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ABSTRACT

This thesis examines what intermedia meant for artists and critics in 1960s-70s Japan in order to
investigate the intermediality of Japanese expanded cinema. While demonstrating the ability for
mediums to interact, intermedia highlights the particularities of a medium through the process
of juxtaposition. The historical theorisation of medium interactions are outlined in Part I, which
addresses the distinctiveness of intermedia from others and provides an overview on the ways
Japanese artists and critics responded to intermedia in the 1960s. While proposing a discourse
on medium interactions pre-existed intermedia's arrival as a term in Japan in the form of
synthesis arts (sogo geijutsu), I will delineate the meaning of intermedia in 1960s Japan using
three events that incorporated the word in its titles: Intermedia at Runami Gallery; Intermedia
Art Festival; and Cross Talk Intermedia. Performances with projections, projections onto bodies
and projections onto balloons are analysed in Part II as recurring tendencies in Japanese
expanded cinema to demonstrate the ways the potential for performative action inherent in the
apparatus of film projection was accentuated through staging an interaction with performance.
Seeking alternative surfaces for projection, the works revealed the amorphous qualities of light
projection usually concealed in the experience of film. Part III discusses relations between film,
audience and space that are established in the spatial projections of Japanese expanded cinema. I
will analyse film emancipated from the prescribed codes of the cinema space in the pavilions of
Expo '70, psychedelic shows in underground discotheques and early film installations, to
discuss how film projection participated in the critical turn to environment (kankyo) in Japanese
contemporary art. Through its historical overview, the thesis will show the intermediality of
Japanese expanded cinema was demonstrated by its performative and spatial approaches to film

projection that staged an opportunity to compare film with other mediums.
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INTRODUCTION

On 5 December 1963, Japanese filmmaker limura Takahiko' projected his 8mm short abstract
film Iro (Colour, 1962-3) onto the naked back of artist Takamatsu Jird at the performance event
'Sweet 16' held at Sogetsu Art Centre (SAC),” Tokyo. limura, the only filmmaker invited to
participate, wrote in an accompanying short essay "Today [...] it is necessary to consider not
only the images presented, but also the theory of space as it pertains to the venue where the film
is projected' (1963, p. 10).> In the years that followed, groundbreaking shifts in Japanese film
culture ensued where the potential for film began to expand beyond the frame of the cinema
screen. Performative and multiple projections onto bodies, objects and the audience became
common features of the Japanese art scene where artists initiated collaborations that collapsed
disciplinary boundaries. Film escaped the traditional frameworks of the cinema to discover
alternative spaces of the theatrical stage, galleries, gymnasiums and pavilions of the 1970 World
Exposition in Osaka®to offer renewed approaches to film presentation. Rejuvenated by
increasing opportunities for interactions with other art forms, these activities that came to be
known as expanded cinema challenged the preconceptions held on the medium of film and
produced unprecedented responses.

Expanded cinema has experienced reappraisal in academic research and curatorial
practice in recent years. Distinctly absent in the current historicisation of expanded cinema,
however, are the activities that came out of Japan. As part of a comprehensive recent
publication on the topic, the 'Expanded Cinema Map' in Expanded Cinema: Art, Film,
Performance (Ball et al, 2011) brought together networks of history and activity on expanded

cinema but the only listed contribution from Japan is the art collective Gutai Art Association,’

" For the sake of continuity and clarity, Japanese names in this thesis are written in their native
order, surname first, including well-known artists, such as Yoko Ono, whose names are
internationally established. An expection is made for the acknowledgements section.

> I will hereafter refer to the centre as SAC.

? All translations of Japanese texts by the author, unless otherwise noted.

* I will hereafter refer to the event as Expo '70.

> I will hereafter refer to the group as Gutai.
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whose performances involving projection were peripheral.® limura Takahiko is the only
Japanese artist mentioned in the text, yet his performances that took place in Japan are
completely disregarded. Being overlooked, however, is nothing new for expanded cinema in
Japan as contemporary publications committed similar oversights. Only those who presented
their works in New York, such as artists Kosugi Takehisa and Isobe Yukihisa, were included in
pioneering publications such as An Introduction to American Underground Film (Renan, 1967)
and Expanded Cinema (Youngblood, 1970), leading to misconceptions that their works
emerged from a participation in the city's underground arts.” Art history in Japan, furthermore,
has also expressed oblivion to homegrown activities by omitting Japanese case studies in their
articulation of expanded cinema.® The contributions of Japanese artists to the field of expanded
cinema, and particularly their performances on Japanese ground, are clearly in need of critical
consideration.

Due to the obstacle of language, geographical distance and paucity of readily available
resources for the historian of expanded cinema, the very existence of a movement in Japan has
so far been overlooked. Nonetheless, the activities that took place in Japan challenged film form
in ways that deserve to be taken into account in the current reevaluation of expanded cinema. A
thriving cultural network established between the United States and Japan meant that news on
developments in American arts travelled at considerable speed to Japanese critics and artists.

Expanded cinema had thus been introduced to the Japanese at least by 1966, years before its

6'X-Screen: Filmische Installation und Aktionn der Sechziger — und Siebzigerjahre' at the
Museum Moderner Kunst Stiftung Ludwig Wien (2003-4), an exhibition on expanded cinema,
similarly ignores Japanese contributions altogether. The only Japanese artists represented in the
exhibition 'Future Cinema: The Cinematic Imaginary after Film' (2002-3), was Masaki Fujihata,
a digital artist working with computer graphics since the mid-1970s, a generation after the
expanded cinema artists discussed in this thesis.

" Kosugi Takehisa's Film and Film #4 is mentioned in Hollis Frampton's performance A Lecture
(1968) as well as in contemporary accounts of expanded cinema: Renan, 1967, pp. 247-8 (with
a photograph by Peter Moore) and Dwoskin, 1975, pp. 235-6. Jud Yalkut's Dream Reel (1969)
was a collaboration with Isobe Yukihisa's Floating Theatre involving a parachute devised as a
surface for projection. The performance is mentioned in Youngblood, 1970, pp. 391-3.

¥ Yoshizumi Takeshi makes no mention of Japanese activities on his chapter on expanded
cinema that cites Nam June Paik's video work and quotes Gene Youngblood's text (1992, pp.
66-72).
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prevalence was felt in European countries in the early 1970s.” The nucleus for the alternative
approaches to film projection in Japan, furthermore, can be traced even before the arrival of the
term to the performative uses of projection by Tsukiji Little Theatre in the interwar years,
Jikken Kobd Experimental Workshop in the 1950s and activities soon after the opening in 1958
of SAC, which became the epicentre of Japanese avant-garde arts. At the peak of its
proliferation across its art scene in the late 1960s, developments in Japanese expanded cinema
ran concurrently to its counterparts in the United States. This thesis seeks to readdress the
imbalance by introducing works by the Japanese artists and filmmakers of the 1960s and 1970s
who oriented their artistic expression on the presentation of the projected image.

Another term introduced into Japanese critical lexicon soon after its proclamation in the
United States was intermedia. First articulated by Fluxus artist Dick Higgins in February 1966,
Iimura Takahiko introduced the term to Japan synonymously to expanded cinema in December
of the same year, and artistic responses ensued soon after. limura's predisposition to expanded
cinema in his understanding of intermedia heavily influenced the notion's critical and artistic
conception in Japan. The two notions continued to inform one another in their development,
catalysed by a wide debate among critics and artists throughout the 1960s and early 1970s.

Broadly standing for the interactions among conventionally separated mediums,
intermediality has also experienced a resurgence of academic interest since the 1990s as a
theoretical avenue through which boundary-crossing activities between the arts can be
navigated. ' Despite its theorisation early on after its establishment, Japanese critical
discussions on intermedia in the 1960s have been completely ignored in historical reflections on
the articulation of the term. Recent contributions to intermedia theory have focused on its
appropriation in film studies with publications such as Agnes Pethd's single-authored Cinema

and Intermediality (Pethd, 2011) and edited publication Impure Cinema: Intermedial and

? Noticing the widespread presence of expanded cinema in the Festival of Independent Avant-
Garde Film at the National Film Theatre in London in 1973, Jonas Mekas remarked 'Of course,
New York went through it 10 years ago' while acknowledging the structuralist impetus that
made the British counterparts distinct (2011, p. 72).

" To evade confusion with news media, I have chosen to refer to the plural of medium as
mediums and will do so hereafter.
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Intercultural Approaches to Film (Jerslev and Nagib, eds., 2014). As the inclusion of intermedia
into the theoretical methodology of film studies is currently underway, it seems appropriate to
contextualise and evaluate the critical discourse on intermedia as it stood in 1960s Japan.''

Although the Japanese artists and critics borrowed the term intermedia, the ways in
which it was interpreted into Japanese critical discourse stood apart from how it was developed
in the United States and elsewhere. Rather than applying its theoretical framework as it had
developed in the West, this thesis will probe the specificities of the ways in which intermedia
was interpreted in Japan by analysing local artistic and critical responses. Along with other key
phrases, such as 'expanded cinema', 'environment' and 'display', the ways in which the terms
were introduced, interpreted and discussed, as well as what the artists and critics hoped to
achieve in its implementation, will be considered in the forthcoming chapters. In such ways, the
aims of this thesis aren't necessarily to include the interpretations of the term by Japanese artists
and critics into a dominant narrative of intermedia but to open up the field of study
internationally to incorporate the ways in which the meaning of the term proliferated. Rather
than considering whether the case studies qualify as artistic responses to intermedia according
to definitions proposed by the Western theorists, this thesis will situate the works in relation to
the discourse of intermediality particular to Japan.

By addressing Japanese intermedia and expanded cinema of the 1960s, this thesis
contributes to the ongoing international reassessment of Japanese postwar art and cinema that
has been experiencing a period of intense focus in recent years. In the field of the fine arts,
major museums and galleries in Japan and overseas have revisited artist collectives whose
works have come to represent pinnacles of interdisciplinary activities in the period, including:
Gutai at the Venice Biennial (2009), Solomon R. Guggenheim Museum (2013) and San
Francisco Art Institute (2013); Jikken Kobo Experimental Workshop at Annely Juda Fine Art in
London (2009), Bétonsalon in Paris (2011), and a touring exhibition in Japan (2013); as well as

a touring exhibition on the Hi Red Centre in Japan (2013-4). Other exhibitions have invoked the

" From hereafter, intermedia is italicised when it refers to the critical discourse in 1960s-70s
Japan.
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period of activity as their central axis, including: 'Art, Anti-Art, Non-Art: Experimentation in
the Public Sphere in Postwar Japan, 1950-1970" at the Getty Centre (2007); 'Tokyo 1955-1970'
at Museum of Modern Art (2012-3); 'Experimental Grounds 1950s' at the National Museum of
Modern Art, Tokyo (2012-3); and 'The '70s in Japan: 1968-1982' in Museum of Modern Art,
Saitama (2012). Recent film retrospectives have also taken the opportunity to reflect on the
1960s with a focus on independent directors Oshima Nagisa, Yoshida Kijii, Shindo Kaneto,
Wakamatsu Koji and experimental filmmakers Matsumoto Toshio, Adachi Masao and Kanai
Katsu presented at major film museums and film festivals in the past decade, with a touring
retrospective on the Art Theatre Guild of Japan'’ remaining distinct in its focus on an
organisation to frame its curatorial remit. Despite the emphasis placed upon collectivity in many
of the exhibitions and retrospectives, ensuing publications have, with the exception of research
by Miryam Sas (2013) and Yuriko Furuhata (2013), nonetheless underplayed the role of
intermedia as a formative principle in the Japanese arts of the period.

While embodying notions of intermedia in its very framework, Japanese expanded
cinema has been poorly recognised in critical and curatorial re-evaluations of postwar Japanese
art.”® The foremost reason is its ephemeral nature that eludes preservation as an object by its
very mode of presentation, which has shaped the course of the methodology in undertaking my
research. In my investigation, I have relied on primary resources that ranged from flyers,
festival and event programmes, photographic documentation, contemporary reviews, critical
essays and surrounding ephemera to corroborate, to the greatest extent possible, the transient
experiments embarked upon by the artists that, in most occasions, were never revisited. Personal
reflections from artists, filmmakers, critics and curators whom I had the privilege to interview
also contributed to illustrating the contours of the events. In the absence of a survey in any

language on Japanese expanded cinema, I have opted for the structure of the thesis to

"> The Art Theatre Guild of Japan was an organisation founded in 1961 to distribute world
cinema and eventually co-produce local independent features that were shown across their
cinemas in Japan and at international film festivals. I will hereafter refer to the organisation as
ATG.

" An exception, once again, goes to Yuriko Furuhata whose critical analysis of Matsumoto
Toshio's intermedia projects encompasses his expanded film projections (2013, pp. 48-50).
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encompass a historical overview rather than provide close analyses on selected individual works
or artists. The pervasive breadth of the impact of expanded cinema across the contemporary
Japanese art scene best manifests itself through presenting these interconnections.

The period of enquiry was limited to the years between 1958 and 1972, although
references to prior and subsequent events are made where necessary. 1958 marks the opening of
the SAC, the vital stage where many of the formative experiments in expanded cinema were
performed. Located in Akasaka, Tokyo, in the basement of flower arrangement (ikebana) school
ran by artist Teshigahara Sofu, the space was managed by his son and filmmaker Teshigahara
Hiroshi who envisioned for it to become a nexus of interaction between the arts. Fifteen years
later in 1972, the fifth annual Exhibition of Contemporary Plastic Art held at the Kyoto
Municipal Museum of Art presented Equivalent Cinema, the first group exhibition of film
installations in Japan. To counter the common presumption that intermedia in Japan reached its
end at Expo '70, I have cited works and events after the world exposition that continued to
contribute the development of intermedia and expanded cinema. The selected case studies will
mostly be limited to those involving film projections before the domination of video art as the
principal form of moving image in gallery and museum spaces for the ensuing years. By
navigating the role of the moving image from performance to installation, the thesis seeks to
outline selected works, events and exhibitions that assisted in the articulation of intermedia and
expanded cinema in 1960-70s Japan.

In outlining avant-garde filmmaking of the period, many historians have cited the
prevalent shift in the articulation of image in Japanese art critical writing. An increasing
ubiquity of moving images beyond the cinema in the changing media environment of the
postwar years called for a redefinition that incorporated this proliferation. The Japanese term for
image (eizo), in other words, came into widespread prominence as visuality made possible by
modern technology, thus primarily designating technological manifestations rather than a
broader conception found in the English term for image. Demonstrating the increasing
popularity of the term, Furuhata outlines the sheer number of appearances it makes in titles for

journals, publications and research groups that were the primary platforms for critical dialogue
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and exchange (2013, pp. 40-1)."* With the widespread use of the term in mind, tracing the
etymology of eizo in the Japanese art critical lexicon helps us comprehend the alterations in the
understanding of image that shaped the interpretation of expanded cinema in Japan.

Firstly, the change in terminology evokes a performative dimension for the image. In
tracing the etymology of the word eizs, Furuhata points out the character for shadow (kage),"
that can also be read as ei, was still in use in the 1940s in writing on image (eizo) but was soon
after replaced by the identically pronounced kanji character, reflect (utsusu) (2013, p. 40).
Whereas shadow remains a noun, to reflect is a verb that denotes an action. While historian
Christophe Charles notes that the Japanese term for reflection (utsusu) also incorporates in its
definition a shadow or a silhouette (1996, p. 1), the word eizé also insinuates in its character
configuration a manifestation or coming into being. Rather than reducing an image to a result,
the articulation of the term as 'reflected’ or 'reflecting' picture, points towards the desire for the
projection of film to be considered an action. Secondly, the term evokes a sculptural or spatial
quality to the image as opposed to the flat plane of a pictorial manifestation on a screen surface.
While Japanese word for film (eiga) incorporates the character for picture (ga), the term for
image (eizo6) substitutes picture with form or figure (z0) in its composition as a word.
Incorporating a frame within its character constitution, the picture (ga) requires a surface onto
which an image would be sketched or drawn. Form (z0), on the other hand, relinquishes the
need for a surface in the manifestation of an image as it embodies presence in and of itself.

While eiga can be understood as subservient to the surface of the screen, eizo, on the
other hand, can be a manifestation in itself without a foreign agent. The shift from picture (ga)
to form (z0), therefore, embodies recognition of the potential for film to exist beyond the frame
of the cinema screen and emphasises projection of light over appearance of shadows. The turn

to eizo for film in particular was symptomatic of an emergence of alternative ways of moving

'* Michael Raine suggests, 'postwar Japanese intellectual life in the arts revolved less around
universities than "study groups™ (2012, p. 144).

" The earlier use of the character of 'shadow' to describe image shared the description of film in
China that connotes an electrical shadow picture (dianying) and both articulations can be traced
back to the precinematic lineage of image presentations in Asian shadow plays and puppet
theatres.
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image presentation that demanded an autonomous status standing apart from the narrative
pictures of the commercial industry. These changes in the conception of the image form the
pillars of my argument that performance and space became key to the development of Japanese
expanded cinema.

In its investigation of Japanese expanded cinema, this thesis continues to return to the
concept of the film frame. On the one hand, the frame represents the limitations of cinema that
expanded cinema sought to overcome. The screen as the frame enforces certain pictorial
configurations and margins upon the projected image. The filmstrip divided into twenty-four
frames that signifies the duration of a second also imposes a temporal regulation. On the other
hand, the frame represents the particular characteristics of film that expanded cinema
accentuated in its crossover into fields usually pertained to other art forms. In the words of
Thomas Elsaesser and Malte Hagener, 'the frame exhibits the medium in its material specificity'
(2010, p. 15). The concept of the frame, therefore, embodies a paradox that is at the crux of this
thesis referring to the ability of film to interact with other arts while retaining its own identity in
the process. Also concerning the traversal of borders, intermedia discussed in 1960s Japan and
more recently have engaged with a similar paradox where the mixing of conventionally
separated mediums often result in an assertion of their specificity. The frame, therefore, remains
pervasive throughout this thesis despite the impulse in intermedia and expanded cinema to
overcome it.

By asserting a place for Japan's contributions to the theorisation of intermedia and the
artistic practice of expanded cinema, this thesis readdresses the imbalance in critical theory and
art history that has so far neglected their significance. The resurrection of the critical discourse
on intermedia in the Japanese arts of the 1960s-70s will revitalise the ongoing formation of
intermedia as a theoretical framework for criticism and research. The overlooked case studies of
expanded cinema in Japan, moreover, will contribute to the decanonisation of expanded cinema
as a historical phenomenon pertained to Europe and North America. In focusing on these
undervalued works, the thesis will assist in drawing out the complex nexus of artists that

precedes and exceeds the established names to offer renewed insights into recognised works by
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providing a fuller background and context. Structured by the key critical terms — medium,
performance and space — in discussing alternative modes of film presentation in Japan, this
thesis probes the question — in 1960s-70s Japan, what did intermedia mean to critics and artists
and how intermedial was expanded cinema?

Part 1 addresses the term intermedia by considering its critical development and
comparing its current stage with how intermedia was discussed by Japanese artists and critics in
the 1960s-70s. The first chapter 'Intermedia as a Theoretical Framework' will invoke other
critical terms used to designate an interaction between mediums — intertextuality, interartiality
and multimediality — in order to address its specific characteristics by asking — what sets
intermedia apart from other activities that involve interactions between multiple art forms?
Whereas other critical terms determine relations between mediums that remain structured upon
codified relationships leading to homogeneity, intermedia refers to a process of border-crossing
where individual mediums retain their own identity. The second chapter 'Japan Before
Intermedia' will outline the theorisation and practice of interactions between art forms in Japan
prior to the arrival of intermedia as a term. The final chapter 'Japan's Response to Intermedia’
investigates the question — how was intermedia received in the Japanese art scene? It will
demonstrate that Japanese artists and critics in the 1960s-70s echo recent theorisation of
intermedia by resorting to infermedia to designate interactions between mediums that
highlighted individual autonomy. After suggesting the nucleus of Japan's intermedia can be
traced back to the discourse on synthesis arts (sogo geijutsu) in the 1950s, the chapter will
propose the distinction with its conceptual predecessor similarly lies in its devotion for
individual mediums to retain their own individuality. Furthermore, the chapter will propose
intermedia from its inception was founded upon an intimate relationship with expanded cinema
due to its simultaneous introduction. It will conduct a close analysis of three events held in the
late 1960s that explicitly referred to intermedia in their titles, to explore their intentions behind
its invocation: 'Intermedia' at Runami Gallery; 'Intermedia Art Festival' at the discotheque Killer

Joe's; and 'Cross Talk Intermedia’ at Yoyogi Gymnasium. The analysis of the three events will



19

consider the question at the core of Part I — were intermedia and expanded cinema in Japan
distinctly intermedial?

Part II will investigate the potential for performance in the act of film projection that
was highlighted in Japanese expanded cinema where intermedia was staged between film and
performance. In accentuating the performative turn in the articulation of image (eiz6), Part 11
will ask — how did intermedia manifest itself through performance in Japanese expanded
cinema? While its variable length, perpetual presentness and aversion to reproduction ostensibly
render performance distinct from film, the juxtaposition reveals their ability to interact while
highlighting their intrinsic differences. Through analysing a selection of case studies, Part II
will suggest what I call the 'performativity of cinema', the technological potentialities for
performance in light and projection, is revealed through interaction with performative actions of
the body. As such, Part II will focus on the search for alternatives to the screen frame through
three performative gestures — performance with film, projections onto the body and projections
onto balloons — that recurred in Japanese expanded cinema. By rendering film projection as
performance, the potential for transformation of both projection light and screen surface were
brought to attention while their crucial roles in film were also confirmed. The first chapter
'Performance with Projections' explores the intersection of the emergence of performance art
with expanded film projections. Placing an emphasis on the body as flesh as opposed to the
immobility of the cinema screen, projections onto bodies explored the potential for off-screen
action in film presentation. The second chapter 'Projections onto Bodies' will discuss the
substitution of the screen with the body to discuss in what ways the act placed the
performativity of film to the foreground. As well as channeling the theory of the body as flesh,
the intersection of body and projection also corresponds with the 'shadow debate', a name given
to the increasing indistinguishability of simulacra (kyozé) and origin (jitsuzo) discussed in 1960s
Japan. The final chapter 'Projections onto Balloons' will similarly discuss in what ways the
replacement of the screen with pneumatic objects emphasised cinema as light projection, an

immaterial form able to transform shapes according to the surface upon which it lands.
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Part III explores the emancipation of film from its prescribed codes of the cinema space
in the development of expanded cinema in Japan. By focusing on space beyond the screen
frame induced in the term for image (eiz6), Part 11l asks — how did intermedia manifest itself
through space in Japanese expanded cinema? Referring to the widespread concern on space in
Japanese contemporary art, the first chapter 'Space, Environment, Display' will discuss in what
ways film contributed in the critical discourse on environment (kankyo) and display (disupurei).
Discarding the Japanese term for space (kitkan) that constituted an 'empty interval', the critical
turn to environment in the mid-1960s underscored a desire for contemporary art to reconsider
the relationships between art, space and audience in cultural experience. Mostly neglected in art
history for its overtly commercial implications, the term display (disupurei) outlined similar
aims for the exhibition of commercial displays, testifying to increasing collapse of boundaries
between art and capital. The fundamental aims of environment and display were to stimulate
recognition of space and motivate a desire to participate from their spectators. The second
chapter 'Expo '70: World Exposition in Osaka' will analyse the pavilions at Expo '70 that
embarked on the challenges delineated by environment and display. Despite their intentions, the
chapter will conclude the pavilions met with little success against the regimentation of
experience in Asia's first world exposition. As a counterpoint, the third chapter 'Psychedelic
Shows: Underground Discotheques' will propose the underground discotheques were more
successful in meeting the aims of environment art and display with their use of image
projection. Finally, the fourth chapter 'Early Film Installations' will conclude with an
introduction to the advent of film installations in Japanese art of the early 1970s as another
manifestation of intermedia, environment art and display in the wake of Expo '70.

In the Conclusion, the historical overview of activities in Japanese expanded cinema
will be brought together to assess in 1960s-70s Japan, what did intermedia mean to critics and
artists and how intermedial was expanded cinema? The Conclusion will confirm in what ways
medium, performance and space were informed by the discussion on intermedia in 1960s-70s
Japan. Reflecting on its significance, it will offer suggestions for further developments for

research in intermedia, expanded cinema and Japanese contemporary art.
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PART I

INTERMEDIA

In recent years, the proliferation of possible meanings designated to the term 'intermedia' has
stimulated research on artistic movements but stunted its development as a theoretical
framework. Criticised as an 'inflation of its terminology,' (Pethd, 2010, p. 41), the variety of
definitions, according to media theorists Jurgen Heinrich and Yvonne Spielmann, 'reflect the
levels of uncertainty — and sometimes confusion — in current media debates' (2002, p. 5). The
excessive impulse towards issuing definitions for intermedial activity has so far arguably
produced more complications than valuable insights. Cautioned by Jiirgen E. Miiller as a
'theoretical phenomenon strongly subject to changing fashion' (2010, p. 15), the ventures in the
categorisation of intermedial practice have overlooked what has always remained crucial to
intermediality — its resistance against boundaries. By organising historical and more recent
discussions, the following chapter aims to assemble the central debates surrounding intermedia
to sharpen and hone into what has remained important in the development of intermedia as a
theoretical framework. The critical theories on intertextuality, interartiality and multimediality
are closely related to the concept of intermedia, but showcase fundamental characteristics that
differentiate intermedia from other theoretical frameworks and activities that involve multiple
art forms. By doing so, Chapter 1.1 will answer Part I's first research question — what sets
intermedia apart from other activities that involve multiple art forms? As the chapter will further
explore, I propose intermedia is commited to the creation of something new as well as offering
the opportunity to compare the participation of mediums.

Although its historicisation has focused on North American and European case studies,
intermedia was also discussed and practiced elsewhere. Countering the Eurocentrism that has so
far pervaded the historical analysis as well as choices of artworks examined under the scope of

intermediality, Part I will introduce Japan's response to intermedia. By doing so, it will answer



22

the second research question of Part I — how was intermedia received in the Japanese art
scene? The focus of this question is twofold. Firstly, did intermedial activities exist in Japan
before the introduction of the term by limura in 1966? Answering this question will be Chapter
1.2, which introduces various Japan-based efforts to combine different mediums before limura's
introduction of intfermedia. Secondly, were intermedia and expanded cinema in Japan distinctly
intermedial? After being introduced by Iimura Takahiko in the same year it was conceived by
Dick Higgins, intermedia went on to infiltrate the Japanese art scene in ways that incorporated
Japan's own genealogies of media interactions and critical debates. Intermedia in Japan,
therefore, embodies another transgression of borders as the medium-crossing phenomenon was
translated from an American to a Japanese concept. The last chapter, Chapter 1.3, will explore
how the critical discourse on intermedia settled in the Japanese art scene. Discussing three
representative events organised in Tokyo that happened in the late 1960s — Intermedia at
Runami Gallery (May 1967), Intermedia Art Festival (January 1969) and Cross Talk Intermedia
(February 1969) — the chapter will explore the diverse interpretations of intermedia by
Japanese artists and critics who actively engaged with the concept upon its arrival, and probe

their commitment to the understanding of intermediality.

1.1 INTERMEDIA AS A THEORETICAL FRAMEWORK

1.1.1 Intertextuality / Intermediality

Intermediality is often affixed to the concept of intertextuality. This is curious, as intermedia's
inception predates its neighbouring and predominantly literary discursion. While 'intermedia’
was conceived by Dick Higgins in February 1966, 'intertextuality' was first used by Julia
Kristeva in 'Bakhtin, le mot, le dialogue et le roman' (1967) in an essay that describes Mikhail
Bakhtin's 'dialogism', which is an understanding of literature that considers all novels to be
always positioned in dialogue with previous works. Intertextuality, in such ways, describes the
meaning of one text being shaped through another text. Despite coming into usage after
'intermedia’, the act of tracing an influence can be considered a longstanding strategy practiced

by writers and, in the words of Adolophe Haberer, 'had always been the pursuit of literary
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scholars [...] as the basis of classical poetics' prior to the formation of intertextuality (2007, p.
57). One could say the same for 'intermediality', however, for it also has a longer history than its
arrival as a word. Higgins himself, for example, acknowledged Samuel Taylor Coleridge's use
of the word 'intermedium' in 1812 as a source of inspiration (1976, p. 271).'® Werner Wolf even
argues the intermedial impulse has been 'relevant since time immemorial, since the very
beginnings of vocal music, dramatic art, and the joint use of painting and architecture' (2005, p.

256). Along the same lines, Ken Friedman has suggested:

The fact that there are many media has always meant the possibility of intermedia, and
intermedia has been with us (with or without the label) since the dawn of time. In a sense,

the history of intermedia began with the birth of human communication. (2005, p. 56)

To illustrate its existence before contemporary art, Dick Higgins invoked case studies from the
pattern poetry in Giordano Bruno's Degli Eroici Furori of the 16" century (1984, p. 31).
Considering the emergence of 'intermedia' preceded Kristeva's conception of 'intertextuality', it
would be misleading to push aside intermedia 'a sadly neglected but vastly important
subdivision of intertextuality' (Wagner, 1996, p. 17).

The misunderstanding of intermedia as synonymous or indebted to intertextuality has
resulted in allocation of intermedia in the literary field. Wolf followed Peter Wagner in

"

considering intermedia as a 'logical continuation of the interest in "intertextuality"' and proposes
it had 'originated in a literature-centred milieu' (1999, p. 1). While he admits the critical
approach to have 'far transcended boundaries of the literary field', he still regards it to be 'still
used mostly in relation to literature' (2005, p. 252). The adherence to intertextuality, particularly
persistent in the German strand of 1990s intermedial research represented by Wagner (1996)

and Wolf (1999) besets studies in intermedia, as notified more recently by Henk Oosterling

(2003, p. 37), Stephanie Glaser (2009, p. 17) and Miiller (2010, pp. 241-2). What raises an issue

' Coleridge uses the word in 'On the Principles of Genial Criticism,' (1907, pp. 220-21) which
was dated to have actually been drafted in 1817 according to Julainne S. Sumich (2007, pp. 6-
7).
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for research on intermedia, however, is not the competing geneses of the two terms but the finite
implications of a text-to-text relation in 'intertextuality' to compromise the possibilities of
mutual exchange in intermedia. To clarify, intertextuality relies on an origin from which a
secondary mode draws inspiration, a teleological framework where the original only serves but
remains fundamentally the same, while intermediality brings together two forces in a way in
which the outcome fundamentally changes both.

Although in intertextuality, the 'text' initially exclusively indicated the printed press of
literature, it began to encompass discursive practices beyond the page in the hands of the French
poststructuralists. Starting with the destabilisation the 'author' promoted by Roland Barthes, who
had supervised Kristeva's thesis on Bakhtin, the notion of the text itself came under scrutiny
(Barthes, 1973; Kristeva, 1980). Nevertheless, Mikko Lehtonen notes that, surprisingly, 'the
expanded concept of "text" has in practice hardly ever shown up in the study of "intertextuality"
(1999, p. 82), therefore, remaining firmly rooted in literature. In recent years, however, text-to-
text relations have extended beyond literature and began to signal more than incestuous
crossbreeding within one genre or medium (Lehtonen, 1999, p. 82). Particularly in the field of
adaptation, film studies has adopted 'intertextuality' as a term employed in the analysis of
cinematic interpretations of stories originating in literature (Stam, 1992 and 2005; Kline, 1992;
Lampolski, 1998; Aragay, 2005). Recognising the shift in the conception of intertextuality,
Wolf introduced the notion of 'homomedial' relations in reference to interactions between texts
within the same medium and 'heteromedial' correspondences to connote the crossing of medial
barriers in reference to the 'text' (2005, p. 252). In describing possible modes of intertextual
activity, Lehtonen describes horizontal intertextuality to designate relationships within one text
and the relationship between primary texts with others to constitute a vertical intertextuality
(1999, pp. 75-6). Although offering more opportunities for intertextuality, Lehtonen's
suggestion once again shows intertextuality requires original text. While the scope has
broadened, what undermines intertextuality is its insistence on an origin that produces uni-
directional procedures, something that I would argue intermediality sought to transcend as a

concept. Although intertextuality may be useful in determining relationships within and
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between mediums across generations of production, the possibility of mutually reciprocated
influence is better served by intermediality.

In examples that involve works beyond literature, the linearity of influence in
intertextuality is most evident in the concept of ekphrasis. In its broadest definition, ekphrasis is
assigned to describe a medium citing or replacing another medium, usually in literature where
words refer to visual art. For this reason, ekphrastic practice is bound in a sequential formula
and by its very nature is referential or, in Lehtonen's reading, 'substitutional' (1999, p. 62).
Although mostly used for literary analysis, ekphrasis can and has been appropriated to similarly
referential procedures between different mediums. In her analysis of intermediality, Agnes
Pethd, for example, invoked the use of ekphrasis to describe the literary quotations dispersed
across films by Jean-Luc Godard (2009, pp. 47-64). Describing their term 'remediation' as an
imitation of one medium in another, J. David Bolter and Richard A. Grusin, furthermore,
included ekphrasis as one possibility of cross-medium transference (1999, pp. 45).

While ekphrasis only marks out a prescribe route from one medium to another, its
practice nevertheless complicates the status of both mediums. W.J.T Mitchell has suggested, 'all
ekphrasis is notional, and seeks to create a specific image that is to be found only in the text as

m

its "resident alien™ (1994, p. 157). If we follow James Cisneros in tracing its etymology to
determine its original meaning as to 'speak out' (2007, p. 22), an ekphrastic gesture calls
attention to itself as displaced and, as Mitchell's paradox suggests, remains at once home and
away. It is this feature that led Cisneros to assign the primary qualities of ekphrasis as 'Balance,
symmetry, circularity in form and style [...] back to the fundamental imbalance between the
linear text and circular object' (2007, p. 27). Drawing from this paradox, Peter Wagner called
ekphrasis 'a Janus face', describing that, 'as a form of mimesis, it stages a paradoxical
performance, promising to give voice to the allegedly silent image even while attempting to
overcome the power of the image by transforming and inscribing it' (1999, p.13). Describing a
sub-category of ekphrasis that he coins as 'iconotext', where an image is presented in a text or

vice versa, Wagner implies the act of citation can subvert the quoted content itself through

displacement onto another (con)text, thereby breaking the linear pattern of an ekphrastic act
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(1999, p. 15). Nevertheless, ekphrasis still relies on the existence of a primary medium for a
transfer to take place whereas intermediality has the potential to overcome linear relations
between mediums. While ekphrasis is useful for particular purposes, such as the study of
adaptations, intermedia offers new opportunities for interaction situated and built upon the

present moment.

1.1.2 Interartiality / Intermediality

When the allegiance to literary scholarship of the 'text' was deemed problematic in the analysis
of dialogue between traditionally separated forms of expression, 'text' was replaced with 'art' to
give name to the phenomena as 'interart' and 'interartiality'. For a time, studies in interart
proposed the exploration of boundary-defying practice among mainly literature, visual arts and
music, in other words, artistic practice that bridged the sense-perceptors for words, image and
sound (Bruhn, 2010, p. 225). Although relatively short-lived only to be superseded by
'intermedia’, the concept's influence is still felt and its key proponents, namely W.J.T Mitchell
and Claus Cliiver, remain pivotal figures in intermedial studies. By reflecting on 'interart' and
the reasons for its demise, we are provided with some hints as to the ways in which we can
understand intermediality and its specificities.

In the early 1990s, interartiality signalled a shift in the histories of art by calling to
study the relationship among art forms that were traditionally considered separate. As with
intertextuality and intermediality, prior cases of such thinking informed interartiality. In Claus
Cliiver's 'Interart Studies: An Introduction', Oskar Walzel's notion of 'mutual illumination
(1917) and Richard Wagner's Gesamtkunstwerk, in other words, 'total work of art,' (1849) were
included as predecessors in the study of interart (2009, pp. 499-500). The reason for its
reignition of interest was historical research of non-Western cultural practices that debunked
and rendered superfluous the artistic traditions previously held (Cliiver, 2009, p. 507). In an
attempt to accommodate these boundary-defying practices, interart studies broadly

encompassed different modes of inter-relations without stringent specifications:
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In studying the relations and connections as well as parallels, analogies, and differences
among the individual arts, their disciplinary anatomy was rarely questioned, the central
task was held to be a comparative one, and the discussion focused on the feasibility and
the limits of comparisons across the boundary lines separating the art. (Cliiver, 2009, p.

500)

As Stephen Greenblatt suggested, 'The term "interart" has a deliberate air of the temporary, the
hybrid, the betwixt-and-between that is exactly right for this fluid movement' (1997, p. 15). In
such ways, interart constituted diverse avenues of interfacing phenomena between traditionally
separated arts that were absent in intertextuality.

By the late 1990s, however, the discursive practice of interart was conceptually
challenged with the (re)emergence of intermediality. For example, Jiirgen E. Miiller probed the
relevance of interartiality in the age of new media and the digital that, in their infancy, had yet
to attain the status of 'art' but nevertheless had become contributors to border-crossing practices
between mediums (2010b, p. 19).'” Media theorist Friedrich Kittler, furthermore, declared
interart to be 'an old word for an old institution', questioning its choice of only including the
recgonised arts (1994, p. 215). Despite Cliver's claims that interart accommodates both 'low art'
and 'high art' (2009, p. 511), interart was deemed a relic of the past that required refashioning as

'intermedia’.
1.1.3 Multimediality / Intermediality

Multimediality is also often used synonymously with intermediality. Kiene Brillenburg Wurth
points out, however, 'there is a significant difference between them that is already announced in
the prefixes "multi" (many) and "inter" (between)' (2006, p. 1). Multimediality is most often
associated strongly with Richard Wagner's conception of Gesamtkunstwerk for its conception to
achieve a sense of hybridity through the mixing of mediums, and it is precisely the term's

historical indebtedness to Wagner's vision that clarifies the differentiation between

' This view is also shared in Bruhn, 2010, p. 227 and Rajewsky, 2010, pp. 43-5.
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multimediality and intermediality. While Wagner's 'total work of art' conspired to evoke sensory
suspension in the audience where the specificities of each medium mix together in service of an
overarching narrative, intermediality, on the other hand, aims for a different experience from its
audience that explores, rather than hides, the gaps between mediums. This section will explore
how the differences between multimedia and intermedia have been analysed and in what ways
marking these differences will provide us with a deeper understanding of intermediality.
According to Jirgen E. Miiller, multimediality primarily constitutes an interactive
process according to an 'additive principle' (2010b, p. 26), in contrast to intermedia, where
distinct mediums communicate with one another in ways that defy 'simple addition or
juxtaposition' (2010b, p. 18). Yvonne Spielmann's definition of intermedia as, 'an activity of
transformation and not of accumulation,' (2005, p. 136) also implies that the difference between
the two modes of interaction are founded upon Miiller's 'additive principle.' In Miiller's reading,
therefore, multimedia becomes associated with the negative connotations of hybridity (2010a, p.
245; Pethd, 2010, p. 44). Indeed, the dangers in championing hybridity in the form that neglects
difference is crucial and is most often employed in the multimedial context. In Richard
Wagner's conception of the opera, however, the degree of intermingling in fact calls for
different results to hybridity as outlined in his essay 'Opera Affirms the Separation of the Arts'.
As the title suggests, 'Opera Affirms the Separation of the Arts' delineates Wagner's
thoughts on the ways in which opera, what would later be coined a 'hypermedium' by Chiel
Kattenbelt, stages the amalgamation of art forms only for the outcome to pronounce a
confirmation of their difference: 'It stays throughout itself only when it thoroughly gives itself
away' (1969, p. 2)."* Wagner opens the essay with a metaphor of 'the loving trinity' to describe
the coming together of the arts, 'As man by love sinks his whole nature in that of a woman, in
order to pass through her into a third being' (1969, p. 2). Its gendered and heteronormative
implications aside, the metaphor indicates Wagner's vision of an interaction between arts
functions on a purpose-driven paradigm that focuses on the end result rather than the moment of

convergence — on sex only for the sake of birth. For Wagner, different mediums brought

'® Emphasis in original.
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together for opera is always in service of the storytelling at the centre of the performance. In
other words, Wagner's multimedia is founded on the principles of hybridity that seek to
overcome difference. Wagner continues, 'Purity of the art-variety is therefore the first requisite
for its comprehensibility, whereas an alloy (Mischung) from other art-varieties can only foul
this comprehensibility' (1895)." His statement confirms Wagner's allegiance to what later was
to be called multimedia that is formed according to 'additive principles'. Wagner's 'total work of
art' calls for a unification of the arts that is founded on a different principle to intermediality that
disavows the limitations of purity.

In an article he wrote in the 1980s that reflects on the term 'intermedia’, Dick Higgins
suggested that opera, with the music, text and mise-en-scéne remaining distinguishable despite
their amalgamation, is a mixed medium and therefore separate to an intermedium that operates
on 'a conceptual fusion' (1989, p. 16). In Higgins' mind, what was the 'conceptual fusion' that
marks the difference between the results of multimediality and intermediality? According to
Rolof Volker and Henk Oosterling, who channel Michael Foucault, the difference is the
autonomy retainable in the space of 'heterotopia'. Although unconcerned with the interaction
between media, the social geography of Foucault's philosophy on space still provides a model
mode of interactions that is reflexive rather than under the guidance of a hegemonic force for
Volker and Oosterling. In his analysis of the films of Luis Bufiuel and their relationship to
literature, Volker suggested that what he called 'reflective intermediality’ concerns the
'broaden(ing of) the in-between spaces between image and text' and 'makes visible the invisible
and the eerie, the "other" space between the discourses, that Foucault qualified as heterotopy.'
Oosterling further clarifies the difference between multimediality and intermediality by stating
that 'implicitly, a shift is made from the utopia of Gesamtkunstwerk to the heterotopia of

intermediality’ (2003, p. 38). The emphasis on the gaps in intermediality has made intermedia

' Emphasis in original.
% T use Henk Oosterling's translation (2003, p.38) of Roloff Volker's original sentence written in
German.
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theorists engage with the notion of the 'inter' between the 'medium(s)' that is not available to

multimedia.

1.1.4 Mediality / Intermediality

In an attempt to reach a definition of intermediality, recent scholarship on the subject has
returned to 'medium' as a concept that demands clarification.”' In the exploration of 'inter'
spaces between what is understood as mediums, the borders that are being crossed or
dismantled must be taken into consideration. Despite its relevance being apparent in the word
itself, the definition of 'medium' had been overlooked in the discourse of the intermedium
(Wolf, 2005, p. 253) and perhaps accounts for the struggle that intermedial research has
experienced in establishing an agreeable definition. Although scarce, scholarly efforts to define
'medium' have further complicated the classification of the degrees of interactions in an
intermedial occurrence. Such intensified classification, this section will argue, has encouraged
valuable reflection on what was previously overlooked as a given fact.

As Ken Friedman's outline of the various definitions summarises, 'medium' itself is an
allusive term (2005, p. 55). Indeed, some who have raised the issue consider it an impossibile
task to provide a definitive description of what constitutes a medium.” Recognising early on the
importance of an understanding of 'medium' in any analysis of intermedia, Jiirgen E. Miiller
proposed that medium could be understood as that 'which mediates on the basis of (meaningful)
signs (or sign configurations), with the help of suitable transmitters for and between humans'
(1997, p. 297). Lars Ellestrom, following Miiller, described the 'medium' as a 'channel' and, in
other words, a "'middle," "interval," "interspace" and so on' (2010, p. 13). Following the
definitions proposed by Ellestrom and Miiller, placing the word in juxtaposition with 'inter'
would, at its most reductive, become an exercise in tautology. Can an interaction interact with
another interaction? Such questions have led Ellestrdom to determine intermediality to be 'the

precondition of all mediality' (2010, p. 4). Nevertheless, at its most productive, the notion

! For example, see Ellestrom, 2010, p. 11 and Eilitta, 2012, p. viii.
2 For example, see Bruhn, 2010, p. 229 and Emden, 2010, p. 8.
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implies opportunities that could spawn many possibilities of dialogue with overlapping axes.
Either way, the confusion surrounding the definition of 'medium' invites a reconsideration of the
stability of the concept.

The assumption of purity has pervaded the study of medial forms when, in fact, a
medium, interpreted as a mode of communication, can be exposed to change depending on the
context on which it is subjected. This volatile nature of the medium has, once again, led to
complications in defining the term. As it is subject to technological shifts, sociocultural changes
and in constant communication with other mediums, a medium is constantly evolving and
refashioning itself. Acknowledging the frail boundaries between mediums, W.J.T Mitchell
declared that, 'all media are mixed media, and all representations are heterogeneous.' (1994, p.
5) The statement resonates with Marshall McLuhan's claim that '...no medium has its meaning
or existence alone, but only in constant interplay with other media' (2001, p. 28). It has been
understood in some circles that if boundaries that separate media are constructed they can also
be demolished. The apparent permeability of the 'medium' has left many critics to dispute the
existence of distinctions between traditionally separated mediums. Questioned as a 'historical as
well as an ontological illusion' (Bruhn, 2010, pp. 228-9), the borders that distinguish media
from one another have been considered as ideologically constructed (Ellestrom, 2010, p. 12) or,
simply, 'conventionally conceived as distinct' (Rajewsky, 2010, p. 62).” Andrew Shail has even
suggested that, "The fact that certain media share expressive conventions may merely show that
there is only one medium, of which all so-called "media" are just different incarnations' (2010,
p. 10). Shail's description of medium presences as 'incarnations' radically proposes the notion of
the medium as an embodiment that lacks solidity or fixed form. Kiene Brillenburg Wurth's
reading, furthermore, has put forward mediality as an 'intermedial effect' (2006, p. 14), an
interpretation that also sees a 'medium' to be an evanescent phenomenon that takes shape when
engaging in an intermedial act. In such ways, the degrees of intermediality possible in the

interaction between media are complicated when the concept of mediality itself is questioned.

* Emphasis in original.
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While critical thinking on intermedia has acknowledged the penetrability of medial
forms, the existence of dividing lines has also been noted as a requirement for trespassing to
take place. As Brigit Wien has declared, 'separation is inextricably linked with intermediality’
(2012, p. 188), and an interaction must be founded on some form of difference. A gulf needs to
exist for a bridge to be erected. Pointing out the paradoxical nature of any study of
intermediality, Ellestrdm notes, 'Indeed, there are no media borders given by nature, but we
need borders to talk about intermediality' (2010, pp. 27-8). Irina Rajewsky reiterates the

conundrum:

In fact, any reference to intermediality implicitly presumes that it is indeed possible to
delimit individual media, since we can hardly talk about intermediality unless we can
discern and apprehend distinguishable entities between which there could be some kind

of interference, interaction or interplay. (2010, p. 52)

In this context, porosity and individuality must exist in balance for an interaction to be initiated.
In what echoes Robin Nelson description of intermedia as a 'both-and' approach (2010, p. 15),

Ellestrom validates the confusion as the principal function of intermediality:

If all media were fundamentally different, it would be hard to find any interrelations at
all; if they were fundamentally similar, it would be equally hard to find something that is
not already interrelated. Media, however, are both different and similar, and
intermediality must be understood as a bridge between medial differences that is founded

on medial similarities. (2010, p. 12)

In an attempt to remedy the situation where divisions are required in order for the bridging act
of intermediality to take place, Ellestrom has proposed to rethink the concept of a border itself:
'If we are to talk about borders we are better off talking about border zones rather than strictly

demarcated borders' (2010, pp. 3-4). Determining mediality to embody both an ability to be
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porous as well as an ability to preserve its own distinctiveness, the 'both-and' approach of the
'zone' provides us with useful ways to consider intermedial discourse away from the shortfalls
of absolutes.

By analysing its distinctions from intertextuality, interartiality and multimediality as a
critical term, what sets intermedia apart from other modes of interactions has become clearer.
Intermedia's distinctiveness can be allocated to two points. Firstly, intermedia rejects the linear
relationship prescribed between mediums that can be found in intertextuality. Instead,
intermedia stages an interaction where mutual reciprocation between both mediums are
activated. Secondly, intermedia discards the tendency towards homogeneity in multimediality in
favour of a mixture where the autonomy of individual mediums are retained. This autonomy is
retained because of the very nature of intermedial pieces that highlight the differences between
the participating mediums. Simply stated, it offers the audience an opportunity to compare. Now
that we have established an understanding of intermedia, the following chapter will discuss
intermedial manifestations in art and critical discussion prior to the arrival of intermedia in

Japan.

1.2 JAPAN BEFORE INTERMEDIA

1.2.1 Synthesis Arts (Sogo Geijutsu)

For an essay published on the programme notes for the event 'Intermedia’ at Runami Gallery in
1967, critic Ishiko Junzd opened his text with a reminder to his readers that the collapse of
boundaries as well as an interaction or synthesis between 'genres' (jyanru) had already been
discussed 'once upon a time' as synthesis arts (sogo geijutsu) (1967, unpaginated). In the essay,
Ishiko recalls theatre, followed by film, which was then followed by musicals, were proposed to
exemplify synthesis arts ten years before

in the 1950s. Ishiko's reference to synthesis arts and his use of the Japanese transliteration of the
English word 'genre' (jvanru), instead of 'media’, hark back to critical debates on medium
interactions led by art critic Hanada Kiyoteru, writer Abe Kobo, film critic Satdo Tadao and

others that culminated in the panel discussion '"The Synthesis and Purification of Genres' (Abe,
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et al, 1959, pp. 120-141) published in the short-lived art journal Gendai Geijutsu
(Contemporary Art). Whereas the word 'genre' is usually deployed to describes genres within a
medium in the English language, as Miryam Sas notes, it is used in Japanese critical theory to
identify a discipline or a medium (2012, p. 156). Demonstrating a debate on medium
interactions that existed before the importation of intermedia, synthesis arts provides us with an
indication of critical thinking on the subject of medium interactions prior to the arrival of
intermedia.

According to Miryam Sas, the debate on synthesis art emerged first with film critic Satd
Tadao first use of the word to illustrate the unification of high-art and popular arts involved in
film, which received critical response by Hanada Kiyoteru (2012, p.139). The discussion on
synthesis, however, predated Satd's usage to the immediate postwar years where a culture of
synthesis (sogo bunka) came into prominence with the setting up of Synthesis Culture Society
(Sogo Bunka Kyokai) in 1945 and the inauguration of the journal Sogo Bunka (Synthesis
Culture) that ran between 1947-9. In his comprehensive overview of the discourse on synthesis
arts that tends towards Hanada's contributions, Ken Yoshida also suggests the debates
foreshadow later discussions on intermedia and notes its importance in tracing a 'fuller
historiography' of intermedia, particularly in describing its relation to the 'people’ or the 'masses'
(2012, p. 36). In the debates on synthesis art that ensued, what constitutes and positions 'high-
art' became central to its discourse, particularly in relation to an audience, echoing the debates
on the limitations of interartiality as a term for privileging 'high-art'.

Its sociocultural prevalence at its peak in Japan before in the decline of attendance in
response to the rise of television, cinema was at the heart of the debate concerning synthesis
arts. For critics of the 1950s, cinema represented a counterpoint to 'high-art' in the 1950s for its
impurities regarding medium distinction and for its popularity among mass audiences.
Suggesting cinema's ability to activate a synthesis of all other arts, Satd Tadao described the
totalisation in the process of destructing boundaries — 'in essence, it is about grasping the

moment of totality in the process of destruction, and grasping the moment of destruction in the
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process of totalisation' (Abe et al, 1998, p. 121).24 Hanada Kiyoteru, on the other hand, did not
consider the ability to mix a privilege for only cinema. Like W.J.T Mitchell suggested later, he
thought of all art was already mixed, as its 'genres' (jyanru) are each in perpetual
communication with one another. Critical of medium specificity as an attainable prospect,
Hanada's understanding of s6g6 geijutsu hinges on this belief that would critique Satd's notion
of destruction and totalisation that relies on a 'genre' to be destroyed or totalised. In his rebuttal,
Hanada declares that we cannot repose by considering cinema as a synthesis art (s6go geijutsu),
for cinema also has the capacity to synthesise with other art forms (1978b, p. 244). Moreover,
Hanada conceived the masses and their relationship to artwork differently. Whereas Sato voiced
his concern against subordinating cinema to the level of the masses, as Yoshida points out,
Hanada, on the other hand, had a vision of the relationship between the arts and its audience that
would critique Satd's negligence of the masses (2012, p. 43). Hanada, as his writing on musicals
demonstrated, felt the communication with the masses as a requirement for art if it ever hoped
to achieve any political viability.

Richard Wagner's conception of Gesamtkunstwerk, which sogo geijutsu had originally
derived from as a translation of 'total work of art', provided a key springboard for its discourse,
albeit with a slightly different reading of 'totality' and a relationship to the masses than is
usually ascribed to Wagner. Sas points out that 'totality', or zentaisei, 'connoted not a grandiose
organically unified whole, but rather a chaotic multiplicity beyond the experiential limits of
human perception' (2012, p. 140). Sas points out Hanada's Marxist political stance, channeling
the locally specific notion of 'totality', is retained in the dialectic tension he observes among
mediums (2012, p. 139). Hanada conceived the synthesis between arts not as a culmination with
an intention to overwhelm its audience but as an eternally ongoing and complex relational
process between the arts.

Synthesis arts (sogo geijutsu) in pre-intermedia Japan was shaped by the activities of

two key art groups: the first, the art collective Jikken Kobo (Experimental Workshop), that will

21 here use the translation of the sentence in Yoshida, 2012, p. 44.
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be discussed in the following section, and the second, 'Three-Person Animation Circle', that will

be discussed in the proceeding section.

1.2.3 Jikken Kobo (Experimental Workshop)

As Japan attempted to find their feet after more or less two decades of imperial aggression,
defeat and American occupational enforcement, its cultural output also launched into a process
of rejuvenation. The liberalism of the New Deal, at least prior to what has come to be known as
the 'reverse course' of the occupational strategy of the United States in light of the Cold War,
encouraged Japanese artists to seek inspiration and collaboration from diverse sources, which
included prewar avant-garde movements. One manifestation of what historian Tezuka Miwako
calls the New Deal collectivism was, as she attests, a collective who envisioned an integration
of art, life and technology in the form of Jikken Kobo (Experimental Workshop), active in
Tokyo between the years 1951 and 1958 (2013, p. 362). Beyond the sogé geijutsu (synthesis
arts) that the group exercised, the significance of Jikken Kobo activities also lies in their use of
projection as part of their performances. Supplied with tape recorders and automatic slide
projectors from Sony, members of Jikken Kobo embarked on a partnership with the electronics
company to test the artistic potential of the emerging technology. The results set an early
precedent to the collaborations between artists and technicians that became significant in the
way expanded cinema was to develop a decade later.

Projection of images entered a new stage in their relationship to performative arts when
members of Jikken Kobo presented four automatic slide projection pieces on 30™ September
1953 at the Dai'ichi Seimei Hall.”” The newly developed projectors allowed the artists to align
the projections to appear according to the rotation of the tape recorder. In other words, the
images that appeared corresponded to the shifts in texture, volume and rotation of the tape

player manipulated live by the musicians that included Yuasa Joji, Takemitsu Toru and

* The four Autoslide projections presented at the event were: Yamaguchi Katsuhiro and Suzuki
Hiroyoshi's Shiken hikoka W.S.-shi no Me no Boken (Adventure of the Eyes of Test Pilot W.S);
Fukushima Kazuo and Fukushima Hideko's Minawa wa Tsukurareru (Water Bubbles Created);
Kitadai Shozo, Takemitsu Toru, Suzuki Hiroyoshi and Yuasa J6ji's Mishiranu Sekai no Hanashi
(Story of an Unknown World); and Yuasa Joji and Komai Tetsuro's Resupyugu (Lespugue).
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Akiyama Kuniharu. The automated response mechanized in the relationship between projection
and tape was an innovative direction for not only image projection outside of the cinema space
but for the explorations of intermedial relations between sound and image. Considered an early
case of musique concrete, the use of the rewind function performed live in Yuasa's Lespugue
was composed, as its subtitle Music for Projective Art, No. 2 indicates, with the projections in
mind. The slides themselves, other than the hand-drawn animation for Lespugue, were
photographs of scenarios staged using objects that recall the weekly photographic insert 'APN'
that members of the collective had been devising for Asahi Gurafu magazine in 1953-4. Rather
than the unbroken steady flow of time in film, the slides, according to the unaccredited text
printed for the pamphlet of the event, presented a stuttered temporality that allowed the
audience to 'play with the paused image freely in their minds as if they were an aimless walker'.
Obinata Kin'ichi, in his analysis of the performances, surmises that the 'intervals' between the
slides, 'the sinking movement caught by the eye whenever one slide was changed for another"',
was what Jikken Kobd artists considered its artistic potential (2013, p. 325). In other words, the
use of slides over film was an artistic choice to experiment with non-film projection.

Despite the preference for slides, Jikken Kobd did later venture into filmmaking with
Mobiru to Vitorinu (Mobiles and Vitrines, 1954), made with an obuje”® by Yamaguchi
Katsuhiro and Kitadai Shozo as its subject. A few of the members, moreover, participated in the
production for Matsumoto Toshio's public relations film Ginrin (Silver Wheel, 1956) as well as
the abstract film Kine Calligraphy (1955) painted directly onto film by the Graphic Shiidan
(Graphic Group).”” Mobiles and Vitrines, moreover, was reportedly projected together with
slides at the nude show perfo