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Concerning the Field-works
FUJIHATA Masaki

Does technical advantage provide expressive
advantage?

The Japanese manufacturing sector has proven highly
technologically innovative throughout it’s industrialization,
from the development of large-scale industry to, with the
development of the modern consumer middle-class, the
development and production of home electronics. Even today,
most of the cameras and other home electronics we see sold at
airport duty-free shops worldwide are, surprisingly, still made
in Japan. I myself am undeniably of this generation. I grew
as the consumer middle-class grew, and like everyone else,
unquestioningly embraced technological progress as a virtue.
Of course the history of technology is a history of mechanical
advantage, of power, and in the history of nations ultimately
weaponry, its military arsenal, and politic. In postwar Japan

the highly developed manufacturing sector was forbidden from

producing weaponry, and consumerism was encouraged, so

the redirection of the nation’s technological development, and
its crucial economic potential, was promoted as an enabler of
modern conveniences. Which is to say that Japan is probably
uniquely susceptible to the idealistic view that technological
development necessarily creates a better life. I felt that this
was embodied in the CG industry of the 80s. For example,
a laboratory which I thought produced stunning CG turned
out to be a military-facility, and the CG turned out to be
from software developed for military applications. When I
discovered the scale of their budget, I realized that this was
something I could never compete with, but more profoundly
was surprised by our parallel yet unrelated historical
trajectories, and the fact that technology was so indifferent to

the philosophies and circumstances of its provenance.

It was in the 90s when I became familiar with Global
Positioning System (GPS) technology. The one I could afford at
that time was a unit made by Sony, which was only an antenna

and a receiver, just a device, without interface, map, or even

software. I started working with data I recorded using it on
my original software. Back then, in 1992, there were 2 stages
of accuracy for the data I could obtain with GPS. One was
highly accurate, withing 20 meters, but for military use only.
The other, for civilian use, was in a “selective availability” (SA)
standard intentionally degraded to an accuracy of +-50 meters.
This meant working with data filled with sudden movements
of several tens of meters, while the unit was standing
perfectly still. On May 1st, 2000 US President Bill Clinton
disabled SA (retaining the function for selective application
by the military) to encourage the technology’s commercial
exploitation. Current car navigation, and other systems, enjoy
data with the +-5 meter level of accuracy.

GPS technology came into popular awareness in
Japan when car manufacturers began including car navigation
systems. Globally, there were the images on TV, of missiles
both deadly accurate, and then repeatedly near-missing targets
in the Gulf War. The cause of these failures was Iraq setting
Russian GPS jammers, which degraded positional information,

so that the missiles would lose their target coordinates. The

accuracy, and the potential for downgrading that accuracy, are
are both inherent in a technology which provides positional
information across the earth’s surface with +-5 meters
accuracy. Car navigation system and “smart” bombs are both
devices enabled by GPS technology to triangulate positional
information. They both have unmistakable relationships
to the people at the locations they possess information for:
The questions of who owns one’s locational information are
as personal as the questions of who and where one is. In a
previous time, maps were national secrets. GPS is, of course,
the opposite kind of information. And while car navigation
systems are unquestionably convenient, I still personally have a
certain distrustfulness about the pre-supposed “objectivity” of
maps. Not using GPS as weapon. Making very personal maps
using very personal positional GPS information. Building
extremely personal visions of world. These were the kinds of

ideas behind the Fe/d-work series.

Impressing Velocity (1992-94)
In 1992 I climbed Mt. Fuji with my GPS set-up. The initial
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idea was to use GPS technology to obtain topological data of
its surface. Modeling 3D data, when generating CG images,
can be such a pain. I was particularly intrigued by the thought
that I might be able to create original 3D data, different from
that taken from satellites. I soon discovered that the real Mt.
Fuji is bigger than you might think. And that it’s impossible
to actually walk a straight line in equal 300 meter intervals.
My next approach was that it should still be meaningful to
obtain data by tracing the polygons, depicting the circle at
Mt. Fuji’s base, and at its crater rim. It takes about two hours
to hike the crater circumference atop Mt. Fuji, so I imagined
that if we could find the correct speed to drive the base
circumference then the combined data set would produce a
different geometric model—a cylinder rather than a cone—as
a visualization of relative velocity. The result was the image on
the first page. It’s Mt. Fuji deformed by an algorithm, scaling a
horizontal cross-sectional diagram of Mt. Fuji according to the
relative position and speed our climb. Just as KATSUSHIKA
Hokusai (1760-1849) extruded Mt. Fuji’s height 2.2 times to
fit his compositional aesthetic, we produced our own deformed
image of Mt. Fuji to match our experience of climbing it on
August 24-25th, 1992. (figs. 1-3; See p. 56).

Thereafter, this series would develop into two
different projects. The first was to enable audiences to re-
experience the speed and other physical sensations, primarily
through their visual faculties, created in experiments during
my residency at C3 Center for Culture and Communication
in Budapest, Hungary, and then later in exhibition at the
Zentrum fiir Kunst und Medientechnologie (ZKM) Center
for Art and Media in Karlsruhe, Germany, using a train
model and simulation platform. The second is a certain video
database project combining a series of video and GPS data sets,

which I call Field-works.

Experiencing Issun-Boushi (2000), Echigo-
Tsumari Art Triennial, Japan

In 2000 I was invited to the Echigo-Tsumari Art Triennial
to do a GPS project in Echigo, Niigata Prefecture, Japan,
so began researching GPS-related technology again, and
discovered that from May 1Ist of that year, the high resolution
data, previously only for military use, was going to be available
to the global public. My time had come. I collected GPS data
through workshops with students from two local junior high
schools, and exhibited them on PC. It was my first opportunity
to realize the idea of linking video frames with their
coordinates on computer displays. It was extremely gratifying

to confirm how the videos could be re-played in 3D space.

Field work@wHayama (2001), Yokohama Triennale,
Japan

The project had already involved many people, but this version
was intended to go further, in using extremely personal video
as its source. I established the locations around where I lived at

that time, in Hayama; for example the roof of my house, or a

neighboring vacant lot. At the nearby seashore you can hear the
voices of middle-aged women gathered, and chatting, mixed
in with the sound of the surf. Images shot at different times
are displayed all in parallel, presenting a strange sense of space
and time in the work. This work was important for resolving
technical issues. Previously, once the positional information
and the moving image were combined, the image faced the
direction of movement, and was fine while moving, but the
positional information created noise, which made images
to spin, for example if the user chose to stand still. It was a
bug, created because there was no information about which
direction the camera was facing. To solve this issue I found a
sensor with a digital compass and gravitational acceleration

measure in one body, and collected data with it.

Field works@Lake Shinji (2002), Shimane Art
Museum, Shimane Prefecture, Japan

Shimane Art Museum is a beautiful museum standing by
Lake Shinji, in the north of Shimane Prefecture, Japan. Using
the concept drawing of the Lake Shinji project, I held many
Workshﬂps With many lOCal Peﬂple, and f‘inally held data
recording events on on 27th and 28th of July 2002, in which
most of the local boats participated. Ultimately it became a
project to create their own original computer data of Lake
Shinji. We collaborated to create a “virtual” monument. The

work can be described as a “meta-monument”.

Field work@wAlsace (2002), Future Cinema
exhibition, ZKM, Karlsruhe, Germany

The border between Germany and France is historically an
area of conflict. Strasbourg is the center of Alsace, France,
currently home to one of the conference centers for the
European Union. The currency is now the Euro, but when I
was resident in Germany, in 1998, the currencies were still
the Deutsche Mark and French Franc, and often when I paid
in Marks in a restaurant I would receive my change in Francs.
This project started from an interest in the various transitions
taking place around this border, and what they might reveal
with the introduction of the GPS data.

On location I carried a GPS-equipped video
camera and headed for interesting-looking places along
the border, approaching interesting-looking people, and
conducting interviews. Certain coincidences kept repeating,
and I had enjoyed many strange experiences. All of these
moments did not make the finished video, but I can say that an
extremely personal experience was recorded and represented in
completely different way from any documentary film method
that I am aware of. In the current presentation, a certain
navigational convention allows the viewer to watch it like a
movie, but I'm still not sure if this is right for the piece or not.
Perhaps the most effective way would be for the audience to
manually visit the original data sets one by one, as the contents

are very personal. It’s a subject that remains to be explored.
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Mersea Circles (2003), firstsite, Colchester, UK

My next target for a large-scale “meta-monument” was the
small island of Mersea, off the coast of Essex, England. The
day of the data recording event, I asked participants to use
the GPS-equipped video cameras provided, and walk Mersea’
s coastline. I later collated and exhibited the data. As there is
little topographical information (the coastline is necessarily
horizontal), I exchanged the time differences for height.
The result was that the slower lines rise in the work, and so
by connecting data of different groups, a spiral is created.
When displayed on the computer screen, it almost looks like
a (hypothetical topological feature of spacetime) wormhole.
In this spiral, each image shot by a participant is tagged. I
couldn’t have planned a more monumental “meta monument”.
I had hoped to continue repeating this data recording event
annually, to prolong this wormhole, but I haven’t been able to

return yet. What a pity.

Friends’ Tree (2005), M-City, exhibition at
Kunsthaus Graz, Austria

This project was a development of different idea from previous
personal and collective data collection events. The impetus for
this work was thinking about how social networks form a town.
In Graz, I sought the oldest wisest man in Graz, and asked him
to introduce his friends, and asked his friends to introduce their
friends, and continued interviewing in this manner. The title
Friends” Tree derives from this method. Connecting the places
where each one of them live and their relationships on GPS data
was meaningful, but it was difficult to actually represent the
relationships on the monitor. In a way, the rule that each had to
be a friend-of-a-friend pre-determined the format of the work. I

would like to remake this piece again someday.

Landing Home in Geneva (2005), Centre pour
I'Image Contemporaine, Geneva, Switzerland

The town of Geneva is home to the headquarters of
international organizations and institutions such agencies
of the United Nations. Some 54% of its population hold
foreign passports. For this reason it is an inordinately multi-
lingual city, with an inordinately large population working in
languagc-facilitation, interpretation and translation. The jobs
of translation and interpretation are jobs which bridge cultural
borders, but the facilitators of this access, these bridges are
meant to remain inapparent. In this work, my theme was
to make explicit the homes of these language-facilitators.
I interviewed them, as always, recorded with GPS spatial
referents. I begun each interview in their homes or apartments.
After we’d spoken of why they’d come to Geneva and such, I
asked them to take me to somewhere nearby which reminded
them, in some manner of their faraway homes. Home is, of
course, simultaneously the nation of place of one’s birth, and
something to which one only returns in the knowledge that
it no longer exists. In that sense, home is a place we can never

return, except in our emotions. I spoke with a woman who'd

escaped East Germany, as her parents had escaped the Nazis.
She took me to a nearby Tibetan Buddhist temple. There we
met a priest who, in 1959, at the age of 14, had escaped to
India with the 14th Dalai Lama. As we left him, his last words,
“As Buddha said, all phenomena are impermanent” impressed
me deeply. (The idea, known to me in Japan as the Buddhist
aphorism shogyoumujou (the impermanence of worldly things),
now communicated in English, caused me to reconsider it’s

meaning.)

Simultaneous Echoes (2009), International
Symposium on Electronic Art (ISEA),
Londonderry, UK

This was the ninth work in the series. The linking of audio/
visual data and spatial GPS data provides the technological
foundation, and the complications come with how time is
treated. The time within each video sequence is controlled,
but the relationship of different video pieces can be arbitrary.
Aligned spatially, footage shot in the same place at different
times obviously belongs in the same location. In the cinema,
the nature of place is deprived, and because audience does not
understand nature of location, it’s possible to create fiction.
But this series doesn’t work like that. I wanted to make a
piece which utilized footage shot at different times played
simultaneously, and this led me to the idea of a music piece.
For example one could record a bass playing on street A, and a
drum playing on street B, and a vocal on street C. I wondered
if playing them simultaneously might make a multi-track
audio/spatial production system. In reality it didn’t work as
well in real life, but I did manage to compose footage shot in
March and June in the same musical piece. This piece would
not have been possible without the talent and technological
support of the Head of Music at the University of Ulster,

composer Frank Lyons.

And finally, the necessity of stereoscope

It is essential that this work be presented in 3D. The data
about the cameraman’s position, the direction he pointed the
camera, and in some cases even the camera angle are recorded,
essential elements of the work. Obviously this audio-visual data
is recomposed within a computer simulated 3D space within
the computer, but stereo-vision provides the viewer the most
immediate relation to the spatial relations within the work, and
therefore its most visceral reading. It’s not necessarily important
whether or not the images within the video are in 3D. The
images themselves are two-dimensional. Rather, what is
important is the perverse sense of being in the place where the
footage was shot. This recording method makes cinema’s most
fundamental principles untenable. It is an entirely different way
of dealing with (still-frame sequence) movie information. And
from this experimental position, I have no doubt, there can be
many new sources of moving image forms born.

(Media artist / Professor at the Department of Inter Media
Art, Tokyo University of The Arts)
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List of "Field-work" project:
1994: Impressing Velocity
ICC gallery, Tokyo, Japan
2000: Experiencing Issun-Boushi
Echigo-Tsumari Art Triennial, Niigata, Japan
2001: Field_work@Hayama
Yokohama Triennale, Yokohama, Japan
2002: Field_works@Lake_Shinji
Shimane Art Museum, Matsue, Japan
2002: Field work@Alsace
Future Cinema exhibition, ZKM, Karlsruhe, Germany
2003: Mersea Circles
firstsite, Colchester, UK
2005: Friends’ Tree
M-City, Kunsthaus Graz, Austria
2005: Landing Home in Geneva
Centre pour I'Image Contemporaine, Geneva, Switzerland
2009: Simultaneous Echoes
International Symposium on Electronic Art (ISEA),
Londonderry, UK



