Why do | read
Deleuze!



| have been:

Conservative / philosopher / hippy /
anarchist / drag queen / black turtle
neck smoker/ lighting director / digital
nerd / Professor



| now would rather
become, thanks to...

Bergson movement (change) / Whitehead process /
everything is image in motion



GILLES DELFUZE
(1925-1995)

 Bergsonism (1966)
» Logic of sense (1969)

» Rhizome (1976)

 Thousand plateaus (1980)

* Logic of sensation (1981)

« The movement-image. Cinema | (1983)
« The time-image. Cinema 2 (1985)

* What is philosophy? (1991)



And a little bird and a wasp



Rhizomatic Connection

Am I a wasp?!

Am I an orchid...?

http://www.youtube.com/watch?v=GPbW/|PsBPdA

http//www.youtube.com/watch?v=t|32 ijdmlo



http://www.youtube.com/watch?v=GPbWJPsBPdA
http://www.youtube.com/watch?v=tJ32_ijdmLo
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FIGURLICH DARGESTELLTES SYSTEM

DER KENNTNISSE DES MENSCHEN
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Ubereinandergeschiittete Ingwerrhizome — ein Geflecht ohne ,,Stamm*

Rhizome

,,Rhizomatische Verweisstruktur zwischen Webseiten

Structure of a Grass Plant

blade —

crow

rhizome

tiller

—

"_\._ Y
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-

Rhizom einer Graspflanze

http://de wikipedia.org/wiki/Rhizom_9%?28Philosophie%29


http://de.wikipedia.org/wiki/Encyclop%C3%A9die
http://de.wikipedia.org/wiki/Rhizom_%28Philosophie%29

VVhy did it take me so

long to find it and what
did | do before!



Books /films

@ Antiquity plays

@ H. Balzac @ Dziga Vertov

@ Shakespear ® Godard

@ H. Fichte @ Lars von Trier

@ F. DostojevskKi @ Peter Greenaway
@ L. Tolstoli

@ H. Hesse
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I. Kant (aesthetics)
G.F. Hegel (phenomenology)
E. Husserl (Ideas)

H.N. Castaneda (guise
theory)

@ D. Lewis (possible world)

d

N. Goodmann (ways of
world making

Metaphors

Leibniz (Monads)
Self-consciousness

M. Bense (information)
C.S.Pierce (semiotics)

K. Marx (capital)

Van Gogh
Kandinsky
J. Johns
Cezanne
Picasso
Nake

Ba]g 19th century american
ar

Art Nouvo

Postmodern architecture
Jawlensky

P. DeMarinis
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Studied

@ Freiburg (philosophy)
@ Hamburg (literature)
@ Heidelberg (philosophy)

@ Bremen (art science)



Learning art history in
London
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Tate Gallery / National Gallery



4 years Multimedia

Enough of the ivy tower

Dotcom bubble 2000 Dampfradio

zum Digital-T'V

Late night and pizza service

Federal bank Germany
Siemens Headquarter

TV documentaries (BBC)

Rechenbrett
zum Web-PC

twicdung des Compatens




Chercher la famme -
I.e. Writing a PhD

COMPUTER
GRAFIH




Digital computer art: A view from art history into the early beginnings
Christoph Klutsch (International University Bremen)

Aesthetic values

The hissoescal coincidence of Max Berse's (Stumgan, Gesmany) and
Alwsham Moles™ (Strashourg, Frasce) sfomugicn sesthetics”, and the
aadesc we of sgaaltame compuiers creled & surroending whack
hie caadlod Frioder Nake, Goorg Nees, and (isdepeadendy in the USA)
A. Mickeel Nodl 10 explore new fickds of visual research since 1962

Whes the first public aflesspts 41 Comsputer a0 were made, this new beeed
of people comsiderad thenmelves 1o beidge C. P. Soow’s ‘two culterey’.

Whitt stiented os 251965 s "generative aeahetion” ot asmall exisbition in
Stumgart, found its intermitions] celmination in & series of conferences in
Zagreb wnd exhilasions is NY sad Loodos in 196269 The questions
addressad wore.

— I8 it possible 10 wrile a program whach would enable & compater 10
prodece acsthetic objodts with a sgnificant acethetic value?

- How could these sesthetic values be scientifically, peychologically,
nd philosophically defined?

- What kisd of implcations docs compuates an have not oaly on & itelf,
bt also on socety, aad our self undersanding s hosss beings?

We can TALK about the aesthetic values
of objects - can we MEASURE them?

1965 digital computer art entered the art world -

“The three N's”
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A mathematical approach to aesthetics

Dav id G. BirkhotT
(1884 1944)

MsQC

M w mthalic T T
© wOrdee

C » Corplaxtty

o 12T
principles in the world.
Is there an aesthetic relation between them?

Two Cultures

2022 Virch 1968 a e MIT:

“The asion ssdided ‘A, Teckaology aad

begea o e sfarnoons wih Jeoose Lasria MIT S
moosxe sl (4t et 170 posmde) Pef ssscr of Comem sica
tioms Physicdogs remeving Ma jache sollag o bis dee res
Brading be halr heck belind bt can e ede g that ma've
bews handed 2 Taow 2 oo e Ovidon detvees A7 sl
whince Uhprach 1960

Computer art as a bridge?

s the (0% & pwrmn codabnntion of Atis and ol w s axer god
B sdag s compaer
5 e valion of Se Nesdae Iademral prodeces P iped
Wi wigc podacton wdag e cmpenar w s tool aad
Alimeded Wb e peteraive Ml duascal inluaral
- Neverdewa whle (s Farope ea gosarns bad o Nght v

e wem atcmatve, a B USA the sew achists axia

W e s pecionr’ 0 dasdc atan mad w Poasa

Bense‘s Information Aesthetics

In 1965 Max Berme published s ‘Amthency’ Ref crng to Davd
Hekoff s Mathematical Actheticr Claude Stunon s Mgbrmaion
Theory, Nosen Chosuky' s Generartve Gramesmar, and Norbert
Waener' s Cypbernenics, Hezse developed 3 mew sesthetic based on
NG e

The god w10 mesmare the value of ant works by detormising the
méudarcy
~The smthetc micmeation is past of (hummn) communscation.
= Commumication cmn be undentood = s cybemetic proces.
~Information theory messures irf orradi on ( Shunmoe)

- Artworks contan assthetic izformation

= Amthetic nf ormuation can be measard
~ Amsthetic Mawsre is an isterplyy between order and amplesity
(see Birthofl ) aad can te described = terma of neg~‘entropy
~The process of art is the myvene of entopy art coeates arder
=The smthetc cbyect in related 1o 3 procesx which can be
sndertond a8 & 6 gn proces.
= Cliven the reles for gesenting senthenc inf ormation, 3 computer
can produce smthetic cbpects which are pexeived = sigr

Early networking

I e Jsacy 15906 s of Compunes wd
Asceuton’, Ladie Vieosl S Usivessny of

Tomen wgpemnd bakiag & semnork o darieg
el cowaton sdost evesse d wid compas

SBorty fwrwards be pablabed o b2lcgaply ca
Corapaae a2 sl 18 Jene [5G0 1he confewace

“Dasign aad Compatar™was bl & e Usisamiy
of Wumdoo, Owarie. Casads

The conference wet orguaiond by Marks Kacgea
who o O dwe woded aithe lakae of Dedge a1
e Ui sy of Waserko s @ O Hochachde

T Ceadzag o Ui, Gormaay .

The pasicipass wam: Alse Bernbols Tdwend
Nismoss, Smves A Coone, Wiliam A Femes
Fowia I Jacts, Kesaeth C Kaowhos, Mavis L.
Masbelm, A Michad Noll Keaset O Schaid
el A I Neawas




Conferences: Talking about my
ideas and meeting like minded
people
@ Banff, Canada

@ London
@ NYC
@ San Francisco

@ Berlin

@ Shanghal



Scientific and project
coordinator
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Key Visuals - Definition
The World Language of Key Visuals e
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Our international network of experts from the humanities, the computer and the social sciences focuses on collective
visual memories and neglections. The latter are systematized and decoded by means of the concept of "Key" Visuals,
which encompasses visual images and stereotypes. Our major areas of expertise are Key Visuals in the media
systems of the contemporary military, political and media superpower of the United States, set into contrast with
Germany, Brazil, i.e., the potential leading power of Latin America (with one of the world’s biggest TV stations and
significant export quota) and the uprising world power of China. By means of a comparison between selected media,
in their cultural contexts, over the period of about a decade, we Inquire into the accelerating Americanization,
visualization and globalization of screen media.
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Becoming a Professor

¢ I don"twant to go to Texas!

¢ And my wife doesn’t like Germany any more....




Things | don’tunderstand

*t Representation
¢ Figure

* Monotheism

¢ Beauty

% Violence




What Il would like to

understand:

¢ Folding

** Process

** Connection
** Motion

*k Sensation

% Immanence
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Should | curate an exhibition?
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Artists | would like to know better:

Ben Rubin and Mark hansen
Bill Fontana
Bruce Naumann
Camille Utterback
Cy Twombly

Dan Graham
David Hall

David Rockeby
Don Ritter
Donald Judd
Douglas Gordon
Eduardo Kac
Fischli & Weiss

Frieder Nake
Gary Hill

Gene Youngblood
Gerhard Richter
Gustav Metzger
Guy Debord
[annis Xenakis
Jasper Jones
Jean-Luc Godard
Jenny Holzer
Jim Campbell
Jodi.org

John Cage

Ken Goldberg

Nybble Engine
Paul DeMarinis
Paul Sermon
Peter Greenaway
Richard Kriesche
Richard Serra
Roy Ascott
Samuel Beckett
Schmelzdahin
Sol Lewitt

Tony Oursler
Toshio Iwai
Vasily Kandinsky

Yves Klein

Maurizio Bolognini
Knowbotic Research
Krzysztof Wodiczko
La Monte Young
Leif Inge

Luc Ferrari

Luigi Fontana

Lynn Hershmann
Making THINGS public
Manfred Mohr
Marie-]Jo Lafontaine
Mark Amerika

Mark Tansey


http://www.earstudio.com/projects/listeningpost.html

Finding Deleuze
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2. The point is divorced from its practical, purposive
state, so that it stands outside the sequential chain of Today I am going to the cinema.

the sentence. Today I am going. To the cinema
Today I. Am going to the cinema

Today | am going to the cinema
@

In this instance, the point requires a larger empty
space around it, so that its sound can resonate,
Nonetheless, this sound remains delicate, modest,
and is drowned by the writing surrounding it.

If the size of the point itself, and of the empty space
surrounding it are increased, the sound of the writing
becomes diminished, and the sound of the point gains
in clarity and strength |Figz. 1).

Fig. 1

)

Geni— .

Plate 20
Line

Diagonal tensions and countertensions with a point, which causes an external
construction to pulsate internally.

693



” -
Fig. 10
Diagram of a leap (cf. the photograph opposite, Fig. 9)
Fig. 9
A leap by the dancer Palucca.
Streicher u. Cl
.. *

ER . Tty :
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Strings and clarinet.
Beethoven'’s Fifth Symphony (the first bars).

.. ® 00
‘.-"'--.

Fig. 11
The same, translated into points.
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Learning from students
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How Art Ristory
Changed my Perception

Dr. phil. Christoph Klutsch
Prof. Art History
SCAD Lacoste



“... the project Deleuze had long had of opening
philosophy up to artist-thought (la pensée-artiste)
and of aesthetically intensifying its system of

interpretation in order to let in its own outside™

Alliez, Eric. 2013. “Ontology of the Diagram and Biopolitics of Philosophy. A Research Programme on Transdisciplinarity.” Deleuze Studies 7 (2): 217-30. doi:10.3366/dls.2013.0103.



Connoisseur



Chantilly outside of Paris
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3 roots of art history



Erwin Panofsky
(1892-1968)

* Primary or Natural Subject Matter: The most basic level of
understanding, this strata consists of perception of the work’s
pure form.

 Secondary or Conventional subject matter: This strata goes a
step further and brings to the equation cultural and iconographic
knowledge.

 Intrinsic Meaning or Content: This level takes into account
personal, technical, and cultural history into the understanding of
a work. It looks at art not as an isolated incident, but as the
product of a historical environment. ... Essentially, this last strata
IS a synthesis; it's the art historian asking "what does it all mean®”

Panofsky, Erwin. Studies in Iconology: Humanistic Themes in the Art of the Renaissance. New York: Harper & Row, 1972. pp. 5-9.



Heinrich Wolttlin

(1864-1945)

1. From linear (draughstmanly, plastic, relating to contour in projected ideation of objects) to painterly
(malerisch: tactile, observing patches or systems of relative light and of non-local colour within shade, making
shadow and light integral and supercedent to contours as fixed boundaries.)

2. From plane to recession: (from the '"Will to the plane’, which orders the picture in strata parallel to the picture
plane, to planes made inapparent by emphasising the forward and backward relations and engaging the spectator
in recessions.)

3. From closed (tectonic) form to open (a-tectonic) form (The closed or tectonic form is the composition which
is a self-contained entity which everywhere points back to itself, the typical form of ceremonial style as the
revelation of law, generally within predominantly vertical and horizontal oppositions; the open or atectonic form
compresses energies and angles or lines of motion which everywhere reach out beyond the composition, and
override the horizontal and vertical structure, though naturally bound together by hidden rules which allow the
composition to be self-contained.)

4. From multiplicity to unity: ('Classic art achieves its unity by making the parts independent as free members,
and the barogue abolishes the uniform independence of the parts in favour of a more unified total motive. In the
former case, co-ordination of the accents; in the latter, subordination.’ The multiple details of the former are each
uniquely contemplated: the multiplicity of the latter serves to diminish the dominance of line, and to enhance the
unification of the multifarious whole.)

5. From absolute clarity to relative clarity of the subject: (i.e. from exhaustive revelation of the form of the
subject, to a pictorial representation which deliberately evades objective clearness in order to deliver a perfect
rendering of information or pictorial appearance obtained by other painterly means. In this way instead of the
subject being presented as if arranged for contemplation, it avoids this effect and thereby escapes ever being
exhausted in contemplation.)



Aby Warburg

(1866-1922)

Aby M. Warburg, «Mnemosyne-Atlas», 1924 — 1929
Mnemosyne-Atlas, Boards of the Rembrandt-Exhibition, 1926 | Photography
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Imaginary Museum
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But... wait a minute



Art Market and
|[deology
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A quick history of representation through shoes

Erika Rothenberg Shoe Story (1993)
Rene Magritte (1898 -1967)
Le Modele Rouge 1935
(translation: "The Red Model")
depicts feet that morph into
lace-up shoes.

Duchamp, Marcel, 1887-1968
Not a Shoe (1950)

Spoerri, Daniel, 1930- As mentioned, shoes are not an issue for me (1991) bread
dough and shoe 28 x 30 x 30 cm



Perception



Jeffrey Shaw - Golden Calf

1994

http://www.jeffrey-shaw.net/html_main/frameset-works.php


http://www.jeffrey-shaw.net/html_main/frameset-works.php

i | ‘l
.,‘| 3\ ‘l.“‘

dentibus fuse ceadidimus, differnnt, Yo pla- tanta fit radiorum debilieas, hand dubia
nis verd fpeculis multiplicatis omnia hae| majorem effe@um praeftare poflunt. Si
impedimenta ceflant ; nam fingula in -.»‘ s igitur mille , verbi gratia, fpecula jea
num guné‘tmp direéta, dum loco radio-j:’f oneret, ot OmMOia i unum punctum
rum fupesficies lucidas fundant , neque l rehle@erene ( hoc enim fieri poff in Arte

Ana.

it so amazes the viewers that they try in vain to touch what t
it. Greedy folk, especially, try to grab the coins (shown here), b
groans and indignation when they find them to be insubstanti
The best entertainment of all is to confront a cat with its own
the machine: ‘for when it sees it full of an innumerable multit
thinks that they are real, and [ can scarcely tell you what tricks i
theatre. It tries to catch them, stroke them with its tail, kiss it

wanting so much to reach them: and it expresses wi

and break through the obstacles in every way, striking them v
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How about time”



[149] As cheorized by Vertov, film can overcome ies indexical nature through

moncage, by presenting a viewer wich objects chat never existed in realiey,







MYSTERIES OF THE MEDIUM

“”  Firebirds (2004)

Oracular flames kept captive within birdcages recite
g speeches of some political leaders of the twentieth century.
Gas flames, suitably modulated by electrical fields can be
made to act as omnidirectional loudspeakers of surprising
clarity and amplitude.

//"l\\“ N
f/,[l“‘

Gray Matter (1995)

Interactive electrified objects that produce
sound and sensation when stroked with the
hand.

The Edison Effect (1989-1993)

Ancient phonograph records, wax cylinders and holograms are
scanned with lasers to produce music at once familiar and distant,
like some faintly remembered melody running through the head.

http: / /www.stanford.edu / ~demarini/exhibitions.htm



http://www.stanford.edu/~demarini/exhibitions.htm
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http://video.google.com/videoplay?docid=-6942779200855342283#

Pelican in Flight



http://yin.arts.uci.edu/~studio/resources/175/marey.html

White lives on speakers



Yoshimasa Kato ana Yuichi Ito
White lives on speakers 2006

The theme of our work is sculpture made

through sound. The method of this work is

a white liquid jJumping on a speaker. This
liquid Is potato starch dissolved in water.

A lot of shapes can be observed via
stimulation of the starch. This piece has
two modes of excitation: one is with a
constant frequency applied in sound. The
second is by using the changing
frequencies of the viewer's brain waves,
especially interactive when using alpha

and beta waves. In some ways, our work is

influenced by the idea of brainwave-
modulated in Tarkovsi's SOLARIS.

\l‘

http://www.wlos.jp/


http://www.wlos.jp
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Can | bridge concepts,
time, algorithm, experience
and the notion of duration”






Der Mensch als Jndustriepalast " Fritz Kahn | |
AT Der Mensch als Industriepalast

f.ﬂtum (Man as Industrial Palace)
sl IO (1926)

KANDINSKY




Stuttgart 1965
Max Bense

Michael Noll
Mondrian 1965

Kandinsky 1926
point line plane

Frieder Nake 1965
generative aesthetics

Generative grammar
Chomsky 1965
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Diagram of a leap (cf. the photograph opposite, Fi
Fig. 9
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Strings and clarinet.
Beethoven'’s Fifth Symphony (the first bars|

Fig. 11

The same, translated into points.
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Deleuze
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I a wasp?!

Rhizomatic Conne
Am

Am I an orchid...?



http://dsc.discovery.com/videos/life-vogelkop-bowerbirds-display-treasures.html




The house of art
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Affect and thought
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This 1s the ‘book of philosophy’ which we no longer propose
to replace with another form of expression and a new style — as
Deleuze famously puts it in the preface to Difference and
Repetition: ‘The time 1s coming when 1t will hardly be possible
to write a book of philosophy as it has been done for so long:
“Ah! the old style . . .’ (Deleuze 1994: xx1). Instead, we
oppose to it another regime of production which incorporates
the ‘book of philosophy’ into the material milieu by plugging it
into the mechanic conditions of reality of the most external and
the most internal of forces. The diagram names this process
where signs flush with material flows — and whose cutting edges
of creation are ontologically affirmed and analytically assisted —
turn back on philosophy’s reterritorialisation onto the concept,
at the very same moment that philosophy absolutely
deterritorialises capital by suppressing it as an internal limit

Alliez, Eric. 2013. “Ontology of the Diagram and Biopolitics of Philosophy. A Research
Programme on Transdisciplinarity.” Deleuze Studies 7 (2): 217-30. doi:10.3366/dls.2013.0103.



o o @

= ?AC%@M elwlp j (]

e

J‘[« . Ould ¢ %qr 0{ [Wmmk?a:g
. 3 “ EwMDx







e Luhan . Commumats, Clague!

e = oG ) Jeedlackk ,

> , ebléue\f

\ 1 leys M‘U Woite, ’{!"‘“‘MU

b4

W"L‘:& arc Mh‘au\ a{w\ra\ /CJC(,( @(‘KQ‘Z) LQCQ A

L. ‘7;.-{ otmafve 3"3‘-\ sl Eo % s - :

|oolioteo))




TR TS g

‘
L
i
aEE
o
hawat
-
S
- s
8
s
b
St
T
<
£
ey
-
S
DN"
tead
A
=
s
i
3
a4 1 .""
e
e
_.’ -
g8

i



Rhizomatic Connection

Am I an orchid...?

http://dsc.discovery.com/videos/life-vogelkop-bowerbirds-display-treasures.html
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http://dsc.discovery.com/videos/life-vogelkop-bowerbirds-display-treasures.html

1. Une of the outside

2. Strategic zone

3. Strata

4. Fold (zone of subjectivation)

Can force fold so as to be self-action, the
affect of self by self, such that the outside in
itself constitutes a coextensive inside?

(Deleuze - Foldings or the insight of thought p. 332)



““the diagram cannot be used to represent an
objectivised world; on the contrary it organises a
new type of reality. . . . The diagram 1s not a
science, it 1s always a matter of politics. It 1s not a
subject of history, nor does it survey history from
above. It makes history by unmaking its previous
realities and significations, constituting so many
cutting edges of emergence or of creationism, of
unexpected conjunctions, of improbable
continua.” (Deleuze 1975: 1223; Eric Alliez
emphasis)

Alliez, Eric. 2013. “Ontology of the Diagram and Biopolitics of Philosophy. A Research
Programme on Transdisciplinarity.” Deleuze Studies 7 (2): 217-30. doi:10.3366/dls.2013.0103.



Plane of Immanence
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Kulturlandschatt:

A cultural landscape, as defined
by the World Heritage Committee,
s the "cultural properties [that]
represent the combined works of
nature and of man.’



The three categories extracted from the Committee's
Operational Guidelines, are as follows:

1.) "a landscape designed and created
intentionally by man®

2.) an "organically evolved landscape’ which may
be a "relict (or fossil) landscape” or a "continuing
landscape’

3.) an "associative cultural landscape” which may
be valued because of the "religious, artistic or
cultural associations of the natural element’



The “Kulturlandschaft”

* |s this a place a higher power made for us”
* Are we locked in History?

* Are we on the path to transcendental
CONSCIiousNess?



What is the relation between

human and nature”
e A battle?

e Harmony?

e A feedback loop?
e Afold?

e A rhizome”

e A body without organs?









www.ubu.com/aspen/aspenbando/fontana.html



http://www.ubu.com/aspen/aspen5and6/fontana.html

0 TRANSPARENMT SHEETS WITH PoinTs . 10 DRAWWNGES HAVING Six
DIWFERENTIATED CORVED LINES A GRAPH (RAVING 100 urMITS WRIZ
ONTALLY, 20 "./SSLT;(..‘\'.'.’/\? AMD A STRAIGHT LINE | THE TWO LAST
ON TRANSPARENT MATERIAL

PLACE A SHEET -».'\IH' POINTS GVER A DRAWING v,.u-m CORVES
fm ANY PeSITIoM . OVER THESE PLACE TREZ GRAPH . USE THE STRAGHT
LINE TO COMMELT A POINT WITHIN THE GRAPH WITH CONE OUTSIDE,

MEASUREMENTS RORIZOM TALLY o THE TEP AND DOTTROM LINES
CF THE GRAPH WITH RESPECT TC THE STRAEMNT LNE G&wWE A
TME a&A{KC’T CTME WITHIN WHICH q& EVENT I\,‘/ TAXE
r._)n(t'_ - n&AOH DNITS = ANY TIME deT‘

MEASUREMENTS '(EP;TILAL)/ CHTHRE GRAPH WITH RESFEST T THE
WTERZLTICND OF THE CUuRVED LIS AND THE STRAV 'u* LINE MAY
RECIFY ACTIONS TOBE MARE . TRUS |, ™ TTHE CASE OF ‘FONTANA
Mf¥' TAPE M‘,‘S"\ .W-E TRICKEST CURVED LME \A\f MMVE
SCUND SCURLE(S) WHERE THE LATTER HAvE BegN CATetomZ
B} ANRD RELATCD GQUANTITATIVELY T0 20. 118 THIS CASE . THE
2 POy ComnNECTED DY THE STRAUMT WANE MUST PERMIT T™e
WITER T0 INTERSECT THE TRICKEST CQURVED Lr)l’:'. MTERSICTONS
¢F THE O'TH?& LINES MAY SPECIFRY Mﬁgcﬂ NES (AMONE THCSS
A‘IA'.A&'E, FOR. THE ALTERATION CF ORIGINAL NMNMATE AL
AMPLIT OE , FRE £ ENCY , CYER TOTME STRUVICTLRE R T.F ¢ -Amm‘r.:',
LOBTs AND SPELIFIC DPURATICHS MTRODUCLED, |

MEASUREMENTS MADE MAY PROVIDE ONE OF A NVMBER, OF

IPRTY Te BE VERFORMED ALONE COR TEGETHER.. IM MAWNING

TAPE MUSIL , AVAILABLE TRACKS MAY BE LESS N NUMBER

Q:\AN THE TME BRACKETS SIYEN 57 MEASUREMENTS
AEMENTATICH S THEN NDICATED.

TRE USE OF THIS MATERIAL 15 NOT LIMITER To TAPE
M\ustc. BT V\:«J DE USED FREELY FoR INSTRUMENTAL,
VoCAL AMND HREATRICAL PURPOSES., THVS (AFTER

A PROGRAM (¢F ACTIOW RAS BN MADE FROM T,
1T MAY BE VSEP  To s?eQrJ A PRoGRAM FOR THE
PERFORMANCE OF THE CTRERWISE UNCHANSING MATERIAL
WRERE ProYiDLE TCON"HC.AU./ TAIS CAN BE NCOT ONYY
SIMPLE CRANGES OF TIME “1AKT'NC .)TO‘F’F’HL); 0T

ALse ALIERATIOMS OF F‘Rsﬁu.am(y A MPLITUDE VSE OF
FILTERS AND DOTRIBITIN OF THE SevND i1t SPACE




How | learned to love diagrams

Prof. Dr. Christoph Klutsch
SCAD

1. Introduction: Rhizome

XV pianc piece fer David Tudor 4
| | /

i‘.u-su ded 1549
\aeglone Pwu-_-l'.icl: L7.57959




Algorithmic art






FRIEDER NAKE
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"Each painter is a restricted picture generator. So Is each picture generating computer
program.” At-all times;-artists have applied the same method most computer programs
employ: they tried to vary a theme as often as possible in order to attain a 'best’ (in
their judgment) object. This method became particularly important in recent years
with Bauhaus, concrete art, New Tendencies, etc.”” (Nake 1969)






Digital computer art: A view from art history into the early beginnings
Christoph Klutsch (International University Bremen)

Aesthetic values 1965 digital computer art entered the art world - Bense‘s Information Aesthetics

“The three N's”

The hstoescal coincidence of Max Berse™s (Stunigan, Gesmny) and
Alwsham Moles™ (Strashourg, Frasce) Safomution sesthetics”, and the
adesc we of sdsaltame Compuiers crelied & surroending whach

hus caadlod Fraoder Nake, Goorg Neas, and (iadepeadendly in the USA)
A. Mickael Noll 10 explore new fickds of visual research since 1962

In 1905 Moo Herse pubiisbed e ‘Aathency’ Nef orng o Dand
Betof! s Mathenatical Actheticr Claude Sunroe s brmation
Theory, Nowen Chosuky s Generatve Grammar, and Norbert
Woener' s Cpbernerics, Hezse developed 3 mew sesthetic based on
MR e

The god wan 1o messmare the valus of ant works by detormiziag the
w80 between order and chocn rexpectvely, inf orration and
miusarcy

Whes the first public sflesspts 4l computier 4t were muade, this new beeed
of people comsidered thenmelves 1o beidge C. P. Soow’s Two culterey’

A e ~The smthetc miomeatos is past of (hummn) cremorscaton
What stanted o 251965 & "gencrative aeabetion” af asmall exiabition in ! e
Stumgart, found its istermtions] celmintion in & serics of conferences in
Zagreb and exhilitions is NY sad Londos in 196569, The questions 1}

Sageag AN - )

: ] ; i ! 4 - Commancation cm be undendood o s cybemetc procem

- |nfomeatios theory mesures irf orrraty on ( Sdusmoe )
= Artworis contan assthetyc izlormration

= Amthetc ol ormuation can be mxasired
e
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wrmgeed e Wik w——
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- Assthetc Mawzre s an isterplay between order and ampletty

~ % it possible 10 wrile a peogram whach would enable & compater 10 -
» (see Birthoff ) aad can te deacribed @ terrrs of neg-/'entropy

prodace acsthetic objodts with & sgnifscant acethetic vaue?

- How could these sesthetic values be scientifically, peychologically,
nd philosophically defined?

~ What Kad of implcations doss compates an have oot only 0o & itelf,
but alio on soGaty, aad our self understanding & husss beings?

rracec Nws
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= The process of ant ia the myvene of entropy” ant ceates order

= The smthetc obgect s melxtad t0 3 procexx whach can be
sndiertood & & 8 gn process

= Cliven the rles for gesenting senthenc inf ormeation, 3 computer
can produce sathetc cbpect which are pexeived = ugre

Art as a cOMMUNICAtion Process:

Generative aesthetics - ARTificial ART E—

Who is the CREATOR in computer art?
The artist, the programmer, or the program?

5 Ve A Opterwtic maode] of st et proceses

We can TALK about the aesthetic values
of objects - can we MEASURE them?

A mathematical approach to aesthetics Two Cultures Early networking

Durvid G. Birkhod 3022 March 1968 at e MIT

“The aion ssdided ‘A, Techaolngy sad Conmmanicadon’

(18831944 begua o B sfarmoos wib Jacose Lasria MIT S Tomen wgpeand balkiag & seonork o daring
M« 00 moosmed (4t f e, 170 posnde) Paf ssscr of Comem sica Efcrratos sMel it el wid Gaspas
toms Physologs rameving Ma jache solllng wp bis des res, [

bradiog b by ek bedind bt s sodd et g et mate
bews handed & Saow b oo de Gvidon detwees At and
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“Design aad Companar™was bl & 8 Usisanky
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Computer art as a bridge?

The conference wat orguaind by Marks Kacgea
who o O dwe woded atthe lakae of Dedige &t
e Undvessiny of Wawrko sd & O Hochachde
e Ceaddzag o Uin, Germy

Sacg Dvanay
D S b
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Is there an aesthetic relation between them?
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Maurizio Bolognini: Computer sigillati (Sealed Computers), Installation
(programmed computers), 1992-2004. Computer sigillati are machines
(more than 200 since1992) which have been programmed to produce

unlimited streams of random images and are then left to work indefinitely
without monitors. a) Museum of Contemporary Art, Villa Croce, Genova.

http://www.bolognini.org/lectures/GA04.htm


http://www.bolognini.org/lectures/GA04.htm
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