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Control rooms featured in 
the design journal Dezain, 
March 1970.
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Multimedia Environments
and Security Operations:
Expo ’70 as a Laboratory 
of Governance
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In March 1970, the same month that the World Exposition in Osaka
opened, the Japanese design journal Dezain published a special issue
on the topic of “simulations.” A series of illustrations carefully
arranged by graphic designer Tsuneyoshi Kimura (known for his
satirical constructivist photomontages) presented an array of control
rooms outfitted with high-tech information and telecommunications
devices. The issue prominently featured photographs: the central-
ized traffic control room for the newly developed bullet train; the
Japanese Self-Defense Forces situation room; and a conference room
for corporate executives. These images were juxtaposed with others:
film stills, weather charts, computer graphics used to simulate a car
crash, and photographs of consumer electronics such as videotape
recorders an     d flat-screen televisions. Appearing next to a diagram 
of the decision room for the Defense Ministry, a film still from Dr.
Strangelove (1964), and a photograph of BADGE—the computerized
air defense system used by the Japanese Self-Defense Forces—one of
the captions stated that the multimedia setups of these command
and control systems exemplified a “typical information environ-
ment.” Alluding to Marshall McLuhan’s idea of electronic media
“involving” multiple senses, the caption also linked the architec-
tural design of control rooms to the immersive use of multiple screen
projections displayed at Expo ’67 three years earlier in Montreal.1

Although Kimura does not further elaborate on the similarity
between the control room, expanded cinema, and environmental art-
works, his slender caption offers a useful point of entry into the tech-
nical, political, and aesthetic conflation of these two applications of
the multimedia logics of immersion and surveillance. As at Expo ’67,
expanded cinema and environmental artworks—especially ones that
relied on multiple screens and immersive projection formats—were
major attractions for visitors to Expo ’70 and were housed inside 
corporate and national pavilions alike. Moreover, multiple television
monitors arrayed in a control-room format allowed security guards
to carefully track visitors’ movements to these very pavilions. The
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two scenes were complementary: multimedia art installations and
multimedia control rooms. While the contents of multimedia tech-
nologies may have differed—expanded cinema offered fancy visual
experiments, whereas control rooms presented mundane records of
crowds moving through the fairgrounds—the architectural design
and formal configuration of the multiscreen technologies mirrored
each other. Each featured multiple screens or monitors whose simi-
larity in form suggests a common genealogy and a contemporaneity.
Together, they embodied a new type of media environment in which
communication across screens and monitors became more important
than the information displayed within them.

Expo ’70 was a laboratory for testing and experimenting with 
networked systems of governance as much as it was a platform for
showcasing artworks based on multiple screen projections. The expo-
sition’s designers mobilized various information technologies—from
computers and lasers to videophones and closed-circuit television
surveillance—and in some cases they were presented as spectacles in
their own right. Some of the devices used to monitor and control the
movements of visitors at Expo ’70 found consumer applications in 
the ensuing years, and many of them became an integral part of con-
temporary networked urban environments in Japan and other indus-
trialized nations. This genealogy may be narrated in many ways and
traced from many sites. This article offers one version by tracing the
discursive and material nodes formed around the event of Expo ’70
in Japan, focusing on the control room as a visual motif and a site of
tension between artistic practice and governmental surveillance.

World’s fairs have long functioned as a testing site for scientists,
architects, and state officials. Robert Rydell argues that fairs and
expositions have historically “served multiple functions as architec-
tural laboratories, anthropological field research stations, proto-
theme parks, engines of consumerism, exercises in nationalism, and
sites for constructing seemingly utopian and imperial dream cities
of tomorrow.”2 Expo ’70 was no exception. The political function of
Expo ’70 as a laboratory of urban governance was strengthened, in
part, by its timing. Taking place at the height of massive student
protests against the renewal of the controversial Japan–U.S. Security
Treaty and against the Vietnam War, Expo ’70 served to deflect pub-
lic attention away from these issues by attempting to simulate a
depoliticized and perfectly controlled urban environment. Behind
the amusing candy-colored images was a laboratory for conducting
simulations of future policing and surveillance technologies.

Expo ’70 was thus unique insofar as it served as a site of confluence
for architectural, governmental, and cinematic concerns around elec-
tronic media within the particular context of Cold War geopolitics
and urbanism in Japan. A master planning team hand-picked and
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supervised by architect Kenzō Tange designed this future city as a
totalizing environment, replete with sewage, gas, and electricity lines,
as well as a centralized heating and air-conditioning system.3 The
research team assembled by Tange (many of whom had close connec-
tions to his Tange Lab at Tokyo University) used computer simulations
to predict flows of visitors, as they planned the city’s layout. As archi-
tectural historian Hajime Yatsuka points out, “Tange’s intention was
to create a model of a future city controlled by information.”4

During the 1960s, technological experiments undertaken by Japanese
artists—much like those of their counterparts in North America—
often followed concurrent developments of information and com-
munications systems, many of which were developed for military and
industrial purposes.5 In this regard the situation in Japan paralleled
that of the United States, albeit with some significant differences.
Japan’s participation in the Cold War arms race, for instance, was
uniquely inflected by its constitutional renunciation—forced on it by
the Allied Occupation from 1945 to 1952—of the use of armed forces
for settling international disputes. This renunciation did not, however,
mean demilitarization and was soon followed by the signing of the
Japan–U.S. Security Treaty, which stipulated the establishment of 
the Self-Defense Forces and the expansion of U.S. military bases on
Japanese soil, which enabled material support for U.S. forces during
the Korean War and the Vietnam War. The pact thus effectively brought
Japan into the orbit of the Cold War conflict as a satellite state of the
U.S.-led coalition.6 The twin questions of security and militarization
became the focus of recurrent mass protests against the Japan–U.S.
Security Treaty, first renewed in 1960 and then again in 1970. In an
effort to curtail these street protests, the conservative Liberal
Democratic Party (LDP)–led government expanded police powers and
personnel and passed various legislative measures to suppress street-
based direct actions. Expo ’70 unfolded in this heated political climate.

This political climate also fostered interest in simulations as 
a cultural paradigm. What Paul Edwards calls the “closed-world” 
discourse of the Cold War period was marked by the primacy of sim-
ulations: “Simulations—computer models, war games, statistical
analyses, discourses of nuclear strategy—had, in an important sense,
more political significance and more cultural impact than the
weapons that could not be used.”7 Expo ’70, as a simulated future
city, also had more political and cultural impact than actual cities,
regardless of whether they were designed according to its model.
The idea of the “information society” (jōhō shakai)—first articulated
in Japan by anthropologist Tadao Umesao in 1963 and later
embraced by policy makers—was widely circulated among govern-
ment-sponsored think tanks, journalists, and architects in the 1960s,
and Expo ’70 drew on these discourses.8
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Designing the Environment
As the name suggests, the atmosphere at Tange Lab at the University
of Tokyo more closely resembled that of a scientific institution or a
research laboratory than an artist’s studio or architect’s atelier.9
Graduates of Tange Lab such as Atsushi Shimokōbe and Jun’ichirō
Obayashi went on to become bureaucrats working for the Economic
Planning Agency and the Ministry of Construction during the 1950s.
Tange Lab trained both modernist architects and technocrats, who
undertook statistical and theoretical research concerning population
density, the distribution of industrial resources, transportation infra-
structures, and urban reconstruction and development projects.
Their research on industrial productivity, for instance, had a direct
impact on the Comprehensive National Development Plan launched
by the Economic Planning Agency in 1962.10 Given this political con-
nection between Tange Lab and the Japanese state, the strong biopo-
litical undertone one finds in the lab’s architectural practice is not
surprising.11 Tange Lab’s projects, such as the 1951 urban planning
study of Wakkanai and the “Plan for Tokyo 1960,” often dovetailed
with economic and welfare policies concerning the productivity of
the nation and the management of its population.12 The field of urban
planning, and the question of how to design habitable environments,
in particular, became a paramount concern for architects working at
Tange Lab.

Art historian Noi Sawaragi argues that the general currency of the
term environment (kankyō) in Japan during the 1960s was owed to
the indirect influence of Tange Lab and specifically to the work of
architect and urban consultant Takashi Asada, who established
Environmental Development Center Inc. in 1961.13 A close collabo-
rator of Tange’s and a mentor to the Metabolist group, Asada helped
bring Japanese artists’ and architects’ attention to developmental
conceptions of the organism and its survival. Asada’s innovative
Antarctic Project (1956) is an exemplary case of Cold War architec-
ture that prioritized the biological survival of its inhabitants. As
Hyunjung Cho argues, the Shōwa research base, designed by Asada,
was “a survival structure that would protect its inhabitants from the
extremely harsh environment of the polar area, with its low temper-
atures, heavy snowfall, and blizzards.” This concern over the biolog-
ical survival of the human in an otherwise uninhabitable
environment also informed the work of Metabolist architects and
their investment in capsule housing and prefabricated modules.14

The idea of designing protective structures against inhospitable
environments, however, was not entirely new to Tange or his lab in
the mid-1950s. Sawaragi argues that Tange’s intimate involvement
with the Japanese imperial project—concretized most forcefully in
his competition-winning but unbuilt 1942 design for a “Greater East



Furuhata | Multimedia Environments and Security Operations: Expo ’70 as a Laboratory of Governance 61

Asia Co-Prosperity Sphere Monument” at the base of Mount Fuji—
serves as an important precedent for Asada’s later use of the term
environmental development in service of the conservative LDP dur-
ing the period of high economic growth in the 1950s and 1960s.

Also finding precedents for post-WWII environmental theories in
the imperial period, Hajime Yatsuka traces the conceptual lineage of
Metabolism back to the work of Shinpei Gotō, the so-called father 
of Japanese urban planning who served as the chief of the Civil
Administration Bureau in colonial Taiwan and was the first director
of the South Manchurian Railway Company in the early 1900s.
Trained in medicine and biology, Gotō advocated a model of colonial
management based on “biological principles.” Gotō, who published a
book titled Principles of National Hygiene (Kokka eisei genri, 1889),
understood the primary task of the state to be the governance of the
population by means of biological and medicinal knowledge.
Highlighting the contribution of the colonial administrator Gotō 
to the practice of urban planning, Yatsuka suggests that modern
Japanese architecture was born with the colonial desire to secure
and extend the habitat (Lebensraum) of the nation.15 While the
notion of Lebensraum is traditionally aligned with the genocidal and
expansionist policies of Nazi Germany, Japan also embraced the
eugenicist synthesis of the modern human sciences of evolutionary
biology, immunology, and medicine in the course of its colonial
endeavor.16 Despite the collapse of the empire following the end of
WWII, Gotō’s conception of the nation as a living organism, whose
health the state must vigilantly administer and manage, survived 
in the work of the postwar generation of architects associated with
Tange Lab.

In contrast to such narratives, which privilege the influence of
architecture, art historian Midori Yoshimoto argues that the popu-
larity of the term environment in Japanese art criticism of the 
1960s emerged from the more specific context of avant-garde artistic
movements; in particular, the rise of intermedia and environmental
art in Japan and North America.17 These two narratives, however, are
not necessarily incompatible. The central role taken by Tange Lab
and its associates—including Arata Isozaki as well as members of the
Metabolism group—in the overall planning of Expo ’70, and their
collaboration with visual artists and filmmakers in designing multi-
media exhibitions, suggests that one cannot and should not separate
the history of architecture from the history of visual arts in this case.
To do so would obscure the multiplicity and contradictory concep-
tions of environment operative in the multimedia interdisciplinary
exchanges that characterized art and architectural movements in
Japan and abroad during this period. One case in point is the inter-
mediary role played by Isozaki, who was responsible for designing
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the multimedia setup of the Festival Plaza.18 Although he has often
been associated with the Metabolism movement and collaborated
frequently with Tange, Isozaki distanced himself from the group as
he moved from biological views of environment toward a semiotic
understanding of environment as a field of communications medi-
ated by information and telecommunications technologies.19

Isozaki was one of the principal organizers of the landmark art
exhibition From Space to Environment (Kūkan kara kankyō e), held
in Tokyo in November 1966. The exhibition was organized by the
interdisciplinary art collective Enbairamento no kai (a title they
translated as “Group Environment”). Yoshimoto argues that the
group was influential in disseminating the concept of the environ-
ment among various circles of artists and art critics.20 In 1968 Isozaki
also established a design firm with visual artist Katsuhiro Yamaguchi,
a fellow member of Group Environment and a main designer of the
Mitsui Group pavilion at Expo ’70. In a nod to Asada’s Environmental
Development Center, Isozaki and Yamaguchi named their company
Environmental Planning (Kankyō Keikaku).21 In addition to the archi-
tectural discourse on the environment, Isozaki and Yamaguchi were
fully aware of the concurrent avant-garde art movements unfolding in
North America that foregrounded the interactive participation of the
spectator. The activities of Group Environment paralleled the practices
of Fluxus (some artists, such as Mieko Shiomi and Kuniharu Akiyama,
were involved in both groups) and the Japanese art collective Gutai, as
well as the work of Allan Kaprow, whose “environments,” large-scale
assemblages or installations, had attempted to obliterate the distinc-
tion between the gallery space and the artwork.22

Expanded Cinema and Environmental Art at the Expo ’70 Festival Plaza
The introduction of expanded cinema to Japan coincided with this
upsurge of artistic interest in the construction of an interactive inter-
medial environment as art. Cinema became a medium with which to
theorize and think through the construction of the environment as
an object of architectural design and to raise the vexed question of
appropriating military technologies for art. Take, for instance, art
critic Yūsuke Nakahara’s essay, “The Expansion of Time and the
Decline of the Image,” published in the February 1969 issue of 
the film journal Kikan firumu. Citing McLuhan’s thesis on the tactil-
ity of electronic media, Nakahara argues that the primacy of tactility
over vision in the Information Age explains the increased attention
paid to the notion of the environment by artists. Expanded cinema
belonged to this general shift toward an environmental—tactile,
interactive, and extensive—art.23

Within this context, the work of Stan VanDerBeek and, in partic-
ular, his Movie-Drome, a hemispheric theater designed for multiple
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projections, became icons of expanded cinema in Japan. VanDerBeek’s
films were first screened in Japan in 1966, the same year From Space
to Environment was organized. Experimental filmmaker Takahiko
Iimura—together with New York–based experimental filmmaker and
critic Kenji Kanesaka—curated the July 1966 Japan–U.S. Underground
Cinema show at the Sōgetsu Art Center, which presented films by
VanDerBeek alongside films by Stan Brakhage, Donald Richie, and
Iimura.24 This was also the same year that VanDerBeek participated
in the New York Film Festival’s symposium on expanded cinema.
Recalling his first impressions of the Movie-Drome (which he expe-
rienced at Stony Point after the New York Film Festival in September
of 1966), Iimura called VanDerBeek “the leader of the Environmental
Cinema movement.”25

In the following year, avant-garde filmmaker and film theorist
Toshio Matsumoto championed VanDerBeek as the representative
practitioner of expanded cinema. Taking the Movie-Drome as the
prototype of expanded cinema, Matsumoto wrote, “What is called
expanded cinema or intermedia is a movement that rejects the tradi-
tional format of film projection; it transgresses the very boundary of
cinema through its interactions with cutting edge practices in visual
art and music.”26 Thoroughly impressed, Matsumoto paid a visit to
VanDerBeek’s home in Stony Point in 1968. In February 1969
VanDerBeek was in turn invited to Japan (along with John Cage,
Merce Cunningham, Robert Ashley, Gordon Mumma, Salvatore
Martirano, and David Rosenboom) to participate in an international
event, Cross Talk: Intermedia. In collaboration with the American
Cultural Center in Tokyo, Japanese and American composers Kuniharu
Akiyama, Jōji Yuasa, Roger Reynolds, and his wife Karen Reynolds
took the initiative in organizing this event in Tokyo. VanDerBeek
presented Found Forms (1969) and a film from the Poem-Field series,
while Matsumoto and Iimura presented their expanded cinema
works Projections for Icon (1969) and Circle (1969), respectively.27

Two months later, art critic Kōichirō Ishizaki published his interview
with VanDerBeek, who argued that the purpose of using a dome-
shaped architecture was “to make full use of the very environment
of environmental art.”28 He thus made clear that the architectural
design of the Movie-Drome was key to the environmental aspect of
his film performance.

What VanDerBeek did not overtly discuss, however, was the con-
nection between the Movie-Drome and Cold War architecture. As
Jacob Proctor argues, VanDerBeek was profoundly affected by the
nuclear arms race, modeling the Movie-Drome in part on the ubiq-
uitous backyard bomb shelter and addressing the issue of nuclear
warfare in his films. His use of the multiprojection format was
directly informed by the military practice of projecting multiple
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types of information onto a planar surface.29

As has been argued by numerous art historians in recent years,
artists’ claims for the sensory and political emancipation made pos-
sible by participatory and multimedia art forms such as expanded
cinema, happenings, installation art, and performance art are troubled
by their reliance upon the very military technologies and political
techniques from which those same artists sought to escape.30

VanDerBeek’s utopian vision of global communication facilitated by
a network of communications satellites and multiple Movie-Dromes
across geopolitical boundaries was exemplary in this regard.

VanDerBeek was not alone in his utopianism. Many of the multi-
media environments featuring expanded cinematic works at Expo
’70 (and often housed inside its dome-shaped pavilions) projected
similarly utopian images of emancipation through sensory immer-
sion and the expansion of consciousness. A number of pavilions dis-
played attractions based on multiple screen projections and surround
sound effects. The Toshiba IHI pavilion, designed by Metabolist
architect Kishō Kurokawa, boasted a 360-degree cinematic experi-
ence inside a gigantic dome. The textile pavilion, produced by
Matsumoto and designed by visual artist Tadanori Yokoo, featured
Matsumoto’s expanded cinema piece Space Projection Ako, which
made use of ten film projectors, eight slide projectors, and fifty-seven
speakers.31 The Mitsui Group pavilion, produced by Yamaguchi, was
equipped with three giant screens and three rotating mobile plat-
forms that lifted hundreds of spectators at once. Its main attraction,
Space Revue, relied on eighteen film projectors, nine slide projec-
tors, three strobe-light projectors, and 1,726 speakers. Yamaguchi
called it a work of “total theater,” emphasizing the immersive effects
of the circular screens and sonic environment.32

In a variation on the combination of utopian vision and Cold War
paranoia found in VanDerBeek, the utopian vision of Expo ’70 was
held in tension with the emergent paradigm of urban governance
aided by technologically mediated surveillance. In spite of the level-
ing and liberating effects intended by architects and filmmakers,
most visitors moved through these pavilions in a programmed man-
ner under the vigilant gaze of security guards. Spectators at the
Mitsui Group pavilion, for instance, were passively carried away by
a mobile platform operated by technicians sitting in an adjacent con-

Katsuhiro Yamaguchi. Space
Revue, 1970. Mitsui Group
Pavilion, Expo ’70, Tokyo. Video
still from Kōshiki kiroku eiga:
Nihon bankokuhaku 40 shūne
kinen, 2010.
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trol room. In the case of the Mitsubishi Future pavilion, which 
featured the spectacle of multiple screen projections with the use of
gigantic mirrors and smoke, visitors were corralled along a moving
walkway.33 No one was allowed to deviate from the preprogrammed
paths. The supposedly nonhierarchical potential of the expanded
cinema and environmental art housed inside these pavilions was
thus undermined by their very design. Equally detrimental was the
disciplinary effect of security operations. Because popular attrac-
tions such as the U.S. pavilion’s space technology exhibit drew large
crowds, two to three hundred security guards had to be stationed 
at all times to manage pedestrian traffic.34 Moreover, the systems 
of surveillance and governance often relied on the same technol -
ogies used by architects and filmmakers to stage their multimedia
environments.

The architect whose work most emblematized the tension between
surveillance and spectacle was Isozaki. Although Isozaki was not
directly involved in the planning of the Mitsui Group pavilion, the
multimedia setup of the Festival Plaza echoed Yamaguchi’s vision 
of total theater. Isozaki hoped that the Festival Plaza would be a 
site of spontaneous communion where spectators, performers, and
mechanical apparatuses came together. Isozaki envisioned the plaza
to be the prototype of what he called the “Cybernetic Environment,”
a field of electronic communication in which “humans and machines
become unified within space-time to form a dynamic totality.”35 The
Festival Plaza was equipped with elaborate illumination, projection,
and sound systems connected to computers set in an adjacent con-
trol room. These computers could activate preprogrammed patterns
as a complement to onsite workers who operated these apparatuses
manually.36 According to Isozaki, what he had in mind was the
Mission Control Center at the U.S. National Aeronautics and Space
Administration (NASA), which he had visited in 1967 while
researching for Expo ’70. Recalling the time he first saw the Mission
Control Center, Isozaki notes,

It was the time I was writing my essay, “The Invisible City,” and
the Control Center seemed like a perfect model of control 
and operation, which could handle complex levels of urban
design and diverse social phenomena. I thought that if com-
puters could control the Apollo Mission, they should be able to
control society. So I decided to turn the Festival Plaza into a
miniature version of this operation.37

Isozaki’s evocation of the Mission Control Center as a model for
designing the Festival Plaza is evidence of his understanding of the
environment as an invisible network of information and communi-
cation governing a homeostatic system consisting of solid material



66 Grey Room 54

objects and pliant subjects. By the late 1960s Tange, Isozaki, and
Metabolist architects alike had redefined the city—emblematized by
the Festival Plaza—in cybernetic terms. Tange and his students at
Tange Lab had already imagined the city as a living organism
exposed to metabolic processes of digestion, energy transfer, the
elimination of waste, and the maintenance of internal equilibrium.
Cybernetics and information theory allowed them to emphasize the
communication and transportation networks that structured the city,
which they considered vital to its self-regulation, while retaining the
biological metaphors so crucial to earlier manifestations of
Metabolism. Isozaki’s vision of the Festival Plaza shares this cyber-
netic paradigm of homeostasis.38

The goal of self-regulation, however, proved elusive. Isozaki’s con-
ception of the Festival Plaza was, marked by a tension between the
master designer who programed the equilibrium of the environment
and the artist who inserted incalculable elements of chance and
indeterminacy into this ostensibly stable environment. In spite of his
evocation of control-room aesthetics, Isozaki’s intention was to resist
exerting total control over the system. In addition to the main control
room, equipped with computers responsible for coordinating the
entire operation (using a specially developed computer program,
Display Instruments Systematic Programming Language at Anytime
by Yourself), Isozaki and engineer Yoshio Tsukio also designed two
robots. The heads of the robots housed secondary control rooms, while
their bodies contained built-in sensors that responded to changing
lights and sounds in the surrounding environment and sent back 
signals to the main control room, which in turn modulated the lighting,
sound, smoke, and mist machines that constituted the multimedia
setup of the Festival Plaza.39 In effect, the robots operated as ele-
ments of indeterminacy that affected the Festival Plaza’s operations.

Arata Isozaki. Plan of the 
Festival Plaza. From Kenchiku
bunka, January 1970. 
Courtesy Arata Isozaki.
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Isozaki’s 1967 essay “The Invisible City” provides a theoretical
support for the conception and design of the Festival Plaza. In the essay
he argues that the cybernetic environment of the future must meet
the following conditions: (1) the environment will have a protective
membrane that maintains an equilibrium within it; (2) any space will
be interchangeable with any other space; (3) it will be equipped with
various movable mechanical devices; (4) it will allow for a human-
machine interface; and (5) it will possess a feedback circuit that 
supports self-learning.40 The theorization of this networked cyber-
netic environment was a direct result of his preparatory research on
the Festival Plaza, which he conducted with the members of Group
Environment.41 Foregrounding the idea of the city as a constant
process of dissolution, metabolism, and flow, which disoriented res-
idents and planners alike, Isozaki emphasized the subjective per-
ception of relations between objects instead of the objective
measurement of distance between objects. For Isozaki, cybernetics
and systems theory had enabled architects to design the city based
on these relational elements. The introduction of computers also
marked a shift away from the industrial “coordination” model of urban
planning to the new “simulation” model of urban design appropriate
for a postindustrial society.42 Simulation-based operations and 
networked control rooms thus became the model of urban design.

Security Operations
The control room as the model of urban design was already close to
realization by the time of Expo ’67 in Montreal. In 1967 the journal
The Japan Architect published a special issue on Expo ’67 high-
lighting the exposition’s Operations Control Center, located on the
Ile Sainte-Hélène. “For the first time in the history of world exposi-
tions, Expo ’67 employs a completely computerized management
system,” the report notes. The report then goes on to describe the
Operations Control Center in detail:

Also known as the Cybernetics Center, the building is open to
the public, though its heart, the control room, is strictly off 
limits. The centre is in the mid-section of the grounds, at some
distance from the Corporation’s main office on Cité du Havre.
The designers have taken fairly conscious pains to display the
computers symbolically in a glass-enclosed building, which is
itself moderate in form and scale. The following is how we
imagine the control room must look. It contains a large control
board (16.5 x 5.4 m) loaded with switches and buttons. In front
of the board sit four operators. In the center of the board is a
map of the grounds (5.5 x .34 m). Monitor television screens
ranged on either side flash on-the-spot broadcasts from all over
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the grounds. In other words, the room is an orthodox equip-
ment space. Should, for instance, a fire break out at La Ronde,
in response to contact from the La Ronde control branch, a red
light would flash on in the La Ronde section of the master 
control board.43

The extraordinary attention paid by The Japan Architect—two full
pages—to the design of the Operations Control Center and its com-
puterized system of planning and management suggests that for
Japanese architects the issue of efficient management of the World’s
Fair and the use of networked systems of communication and infor-
mation for security operations were deeply intertwined.

The contemporaneous response to the Operations Control Center
was, however, not devoid of criticism. Writing for the journal
Architectural Review, Jeremy Baker, a British architect based in
Montreal at the time, described the computerized system of man-
agement adopted by Expo ’67 organizers as “a form of benevolent
despotism.” In Baker’s analysis, even crisis management appears as
a calculated component of the systematic operation of the fair.
Noting the efficiency of crowd control undertaken by the Operations
Control Center, Baker writes, “Should the situations room see a 
bottleneck on the site, the gallant Expo Band is ordered into action
to siphon off some of the crowd; or if an area of the site looks dull,
then a mobile pop group can be driven over there to liven up the pro-
ceedings.”44 The management of the fair thus relied on instantaneous
communications between security operations and entertainment.
The two were handled by the same system of control.

The confluence of crisis management and entertainment was
made literal through the Operations Control Center’s status as an
attraction in and of itself. As Montreal’s city newspaper the Gazette
reported, “Apparatus in the Security Headquarters is so sophisti-
cated that the building has been classified as an exhibit and visitors
can watch the emergency equipment at work through an observation
window.”45 This elevation of the Operations Control Center to a mul-
timedia spectacle in its own right formed a scientific counterpart to
the artistic displays of expanded cinema. Like the Festival Plaza at
Expo ’70, the Operations Control Center at Expo ’67 provided a net-
worked information environment in which the apparatuses of com-
munication and control became a source of excitement in themselves.

Building on its precursor in Expo ’67, the Operations Control
Center of Expo ’70 went even further in monitoring, tracking, and
managing visitors. Expo ’70’s more-systematic monitoring contrasts
even more starkly with the stated aims motivating the expanded cin-
ema and environmental artworks housed inside its pavilions. The
difference between the policing and the display functions of these
two multimedia environments is crucial, highlighting the tensions
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already noted in relation to individual pavilions at Expo ’70. The
Operation Control Centers at Expo ’67 and Expo ’70 were more faith-
ful replicas of NASA’s Mission Control Room than Isozaki’s Festival
Plaza. At the core of the Operations Control Center at Expo ’70, for
instance, were four mainframe computers connected to numerous
terminals scattered across the fair site that processed data ranging
from pedestrian traffic to lost children. The headquarters of the Expo
’70 security team also had its own situation room. There a flashing
map of the exposition grounds was surrounded by dozens of televi-
sion monitors, videophones, and rows of control panels and switch-
boards that formed a semicircular information environment.

The security operations at Expo ’70 also received critical attention.
The most emblematic case was “Operation Buffalo” (Baffarō sakusen),
a military-inspired crowd-control strategy that was designed to pre-
vent a stampede. The strategy was devised by a former Self-Defense
Forces officer and has since made its way into Japanese security-
guard manuals and textbooks.46 As the metaphor of the wild beast in
Operation Buffalo suggests, what the Expo security guards feared
most was the potential of rioting. A takeover of this simulated urban
environment by uncontrolled crowds was something that both the
police and security officers had anticipated and tried to stave off.
From the fair’s initial planning in the mid-1960s, the government had
put the issue of crowd control at the top of its agenda. In May 1965
Japan’s bid to hold the fair in Osaka was approved by the Bureau of

Expo Life at Expo 67—Operations
and Control, Montréal, Quebec,
1967. The Operations Control
Center at Expo ’67. Photo 
© Government of Canada.
Reproduced with the permission
of the Minister of Public Works
and Government Services
Canada (2012). Source: Library
and Archives Canada/Canadian
Corporation for the 1967 World
Exhibition fonds/e001096661.
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International Expositions in Paris. Soon after, the government estab-
lished the Japan World Exposition Association Security Team,
recruiting members from both the public and private sectors. The
members of this special security team ranged from local police offi-
cers and the Self-Defense Forces to employees of private security
companies. Private security and communications companies lent
their manpower, and the metropolitan police department dispatched
delegates to Montreal to observe security measures undertaken at
Expo ’67.47 The cost of developing and installing closed-circuit tele-
visions, videophones, laser devices, and computers to create net-
worked security systems was over $350 million.48

Given the specific timing of Expo ’70, which coincided with the
protests against the renewal of the Japan–U.S. Security Treaty, and
given the significant amount of criticism the fair garnered from the
New Left student activists and artists who were critical of its func-
tion as state propaganda, the organizers and the security team not
surprisingly poured much effort into crowd control. According to
Osaka Metropolitan Police records, officials expected massive
protests against Expo ’70 and later gloated that they had prevented
the protests from disrupting events during the fair.49 Memories of the
Shinjuku riots of 1968—during which the antiriot law was invoked
and hundreds of youths protesting against the Vietnam War were
indiscriminately arrested—were still fresh in the minds of many
engaged in the planning of the fair.50 Within this heated political 
climate, the novel techniques of governance used at Expo ’70 found
an immediate application outside the fair compound.

By 1970 government at various levels had taken several preven-
tive measures in the area of urban governance as well. For instance,
the municipal government of Tokyo had rebuilt entire sidewalks by
demolishing stone pavements and covering them with asphalt so
that protestors could not use paving stones as weapons during
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protests.51 Another measure was the renaming of Shinjuku Station’s
West Exit Underground Square in 1969. This square was frequently
used for peaceful demonstrations, drawing crowds of hundreds.52 In
order to take back the occupied square, the city of Tokyo changed the
name from West Exit Underground Square to West Exit Underground
Passageway. By designating the space as a passageway instead of a
square, the police were able to apply traffic laws and arrest anyone
who refused to pass through the square.53 The suppression of public
dissent by means of redesigning urban space (or simply renaming it)
was not limited to these incidents. The appearance of the so-called
Pedestrian Paradise (hokousha tengoku), which prevented not only
automobiles but street performances and political assembly, is a case
in point. First implemented in 1970, the Pedestrian Paradise pro-
vided “a perfectly controlled event space,” one pervaded by a sem-
blance of freedom in spite of the tightly managed atmosphere.54

In light of such policies, much media hype surrounded the elite
Expo ’70 security team. The sharp growth of the private security
industry during the 1960s contributed to this hype. Nihon Keibihoshō
(now known as SECOM), the first private security service company
in Japan, and now its largest, was established in 1962. The Tokyo
Olympics Organizing Committee hired the company to guard the
Olympic Village during the 1964 Tokyo Olympics. Media attention
around its success helped spur the growth of the industry. By the
mid-1970s more than 1,900 private security firms were operating in
Japan.55 Also notable are the concurrent technological developments,
including Nihon Keibihoshō’s Security Patrol Alarm System, which
used private telephone lines leased from Nippon Telegraph and
Telephone Corporation to provide online security services to banks,
government buildings, factories, and small businesses, replacing the
patrolling services used previously.56

The gradual transformation of security businesses from labor-
intensive patrolling services to networked communications services,
initiated by Nihon Keibihoshō, echoed the concurrent discourse
around information society, which Expo ’70 ostensibly simulated.
Armed with its computerized system of management and its multi-
media setup, the Operations Control Center of Expo ’70 provided the
idealized image of security that the government and industry wished
to project. Standing on the other side of the Expo ’70 compound,

Opposite: Expo ’70 security
team. Video still from Project X:
Osaka Banpaku shijō saidai no
keibi sakusen, 2005.

Below: The Operations Control
Center at Expo ’70. Video still
from Kōshiki kiroku eiga: Nihon
bankokuhaku 40 shūne kinen,
2010.
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away from the Festival Plaza and pavilions that enticed visitors with
multimedia spectacles, the Operations Control Center represented
an ideological and functional counterpart to the experimental spirit
of expanded cinema and environmental art.

The regulatory mechanisms of policing and surveillance, modeled
as multimedia systems and aided by networked communications,
form a much darker and somber counterpart to the types of artistic
multimedia environments that emerged in the 1960s. Focusing on
control rooms and expanded cinema, two exemplary multimedia
environments that gained attention around the time of Expo ’70, this
essay has brought to the fore the historical resonance between the
architectural practice of designing the environment, the artistic prac-
tice of constructing the environment, and the governmental practice
of managing the environment. While each practice approaches the
notion of the environment differently (and to markedly different
ends), they share similar concerns over information and communi-
cations technologies. The artistic use of multiple screens to create
immersive environments and the regulatory use of multiple monitors
within control rooms to manage crowds in urban environments form
two poles of the same multimedia spectrum. Moreover, these two
poles are mediated by the practice of architects who design networked
environments that are at once the sites of artistic experimentation
and the locus of securitization and control.

Computers, multiple screens, electronic surveillance, and net-
worked information systems have become so integral to our daily life
that we no longer pay close attention to their presence. These media
have become environmental, to paraphrase McLuhan. But the
processes by which they have become pervasive, ubiquitous, and
thus invisible, needs to be historicized. Returning to Expo ’70 is one
way to historicize these processes, and reimagine the moment when
simulations of such ubiquity commanded attention and excitement.
As a laboratory for both artistic experimentation and urban gover-
nance, the legacy of Expo ’70 is significant, though much of the exist-
ing accounts of it focus on its artistic contributions. Somewhat
forgotten is its legacy in developing a simulated model of the infor-
mation city, and methods of surveillance that shape the contours of
urban design in Japan today. If Expo ’70 operated as a laboratory or
as a site of simulation and offered the promise of a better future, we
can with hindsight, from an era of heightened security and pervasive
information surveillance, wonder: Would the future have been 
different if these simulations had never been actualized?
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cept of jō hō (information) in Japan, Fritz Machlup’s The Production and Distribution
of Knowledge in the United States (1962; Princeton: Princeton University Press,
1973) was the first book to popularize the notion of “information society” in the
West. Machlup’s book was translated into Japanese in 1969, the same year Yūjirō
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time and the decline of the image], Kikan firumu [Film quarterly] 2 (February 1969):
138. That Nakahara draws a connection between expanded cinema, environment,
and McLuhan is not coincidental. Noteworthy here is the 1967 Japanese translation
of McLuhan’s Understanding Media: The Extensions of Man (1964), which bears the
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gijustu” [Technology of sound design for the Mitsubishi Pavilion], Mitsubishi denki
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78 Grey Room 54
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