


Figure 1.7. Roy Ascott, Logical Conditions, 1962. Glass and wood. One of four
boxes, each 18x18x9" (Diagram Box)

Figure 1.8. Roy Ascott, LOVE-CODE, 1962. 12/13 Cellulose on glass, wood,
13x48x3". (Diagram Box) Note influence of Hamilton's $4e and Duchamp's Large

Glass in Ascott's integration of female and technological forms, and the "seed cloud"
between them.



Figure 1.9. Roy Ascott, Transaction Set, 1971. Found objects, dimensions variable.



Figure 1.10. Student work at Ealing College of Art, London, supervised by Roy
Ascott, Calibrator for Selecting Human Characteristics, c. 1963.
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Figure 1.11. Student behavioural experiments at Ipswich Civic College, Suffolk,
supervised by Roy Ascott, 1965. A precursor to the parlor game of Twister? U. S.
Patent 3,454,279 was filed on April 14, 1966, and accepted July 8, 1969.
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Figure 1.12. Roy Ascott, Curriculum Diagram, Ontario College of Art, 1972.
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, 1966.

Figure 2.1. The cast of nine evenings in front of the Armory, New York
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Figure 2.2. John Cage, performing Variations VII, at nine evenings, 1966.
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EXPERIMENTS IN ART AND TECHNOLOGY
ANNOUNCES A
COMPETITION FOR ENGINEERS AND ARTISTS
AND
REQUESTS SUBMISSION OF WORKS OF ART MADE IN COLLABORATION
T0 BE SELECTED FOR AN EXHIBITION AT
THE MUSEUM OF MODERN ART, NEW YORK CITY

The Museum of Modern Art, New York, has asked Experiments in Art and Technology
to collaborate on a section dedicated to new technology in art as an extension of a
major exhibition entitled THE MACHINE, to be held in the fall of 1968 and directed
by K. G. P. Hulten, Director of Moderna Museet, Stockholm. The main body of the
exhibition will be an historical survey of works of art commenting on the machine and
the mechanical world.
Works to be considered for inclusion in the exhibition should be submitted by June
1, 1968 to Experiments in Art and Technology.
Experiments in Art and Technology is established to develop an effective collaboration
between engineer and artist. The raison d'etre of Experiments in Art and Technology
is the possibility of a work which is not the preconception of either the engineer or
the artist but which is the result of the exploration of the human interaction between
them. To encourage this aim in the works to be considered for the exhibition, Experi-
ments in Art and Technology announces a competition for the best contribution by an
engineer to a work of art produced in collaboration with an artist. The project may
be initiated by either an artist or an engineer.
’ Experiments in Art and Technology will grant a first-place award of $3000 and two
| second-place awards of $1,000 each to the engineer for his technical contribution to
| the collaboration. The jury will consist, of scientists and engineers from the technical
community who are not necessarily familiar with contemporary art. The jury will not
| be informed about the names of the collaborating enigneers. The awards will be for
the most inventive use of new technology as it evolves through the collaboration of
artist and engineer.
Final selection of the works to be shown at the Museum of Modern Art will be made
by Mr. Hulten in consultation with the Jury.
Experiments in Art and Technology will help interested engineers and artists to
establish contact. Engineers or artists who find the courdition and the exhibition
of interest should contact Experiments in Art and Technology at 9 East 16th Street,
New York, New York, 10003. The Exhibition is international.

Figure 2.3. E.A.T. Announcement of Competition for The Machine. New York
Times,
Sunday, November 12, 1967.
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== “The Museum of Modern

Figure 2.4. The Machine, exhibition catalog, 1968.
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Figure 2.5. John Latham, Time-Base Roller. 1972. Wooden cylinder, electric motor,
canvas, paint. 600cm x 426.7 cm (unrolled)

Figure 2.6. Artists Placement Group (right) with ministers from German government
(left), Bonn, December 8, 1977.
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Figure 2.7. Jean Toche, in protest at the Metropolitan Museum of Art, New York,
October 16, 1969.
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Figure 2.8. Ted Victoria, Solar Audio Window Transmission, 1969-70.
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SOFTWARE

Information technology: its new meaning for art

Figure 2.9. Software catalog, Jewish Museum, New York, 1970.
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Notes on art and information processing

Jack Burnham

Software is nol epecifically & Sarmenstration gt erginearing
Know-how, not 10r 195 mattar &2 a1t exnio ten. Hethor Ina
limited sanga 1 deMOrstratas e aftacts of contamporary
control and communicat on tochnlques ' n the kands of artisis.
Most importamtly it provides the means by which Lhe public
can persansily respond to programmaltic giluglicns
slivclures by ariists. Solle2re makas ne distinctions
butwern art 29d nor-arl; he 2ead 10 maks such daclelcns s

12

loft 1o pach vasitor, Hence the godd ¢f SoNiware I8 to toaus our
nonsibilities on the taslest g1owing arda In this culturm:
informelion processing sysléms and thelr davicos.

Just the pasl few yeers, the movomant awiy from art

s18 hES 2een precistatod by concern= wilh natural and
MEN-MAJde 3ySIems, procrsses. ecciogical e allonsnl ps, and
the philosophical-linguist < ivolvemant of Cone I Art
Allof these inerests desl o th sl oy chis ransactianal;

Figure 2.10. Jack Burnham, from Software catalog, 1970.
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Figure 2.11. Burnham at the computer, MIT Lincoln Laboratory, 1968.

22



Figure 2.12. Ted Nelson (left) and James A. Mahoney (exhibition designer, right),
going over plans for Software.
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Figure 2.13. Hans Haacke, Visitors Profile questionnaire proposed for Guggenheim
Museum exhibition, 1971 (cancelled).
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Figure 2.14. Sonia Sheridan, Interactive Paper Systems, 1969-70. Photographed at
the opening night of Software. Sheridan is holding flowers at the bottom, right.
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Figure 2.15. Joseph Kosuth, Seventh Investigation (Art as Idea as Idea) Proposition

1,1970.
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Figure 2.16. Nicholas Negroponte and the Architecture Machine Group,
SEEK, 1969-70.
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NEIL JINNEY

Les Levine Phyllis Kind Gallery, Chicago. Most were randomly distrib-
Systems Burn-off X Residual Software 1969 uted on the floor and covered with jello; some were stuck to
the wall with chewing gum; the rest were for sale.

The 33 photographs on exhibition were originally taken by “Software is the programming material which any system
the artist in March of 1969 during an excursion by New York uses, i.e. in a computer it would be the flow charts or sub-
critics and press to view the opening of the Cornell University  routines for the computer program. In effect software in
"Earth Works" exhibition in Ithaca, New York. ‘real’ terms is the mental intelligence required for any

In April, 1969, Les Levine exhibited 31,000 photographs experience. It can also be described as the knowledge
consisting of 31 separate images, 1,000 copies each, at the required for the performance of any task or transmission of
60

Figure 2.17. Les Levine, Systems Burn-off X Residual Software, 1969
(detail from Software Catalog).
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communication. They say, ‘It's going to be raining
tomorrow.” is software, All activities which have no connec-
tion with object or material mass are the result of software.
Images themselves are hardware. Information about these
Images is software. All software carries its own residuals.
The residual may take the form of news, paint, television
tapes or other so-called ‘media’. In many cases an object
Is 0f much less value than the software concerning the
object, The object is the end of a system. The software is an

open continuing system. The experience of seeing some-
thing first hand is no longer of value in a software controlled
society, as anything seen through the media carries just as
much energy as first hand experience. We do not question
whether the things that happen on radio or television have
actually occurred, The fact that we can confront them
mentally through electronics is sufficient for us to know that
they exist. ... In the same way, most of the art that is
produced today ends up as information about art.” L. L.

1]

Figure 2.18. Les Levine, Systems Burn-off X Residual Software, 1969
(detail from Software Catalog).

29



Figure 2.19. Les Levine, Iris, 1968.
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Figure 2.20. Les Levine, Contact: A Cybernetic Sculpture, 1969.
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TRI-QUARTERLY SUPPLEMENT

Hans Haacke
wind and water
sculpture

BY JACK W, BDURNHIAM

Figure 2.21. Jack Burnham, Hans Haacke: Wind and Water Sculpture, 1967. Cover
illustrates Haacke's Condensation Box, 1965 (bottom), and Sail Construction, 1965

(top).
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Figure 2.22. Hans Haacke, Visitor's Profile, installation from Information, 1970. The
Software installation would have used of a computer to tabulate data in real-time.
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Figure 2.23. Hans Haacke, News, 1969. Roy Chapin, Chairman of American Motors
Corporation, which sponsored Software, pictured in background with the artwork.
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Figure 2.24. Hans Haacke, Photo-Electric Viewer Coordinate System, 1968.
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Figure 2.25. Joseph Kosuth, Seventh Investigation (Art as Idea as Idea) Proposition
1,1970.
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ART STRATEGIES

VIDEO-ROGET

ITEMS OF
INTENTION

Figures 2.26 and 2.27. Roy Ascott, Video Roget and Thesarus, 1963.
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Figure 2.28. Roy Ascott, Diagram from Diagram Boxes and
Analog Structures (Exhibition Catalog), 1963

VIDEQ-ROGET
This Thesaurus is o statement of my intention

to use any assembly of diggrammatic and icon-

ographic forms within o given <onstruct as seems
NeCessary.,

Figure 2.29. Detail of Diagram from Diagram Boxes and Analog Structures, 1963.
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Figure 2.30. Mel Ramsden, Elements of an Incomplete Map, 1968.
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Figure 2.31. Harold Hurrell, The Cybernetic Artwork that Nobody Broke, 1969
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Figure 2.32. David Bainbridge, Lecher System, 1969-70
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Figure 2.33. Terry Atkinson and Michael Baldwin,
Key to 22 Predicates: The French Army, 1967.
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Figure 2.34. Art & Language, Index 01, 1972 (Installation at Documenta 5).
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SHARP APL SERVICE

ARTBOX: ARTISTS PRIVATE MAILBOX SYSTEM

FOR DETAILS TYPE <DESCRIBE>
MESSAGE ID: ASCOT 33
MSG TITLE: ARS ELECTRONICA TEN WINGS PROJECT
DATED : SEPTEMBER 26, 1982
DISPLAY (Y/N): Y

TEN WINGS
A PROJECT FOR ARS ELECTRONICA 1982, INITIATED BY ROY ASCOTT IN
CONSULTATION WITH I CHING, THE BOOK OF CHANGES.

YOU ARE INVITED TO PARTICIPATE IN THE FIRST PLANETARY CONSULTATION OF I
CHING. THERE WILL BE TEN PLAYERS INVOLVED AROUND THE PLANET, HENCE: TEN
WINGS". TEN WINGS IS ALSO THE NAME ATTRIBUTED TO THE OLDEST EXPOSITION

OF THE BOOK OF CHANGES.

THE PROJECT:

IT IS ESSENTIAL YOU RESPOND TO THIS CALL.

TO MAINTAIN PLANETARY BALANCE IN THE READING, AS SOON AS YOU RECEIVE
THIS MESSAGE PREPARE TO PARTICIPATE AS FOLLOWS:

TAKE THREE COINS OF EQUAL SIZE. ASCRIBE NUMERICAL VALUES TO EACH SIDE
OF THE COINS. HEAD: THE VALUE 3. TAIL: THE VALUE 2.

WHEN YOU ARE GIVEN THE SIGN TO DO SO, SHAKE THE COINS IN YOUR CUPPED
HANDS, LET THE COINS FALL SIMULTANEOUSLY.

RECORD THE SUM TOTAL OF EACH FALL.

FOR EXAMPLE: TWO HEADS: 3-3 AND A TAIL: 2 - THE SUM OF 8.

MAKE THREE THROWS OF THE COINS AND RECORD THE SEQUENCE OF TOTALS FOR
EACH THROW, FOR EXAMPLE: THROW 1: 8; THROW 2: 6; THROW 3: 7.

THEN IMMEDIATELY PLACE THIS INFO INTO YOUR TERMINAL ADDRESSED TO
<ASCOT> ON IPSA ARTBOX.

PLEASE NOTE: THE SIGN FOR YOU TO BEGIN THE THROWING OF COINS WILL BE
THE FIRST SIGHT YOU HAVE OF A BIRD OR INSECT IN FLIGHT: EITHER IN REAL
SPACE, ON TV OR IN PRINT.

THE INFO RECEIVED FROM ALL POINTS WILL GENERATE TRIGRAMS AND HEXAGRAMS
WHICH THROUGH THE MEDIUM OF MY COORDINATION WILL YIELD A MASTER
HEXAGRAM. THIS WILL PRODUCE A "WORLD OUESTION". KEEP THIS "WORLD
QUESTION" VERY MUCH AS THE FOCUS OF YOUR ATTENTION AS SOON AS YOU
RECEIVE IT BACK FROM ME VIA ARTBOX. THEN REPEAT THE PROCESS OF THROWING
COINS THREE TIMES AS SHOWN ABOVE AND IMMEDIATELY SEND THE NEW SEQUENCE
OF TOTALS TO ME ADDRESSED <ASCOT> AS BEFORE. BY THE SAME PROCESS OF
DIVINATION A JUDGEMENT, A COMMENTARY AND AN IMAGE :IN TEXT" WILL BE
GENERATED AND TRANSMITTED BACKM TO YOU AND TO THE ARS ELECTRONICA
CENTER FOR DISPLAY.

ON RECEIPT OF THE FINAL TEXT AS ANSWER TO THE WORLD QUESTION, COLLATE
ONTO A CARD () IN BLACK AND WHITE, FIVE IMAGES OF THE FIRST, REPEAT THE
FIRST FIVE OBJECTS, PEOPLE, THINGS OR PLACES WHICH RELATE IMMEDIATELY
IN ANY WAY TO THE "IMAGE" SUGGESTED BY THE TEXT AND MAIL WITHIN 24
HOURS TO ROY ASCOTT, ART ACCESS/NETWORKING, 16, BLOOMFIELD RD, BATH,
ENGLAND. A DOCUMENTATION OF THE EVENT WILL BE MAILED TO ALL THE
PARTICIPANTS AND INTERESTED PARTIES. IS ALL.

THANKS .
ACCEPT (Y/N): Y
MSG ACCEPTED: ASCOT 33

Figure 3.1. Roy Ascott, instructions for Ten Wings, 1982
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Figure 3.2. Roy Ascott, La Plissure du Texte, 1983.
Printout of computer-networking exchange.
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Figure 3.3. Roy Ascott, La Plissure du Texte, 1983. Students at the Ontario College
of Art reading print-out with Robert Adrian, back left.

46



Figure 3.4. Roy Ascott, La Plissure du Texte, 1983. Performers in Sydney enacting
print-out from computer networking exchange.
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Figure 3.5. Roy Ascott, computer monitor still from Organe et Function d'Alice au
Pays des Merveilles, 1985.
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Figure 3.6. Roy Ascott, Tom Sherman, Don Foresta, and Tomasso Trini, Planetary
Network, part of Laboratorio Ubiqua, Venice Biennale, 1986.
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Figure 3.7. Roy Ascott, Aspects of Gaia, ("Information Bar") 1989
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Figure 3.8. Roy Ascott, Aspects of Gaia (trolley under Brucknerhaus), 1983
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Figure 3.9. Stelarc, Ping Body, 1996
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Figure 4.1 Norman White and Doug Back, Telephonic Arm Wresting, 1986.
Technician lan McGuigan at Salerno Opera House.
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Figure 4.2. Paul Sermon, video captures from Telematic Vision, 1994.
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Figure 4.3. Eduardo Kac and Ikuo Nakamura, Essay Concerning Human
Understanding, 1994. Canary in New York (top) and Philodendron in Kentucky
(bottom).
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Figure 4.4. Ken Goldberg, Telegarden, 1995
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