des technologies promues par le vice-président Al Gore
est justement les autoroutes informatiques. Celles—ci permettront aux gens a leurs
maisons ou a leurs bureaux de se connecter aux différents services dont les films, les
émissions télévisées, le télé-shopping, le courrier électronique et les immenses bases
de données». Malheureusement, les autoroutes informatiques de Baek se sont dégradées
en «data shopperhighway», provoqué par «un capitalisme sans fricitons» promu par Bill

Gates (Gates, 1999).
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Auvjourd’hui, nous avons besoin dune communautéde connaissances, c’est-a-dire dun
écosystéme de connaissances. Green maps (http://greenmap.org) pourra probablement
devenir des attracteurs de communautés vertes. Une bonne carte, dés qulelle est
dessinée, permet de décrire l'auteur de la carte, tandis que ses lecteurs peuvent
facilement s’y retrouver. Lorsque nous surfons sur internet pour sortir de 'ennui ou de
l'isolement, ce n'est qu'un voyage virtuel et ce genre de cartes n'est pas important. En
ce qui concerne les voyages organisés dans la vie réelle, ils sont de courte durée,
éphémeres, bon marché, libres de toute responsabilité et & durabilité et compensation
moindres. Ces voyages sont comparables a des photocopies de masse.

Quest-ce qui se trouve donc a l'oppositionCest probablement un pélerinage de plus
longue durée, plus riche, dans des lieux qui ont étédes scénes originales ou qui
recélent quelque chose de spécial. Cest un voyage qui exige plus de devoirs,
dobjectifs et de résultats. A une époque ol de plus en plus de gouvernements
consideérent le tourisme comme un domaine incountournable dans 1'économie, dans une
perspective de mondialisation et de progres technologique, il devient de plus en plus
difficile de prévoir la force du marché avec I'émergence de nouveaux pays.

La «Sonate d’hiver», série télévisée qui diffusée en 2002, a connu un tel succés qu'elle
a permis dattirer des touristes des autres pays de 1'Asie. Cest un exemple flagrant
qui montre que les voyageurs recherchent aujourdhui une destination moins classique.
Il nlest pas surprenant de noter que, depuis le 19°™ siecle, la France reste une
destination privilégiée des touristes de 2005. L'identité de la France comme puissance
touristique se base sur les pratiques de plusieurs siécles, sur les habitudes des

voyageurs et sur le role du pays dans lhistoire.

L'histoire du tourisme remonte au temps du Grand Tour qui était une pratique
européenne de 1660 jusquaux année 1820, période ol commence le transport
ferroviaire. Paris est devenue trés vite le lieu le plus populaire, d’'autant plus qu'avec
I'impérialisme, elle a senti la nécessité de valoriser ses exploits glorieux dans la
litérature, la culture, les connaissances et l'enseignement, que se soit pendant la guerre
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ou nonlLes Européens riches s‘embarquaient ainsi dans un Grand Tour qui pouvait
durer des mois jusqua plusieurs années. Le voyage permettait aux jeunes qui étaient
souvent accompagnés de leurs tuteurs ou de leurs domestiques, de mieux comprendre

le patrimoine culturel de 1'Antiquité ou de la Renaissance.

Fin du 20°™ siécle, et nous nous inspirons encore de ce Grand Tour. Durant ces 30 et
40 derniéres années, beaucoup de jeunes (notamment anglo—saxons) ont pris une année
de repos pour un voyage a l'étranger. Et si cette expérience pouvait étre plus riche,
profonde, authentique et valorisanteComment pouvons—nous arriver a cet
objectifQu'est-ce quune authenticité? Est-ce que le concept de «ville en tant que
super-musée (a city—as—super-museum)» pourra étre un moyen pour minimiser les
pertes et maximiser les bénéfices dun voyage? Cela dépendra de la conception, du
projet ou de la gestion. Toutefois cela sera-t-il meilleur? Si tel est le cas, si nous
vivions dans un muséeEn mettant 'accent sur le concept de la culture, nous allons

poursuivre la pensée occidentale sur les musées.

Jean-Luc Nancy (2000) critique, en se référant a «la société du spectacle», cette
tendance acréer une communauté complexe, car elle peut suniformiser uniquement
pour la survie. Regardons l'exemple de I'Trlande qui souhaite le changement tout en
préservant son identité. L'Irlande ne mobilise pas de moyens artificiels pour préserver
sa musique traditionnelle. Les Irlandais mélangent, sans aucun sentiment de rejet, leur
musique avec celle des pays étrangers. Cest ainsi que la musique irlandaise reste
irlandais et vivant.

Du point de vue du christianisme, le musée peut étre soit fétiche (catholique), soit
idolatre (orthodoxe). Fin décembre 2006, Connor Cruise OBrien a affirmé que
«Bethléem sans les chrétiens sera comme un musée». Jean-Luc Nancy dénonce les
gens qui regardent la télé-réalité ou les blogs des autres car ils sont des voyeurs
réunis juste pour «un peu de spectacle», phénoméne de l'absence dune véritable
communauté depuis le développement du capitalisme. Or, si la démocratie, tout comme
le consumérisme, est une liberté & choisirplutdt quune liberté a réver, les réves privés
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peuvent-ils étre partagésDans ce cas, comment le partager? En participant, en

rencontrant les gens & un endroit planifié pour trouver des points communs.

Certains voyages sont ainsi indispensables. Toutefois du point de vue économique, ces
voyages nont un sens que dans un contexte écologique. Le pélerinage du 21°™ siecle
peut améliorer la vie, étre lié a la vie, étre coopérative, étre durable et productive.
Nous avons besoin d'un autre moyen pour pouvoir trouver le sacré qui soit nouveau.
Dans la théorie de 1'Utopie accessible, le projet du miracle est prévu a travers une
certitude radicale. Dans «Lacommunauté désoeuvrée (The inoperative community)»de
1982, Jean-Luc Nancy consent quune communauté manipulée de l'extérieur ne peut
survivre. Il s'oppose a construire une communauté en développant linhérence et
I'intimité de la coopération. Or, la communauté peut opérer si I'on veut la batir comme
«un projet constructif et opérationnel». Il explique que la formation d'une communauté
ne se repose pas sur un idéal concret sur l'inhérence ou la coopération mais plutot sur
I'absence ou le manque inévitables de ces idéaux. «La loi de la variété requise (Law

of requisite variety), 1956»de Ross Ashby reflete justement cette idée.

Pouvons—nous dire que le musée est vivant? Oul. Le musée peut étre considéré
comme un systéme vivant. «La théorie sur le systéme vivant (1980)» de Humberto
Maturana et Fransico Varela dépassent les théories sur lidentité corporate ou sur le
branding développées dans les années 90 pour les entreprises (par exemple, Olins,
1995). Leurs théories sur le systéme vivant sinspiraient de l'écologie et de la
neurologie. Cela peut étre des organismes vivants individuels, des groupes collectifs, ou
des entreprises, mais pas des immeubles, des usines ou des machines. Un systéme
vivant se crée par «la causalité circulaire». Il survit en préservant son identité. Cette
derniere comprend lintégration avec sa persona, cest-a-dire la question de la
conception, les compétences, la structure ou les ressources qui l'accompagnent. Par
conséquent, bien quun systtme organique puisse se considérer de maniére totalement
différente de celle des autruis, le contexte définit si c'est véritablement important. Le
systtme survit en gérant (contrdlant) le flux de I'énergie et des matieres qui le

traversent.
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«L'espace défini par la structure dautoreproduction comprend le systeme
lui-méme et ne peut étre décrit par des mesures qui définissent dautres
espaces. Toutefois, si nous considérons la structure dautoreproduction
concrétement et nos relations, nous pouvons projeter cette structure sur un
espace manipulé et décrire cette projection. (Maturana & Varela, 1973, p.
89)»

La carte fractale stimule les éthiques communautaires disséminées ici et la. La
déduction fractale est un MAP (Mutually auspicious protocols
http://attainable-utopias.org/ ) a 4 couches, développé sur la base du projet de l'eutopie
accessible. Elle utilise le tétradere de la topologie des relations (Euler, 1751; Fuller,
1975). Cest un systéme similaire & la carte fractale qui peut étre utilisé ou concerné
par les individus et les groupes. Le systeme est utilisé pour fournir une carte de
relations éthiques qui comprennent le soi (Wood, 2005). Le systtme bi-player ne
détient qu'une seule relation et ne fournit qu'une possiblité d'un intérét mutuel. Le
systéme tri—player peut avoir trois relations (possibilités de win-win-win). Le systéme
quadri-player  (tétradére) n'a que 4 noeuds mais permet 6  relations

(win-win-win-win-win-win).

Des convictions positives stimulent des intéréts concrets (Wiseman, 2003.
http://www.luckfactor.couk/ ). La loi de Littlewood décrit les miracles dans un
contexte statistique, soit a l'opposé dun contexte surnaturel. C'est une interprétation
significative de la loi des grands nombres et démontre qu'un échantillon suffisamment
grand comprend des conditions particulieres. E. J. Littlewood définit le miracle comme
un incident exceptionnel dimportance particuliere (1957). Si nous le définissons dans
une probabilité dun millioniéme, cela signifie quun miracle se produira tous les 35
jours, méme si nous ne nous en rendons pas compte. Ce que nous devons faire c'est
nous harmoniser avec le sacré de notre entourage. Si l'un est sir quil n'y a pas de
miracle, il est plausible qu’il puisse le prouver (Sheldrake, 1981). Toutefois, ceci semble
aussi dénué de sens que la politique de veto car inadapté comme la politique
représentative qui se base sur les systéeme partite. Les actions qui se reposent sur des
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promesses mutuelles (par exemple, BBC Action Network,
http://www.bbe.co.uk/dna/actionnetwork/ et  http//www.pledgebank.com/ )et la
conception Open Source, imaginée pour la premiére fois dans l'histoire permettent a la

politique d’étre plus positif, volontaire, créatif et de croissance.

Certaines personnes enthousiastes attendent de grands bénéfices dans le réseau Web 2.
Par exemple, delicio.us utilise le systéme de catégorisation des mots—cléet les
utilisateurs peuvent mettre un tag sur les nombreux mots—clé (ex. folksonomy) choisis
dans leur marque-page. Ici, il devient possible dassocier un tag donné avec les
marque-pages de tous les utilisateurs. Par exemple, sur la page URL de
http://del.icio.us/tag/wiki, nous pouvons voir tous les liens récents sur le tag «wiki».
La page peut également montrer toutes les marque-pages ajoutées par les utilisateurs
qui ont la méme pensée. Autre exemple, la page de Upmystreet,
http://www.upmystreet.com/ qui affiche les cartes des lieux. Cette page peut étre
manipulée de différentes maniéres. La rubrique «Find my nearest» permet a son
utilisateur de tracer par le chemin le plus rapide les sociétés ou les magasins le plus
proche. Il sera possible de fabriquer une carte qui puisse étre comprise a plusieurs
niveaux par les visiteurs dune méme zone culturelle de la Corée et de la ville
Gwangju en les impliquant a créer des contenus web par les tags et en les payant car
ces voyageurs pionniers seront les futurs collaborateurs.
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Jean—Louis Boissier

Jean-Louis Boissier is a professor of the Department of Aesthetics and the Chief
Instructor of the modern arts and new media master course at UNIVERSITE de Paris
8 and the head of CIREN, the interactive aesthetics research center. He has involved
in the movement of interactive art in the beginning step as an artist and researcher
and exhibition planner, and his installation works have been displayed around the
world. He is actively doing exhibition planning activities as seen in the Interactive Art
Biennale held in Saint-Denis, Switzerland where he acted as an art director of
<Artifices>. He is also doing research works on various experimental arts applying to
the interactive concept. His main articles about interactive art can be read in his book,
"The relation as a form- Interactivity in arts(La relation comme forme-
L'interactivitéen art); (Mamco, Geneve, 2004).
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Jean—Louis Boissier

EHE (8FF)
French (Abstract)

Les arts interactifs s’exposent-ils

Scénographie de la consultation

Résumé:

Parlant d’'observations et de réponses concrétes, jessaie de men tenir a des ceuvres, a
des expositions, a des expériences et a des recherches auxquelles j'ai directement été
confronté, dont jai souvent été l'acteur, comme commissaire, auteur ou théoricien. A
partir dceuvres de Jean Tinguely, je souligne le principe, mais aussi ce que je qualifie
d'idéologie de l'ceuvre interactive. Il y a une interactivité du déclenchement, une
interactivité du toucher. L'exemple de mon installation Les Perspecteurs permet de
décrire le dispositif de figuration des relation que je nomme perspective relationnelle.

L'implication effective des spectateurs, les ceuvres jouables, appellent une scénographie
des expositions particuliere dont je propose une typologie rapide. Je cite pour cela
I'expérience des Immatériaux(1985) et de la Revue virtuelle (1992-1996) au Centre
Pompidou, le cycle international d’expositions de jeunes artistes Jouable (2002-2004),
ainsi que les installations vidéo-interactives que j'ai réalisées a partir de l'ceuvre de
Jean—Jacques Rousseau, qui associent texte et image. En fin, pour définir une attitude
qui allie archive et expérience actuelle, je propose la notion de consultation.
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Jean-Louis Boissier

Bo 8
French

Les arts interactifs s’exposent-ils

Scénographie de la consultation

N

Il conviendrait, pour commencer a répondre a cette question, de donner une définition
des arts interactifs. Je préfére donner deux indications seulement: premiérement, les
arts interactifs impliquent une relation particuliére a l'ceuvre; deuxiémement, si 'on en
est venu a parler darts interactifs, c'est a partir de la notion dinteractivité qui est
elle-méme attachée au fonctionnement et a l'usage des ordinateurs. Disons tout de
suite aussi que, méme si l'on s’en tient a cette définition technique, qui a le mérite de
se séparer des acceptions métaphoriques ou idéologiques, on doit désigner l'interactivité
en termes qualitatifs et méme quantitatifs. Il existe plusieurs régimes de linteractivité
technologique, diverses modalités, divers degrés. Une définition plus nuancée et plus
complexe devrait émerger, je l'espére, des récits et descriptions que je vais faire, ou

plus exactement des diverses réponses que jai observées, a cette question que je

répete: «les arts interactifs s'exposent—ils»

Parlant d’'observations et de réponses concrétes, jessaie de m'en tenir a des ceuvres, a
des expositions, a des expériences et a des recherches auxquelles j'ai directement été
confronté, dont jai souvent été l'acteur, comme commissaire, auteur ou chercheur.
Cest dire par conséquent que si les objets dinterrogation sont évoqués avec une
certaine garantie historique, il faut les prendre aussi dans leurs limites d'échantillons
dune pratique particuliere et contingente. Je ne dis pas cependant que mes
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observations ont été exclusivement empiriques car cette question précisément de la
possihilité, de la validité en méme temps que des modalités de I'exposition de travaux
interactifs s'est constamment formulée et renouvelée dans litinéraire que je vais

décrire.

Je commence par une premiére image, celle d'une grande sculpture de Jean Tinguely,
exposée en 1968 a la maison de la culture de Grenoble. Cette piéce, Requiem pour une
feuille morte (1967), est un mural de plus de dix meétres. Se découpant sur fond blanc,
c'est un assemblage noir de roues, de courroies, de leviers et de bielles, une machine
bruyante mais, a la différence d'autres sculptures de Tinguely, ordonnée et nette
comme un mouvement dhorloge. Dans mon souvenir, le mécanisme se met en marche,
mouvement lent, puissant, lorsqu'on presse un bouton placé au sol. Mais je ne suis
pas certain de c¢a, je cherche sur Internet. La sculpture, réalisée en 1967 pour le
pavillon Suisse de lexposition universelle de Montréal, a été exposée au Centre
Pompidou, a l'entrée des galeries du Musée national d’art moderne au moment de leur
réouverture en 2000. Je découvre que cette présentation fait l'objet dune polémique.
Daniel Buren — propos rapportés par L'Express— considére la piéce comme «morte»
car «son mécanisme nest pas actionné» Une étudiante de I'Ecole nationale supérieure
des arts décoratifs considéere — je la cite— que Requiem pour une feuille morte «a
pour ainsi dire a moitié disparu. S’il n'en manque aucun rouage, si sa présence
matérielle simpose, son mouvement mécanique n'apparait que de facon intermittente.
Ce qui a presque totalement disparu, ce dont peu de gens gardent le souvenir, c'est sa
présence sonore. [--] Les croquis de l'artiste, présentés sur les pupitres, ont valeur de
"partitions” pour la mélodie de la mécanique. [---] La bande son diffusée dans des
casques est une reconstitution faite a partir de documents.» A la réflexion, il y avait
bien un bouton-déclencheur a Grenoble en 1968. 1l est vrai que jai vu depuis les
boutons des machines a peindre de Tinguely, a Beaubourg notamment — et je m'en
souviens d'autant plus que c'était en présence de l'artiste et que j'ai aujourdhui sous
les yeux un dessin fait par une telle machine. Le site du musée Tinguely de Bale
mentionne les Métamatics et sacrifie & ce que je vais nommer [idéologie de
linteractivité: «En 1959, Tinguely se met au travail sur les "Métamatics”, machines a
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dessiner motorisées avec lesquelles 'utilisateur peut lui-méme réaliser automatiquement
des ceuvres dart abstrait» Je continue donc mon enquéte sur Internet. Je lis sur le
site aveugle.ch, toujours a propos du musée de Bale, qu'il «n’est pas concu pour les
aveugles». Clest le récit d'une aveugle a qui échappent les gros boutons rouges au sol,
pour mettre les machines en mouvement, qui percoit cependant par leur bruit la forme
de celles qui fonctionnent et qui finit par convaincre un gardien de la laisser toucher
les sculptures. Le visiteur déclenche, il touche. On le qualifie d'utilisateur, on prétend
qu'il peut lui-mémefaire des ceuvres.

Je place ici un autre souvenir : l'exposition Passages de limage, produite par le
Centre Pompidou en 1990 —Raymond Bellour, Christine van Assche et Catherine David
en étaient les commissaires— comportait une installation que jai réalisée, une
Anthologie dimages calculées choisie essentiellement dans l'imagerie scientifique et
technique. Nous l'avons présentée aux EtatS*Unis, a San Francisco et au Wexner
Center de Colombus.

L'Anthologie est inscrite dans le white cube réglementaire de l'art contemporain, avec
un fauteuil et un bureau ancien, directement trouvés sur place, le moniteur vidéo, les
deux lecteurs de vidéodisques, lordinateur Macintosh a écran tactile. Les musées
disposaient d'étiquettes toutes faites avec la mention «Do not touch». Ils ont di
fabriquer l'étiquette «Please touch the screen». Et nous touchons 1a un point de
Ihistoire de l'art qui appartient, comme souvent pour les points cruciaux du XXe
siecle, a Duchamp. Cest Priere de toucher, couverture quil produit pour l'édition de
luxe du catalogue de 1’ Exposition internationale du surréalisme, consacrée a 1'érotisme,
a la galerie Daniel Cordier aParis en 1959. Je ne crois pas que les visiteurs dune
exposition, qui seraient de simples regardeurs, puissent étre qualifiés de passifs. Tout
cela est trées connu; et Duchamp déja avait affirmé: «ce sont les regardeurs qui font
les tableaux.» Mais Priere de toucher annonce une coupure dans le dispositif muséal
qui fixe le comportement des récepteurs. En 1990, le public, et avant tout les gens des
musées, ignoraient la simple manipulation dune souris dordinateur ou dun écran
tactile. Mais surtout, linterdit demeurait, on ne touche pas, on n'a pas envie de
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toucher, de passer d'un régime de contrainte a l'autre. Duchamp lui-méme, malgré son
injonction écrite, ne s'attendait pas a ce quon touche véritablement son livre exposé.
Nous verrons plus loin que les ceuvres interactives, si elles demandent une

manipulation, mettent aussi en ceuvre un toucher mental.

Le simple déclenchement

Bouton rouge et Priere de toucher, nous venons de rencontrer deux modalités
distinctes que linteractivité numérique contemporaine prolonge. Examinons d’abord
l'interactivité presse-bouton, appellation souvent péjorative, mais que je considére pour
ma part positivement, comme le degré zéro de [linteractivité, celui du pur
déclenchement, de la bifurcation la plus simple, celle qui fait passer dun état d’attente
a un état de transformation, du suspens a l'événement, de la boucle a la transition.
Cette interactivitéfigure dans les expositions sous forme de boutons, de clics divers, y
compris de détecteurs de présence et de mouvements issus du matériel de surveillance,
mais aussi dans sa version la plus voyante qui est précisément le bouton rouge —
«coup de poing» dit-on en frangais—, a actionner aussi avec le pied, que l'on a vu
chez Tinguely, mais aussi chez Kowalski et d'autres. Autre version du déclencheur,
plus récemment, Philippe Parreno a proposé dans son exposition du Musée dart
moderne de la ville de Paris en 2002 une ceuvre «interrupteur»: le film Alien Season,
2002, était le «déclencheur on/off» de l'éclairage d'une autre salle ot étaient exposées
des sérigraphies phosphorescentes qui avaient besoin de se «recharger» pour étre
1

provisoirement visibles

Plus globalement, il faudrait s'intéresser a l'histoire des expositions sous l'angle des
éléments déclencheurs qu'elles mettent en jeu. Et voir que l'appareil technique
interrupteur, n'est que I'une des modalités du déclencheur, facteur commun précisément
a toutes les dramaturgies, romanesques, théatrales, cinématographiques, architecturales,
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paysageres, etc. «Quon puisse dire tout avec une seule différence» clest ainsi que
Roland Barthes voyait avec «un étonnement continu» le binarisme devenu pour lui «
un Vvéritable objet amoureux» 2 1la référence sémiologique de Barthes peut étre
reportée vers l'esthétique de l'interactivité. Dans la proposition interactive, cette simple
différence on/off, — simple mais puissante puisqu’il sagit de la présence ou de
I'absence—, le spectateur en est l'auteur et c'est 1a que réside sa signification. Je viens
de prononcer ce raccourci qui fait du spectateur un auteur. Il ne s'agit pas pour moi
d’assimiler, comme on le fait souvent en commentaire de linteractivité, le spectateur
(ou le lecteur) a l'auteur de l'ceuvre. La part du destinataire dans la réalité de 1'ceuvre
est éminemment variable et ce n'est pas l'exclusivité des ceuvres interactives. Je pointe
seulement ici le geste relationnel essentiel pour l'art qu'est celui dun déclenchement
par le spectateur.

Restons sur l'image, qui nous vient de Tinguely, dun pied qui presse un bouton pour
lancer une machine. L'expression francaise «voter avec ses pieds»(aller se promener au
lieu de voter) est contredite par le dispositif de linstallation de Karl Sims, Genetic
Images, que nous avons produite dans le cadre de la Revue virtuelle, au Centre
Pompidou en 1993. Dans cette installation, le plus puissant des ordinateurs de 1'époque,
la Connection Machine de Thinking Machine, effectuait quatorze milliards dopérations
par seconde. Seize écrans vidéo, placés sur des socles en arc de cercle, affichaient des
images aux formes biologiques. Devant chacun de ces écrans, une dalle sensible
repérait olle spectateur posait le pied, quelle image il élisait ainsi. L'ensemble des
images se recalculaient alors dans linstant, prenant comme origine, selon un modéle
génétique, 1'image «parent» choisie. Les seize images présentaient donc constamment
un air de famille dont I'évolution dépendait en quelque sorte du golit des regardeurs.
Je dois dire que, pour autant, le kitsch de ces images relevait bien du gofit de l'auteur,
a moins quil n‘ait été inhérent ala rencontre avec un tel monstre de puissance de
calcul.
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Le toucher

Une étude historique, technologique et anthropologique du bouton, telle que celle menée

3, montre aquel point c’est un objet culturel. Le bouton est une

par Bruno Jacomy
sonnette, une gachette, une touche de clavier. On le presse ou on le tourne. Une
interface dordinateur, apparue il y a peu de temps, un bouton contrdleur nommé
PowerMate, connait un succeés surprenant. Cest un assez gros bouton daluminium, au
toucher trés doux, tournant librement, sans butée. Les divers appareils numériques,
pour lesquels on avait d'abord préféré les poussoirs apparemment plus conformes a la
discrétisation des impulsions numériques, ont souvent retrouvé des boutons a tourner.
Ce n'est pas seulement la nostalgie des postes de radio. La volonté d’augmenter ou de
réduire, de faire varier de facon continue, est inscrite dans de tels objets. L'expérience
que jai du bouton PowerMate me montre qu’il permet dexercer une fonction que les
claviers, les souris, avaient oubliée, celle de linsistance. Le controleur rotatif transmet
la volonté d’agir ou non, lintention d’aller dans un sens ou dans l'autre. Mais on peut
aussi continuer a le tourner plus ou moins longuement. Si la relation avec une image
vidéo interactive, par exemple, peut nécessiter des fonctions variées — clest le cas
avec les manettes de jeux—, on aura dabord besoin d'inscrire cette relation dans le
temps car limage a elle-méme sa temporalité, un comportement temporel. La relation
passera par des déclenchements judicieusement situés dans le cours des choses, mais
elle impliquera aussi la possibilité d'une action maintenue.

Jai pris le temps de cette description particuliére pour conduire aune installation dont
je souhaite parler maintenant. Mais il est nécessaire aussi de revenir a 'autre modalité
relationnelle repérée précédemment, Priere de toucher. Car le bouton controleur, sil est
un déclencheur, est d'abord un transducteur du toucher. Je ne peux pas rappeler ici les
analyses de Deleuze sur les dimensions haptiques de la relation a l'ceuvre, ce qu'il
démontre apropos de Bacon, la distinction qu’il précise entre digital, tactile, manuel,
haptique et optique4. Je pense utile de souligner cependant que le toucher de

l'interactivité n'est certainement pas dordre strictement manuel, qu'il reléve aussi de
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Thaptique, entendu, comme chez Deleuze, comme fonction distincte de la fonction
optique mais appartenant a l'eeil plutdt qu'a la main, bien que relevant du toucher.
Cette compréhension du mot haptique est donc bien différente de son assimilation au
retour deffort, a la sensation kinesthésique et tactile effective que procurent certaines
interfaces, en particulier dans les jeux vidéos et en réalité virtuelle. Il serait dommage
de se priver, en recherchant le toucher, de sa puissance de désignation et d’allusion,
celle que lui donne Duchamp et avec lui beaucoup d’ceuvres, y compris parmi celles

qui sont apparentées a l'interactivité.

5

L'installation que j'ai congue le plus récemment, Les Perspecteurs® , utilise le bouton
controleur rotatif pour donner accés au déroulement d'un film. Le film, projeté sur 'un
des murs de la galerie, tend & se mettre en suspens, voire a revenir en arriére. Le
spectateur qui actionne le contrdleur en explore ainsi la résistance, 1'élasticité, les
points d'équilibre et de déséquilibre. Ce film est malgré tout linéaire, il ne comporte
pas de variantes, de bifurcations narratives, sauf celles qui résultent des variations de
sa projection. Il présente le personnage dune jeune femme, qui pourrait étre la Vierge
d'une Annonciation. Comme dans les Annonciations classiques, elle passe par cing

états, elle se trouble, réfléchit, interroge, comprend, accepte.

Le dispositif de linstallation est trés proche de celui ot a été tournée la vidéo: le
personnage était assis sur la chaise ou se trouve maintenant le vidéoprojecteur, la
caméra, pilotée, dans ses mouvements de panoramique et de zoom, par un ordinateur,
est restée a sa place. Les mouvements qu'a connus la caméra a lenregistrement se
traduisent par des déplacements de limage sur l'écran. Lorsquon joue le film, la
caméra rejoue exactement les mouvements du tournage, si ce n'est qu'elle ne rencontre
plus le personnage désormais absent. Ce que capte la caméra s'affiche sur un moniteur
vidéo placésur une autre chaise symétrique de la premiére par rapport a la caméra, a
I'endroit ot est placé le bouton de controle. Le spectateur qui devient opérateur et
lecteur doit se baisser, sagenouiller pour tourner le bouton en méme temps qu'il
observe le moniteur vidéo prés de lui et la vidéo projetée plus loin. Au moment ot, au
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milieu de la séquence, le personnage tourne son regard vers sa gauche puis vers sa
droite, I'image qui la suit en panoramique disparait de sa zone de projection tandis que
la caméra qui refait le mouvement daccompagnement le poursuit jusqua se retourner
vers lautre chaise, c'est-a-dire jusqu'a capter le lecteur. Sont ainsi confrontées les
Images enregistrées et les images directes, dans un mouvement qui, sil actionne la
caméra en temps réel, au présent, est contraint par les conventions des images mises

en scéne et enregistrées.

Les Perspecteurs mettent en scéne une relation visuelle, mais aussi gestuelle,
comportementale et logique, assujettie a des relations qui ont déja eu lieu. Le présent
se regarde a travers le passé. Pour autant, ce n'est pas le passé qui se répete. Il est
soumis au filtre d'une capture organisée et reconstruite par le jeu instrumental de ce
que je nomme perspective relationnelle. Dans une telle perspective, la programmation
tient la place qu'a la géométrie dans la perspective optique. La perspective relationnelle
est a méme de présenter des relations inscrites dans le temps, la otila perspective
optique présente des visions inscrites dans l'espace. Le désir de toucher sapplique ici
aux images elles-mémes, dont le comportement guide l'opérateur. La manipulation du
bouton prend une dimension double, tactile et haptique: le tactile fonctionnel mais
abstrait tend a s'effacer au profit dun toucher projeté virtuellement dans l'image, d'un
haptique inscrit dans la relation a l'image. Par un effet de feed-back, parce que les
effets de la manipulation sont percus par l'eeil et l'oreille, la main qui touche le bouton
d’aluminium, assume le sentiment du toucher de I'image. Pour autant, je ne crois pas a
une immersion dans limage, bien au contraire. Le dispositif garantit une distanciation
d’autant plus forte que son fonctionnement présent rencontre l'absence de l'objet et
renvoie dans le virtuel du passéla figure vivante du personnage. Les diverses
expériences que jai réalisées autour de lalliance entre interactivité et cinéma m'ont
convaincu des capacités descriptives de linteractivité, en terme de restitution des
actions et relations. La seule place légitime que l'on puisse prévoir pour les lecteurs
est dans le dispositif de captation optique et relationnel. Cest pourquoi linteraction
effective que proposent mes installations porte sur l'accés aux mouvements dappareil,
au montage, a la production des images. C'est a travers ce dispositif compris comme
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réversible — le fonctionnement de la capture est en quelque sorte rejoué dans
Iinstallation— que l'on accéde aux images, a leur déroulement, sans toutefois en
affecter leur contenu dempreinte. Cest dans cette logique que Les Perspecteurs
laissent apparente lintégralité des appareils mis en ceuvre et en exalte ironiquement la

présence matérielle et technique, la nature d’objets industriels et design.

Lors de sa présentation a Lisbonne en 2005, dans l'exposition States of the Image, jai
remarqué quune visiteuse, appartenant au milieu de l'art, habituée des expositions
d’installations, a commencé par poser le pied sur le bouton controleur avant de le
prendre en main — et de «prendre la main», comme on dit dans le jargon de
l'interactivité numérique. Il est vrai que ce bouton peut apparaltre comme un simple
déclencheur. 11 n'est pas rouge, il émet des pulsations de lumiére bleue, mais il est au
sol, ou plus exactement sur le socle trés bas de la piece. Cette observation me semble
confirmer encore le partage que jai proposé entre interactivité du simple
déclenchement et interactivité du toucher distancié. Qui plus est, une installation
interactive de ce type conduit aconcevoir la place du spectateur et son comportement
comme partie constitutive et signifiante de la proposition. Lorsquun spectateur devient
ainsi acteur — j'ai proposé le nom dopérateur—, les autres spectateurs sont fondés a
le regarder, a l'observer, comme je viens de le faire moi-méme. En l'occurrence, Les
Perspecteurs, qui se réfere a la conversation de I’Annonciation, a besoin dun
deuxiéme personnage dans la position de I'Ange et c’est I'opérateur qui tient ce role, a

son insu.

Dans la méme exposition de Lisbonne, Masaki Fujihata a pris, pour son installation
Field-Work@Alsace, 1'option d'une interactivité minimum, simplement lapour signaler
les potentialités de son paysage virtuel, dans lequel on pourrait se déplacer librement,
mais quil choisit de donner avoir selon un trajet déterminé. Il donne ainsi a voir son
parcours tracé au GPS et ses rencontres vidéo, comme autant de projections
mouvantes, répétant ses propres mouvements de caméra. Le lecteur tourne un disque

placé sur un socle et lance ainsi de nceud en nceud le parcours dans espace
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tridimensionnel qu'il percoit en stéréoscopie. Fujihata considére avec raison que s’il est
nécessaire de laisser au spectateur au moins l'une des possibilités que possede le
systéme, on ne peut pas exposer un espace virtuel pleinement interactif dont personne

ne saurait se Servir.

La scénographie de I'osuvre relationnelle

Raymond Bellour, qui a concu l'exposition States of the Image comme un itinéraire au
sein des diverses modalités de l'image et des instants prégnants ou quelconques qu'elle
recéle, a donc choisi deux installations vidéo-interactives, celles de Masaki Fujihata et
la mienne, dont je viens de parler. Les autres pieces, photographies de Jeff Wall,
vidéos de Michael Snow, Pedro Costa, Chantal Ackerman, installations vidéos de
Thierry Kuntzel, Dara Birmbaum et Shelly Silver, ne faisaient pas appel a une
manipulation. Dans ce contexte cependant, l'intervention gestuelle dun regardeur n'est
qu'une version de la relation aux images parmi dautres, tant il est vrai que les
visiteurs simpliquent activement dans l'expérience singuliére qu'appelle chacune des
pieces. L'interactivité est alors percue comme appartenant en propre au médium de
I'euvre, ala fois comme facteur technique et comme condition normale de la réception.
Clest précisément 1un des axes conceptuels de cette exposition que de montrer les

contiguités et les différences entre les états performatifs de 'image.

Le parti pris était fort différent pour notre cycle d’expositions intitulé Jouable, en 2002,
2003 et 2004, travaux prototypes de jeunes chercheurs et artistes produits dans des
écoles dart et universités a Geneve, Kyoto et Paris. Ces expositions placaient comme
principe la jouabilité des piéces. Dans Jouable, on avait donc cette premiére régle du
jeu, la découverte des modalités d'interactions. La scénographie de l'exposition de
Paris, en 2004, assumait ce principe en donnant & chacune de la vingtaine de
propositions un espace fermé. Vus comme l'envers dun décor, cet ensemble de petits
mondes spécifiques se construisait comme dans le désordre apparent dun village, avec
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le provisoire dune féte foraine, la densité des cabines de jeux vidéo dans leurs

arcades.

Pour souligner la part de scénographie, darchitecture et de design comme condition de
possibilité d'une exposition d'art interactif, je fais un retour a cette interactivité avant
la lettre qu'était la notion de participation du spectateur. L'année 1968 de nouveau, et
I'exposition concue par Frank Popper a la Maison de la culture de Grenoble,
Cinétisme*Spectacle*EnvironnementG. Aprés avoir été 'un des inventeurs et historiens
de lart cinétique, de la lumiére et du mouvement dans les arts plastiques, Frank
Popper s'intéressa aux environnements et a la participation du spectateur qui en
étaient les prolongements. L'exposition de Grenoble ouvrit au début du mois de mai
1968, puis ferma, puis rouvrit en juin. Beaucoup des artistes avaient concu des pieces
sollicitant les actions partagées du public, des environnements ludiques mettant 'accent
sur T'expérience perceptive et psychologique. Cétait I'époque de l'ceuvre ouverte’, de la
recherche dune mutation dans les relations ceuvres/spectateurs, de la création
collective, dun nouveau régime du spectacle qui émergerait de la participation. Le
GRAV (Groupe de recherche dart visuel, Julio Le Parc, Francois Morellet, Yvaral,
etc.), qui participait a 1'exposition, voulait faire sortir I'art dans la rue. Il se dissoudra
lorsquil constatera avoir étre devancé par le public, qui lui aussi occupait la rue.
Quand nous avons rouvert l'exposition, mai était passé par la. Les énergies libérées,
beaucoup d’interdits contestés, la participation des visiteurs devaient aboutir trés vite a
la destruction des ceuvres «participatives», les tiges dacier du pénétrable de Jésus
Raphaél Soto était tordues, le grand ballon suspendu, dont les mouvements faisait des
flashs de lumiére, de Takis, était percé dun coup de couteau. Le parcours dobstacles
ludique concu par un groupe dartistes et designers italiens, associé au GRAV, était
franchi et cassé a coups de pieds. Seule, peut-étre, 'ampoule de Que la lumiére soit,

de Yaacov Agam, devait rester hors datteinte et continuer & réagir aux cris des

visiteurs.
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De telles expositions ludiques, souvent a caractére pédagogique, seront de nouveau en
vogue, dix ou vingt ans plus tard. Les agents culturels, souvent associés a des
artistes théoriseront les parcs a théme, les nouveaux musées des sciences et des
techniques. Je suis témoin, a la Cité des sciences et de l'industrie de La Villette, des
exigences concernant la résistance du matériel livré au public. Reprenant le catalogue
des boutons rouges, «coup de poing » ou «panique», on trouve aussi les interrupteurs
«milieu séveére», autrement dit anti-vandalismec’est ce type de bouton qui était la
norme. Quant aux italiens de l'exposition de Grenoble, Enzo Mari, Gianni Colombo,
Gabriele de Vecchi, etc., ils ont fait d'intelligentes carrieres de designers.

Une exposition dart interactif, plus que toute autre, semble donc appeler la
contribution de designers, d'architectes, de scénographes. Mais il est vrai aussi que les
artistes de linteractivité travaillent précisément a linscription dans la forme des
modalités relationnelles de leurs objets. Regarder les choses de l'extérieur proche est
toujours éclairant. Le début des années 90 verra émerger une démarche artistique qui,
se réclamant d'une certaine modernité années 60 et 70 mais récusant l'usage direct des
nouveaux médias et jouant ironiquement sur les clichés et la mode, proposera de
nouveaux environnements, des agencements de meubles et d'accessoires, a l'appui de
ce que Nicolas Bourriaud nommera 1«esthétique relationnelle» et de ses suites.
Fauteuils et téléviseurs suspendus de Tobias Rehberger, siéges-lampes biomorphes de
Pierre Huyghe, aménagements despaces conversationnels et d’échange de nourriture de
Rirkrit Tiravanija. Ce dernier revendiquera une interaction entre artiste et visiteur, une
ceuvre produite avec le nécessaire concours du public, et affirmera I'importance «de ce
qui se joue entre les étres». L'emploi effectif des technologies de communication
pourrait s’y reconnaitre, mais sait parfois, heureusement, se faire plus critique. Angela
Bulloch, quon a souvent vue dans le 1dle de I«artiste numérique» au sein
d’expositions d’art contemporain, place des capteurs dans ses banquettes modernes de

couleurs vives de facon a déclencher des événements gratifiants pour le public,

proposant ainsi la fiction d'une harmonie sociale provisoire mais réalisée.
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En 1969, associé a un scénographe et a un photographe 8, j’al réalisé pour le théatre
expérimental Les Drapiers, a Strasbourg, ce que nous avons nommé
environnement-spectacle. F3-Une lecon dobservation, se voulait une rectification
critique et politique des environnements, jugés trop exclusivement sensitifs, fréquentés
dans les années précédentes. Un petit groupe de spectateurs visitait, dans un parcours
en séquences et sous la conduite dun comédien, une simulation de l'appartement d'une
famille moyenne, construite apartir de projections de photographies et de films,
d’enregistrements sonores, de moulages, de lumiéres programmées. Il est amusant de
constater que le terme environnement-spectacle a étéchoisi par Dominique

Gonzalez-Foerster? pour l'une de ses ceuvres récentes.

Les modeles de I'exposition interactive

A la suite de ces premiéres expériences, mon travail de chercheur et les expositions
auxquelles j'ai contribué m'ont confronté & de nombreuses ceuvres interactives. Je vais
maintenant tenter d'en faire une rapide typologie en m’attachant aux questions de leur

scénographie, dont on vient d’apercevoir 1'importance.

Les Immatériaux, exposition de 1985, désormais quelque peu mythique, congue au
Centre Pompidou sous la direction de Jean-Francois Lyotard, présentait tout un
ensemble de terminaux avec des expériences textuelles en réseau. Ce mode
d’exposition, qui consiste globalement a poser un ordinateur sur une table, reste, vingt
ans apres, une solution naturelle puisque les interfaces écran, clavier et souris sont
désormais universellement accessibles pour le public. Cest au fond une méthode de
simple accrochage. J'y reviendrai. Le Bus, un vidéodisque que j'ai réalisé pour Les
Immatériaux, avec mes étudiants de Paris8, fut non seulement pour moi la premiére
installation interactive exposée mais le prototype dune démarche demprunt
d’objets—interfaces. En citant des situations que le public connait, les piecesinteractives

prennent en compte l'apprentissage acquis en méme temps que les significations
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attachées a certains objets et instruments. L'installation Le Bus reprenait tels quels un
siege d'autobus parisien mais surtout le bouton et sa plaque «Appuyer pour obtenir le
prochain arrét», le boitier lumineux «Arrét demandé». Dans cette proposition, nous
avions le sentiment que linteractivité elle-méme, son diagramme relationnel comme ses
instruments, relevaient d'un principe de saisie du réel, homogénes en cela a la prise de
vue photographique et vidéo. On peut considérer sous cet angle la bicyclette de The
Legible City, de Jeffrey Shaw, que nous avons montrée en 1990 dans la biennale
Artifices de Saint—Denis, ou encore, toujours chez Jeffrey Shaw mais dans Machines a
communiquer a la Cité des sciences en 1991, le fauteuil de Virtual Museum, ou méme,
dans Artificesen 1996, l'écran que lon saisit & deux mains de The Golden Calf.
L'installation Phototropy, de Laurent Mignonneau et Christa Sommerer, créée pour
Artificesen 1994, invitait le spectateur a attirer des papillons virtuels avec une véritable
lampe de poche. Ou encore, pour s'en tenir aux exemples les plus récents pour moi,
dans l'exposition Jouable, 'emprunt de jumelles par Hikaru Fuji, d'un jeu de circuit de
voitures par Jean-Michel Géridan, d'une petite commode atiroirs par Inés Jerray, de

tongs par Jean-Luc Marchina.

La premiére édition d'Artifices, en 1990, sous-titrée «Art a lordinateur», séparait
nettement les pieéces interactives de celles ot lordinateur était intervenu dans la
production seulement. La question se posa de la place dun générateur aléatoire de
dessins con¢u par Jean-Francois Lacalmontie. La notion d'interactivité interne fut
retenue. Pour quun systtme soit interactif au sens du mode conversationnel, il faut
aussi qulil soit autonome. Méme sans feed-back du public, le spectacle de ce qui se
joue dans un dispositif appartient aussi au registre esthétique de linteractivité. Le
diptyque vidéo de Stéphane Elbaz, dans Jouable 3 a Paris en 2004, était ainsi la
mémoire dun épisode hautement interactif, une course dans la nuit, éclairée par une
lampe sensible aux cris du performer. Créé pour Artifices, en 1992, The Theatre for
Hybrid Automatade Woody Vasulka appartenait aussi a cette famille, dans le registre
dune trés grande puissance énigmatique, placant en son centre une machine-caméra
dont le spectateur cherchera a voir si elle capte sa présence. Quand une piéce incite
un spectateur adevenir acteur, opérateur, le spectacle de linteractivité inclut une ou
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plusieurs personnes dans une scéne qui légitime la position voyeuriste des autres
spectateurs. Sans en étre une qualité exclusive, ce n'est pas le moindre intérét des
scénographies interactives que de faire jouer aussi nettement les frontieres de l'ceuvre,

jusqu’a inclure le corps des visiteurs.

Les tels petits théatres de l'interactivité, extériorisée ou non, sont donc une catégorie
scénographique a identifier, a laquelle jajoute tout de suite celles des cinémas. Non
seulement des salles spectaculaires comme EVE et dautres domes de Jeffrey Shaw,
mais de petits cinémas pour films jouables. Dans Jouable, précisément, les pieces de
Gwenola Wagon et Alexis Chazard, de Michael Sellam, revendiquaient cette
appartenance au cinéma en tant que salle, si ce n'est quelles s'adressaient & un public
trés restreint, y compris un opérateur disposant dun controleur ou manette de jeu. Les
pieces de Masaki Fujihata, de la série Field-Works, déja citées, mettent en ceuvre un
dispositif relevant lui aussi du cinéma, méme s'il est démultiplié dans un espace virtuel
stéréoscopique.

Au regard de Thistoire de la vidéo en art depuis la fin des années 60, il convient de
distinguer une catégorie que l'on peut désigner denvironnement dimages relationnelles,
souvent a connotation sociologique et psychologique. Ce n'est pas le lieu ici den faire
I'inventaire hors de linteractivité numérique proprement dite. Je pense cependant qu'il
faut avoir en téte de grandes pieces comme celles de Dan Graham, Present
Continuous Past(s), 1974, que nous avions empruntée au Musée national d’art moderne
pour Machines a communiquer a la Cité des sciences, ou Opposing Mirrors and
Video Monitors on Time Delay, 1974, revue a la Biennale de Venise en 2003.
Rarement ceuvre n'a réussi avec une telle évidence a faire de linterrelation des
regardeurs sa substance méme. Citons encore, pour ne sen tenir qu'a une seule piéce
de Bill Viola, He Weeps for You, 1976, ol une goutte d'eau capte et projette en grand
Iimage du visiteur, qui est elle aussi une machine de vision miroirique procurant une
émotion unique. Et enfin, de Gary Hill, Tall Ships, 1992, ol les visiteurs sont
confrontés, dans un long couloir obscur, a seize figures fantomatiques venant vers eux,
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comme pour leur demander «qui es—tu10. Des installations comme celles des collectifs
Knobotic-Research et Dumb Type, de Carsten Nicolai, assument ainsi pleinement leur
scénographie multimédia spécifique. Dans ce registre, la trés élégante et
impressionnante installation de Seiko Mikami, Gravity and Resistance, 2004, a la
particularité d'inclure interactivement tous les participants qui pénétrent son vaste
plancher—écran, parcouru dondes graphiques révélant les variations de gravité. Le
modele des jeux, qui entretient un lien d'origine avec les arts interactifs, donne a cette
derniére catégorie une variante explicitement ludique dont on a les exemples les plus
convaincants avec les pieces de Toshio Iwai, de Feng Mengbo, de Troy Innocent, de

Tobias Bernstrup.

La consultation

On voit que l'installation interactive s’approche ainsi de l'instrument. S’il est une forme
instrumentale dont l'universalité masque l'efficience quasi interactive, c’est le livre, ou
plus précisément, la reliure qui permet d'en consulter les pages tout en les conservant
ordonnées. Dans notre typologie sommaire, il faut ajouter un dispositif qui est celui du
livre, de l'encyclopédie, auquel on rattachera le cabinet de curiosités, la collection. Aux
catégories de captation et dutilisation, de contemplation et d’observation, j'ajoute celle
qui a ma préférence, la consultation. Auprés dune proposition interactive, on peut avoir
attitude modeste et ambitieuse d'interroger, de prendre un avis. Cette attitude allie
archive et expérience actuelle. «Dans tout dispositif, il faut distinguer ce que nous
sommes (ce que nous ne sommes déja plus), et ce que nous sommes en train de
devenirla part de lhistoire, et la part de Tactuel 1l » écrit Gilles Deleuze, a propos de
Michel Foucault.

La collection, comme activité, comme concept, comme dispositif dobjets, est
incontestablement un modéle pertinent. George Legrady, aprés plusieurs piéces congues
sur le principe du musée et de l'archive a ainsi réalisé en 2001 Des Souvenirs plein
les poches, une installation qui sollicite le public pour l'enrichissement d'une collection
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d'objets et pour l'apport dinformations textuelles. Utilisant un logiciel fondé sur les
automates cellulaires qui reconfigurait constamment la présentation de la collection,
George Legrady illustrait ce que peut étre une esthétique de la base de données.
Parallélement a son exposition au Centre Pompidou, j'ai montré Mémoire de crayons,
une collection autobiographique de 1024 crayons, a explorer et a «faire» a l'aide dune
base de données. Agnes Hegediis, quant a elle, avait réalisé en 1999 le programme
Things Spoken, a partir d'objets intimes et de textes prononcés. Ce projet faisait suite
a ses réalisations en réalité virtuelle référées aux arts de la mémoire, aux théatres de
la mémoire, Handsight, 1992, montrée dans Artifices en 1994, Memory Theatre VR au
ZKM en 1997.

Pour la Revue virtuelle, dont jai étécommissaire de 1991 & 1997 au Centre Pompidou,
nous avions ainsi concu des modules de consultation, constructions mobiles, vitrées,
dont de forme en prisme inscrivait les trois registres dattention possibles pour les
visiteurs: spectateur extérieur, regardeur concerné, opérateur actif. Plusieurs
installations vidéo-interactives, travaillant les textes de Jean-Jacques Rousseau, ont été
des étapes importantes de mes recherches, précisément parce qu'elles exploraient de
nouvelles modalités du rapport texte/image dans les supports interactifs. Flora
petrinsularis, produite au ZKM de Karlsruhe en 1993, présentait ainsi un cahier, qui
était a la fois un recueil de fragments des Confessionset un herbier véritable, fait a la
maniére de Rousseau. Cest en tournant les pages que l'on appelait les images animées
et les sons contenus dans le programme. Pour La deuxiéme promenade en 1998, puis
La Morale sensitive en 2000, jai mis en ceuvre des tables sensibles ot l'on pouvait
feuilleter, dun geste de la main, les images et les citations projetées sur elles.
Benjamin Buchloh, analysant I'apport des artistes conceptuels, n'a-t-il pas été conduit
a intervenir a son tour dans le trés vieux débat de ce qui sépare irréductiblement

texte et image, poésie et peinture, en parlant de «texte-image» 12,

Parce qu'elles devaient rassembler des travaux nombreux et variés, les trois éditions
de Jouable ont conduit a des scénographies qui, sans concertation, ont retrouvé les
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principes de l'exposition Artifices, qui avait été, en 1994, dédiée au théme de la «mise
en mémoire». Pour chacune des installations construites autour d'interfaces spécifiques,
appelant une certaine performance des visiteurs, nous avons construit une «chambre».
Pour les propositions a consulter directement sur 'écran dun ordinateur, DVD, sites
Web, etc., nous avons construit des tables. On I'a observé récemment dans les grandes
expositions internationales d’art contemporain, images textes et sons interactifs se sont
installés sur de vastes tables, dans les alignements de terminaux de réseaux proposés
aux visiteurs. A coté des chambres noires ou des cubes blancs des installations, un
dispositif s'est déplié, inattendu mais rationnel et somme toute rassurant quant au
statut réflexif de lart, des tables et des sieges. Le modele des expositions est

désormais celui, par exellence, de la consultation, celui de la bibliotheque.
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Jean—Louis Boissier

Fojig 2

English Version

Can interactive art be displayed?

Stage setting that casts the question

In order to answer this question, we need to define interactive art. First of all, I
would like to mention two things. First, interactive art refers to special relationships
an art piece has. Second, the concept of ‘interactive’ is related to functions and use
of a computer. As such, interactive art has technical, rather than metaphorical or
conceptual, meaning. However, we need to define interactive art from the perspectives
of quantity and quality as well. In other words, there can be several technical means,
methods, and levels in interactive art. 1 will further elaborate on more delicate and
complicated details about the definition through stories and explanations that I will
mention later in this lecture. More accurately speaking, I will try to present my
views by answering the question "Can interactive art be displayed?” based on my

observations.

These observations and answers, to the extent possible, come from art pieces I
created, exhibitions I organized, my experiences, and the projects I was personally
involved in as a researcher. In fact, when a piece of artwork is mentioned with a
certain historical background, we have to consider the specific circumstances under
which it was created. However, I cannot say that my observations come solely from
my experiences because I have so far asked the questions about the possibility,
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efficacy and methods of displaying interactive art continuously and repeatedly.

First, I want to talk about a masterpiece by Jean Tinguely displayed in the House of
Culture in Grenoble, France in 1968. The sculpture entitled ‘The requiem for a dead
leaf’ is a huge mural with its width over 10 meters. It is a loud machine that has a
mixture of black tires, drive belts, transmission, and rods on a white background.
However, unlike Tinguely’s other works, this piece is characterized by its orderliness
and clarity as can be seen inside of a clock. As far as I can recall, the sculpture
moved slowly but powerfully at the touch of a button on the bottom. However, my
recollection is rather hazy, so I did a search on the Internet for information about this
piece. According to my search results, this work was created to be showcased in
Swiss Hall at thel967 World Expo and placed in the entrance hall of Pompidou
Museum of Modern Art when it reopened in 2000. The sculpture stirred up quite a
controversy, too. To quote the French magazine Express, Daniel Duren called it
"dead” because "it does not move mechanically.”"One student at the National School of
Decorative Art said, "The requiem for a dead leaf is halfway disappeared. Even if it
has all the toothed wheels and it has a physical existence, the machine moves only
intermittently.  Furthermore, the part that barely exists now literally and in the
memory of viewers is its acoustical presence. [--*] The artist’s croquis displayed on a
Canterbury serves as musical notes that form mechanical melodies of this artwork.
[---] The sounds that come from a headphone are reconstructed from the croquis.” On
second thought, this piece certainly had a start button in Grenoble in 1968. Later, I
saw a button for Tinguely’'s ‘drawing machine’ in Bobourg France. I also remember
the artist being there and I still have the picture that the machine drew then. The
website of Jean Tinguely Museum in Basel, Switzerlandsaid the following as to what
I call ‘metamatics’ and ‘the concept of interactivity’. "In 1939, he begins work on his
"Métamtics”, motor-driven drawing machines that the user can operate to create
automatically abstract works of art” I kelp searching the Web. At aveugle.ch
(translator’'s note: blind person.com), I looked for information about the Basel museum.
For your information, this website is not really for the blind. The website tells a
story about a blind man, who kept trying to make the machine move by pushing the
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big button on the bottom but to no avail. In the end, however, the man recognized
the shapes of things that made the artwork move through the sounds it made and he
ended up persuading the employee at the museum into letting him touch the machine.
The blind man himself operated and touched the machine. From this, we can say
that onlookers can be defined as users, who become another artists who create the art
piece.

Here is another story. There was an exhibition called "Movements of images”
planned by Center Pompidou in 1990. It was organized by Raymond Bellour, Christian
van Assche, and Catherine David. This included my installation art piece called "A
selection of calculated images,” which consist of scientific and mechanical images. We
held an exhibition at the Columbus Wexner Center in San Francisco. The "selection”
is in the form of “White Cube’, a conventional contemporary art space and comprised
of a chair, an old desk, a video monitor, two video disks, and a Macintosh touch
screen computer. At that time, all the other museums had ‘Do not touch’ signs inside
their facilities, but it would have been better if they had Please touch the screen’
signs made as well. When we touch the screen, we are putting our hands to a
historic moment achieved by Marcel Duchamp, who greatly influenced the art history
of the 20 century. Duchamp’s masterpiece "Please touch” graced the special-edition
catalogue cover of the international surrealism exhibition and this work of eroticism
was displayed in 1959 at the Daniel Cordier gallery in Paris. I do not believe that
visitors to an exhibition are passive onlookers who just came to see art. This is a
well-known fact and Duchamp himself also said, "art is created by those who see it.”
Through ‘Please touch’, Duchamp said adieu to museum rules that prescribe the
behaviors of viewers. In 1990, even museum employees not to mention art viewers
didn't know much about how to work with a computer mouse or touch screen.
However, even in this art piece, prohibitions such as ‘do not touch’ or ‘we don’t like
touching’ did not disappear, but it simply moved from one type of prohibition to
another. Although Duchamp himself instructed people to touch his work, he didn’t
expect them to actually touch his work, which was in the form of a book. Later, you
will learn that interactive art, which requires viewers to operate artworks, encourage
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them to mentally touch the works as well.

A Simple Beginning

Through the red button and ‘Please touch’, we explored two types of contemporary
digital interaction. Let’s look at ‘Push the button’ interactivity first. This phrase is
often used with negative connotations, but view it positively. I reckon that this is the
first step of interactivity, or a pure beginning and the simplest watershed. In other
words, it was a turning point from a change waiting to happen to an actual
transformation, a transition between stop and start, between suspension and
resumption.  This type of interaction is expressed in the form of buttons at
exhibitions, various pushing devices or motion censors. Its simplest form is a red
button —the French calls this ‘hitting’ —that includes buttons or pedals operated by foot
employed not only by Tinguely and also by Kowalsky and other artists. The latest
version of this type of start buttons can be seen in a work by Philippe Parreno
shown at the Paris Museum of Modern Art in 2002. The work, ‘alien season’
employs an image film serving as an on/off switch for the phosphorescent silkscreen
work displayed next to it. So the silkscreen’ art can be seen temporarily only when
charged through the film.

From a more holistic perspective, we need to look at the history of exhibition art
through visual devices used in art works. Such mechanical devices that function as
switches are just one of many means to make the cinematic artworks move and they
are used throughout all types of drama pieces, novels, plays, movies, architecture, or
artworks. Roland Barthes said, "everything can be explained by one difference.” He
espoused dualism, which was the ‘true object of affection’ to him. Barthes’ semiology
is in fact related to the aesthetics of interactivity. The on/off switch in interactive art
—-— simple but essential element that determine sexistence or non-existence - allows
the viewer to assume the role of artist. That's where the importance lies. Here I said
the viewer becomes the artist. By this, I don't mean to say that the viewer is the
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same as the artist as is often said when talking about interactive. It is because, when
it comes to artworks, the viewer's roles are, without a doubt, various and multiple and
this is not unique to interactive art. I simply want to say that the relational aspect of

art is initiated by viewers.

Let’s think about the foot that presses the button to operate Tinguely’s machine. The
French expression, to vote with one’s feet (which means, to horse around without
voting) means exactly the opposite in an installation art piece by Karl Sims. The
piece "Genetic Image” was part of the exhibition "la revue virtuelle” held at the Centre
Pompidou in 1993. In this installation, Sims showcased the art of performing 14
billion calculations per second using his supercomputer "Connection Machine of
Thinking Machine.” The 16 video monitors installed on arc-shaped stand showed
biological images. In front of each monitor was placed a tile which has a censor
attached to it and when a spectator puts his foot on the tile, the computer recognizes
which image he/she selected. All the images are then computed instantly by the
computer using a genetic model and the selected images are recognized as ‘parent’
images. The resultant 16 screens exhibit evolved characteristics, which, in some
senses, can be interpreted differently depending on the viewer’s tastes. I think that if
those images are not created by the awful supercomputer, the images have more to do
with the artist’s tastes.

Touching

Study of history of buttons, technology, and anthropological research conducted by
Bruno Jacomigclearly illustrate what cultural objects buttons are. Buttons are doorbells,
triggers, and keys on keyboards all at the same time. Users either push or turn them.
Not so long ago, a controller button called PowerMate, which is a computer peripheral,
gained huge popularity. A computer mouse with a considerable size made with
Aluminum, PowerMate can be pushed gently and turned freely without using axis.
Existing digital devices had lots of control buttons mostly for pushing with dubious
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functions, but now more and more gadgets employ twisting wheels. PowerMate's
popularity cannot be simply explained with nostalgia for the good old radio buttons. It
is an expression of a desire to control strength and continuously perform various
functions. Having used PowerMate, I learned that the gadget enables a continuous
functioning, which neither a keyboard nor a mouse can support. By using this
controller than turns, I can freely manipulate movements and change directions.
Furthermore, I can do so continuously for much longer. For example, if you need
multiple functions while manipulating interactive video images—in the case of knobs
on video game consoles, the first thing you need is to correspond the interactive
relations to time. It is because images are a transient thing limited by time. Though
relations are formed through starting points aptly placed during the flow of things,
they also include fixated actions.

A lot of the explanations so far were needed to describe the next work. However, to
do that, I need to talk about another interaction involved in "Please touch.” It is
because a controller button is, first and foremost, a device for touching as well as a
starting device. Here, I am not going to analyze haptic (haptique in French), a
concept introduced by Deleuze that refers to touching artworks with eyes. As to
what Bacon proposed, Deleuze talked about differences among functions such as
digital, tactile, passive, touching with eyes and visual functions%‘However, when it
comes to interactivity, touching does not simply mean touching by hands but touching
with eyes as Deleuze said. In other words, it is not seeing with eyes nor touching
with hands, but touching with eyes. For sure, this phrase touching with eyes means
something different from internal or tactile sensations felt during interactions such as
video games or virtual reality. In fact, if we focus only on touching, we will
inevitably miss the insights and suggestive power so strong in Duchamp’s and other

interactive works of art.

My most recent installation piece "les Perspecteurss” uses a spinning controller to
allow an image film to be shown. The film projected onto one of the walls at the
gallery is pulled backwards while hanging in the air. The onlookers experience
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resistance, flexibility, balance, and imbalance of the film through the controller.
However, this film is straightforward and there is neither variety nor descriptive
dualism. In this film appears a young woman who can be viewed as a Virgin Mary
in the Annunciation. As in the traditional Annunciation story, this woman goes

through the five stages of agony, thoughts, questions, understanding, and acceptance.

This installation work looks very similar to where the images are shot. The character
was sitting on a chair where the video projector is placed now and the camera
connected to a computer moves in panorama and zoom modes and is placed at a fixed
location. The movements photographed by the camera are shown on the screen as a
moving image. When the film is turned on, the camera shows the exact movements
as they are shot, and if there is nobody in front of the camera, the person is no
longer shot by the camera. The images that the camera took appear on a video
monitor placed on another chair with a controller that lies in symmetry with the first
chair. Now the viewer, who is both the operator and playback device, should kneel
down in order to see the video monitor close to him/her and the video projected afar
and at the same time to turn the controller. When the viewer turns his/her eyes to
the right or left, the images moving in panoramic view following the person disappear
while the camera that follows the motions moves along until the person returns to the
other chair, or in other words, until the viewer is caught on the screen. As such,
within a single movement, there is a conflict between recorded images and real-time
images. However, if the camera is operated in real-time, the movement will be

transferred to the screen at present and restricted by recorded images of the past.

"Les perspecteurs” describes visual, behavioral, and logical relations subjected to
relationships that already passed. In other words, the present is seen through the
past. However, it does not mean that the past is repeated. The present is caught in
a structured filter and reconstructed by a mechanical play that I call ‘the relational
view." In this respect, the relation between a work and its composition can be likened
to a relation between geometry and visual perspective. The relational view shows
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relations made within a time rame and the visual perspective here means a
perspective created in space. The desire to touch corresponds to the images of
movement that make the operator move. Manipulating the controller makes one feel
like touching with eyes as well as tactually. The sense of touch, abstract but
functional, disappears overwhelmed by the sense of touching with eyes created from
the relations between images and the sense of touch virtually projected into the
images. In the end, since the effect created during the manipulation is transferred to
the eyes and hands, the hands that push the aluminum buttons feel, due to a feedback
effect, as if they are touching the images. As a result, images are not submerged.
Rather the opposite is true. When a subject is not visible, the more the images of a
virtual person in the past are shown, the more the installation work creates a sense of
alienation from the images. After undergoing many experiences related to the
connection between movies and interactivity, I discovered that in reconstructing actions
and relations, interactivity has an ability to describe. In the end, the person who
plays back is meaningful only within an instrument that catches optical and relational
images. Therefore, all the practical interactivities that appear in my installations are
based on direct involvements in the operation of tools and the construction and
production of images. Through such two-faced tools—the replay of captured images in
my installation works, we can approach the images and the development of such
images without affecting their content. Following this logic, my installation work "Les
perspecteurs’ embodies the whole of executed tool and ironically creates values such
as physical and technical beings and industrial quality and design of objects.

When this work was shown at the "State of Image” exhibition held in Lisbon in 2005,
I saw a female spectator, who is involved in art community and thus familiar with
installation art, touch the controller with a foot before holding it in her hand—as the
digital interactivity jargon ‘putting a hand to it' implies - Of course, this button,
depending on how you see it, can be construed as a simple start button. It is not red
and attached to the ground with a bluish glow. And to be precise, it is installed very
low within the installed space. Through this viewer, I learned the difference between a
simple start and interactivity which involves a touch at distance. Such an interactive
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installation makes the space and action of on-lookers meaningful and constructive.
When a viewer becomes a participant in an artwork—I suggest the term operator,
other spectators, like I did, see and observe the person.  Ultimately, the "les
perspecteurs” needs a secondary person who plays the role of an angel in the

Annunciation tale and, in this case, the operator unwittingly plays that role.

At the Lisbon exhibition, Masaki Fujihata, in his work "field-work@alsace”, displayed
a minimum interactivity to illustrate the potential of virtual environment. In this
work, spectators seem to move freely but they follow a pre-determined path and get
to see only what is offered. The viewers repeat their own actions on camera as in
other images while looking at the path set by a GPS system and their own video
images. The person who plays back the image turns the disk on a stand and
proceeds with his journey in the three-dimensional space that he sees. Fujihata said
that the spectator should possess at least one out of all possibilities that the system
has. It is because it is impossible to display the art if one does not know how the

interactive virtual space is used.

Stage setting for relational works

Raymond Bellour constructed the "State of Image” exhibition with various methods of
expressing images and journeys within all-encompassing moments and he chose two
interactive video art pieces by Masaki Fujihata and my "Les Perspecteurs.” Jeff Wall's
photograph, Michael Snow’s video, video art by Pedro Costa, Chantal Ackerman, and
Thierry Kuntzel and works by Dara Birnbaum and Shelly Silver do not really interact
with spectators. However, interactivity with viewers as an act is only one of the
many various relationships with images and the viewers tend to get involved in the
works more actively if they have a unique experience with them. Hence, interactivity,
as a medium for building rapport with art, becomes a technical factor and a normal
condition for appreciating art as well. This is exactly the essence of this exhibition.
That is, to show homogeneity and differences between images.
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On the other hand, there was something quite different in the pieces done by young
students from art schools and colleges who presented their works to ”Jouable”
exhibitions held in Geneva, Kyoto, and Paris in 2002 and 2003. The theme of the
exhibitions was ‘exhibitivity’. The first principle at the exhibitions was to find a way
to build mutual rapport with artworks. The 2004 stage setting exhibition held in Paris
applied this principle to about 20 pieces displayed in a closed space. There formed a
small world with variety as if one is looking at the back of decorations. It showed a

disorderly city, a market and an arcade with myriads of video game consoles installed.

To emphasize the elements such as stage setting, architecture, and design, which form
conditions to interactive art, I will revert back to the topic of interactive. Let's go
back in time to 1968 and to the House of Culture in Grenoble, which held Frank

. . . . 6
Popper’s "Cinetism-sights—environment”

exhibition. Frank Popper, father and pioneer
of cinetic art, lighting art, and plastic art paid attention to the environment and
participation of spectators. The Grenoble exhibition took place in the early part of
May, 1968 and re opened in June after a suspension. Many artists created works that
bonded with viewers and playful environment that stressed cognitive and psychological
experiences. It was a period of new performance paradigm that encouraged open alt7,
changes in relations between art and spectators, group art, and viewer participation.
The GRAV (Group for Research in Visual Art: Julio Le Parc, Francois Morellet,
Yvaral and others participated) claimed that art should come out into the streets.
When the exhibition resumed, May was already past. The wind of liberalization,
resistance to prohibitions and viewer participation led to destruction of interactive art.
The piercing metal branch of Jesus Rafael was bent by viewers and Taki’'s big ball
hanging from the ceiling that glowed following movements got stabbed with a knife.
The spectators went over into and stepped on the playful road with barricades made
by an Italian artist from the GRAV and the designers’ association. The only piece that
survived was Yaakob Agam’s ball ("Let there be light”), which reacted to the viewers’

hollers.
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Fast-forward 10 to 20 years from then, such playful artworks often created for
educational purposes fell en vogue again. Art agents linked with artists planned
theme parks or new science and technology museums. I clearly remember, when a
science and industry park located in La Villette, Paris was being built, that the
organizers asked me to work with materials that will withstand viewers touch.
Going back to the times of the a forementioned red buttons, "Please touch”, or
"haptique”, we reached a time when such "start buttons” should be made with
unbreakable materials. The Italian artists who participated in the Grenoble exhibition
such as Enzo Mari, Gianni Colombo, and Gabriele de Vecchi honed their skills as

designers during this period.

Interactive art exhibitions, more than any other exhibitions, need help from designers,
architects, and stage setting experts while interactive artists themselves materialize
relations among objects in their artworks. There is always a surprise when one looks
at objects up close from the outside. A new art trend enters the stage in the early
1990’s. It seeks the modernity of the 60’s and 70’s but rejects the use of new media.
It brings outdated content and fashion to the fore, arranges new surroundings,
furniture, and accessories, and creates art through what Nicholas Bourriaud called
"relational aesthetics” and its by-products. Tobias Rebeger's hanging chair and
television, Pierre Huyghe's lamp chair with a biological shape, Rirkrit Tiravanija's
space arrangements geared for dialogues and food exchange. Rirkrit Tiravanija
demanded mutual relationship between artists and viewers and stressed the importance
of art created from people’s needs and "what works among beings.” This kind of
two-way communications technology with the audience was undoubtedly used but not
excessively. Angela Bulloch, a digital artist who mostly take part in contemporary art
exhibitions, attached a censor to a colorful chair to construct an event that entertains
visitors. Through this, she portrayed a fabricated but realistic social balance.
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In 1969, I, along with a stage setting expert and a photographerg, presented "F3- une
lecon dobservation” which was dubbed an "environmental play” at "les drapiers”
theatre in Strasburg. It added a critical and political touch to the environment, which
in the past tended to be too emotional. A group of visitors saw an installation that
simulated a middle-class family during a tour of all the different sections of the
exhibition guided by a comedian. This work was comprised of images from
photographs, filmed images, sound, and programmed lights. It is interesting that the
term ‘environment and performance’'was used in the latest work by Dominique
Gonzalez Foerster.

Models for Interactive Exhibitions

After experiencing the aforementioned works, I came into contact with a great deal of
interactive art through my own research and the exhibitions 1 participated in.
Therefore, I am going to write a brief summary as follows centering on questions
regarding the importance of stage setting that we dealt with before.

"Les immatériaux” exhibition at the Pompidou Center in 1985 had a mythical theme
and was designed and produced by Jean-Francois Lyotard. The work consisted of
multiple computer terminals connected to enable the users to experience texts
connected to information networks. This type of display which basically had a
computer placed on top of a desk is a natural and common technique still used now
after some twenty years have passed. It is because interactive through a monitor,
keyboard, and a mouse has become conventional instruments to approach the audience
with. This, to some people, might seem like a simple method of connecting gadgets. I
am going to elaborate on that later. At the "Les immateriaux” exhibition, a video disk
work called "Le Bus” on which I worked with my students at Paris 8" University
was my first interactive endeavor and also the first step in employing interface with
objects. While commenting on situations that the audience is familiar with, this
interactive work attaches a special meaning to certain objects or instruments through
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an experience. In "Le Bus”, we used the chairs and buttons, a sign that says "Please
push this if you want to get off at the next stop”, and a sign saying "lam getting
off” that are actually installed in Paris buses. Through this work, we learned that
interactive art has a principle of materializing the same objects as what we see in
pictures or videos in terms of the artwork themselves or their relational mechanisms.
We can view the bicycle in Jeffrey’s Shaw's ”the legible city” that we planned at
1990’s Saint-Denis Artifices Biennale, the "“communicating machine”and the chair in
"the virtual museum” by the same artist exhibited at a science park in 1991, or the
monitor held by two hands in "the golden calf” showcased in 1996 Artifices 4 from

this perspective.

The "phototrophy” by Laurent Mignonneau and Christa Sommerer presented at the
1994 Artifices 3 allows spectators to gather virtual butterflies using a real flashlight.
And the latest works I recall are a binocular model by Hikaru Fuji shown at Jouable,
automobile tour play by Jean—-Michel Géridan, a small drawer by Inés Jerray, and a
slipper by Jean-Luc Marchina.

At the first Artifices exhibition in 1990 held under the subtitle "Computer Art”, there
was a clear distinction between interactive art and works that used computers in their
creation. At that time, there was a drawing machine among Jean Francois
Lacalmontie’s works that drew pictures randomly. This machine raised a controversy,
but the conclusion was that it is inherently an interactive artwork. In order for a
piece of art to be interactive which involves a two-way dialogue, it has to be
independent. Therefore, even without responses from the audience, the work should
belong to the realms of interactive aesthetics. At the Jouable 3 held in Paris in 2004,
Stephane Elbaz's two-part video series are very interactive, showing a midnight race
with lighting that responds to performers'cries. Woody Vasulka’'s “the theatre for
hybrid automata,” displayed at Artifices 2 in 1992, also belongs to the same category
and demonstrated the power of the mysterious. In the middle of the installation was
a camera and the viewer can see if he/she is caught on the camera. When an
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installation makes a spectator become the artist or the mediator, one, two, or several
other spectators become observers of other spectators. Therefore, the true objective of
interactive art is to include even spectators into the art itself rather than clarifying the
boundary between the art and the audience.

The following interactive works in the format of plays, whether they expressed the
intended ideas well or not, belong to a still undetermined category related to motion
pictures.  Performances like EVE, Jeffrey Shaw’s works, and small-scale movies
presented at "Jouables films” are all examples of this category. At Jouable, works of
Gwenola Wagon, Alexis Chazard, and Michael Sellam were shown to a small audience
including technicians for adjusting controllers, but they still demonstrated connection to
movies. In Masaki Fujihata’s "field-work”series works, such connections were visible

even though they took place in three-dimensional virtual space.

If we look at the history of video art after the late 1960’s, we have to separate an
area called "the environment of relational images”that often have sociological and
psychological significance. I am not going to mention areas other than digital
interactivity here. However, we need to study great works such as Dan Graham’s
"past in the present progressive” that we borrowed from the National Museum of
Modern Art for "the Communicating Machine” exhibition at the Science Theme Park
in 1974 or "opposing mirrors and video monitors on time delay” which was created in
1974 and reintroduced in Venice Biennale in 2003. There are few other works that so
successfully struck a chord with the audience through the essence of the artworks.
Furthermore, Bill Viola's 1976 masterpiece, "he cries for you,” the spectators see 16
ghost-like shapes approaching from a long dark hallway as if to ask "who are you?”
Knobotic Research or group works like Carsten Nicolai's "Dumb type” also used
special multimedia stage settings. In this field, Seiko Mikami's amazing and elegant
work "gravity and resistance” incorporate within the work all the spectators who
entered a huge screen floor expressing graphic wavelengths that represent various
forces of gravity. Computer games were a category that had a connection with
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interactive art from the beginning and the most prominent examples are works by

Toshio Iwai, Feng Mengbo, Troy Innocent, and Tobias Berelstrup.

Asking questions

Interactive artworks are becoming ever closer to instruments. If there is a medium
that almost hides its interactive quality within its universality, it is books. To be more
precise, it is a bookbinder that enables us to read books in the right order. Further
additions to the interactive category are books, encyclopedia, and complete collections.
Another category to add to capture, use, contemplation, and observation of information
is "questioning.”When there is interactive art, we can assume the modest and bold
attitude of asking questions, or, in other words, taking opinions. Such attitude is
linking the past and present experiences. "Among all the tools, we have to discern
what we are (or what we are not any more), and what we are becoming. The first is
history and the latter present.!” said Gilles Deleuze of Michel Foucault.

Complete collections are clearly permanent models just like activities, concepts, and
instruments of objects. George Legrady, after presenting several works that complied
with the rules of museums and old documents, introduced to the public his work
entitled "des souvenirs pleins les poches” in 2001, which informed the audience of the
richness and document information contained in complete collections of things. Using
software connected to an automatic shell device that constantly change the appearance
of the corpus, George Legrady demonstrated the beauty of databases. At his exhibition
held at the Pompidou Center, I displayed a work called "a memory of a pencil."It was
an autobiographical collection of 1024 pencils where spectators viewed the work
through a database and encouraged it to "talk.” Agnes Hegediis in 1999 created a
piece called "things spoken” using personal objects and manuscript being pronounced.
This work came after "Handsight” (created in 1992 and displayed at the 1994
"Artifices”) or "Memory theatre VR.” (exhibited at ZKM in 1997) During the "la
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revue virtuelle” exhibition I designed between 1991 and 1997 at the Pompidou Center,
we created a space for questions. A movable structure shaped like a glass prism was
provided to the spectators with carvings indicating three domains such as outside
viewers, related viewers, and operators. Many video interactive works that use
Jean-Jacques Rousseau’s documents have become important sources of research for me
because such works deals with texts and images as an interactive medium and
establishes new relations. In the "flora petrinsualaris”by Karlsruhe shown at ZKM in
1993, a notebook was displayed which collected fragments of confessions and also
played a role of Rousseau’s almanac of plants. Flipping the pages of this notebook,
one can see lively images and sounds relevant to the contents. I produced a tablet
where one can turn a page containing projected images and quotations with hand
motions at the "second stroll” exhibition of 1998 and the "la Morale sensivie”
exhibition of 2000. While analyzing the works of conceptualism artists, Benjamin
Buchloh himself jumped into the debate about whether document and image, or poetry

and fine art are two different things in the category of "document-image.” 12

The three-part Jouables exhibitions displayed a wide variety of works and by doing
so started an examination into the area of stage setting. This area became the
centerpiece of 1994 Artifices 3 exhibitions who ended up with a theme "transforming
into memory. In works formulated with special type of interactivity, we encouraged
viewer participation in some cases and created a "room.” For example, we prepared a
table where questions are accepted directly from computer screens, DVDs or websites.
Recently at large-scale international contemporary art exhibitions, one can see huge
tables with installations of text images and interactive sound systems connected to
terminal networks that visitors can use. Such spaces as those "rooms” and
"tables"where those artworks are exhibited allow viewers to think through art and
thus become a new and rational instrument that can also provide spectators with
peace of mind. Now exhibitions are becoming a space like libraries where people can
freely pose questions and ask about things they don’'t know.
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1. Voirhttp://www.airdeparis.com/parreno/alien/alien.htm
2. Roland Barthes par Roland Barthes, Paris, Seuil, 1975, p.
3. Bruno Jacomy, «Enquéte sur un bouton», Alliage, N° 14, 1992.

4. Gilles Deleuze, Francis Bacon, Logique de la sensation, Editions de la Différence, 1981 et Paris,
Seuil, 2002.

5. Les Perspecteurs, installation—performance vidéo-interactive, concue et réalisée par Jean-Louis
Boissier, avec Caroline Bernard et Gwenola Wagon, présentée a Sienne dans I'exposition /nvisibile,
2004 et a Lisbonne, dans I'exposition States of the Image, 2005.

6. Catalogue Cinétisme—-Spectacle—Environnement, sous la direction de Frank Popper, Grenoble, Maison
de la culture, mai et juin 1968.

7. Uouvrage d’'Umberto Eco, L CEuvre ouverte, publié en 1962, est traduit en frangais en 1965.

8. Jean-Louis Boucher et Michel Séméniako. Les Drapiers étaient dirigés par Gaston Jung.

9. Cosmodromede Dominique Gonzalez—Foerster et Jay-Jay Johanson, 2001.

10. Voir Regina Cornwell, «Interview with Gary Hill on Tall Ships», Art Monthly, N° 170, octobre 1993.

11. Gilles Deleuze, «Qu'est-ce qu'un dispositif», Michel Foucault philosophe, Rencontre internationale.
Paris 9, 10 11 janvier 1988. Paris, Seuil, 1989, p.

12. Benjamin Buchloh, «Allégorie et appropriation dans l'art contemporain», E£ssais historiques, traduit
de l'anglais par Claude Gintz, Villeurbanne, Art édition, 1992.

239



Multispace International Workshop

Participants Z7IXH2E

EHZAA Special Speech

ZE= Hong—Nam Kim
THFTGNETD B/ olstoxidistud st Bl e al

Director, National Museum of Korea/ Professor, Department of Art History, Ewha Womans
University

234 Kyu—-sung Woo

A% ARk $9/ SYoprlolR AT “Hel & ZzAE 47

Founder, Kyusung Woo Architect/ Planner, Asian Culture Complex “Forest of Light” Project

HH| Presentation

Z[917] In—Gee Choi
Team Director, Strategy Planning Team, The ’'Culture of Light’ Project

Ha= = & Felipe M. de Leon, JR.
489 gt &3 w5/ oy Aud NCCA AuAY

Professor, Art Studies, University of the Philippines/ Commissioner of National Commission for
Culture and the Arts (NCCA)

240



MHEF £0]0 Serge Chaumier
F23w g A g ue/ 31 T4 (CRCM)e] &%

Professor, Department of Sociology, Universite de Bourgogne/ Head of Centre de Recherche sur
la Culture

ul2¥ £d Martine Joly
HE% A3 dea(zeHyT deh) AFUAelAsty o Az wa

Chair Professor Emeritus, Department of Communication, Universite de Bordeaux 3

A7 el %712 Yukiko Shikata
NTT ICCe| ol
Curator of NTT ICC

4=49 olE André Iten
A Az Adbe Aot A}

Founder of Centre pour I'image contemporaine a Saint-Gervais Genéve

£ 9= John Wood

93 BEsvx AdYstn deEgety oy

2l

Head of Fine Art Department Goldsmiths University of London

Z Fo] HolA 9 Jean-Louis Boissier
vt2] 8thet maty} w5 thEke] A AATA-AEHE| B vjgd Fao] 2%

Professor, Department of Aesthetics, Universite de Paris 8/ Head of CIREN-interactive aesthetics
research center

241



EZ Discussion

AS= Kang, Ho—Sook
CIREN 174 A9/ 2=912=Ab din]s ol

Researcher of CIREN-interactive aesthetics research center/ Curator of Centre pour l'image
contemporaine a Saint—Gervais Geneve

Z&H Kim, Kwang—Myung

GAvs QRS st we/ Welzdol s Aw AR
Professor, Department of Philosophy, Soongsil University/ Adviser of Organizing Division for
Multispace

Z=F Dong—Yoon Kim

AFYS ARy EU BSARG} w5/ Wel2dol Algle 4899
Professor, College of Liberal Arts, KonKuk University/ Adviser of Organizing Division for
Multispace

ZH#& Myung—Hwan Kim

Adzgdesie dAdAl ag/ e 2ol x A k¢
Professor, Department of Display & Exbition Design, Kaywon School of Art & Design/ Adviser
of Organizing Division for Multispace

ZME Sung—Do Kim
s veta Eahdish Qojetat mgy WelAvol s AR AE9 Y
Professor College of Liberal Arts , Korean university/ Adviser of Organizing Division for

Multispace

242



8% Hyung—Sook Kim
Mgt vigTel Faha wg/ WE ol AglE 499
Professor, College of Fine Arts, Seoul National University/ Adviser of Organizing Division for

Multispace

0| Won—Kon Yi
SdiotaL dltsh Agaat mgy/ olAlel FahgEAE PM
Professor, College of Arts, Dankook University / PM of Asian Culture Creation Center (ACCC)

ZEiH Tai—-Byung Cho
g istal mtol A1 i/ WE| A o] 2~ AR T
Professor, College of Arts, Hansung Univeristy/ Chief Executive Officer, Organizing Division for

Multispace

Hiz~H Soon—Bho Park
_‘;‘E_

IS AETHHN AT el 2ol ALY FuF

rot

of. PhD. Korean German Institute of Technology/ Executive Officer, Organizing Division for

¥

243



