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The 11th International Arts Festival in Kanagawa Contemporary Arts Series

dance today 12 The Computing Bodies

supervisor: Masahiro Miwa

Tomomi Adachi Method Music No.9 a&b “Line Exhaustion”
performers: The Method Machine

Tomomi Adachi Method Music No.8 ¢
conductor: Hideki Nakazawa (10/16), Masakazu Natsuda (10/17)
performers: The Method Machine

Tom Johnson Counting Duets
performers: The Method Machine

Yoshihisa Suzuki Ring, Quartet
performerrs: Yoshihisa Suzuki, Yumi Ebina, Wakana Nishikawa, Hitomi Hosokawa

Hideki Nakazawa “Money Amount” Printer Demonstration
performers: The Method Machine '
MC: Valinda

Shigeru Matsui Pure Poem
performers: The Method Machine

Masahiro Miwa Matarisama
performers: The Method Machine

Taro Yasuno Pepe birinban poino 2
performers: love-75, unajist, na-ni_nu-ne_norinori.noririnbo, bochou

©The Method Machine : Sachiyo Tsurumi, Reishiu Sakai, Akito Takimoto, Tomoharu Fukazawa,
Masanobu Shinoda, Takumi lkeda, Taro Yasuno, Yoshu Kamei,
Monami Sugiyama, Takayuki Asai, Daisuke Matsuoka, Yusuke Morishita

2004.10.16 [Sat] 17:00 2004.10.17 [Sun] 15:00
Kanagawa Kenmin Hall Small Hall

organized by Kanagawa Arts Foundation
sponsored by Kirin
special thanks to IAMAS
supported by the Agency for Cultural Afairs
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Looking at the Comp.uting Bodies

Hiroshi Yoshioka

Today I want to talk with you about something that happened around one thousand years ago. The people of those days called things
that were logically created by human beings and that moved “machines” to differentiate them from living natural organisms. And
when people compared their own easily damaged, ephemeral living bodies with the perfection of machines, they felt half fascinated
and half afraid. Their fascination came from the fact that machines are able to escape aging and their fear came from the fact that
machines are cold and heartless, Without a knowledge of these contrasting emotions that people held toward machines, it is quite
impossible to comprehend the huge number of tales of robots and cybernetic organisms that were created by the people of those days.
Most philosophers of those days were unable to shed their fear of machines. The philosophy of those days was deeply influenced by
the ideology of the Greeks that goes back more than two thousand years. For example, the process of achieving a purpose through
logic and calculation was called “method,” and this concept was derived from the Greek word “meta-hodos,” which breaks down into
the two words of "hodos” meaning “way” and “meta” mear_ling “to fqllow." The meaning of this concept was that if one follows the
proper way, one arrives at one's destination or the truth that one is seeking. But a large number of philosophers were violently
opposed to this concept. The reason behind this was that the c;)ncept of "method” divides the way that is the means from the
destination that is the purpose. Under this concept, people who fall by the wayside live a meaningless life and, on the other hand, when
one's purpose is achieved, the way is of no further use. The act of walking down the way itself is not the essential element here. In
other words, the significance of present living experience in a limited amount of time is completely missing. As a result, there were not
a few people who began to suspect that while it may be true that methodology, science, and technology make material life convenient,
in the final analysis, they only serve to make people unhappy.

Looking back from the present point in time, it appears that this idea was based on a sort of prejudice that considered the “living

body" and the “machine” as somehow diametrically opposed in essence. But the people who thought this way lived at a time only
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around a mere one hundred years after artificial mechanisms that were controlled or that could calculate automatically began to be
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created, on top of which, from the present viewpoint, those "machines” were quite inept and awkward, so it is no wonder that they
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thought that way. On the other hand, since there were only a very few people in those days who knew anything about what
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“methods” nature utilizes to give birth to its delicate and powerful creativity, there was also an excessive trend toward considering
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nature to be mystical. Most people at that time were unable to even imagine that eventually the borderline between nature and
manmade objects would disappear.

At the same time, a number of people gradually began to appear who had a hazy sense of that sort of a future, They were the
scientists, philosophers, and artists who made the attempt to break through the traditional framework of “body/machine,”
“truth/method” as opposing forces. Such people structured a world model in which nature and manmade objects were mutual
reflections of each other. They went through a series of trials and errors in their search for a new relationship between the living body
and the machine, in their attempt to hammer out a concept of “methodology” that was not merely a means of achieving a set purpose.
Today I want to join you all in observing one of the very deeply significant attempts of the works of Japanese artists at the beginning
of the 21st century as an example of this attempt.

[ from the text of People’s Course “Delving into History™ (No. 93, October 3011).]

Hiroshi Yoshioka

Graduated from the Kyoto University Graduate School. His specialty is aesthetics and the philosophy of mass media and technology. After serving as a
professor at Konan University, he became a professor of the institute of Advanced Media Arts and Sciences (IAMAS) in which capacity he serves at
present. His publications include “Information and Life” (Shinyo-sha), and "The Present Tense of ‘ldeas'” (Kodan-Sha). He served as editor-in-chief
for the critical magazine “Diatxt.” from 2000 to 2003. He served as director of the Kyoto Biennale 2003.
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Method Music No.9 a&b“Line Exhaustion”

The basic concept of “Method Music No. 9 ad&b 'Line Exhaustion'” is to interpret the musical score as a 3-dimensional
bitmap, drawing lines inside a row of seven 7#7%7 grids. The way in which the lines are drawn is extremely simple, and
the points where they cross do not become straight lines. This time, the piece will be rewritten for 7 voices, on a 7 tone
scale, in 7 beat time, in 7 measures and played on the piano by 7 hands of 7 players. This opportunity has been taken to
realize the original 3-dimensional score in a conerete cubic score and display it in the lobby. I was inspired by the TV
work of Samuel Becket and it is suggested by the subtitle “Line Exhaustion.” (Tomomi Adachi)

Method Music No.8 ¢

How far can the bodies of the people playing the music be reduced? This work begins by dividing the human body
into left and right parts. In “Method Music No9 a&b,” only 4 instructions for left and right were given, but in "¢”
which is a derivative type of piece, right and left are given to the fourth power of 6 that equals 1296 instructions in the
score, There are no instructions concerning either the number of players or the type of instruments. In the present
performance, very few sounds are produced, but it is still and entirely a performance of musie.

The performance on the computer in the lobby is a simple max animation. The illustrations were created by Fukunaga
Ayako. Simultaneous conversion to 6-bit values is carried out and these are {urther displayed in accordance with the

ten-progress law. (Tomomi Adachi)

Tomomi Adachi

Performer/composer. He is active throughout both Japan and Europe in a broad range of areas, including voice, computer, solo
performance on self-made instruments, theater music, and video perfor . He has rel d a number of CDs, including ADACHI
Tomomi's "Sparkling Materialism” (Naya Records) and Tomomi Adachi Royal Chorus "Yo (Tzadik).
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Counting Duets

Tom Johnson is a composer who continues to create works on the basis of the laws of mathematics in pursuit of the
intellectual aspects of minimal music. Some of his works can be predicted from listening to only the first few measures
that utilize such simple rules as Pascal’s triangle or Mersenne Numbers; some are extreme pieces that explore all the
possible cords in a single octave; and others deal with the paradox of words. Thus, in actual performance, the ratio of
the responsibility of musician/interpreter is great.

In the context of mathematical works that ignore the resulting sounds, one of his most extreme pieces is "Counting
Duets” (1982). Numerals themselves are all that is written in the score of this work, as a result of which, the sound
changes entirely depending upon the native language of the performing musicians. However, the mathematical process
indicated in the score is exactly the same no matter what language it is performed in. It consists of a total of five pieces,
all of which are based upon the rules of numerical fluctuation that are reflected in a two-voice structure. This was
originally a piece for two musicians, but the version performed here is a two-voice ensemble version that was arranged
with the permission of the composer. (Tomomi Adachi)

“Counting Duets"” Software

We discovered the operation rules from the score which shows only the result of operations. then converted to a computer
program. Since the output is only a single set of numerical values, we also indicate the rules. This program is consisted of a
nested structure of addition-reduction of 1, though some considerations needed to make the machine understand what a human
being can understand directly. (The Method Machine Software Section)

Tom Johnson

Born in Colorade in 1939. Studied compesition with Morton Feldman. He has lived in Paris since 1983. He continues to compose purely
Iogical pieces that ulilize numerical formulae or permutations and combinations. A number of his pieces that are repeatedly performed
throughout the world include “The Four Mote Opera,” "Narayana's Cows,” and “Failing: a Very Difficult Piece for Solo String Bass.”

hitp: fwww.tom.johnson.org
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Ring, Quartet

This work utilizes the marimba keyboard as its game-board. The musicians play the game for which this work was
created on the keyboard game-hoard to perform this piece.

In this game, the musicians move across the marimba in accordance with a set of rules. The game is lost when a player
passes another player, and the player that remains in place until the end is the winner. During the game, the musicians
watch and listen to each other’s “rhythms” and “pitches” that they play as they move about, meaning that the game
develops through the perception by each player of the situation of the other players,

The actions carried out by the musicians in this context are considered an “improvised performance” within the realm of
a performance style in which all players have a number of points in common. In the improvised performance carried out
by a number of people, the interaction among the musicians becomes important for the formulation of an improvised
space. Even though this means a development in which they form a mutually close relationship, it can also be said that
each player carries out a totally unrelated development from the other players.

In this work, rules are imposed on the interactive portions, in the context of which each single player carries out his own
unique calculation process in his creation of each subsequent move (sound), giving birth to a relativity among the
musicians, all for the purpose of formulating the unique improvisational space of this work.

The "game issue” that is set by the rules has the non-musical purpose of formulating an ensemble, making it a work in
which the piece of music is play from the standpoint of the improvisational space that is thus born. {Yoshihisa Suzuki)

“Ring, Quartet” Software

It is possible to listen to a simulation of this work by moving the pieces that are displaved on the kevboard in accordance with a
set of rules. (Yoshihisa Suzuki)

Yoshihisa Suzuki

He studied percussion instruments with Mitsuru Kojima and Kazuyuki Okada, and composition with Masahiro Miwa. After graduating from
Showa Academia Musicae with a major in percussion instruments, he graduated from the Institute of Advanced Media Arts and Sciences
(IAMAS) and took up the position of researcher at the IAMAS. He is active in demonstrating the concept of improvisational music
performance in which the musician is freed from the physically self-determined uniqueness of the act of performing music. His major
works include “Song of the Far East,” "Ring, Quarlet.” and “Tsu-do-hi.”
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"Money Amount" Printer Demonstration

As demonstrated by the tiny halftone dots of color printing, the huge number of pixels in bitmap CG, and the
pointillist painting method utilized by Seurat as a result of his pursuit of color, it is possible to interpret images as
a collection of "peints.” In my series of works titled "Money Amount,” I have utilized coins in place of "points” to
create works of art. This is one such work, and it consists of people lining up a huge number of coins on the floor
in accordance with certain rules. If the collection of coins lined up on the floor is to be considered a painting, the
people who lined them up are surely inkjet printer nozzles for outputting images. This work is submitted as
“Money Amount” + “Printer Demonstration.” (Hideki Nakazawa)

"Money Amount" Printer Demonstration Software

These small circles represent coins and their colors indicate their denominations. The painting is carried out through a search for all
expression combinations, such as 1 yen coin a pieces + 5 yen coin b pieces + 10 yen coin ¢ pieces + 50 ven coin d pieces, as opposed to the
money amount N yen. After the money amount of 39 yen is completed, one 100 yen coin is put in place to complete the work. It can be
said that peintillism with coins is a further alteration of the conventional meaning of pointillism (bitmap). The differences between the
actual physical work and this software lies in such aspects that must not be ignored as whether or not there are back and forth returns,
the appearance of order of combinations, the diameter of the coins. and the speed of execution. Thus this software should be referred to as
a totally different type of demonstration. (The Method Machine Software Section)

Hideki Nakazawa

Artist. Born in Nilgata in 1963, After working as an illustrator, and a multi-media artist, he began work as a fine artist in 1997, Together with
a poel and a musician, he published "Methodicist Manifesto” in 2000. He has been issuing an email-bulletin,“Method.” ever since then. In
2002, he was dispalched abroad as an overseas artist by the Agency for Cultural Affairs. He won the premium prize of “VOCA 2003." He
has participated in numerous solo exhibitions, group exhibitions and has written some books and holds some patents.
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Pure Poem

“Pure Poem” was composed on ancient poetry models as a contemporary oracle after the age of the gods. From
the premise that the act of writing and the meaning written match, either Roman lelters or the Chinese
characters for “I" “II" “III" are utilized. The order of words is left up to pure reason and they are rearranged
systematically. In other words, before writing down the characters, all word order is determined. My sole reason
for writing “Pure Poem” is nothing more than a tracing of simulation. As a result, this gives rise to the
repetition that is a unique feature of ancient poetry, and these patterns give birth to “fertile rhythms.” Also,
poetry is generally consider to be something to be read out loud, but in the case of “Pure Poem.” when
pronounced in either Japanese or English, the meaning and quantity do not match. Reading in conventional
pronunciation makes it impossible to demonstrate the concept of the works. Today, The Method Machine will
read in the style that is most appropriate to the concept of “Pure Poem.” (Shigeru Matsui)

Shigeru Matsui

Born in Tokyo in 1975. Poet. He began writing “Pure Poem” in 2001, and "Quantum Poem” in 2002. His main activities are centered
around the planning and structuring of events related to “Melting Point: on Poetry and Sculpture” by poets and artists at the Urawa Art
Museum; the "Expiation Density Mode" at the Toyota Municipal Museum of Art; a solo exhibition "Announcement on Every Five Days” al
the appel; and Composition of a choral work titled " Striped Stripe” (with music composed by Sachiyo Tsurumi).
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Matarisama

“Matarisama’, affectionately referred to as “o-matari-san” by the locals, is an age-old traditional performing art of
the Matari Valley. Every year, at the end of the harvest festival, single men and women participate in the
“Matarisama” ceremony. While looking only at each other's backs, the participants continue the ceremony until
dawn the following day in this oddly calm festival climax. The voung men and women make a circle, each one
holding a bell in one hand and a woodblock in the other for exorcizing evil spirits, to “perform” the traditional
village rite called “suzukake” in a state of deeply concentrated tension. It is a ceremony that is regulated by strict
rules. in which no mistakes are permitted, encouraging silent spiritual exchange and unification among the village
youth. At the same time "Matarisama’ can be seen as a symbol of the passing on of responsibility from one
generation to the next, and as a prayer for future prosperity for their descendants. It is also said that,
“Matarisama” is the sole officially recognized opportunity for courtship among the village youth.

(Masahiro Miwa)

“Matarisama” Software

“Matarisama” is a mathematical system consisting of 8 XOR (logic) calculation elements, each with a 1 bit memory. linked
together in a loop. It has been created and verified on a computer, and the performance consists of absolutely exact manual
simulation. In other words, this application is not a simulation by a computer, but, conversely, the original of this work,
(Masahiro Miwa)

Masahiro Miwa

Studied composition al the National Academy of Art in Berlin and the Rabert Schumann National Academy in Duesseldorf His works
embrace a broad range of genres, some examples of which are his opera “The New Era", a CD series including “Rotkaeppchen-
Begleiter,” "Gesaenge des Ostens” , “Ascending Music for the End of Century” , and "The New Era, Song of Believers” . He was
awarded the 14th Akutagawa Composilion Award in 2004 for his “Bolero by Muramatsu-Gear Engine”. He serves as a professor at the
Institute of Advanced Media Arts and Sciences (IAMAS).
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Pepe birinban poino 2

“Pepe birinban peino 2" is a piece of music that was written for the new fingering of wind instruments called the bit
fingering method. The bit fingering method utilizes bit values to represent the hole of a woodwind, producing sound by
focusing only on the times when the holes are open. And the sound phenomenon that thus appears is the result of the
breath of the player passing through the holes as they open or close in simple patterns (such as 01101000). In contrast
with conventional woodwind music in which the fingering combinations produce set pitches, this music is structured
through the movement of the fingering itself, with the bit calculation based upon the process of the fingering changes.
(Taro Yasuno)

“Pepe birinban poino 2" Software 1 (Bit fingering method demonstration)

This is a bit fingering method demonstration that is operated by a loop of 0255 patterns in which all of the fingering patterns of the
soprano recorder are placed in order in 8 bit groups, Sample sounds are based upon the 256 recorder fingering patterns that are recorded
as sounds produced by the introduction of pure breath. Since bit fingering is not based upon the concept of producing set pitches, there is
no guarantee that the pitch of the sounds is correct, but the 11111111 fingering is tuned to pitch *c” (Taro Yasuna)

“Pepe birinban poino 2” Software 2 (Pepe birinban poino 2 simulation)

This software expresses the process of the movement of fingering determined by the bit calculation of the piece, devoid of sound.
(Tare Yasuno)

Taro Yasuno

Born in 1979, Graduated from the composition depariment of Tokyo College of Music. Graduated from the Institute of Advanced Media
Arts and Sciences (IAMAS). His musical activities cover a broad range of genres, including works composed for orchestra, chamber
music, and live electro. Some of his more recent works including a performance for the Kyoto Biennale 2003 opening concert and a brass
band work for the Ars Electronica in September 2004,
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supervisor assistant: Yuichi Matsumoto
stage manager: Hideo Suzuki(atelier Canon)
lighting: Nami Goto

video,recording: Yutaka Endo (EnEnEN.OrG)
special thanks to Yuko Sakiyama

simulation software: Tomomi Adachi, Yoshihisa Suzuki,

The Method Machine Software Section (Takumi Ikeda, Taro Yasuno, Yusuke Morishita),

Masahiro Miwa, Taro Yasuno

"Method Music No.9 a&b" score: Tomomi Adachi, Hideo Suzuki, Ayako Fukunaga

administration: Ayako Fukunaga(naya collective Ldt.)

program translation: Don Kenny

Kanagawa Arts Foundation

producer: Maimi Sato

administration: Osamu Suzuki, Keiko Miyamura, Yohsuke Matsuo

assistant: Sayaka Waki *
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