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Dijital Sonrasi, dijitalden sonra gelecek bir paradigmaya isaret etmiyaor.
Tam tersine dijital sonrasi, dijital teknolojilerin siradanlastigi, gundelik
hayatimiza ve kUltirdmuze ickinlestigi ve normalimiz haline geldigi bugtne
isaret ediyor. Dijitalin devrim slrecini tamamlayip gundelik hale geldigine
isaret ediyor. Son otuz yilda dijitalin hayatimizi degistirmesini bir yandan
buyuk bir hazla katilarak ve onaylayarak yasadik, ote yandan da elestirel
sanat isleri ve kuramlar Ureterek tepki vermeye calistik. Ne ki, artik
elestirdiklerimiz ve onayladiklarimiz ve hatta farkina bile varmadiklarimiz
her ne idiyse oldu, simdi onlarla yasiyoruz.

Bu sergi, dijitalin hayatimiza gercekten ve cikmamak Uzere girisinden
sonraki hayatimizin tarihcelerine bakmak istiyor. Bunu da basindan, ilk
girisimler, ilk sanatsal Grinlerden, 1960°lar ve 1970'lerden baslayarak,
her bir etkinlikle, her bir arastirma ya da sanat urunuyle yazilan ve bugun
icinde yasadigimiz paradigmanin parcalari olan tarihceleri bugtnden
bakarak ckumaya calisiyor.

Medya sanatinin Tlrkiye'deki gecmisine baktigimizda cok gerilere

gidemiyoruz. Ben bu tarihin medya sanatina dair farkindalgin ve
ilginin, internetin Tlrkiye've girmesiyle hareketlendigi ve ayni slrecin
devami clarak akademide gorsel iletisim tasarimi  bolumlerinin

acllmasiyla kurumlasmaya basladigr 90larin ikinci yarisina kadar geri
gotUrdlebilecegini distundyorum. Onun 6ncesinde, déneminin bilgisayar
teknolojilerini kullanarak gaorseller Ureten, islerinin yani sira, perspektifi
ve kendisini iliskilendirdigi Amerika ve Avrupa’'daki entelektUeller ve
sanatcilar dolayisiyla isaret ettigi aralik bakimindan Teoman Madra'yi ve
1950'lerden baslayarak deneysel calismalari ile Tirkiye'de elektronik
muzigin ilk isimlerinden olan ilhan Mimaroglu'nu ve Bilent Arel'i alanda
calisan ilk sanatcilar olarak anabiliriz. Her ne kadar bu sanatcilar da
kariyerlerini, bugin medya sanati olarak adlandirdigimiz aralikta devam
ettirmemislerse de TUrkiye'de alani fark eden ilk isimlerdir. Teoman Madra
fotograf ve gorsel alanda bilgisayar kullanarak isler Uretmeye devam
etmis, Mimaroglu ve Arel ise kariyerlerine Amerika'da devam ederek
elektronik mizigin dnclleri arasinda yerlerini almislardir. 90°'lara kadar bu
alanda calisan baska bir sanatciismiyle karsilasmiyoruz. Paris'te yasayan,
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video sanatcisi olarak uluslararasi bilinirlige sahip olan Nil Yalter, 30'larin
ikinci yarisinda, medyumu kendi sanatsal ifadesi icin aracsallastiran
multimedya uygulamalari yapiyor, Yalter bugtn de bilgisayari Uretiminde
kullanan bir video performans sanatcisi olarak kariyerine devam ediyor.

TUrkiye'de kariyerini medya alaninda yapan sanatcilar ilk Grdnlerini
2000'lerde vermeye baslayan genc bir kusak. Dinyada 60'larda avangart
sanatcilarin isleriyle, teknalojiyi anlamaya calisan ve sorgulayan sergilerle
baslayan, 80'lerden itibaren bilgisayar teknolojilerinin gelisimine paralel
yayginlasarak bir sanatsal ifade alani olarak clgunlasan medya sanati
2000'lerden itibaren, asagi yukari 20-30 yillik bir gecikme ile Turkiyenin
gundemine girdi.

iletisim ve bilisim teknolgjileri dogasi geredi bugline odaklaniyor;
birdenbire dinyaya acllan kanallardan, tUm dinyanin bilgiyi paylastigr ve
yeniden Urettigi cok hizli gelisen ve degisen sireclerle, hep en son malumat
akiyor. Bugun alanda calisan, egitim géren veya ilgilenen herkesin bildigi
yazilim ortami Processing 2001'de, donanim arayl(zU Arduino 2005'te
ortaya ciktl. Yani Bati'da arastirmalarin sonuclar vermeye, yayginlik kazanip
kitlelere ulasmaya basladigi siralar, Turkiye'de ilginin henlz olusmaya
basladig yillardi. internet hizli bir sekilde olgunlasiyor ve genc kusagin
temel bilgi kaynagi haline geliyordu. Surekli olarak yeni araclar gelistiriliyor,
var olanlarin yeni surumleri cikiyor ve yaratici insanlarin uygulamalariyla
perspektif slrekli olarak dénlsiyorken, Turkiye'deki genc kusak da kisa
siirede bu tempoya ayak uydurmakta gecikmedi. ilgi alanina giren medya
sanatini (ve tasarimini) hep en son malumatlarla tanidi, 6grendi ve Uzerine
kendi bilgi ve becerisini katarak cogaltmaya devam etti. Gundem hep cok
hizli ve cok mesguldu, geriye bakacak zaman yoktu. O yUzden biz tasarim
alaninda da sanat alaninda da, Ureteni de izleyicisi de, gunu yakalamaya
calisirken gecmise bakmayi ihmal ettik. Bu serginin hedeflerinden biri o
ihmal ettigimiz araliga bir kapi acmaktir.

Medya sanati yasadigimiz hizli degisime eslik eden, her asamasinda
degisimi gorunur kilan, ovgunun yani sira ve yogunlukla elestiren ve
tehlikelere isaret eden, alan hakkinda surekli sorular Ureten, teknolojiyi



sorunsallastiran belki de tek alandir. Bu ylzden medya sanatinin tarihi
aslinda elestirel bir teknoloji tarihidir. Bugtn gelecege dair bir yon tayini
icin her seyden cok bu elestirel bakisa ihtiyacimiz var. Teknoloji gundelik
yasamimizin tUm alanlarini yeniden duzenlerken, kisisel gizlilik haklarimiz
ciddi bicimde tehdit altindayken, gazetim uluslararasi palitik bir mesele
haline gelmisken, bilgiye erisim hakki kisitlamalarla bogusurken, buglne
kadaryazilmisbutindistopyaromanlarivitrinlerin n saflarinatasinmisken,
bir dizi etik degisikligin defacto yasama zerk edildigi bir donemde tim
bunlari mumkin kilan teknolojilere elestirel bir bakis saglayacak araligi
acmak, genisletmek en acil ihtiyaclarimizdan biri haline gelmistir.

Bu sergi tam da medya sanatinin bu sahitligini, 60°lardan bu yana ele
alip gozler onune sermeye calisiyor. Bir yandan da medya sanatinin nasil
konumlanacagina dair Turkiye'de bir tartisma acmayi umuyor. Giderek ana
akim sanat piyasasiicinde yer alan medya islerini kendi tarihsel zemininde
yeniden ele alip elestirel soylemlerini ve isaret ettikleri sorunsallari
hatirlatarak, her birinin hald acik tartismalar oldugunu gostermeyi
hedefliyor.

Serginin iki ana ekseni var. Birincisi “9 Gece: Tiyatro ve Muhendislik”
1966 yilinda New York'ta, Regiment Armory binasinda 9 gece siren bir
dizi gosteriye yogunlasiyar. On sanatcinin performanslarindan olusan
etkinlik bircok bakimdan bir ilk ve sanat-ve-teknaloji alanricin bir kilometre
tasi olma ozelligi tasiyor. Teknolojinin sanatsal bir anlatim araci olarak
potansiyellerini ortaya kayuyor, sanatci ve muhendisin birlikte calismasinin
ilkelerini olusturuyor. Bir sanatci ve bir mihendisin -Robert Rauschenberg
ve Bill Klver'in- ishirligiyle baslayan ortaklik medya sanatinin kurucusu
olan anlayisin, sanatsal yaklasimin ve isbirliginin temellerini atiyor.

ikincisi ise Yeni Egilimler Hareketi'nin (New Tendencies) 1968-63 ve
1973 yillarinda Zagrep'te gerceklesen 4. ve 5. sergilerine yogunlasiyor.
Oldukca erken bir donemde ve gareceli olarak periferide ortaya cikan
bu iki éncl sergi ve cevresinde yarattigl tartisma, bir sanat medyumu
olarak bilgisayarin rustint ispatlamasi anlamina geliyor. Bu bélimde,
Yeni Egilimler’in 4. ve 5. sergilerinde yer almis eserlerin yani sira, bu
iki sergiye katilmamis ama Yeni Egilimler Hareketi'nin icinde yar almis
ve medya sanatinin ilk gorsel Grdnlerini vermis, ilk enstalasyaonlarini
yaratmis sanatcilarin islerini géreceksiniz. Medya sanatinin konvansiyonel
sanat ortamini nasil donustirdigine, yeni ve elestirel yaniyla nasil
manifestolastigina sahit olacaksiniz.

Bu sergide iki tane ilk vardi. Birincisi Remko Scha'nin "Nixon Murderer”
isimli, 1966 tarihliisi, ik defa gerceklestirildi ve seyirci onune cikti. Darko
Fritz'in makalesinde* ayrintisiyla bulacaginiz gibi, déneminde sansur
dolayisiile "Nixon Murderer” (Katil Nixan) yazan bir isi sergilemek mimkun
degildi. Scha teknoloji vasitasiyla suc unsuru olan eylemi bilgisayara delege
ediyordu ama henuz kisisel bilgisayarlar ortaya cikmamisti; o ylzden is hic
gerceklestirilemedi, sanatci tarafindan yaziimis bir Algol 60 kodu olarak

kagit Uzerinde kaldi. Darko Fritz Scha'ya bu sergide isi gerceklestirmeyi
teklif edince, 1966'da tasarlanmis protestbiris 2015'de -bence anlamindan
hic bir sey kaybetmeden- gerceklesmis oldu. Diger ilk ise Frieder Nake'nin
1971 yilida vyazdigi "Bilgisayar Sanati Diye Birsey olmamali" baslikli
makalesine Darko'nun istegiyle bir yorum/cevap yazmasiydi. Bu katalogda
bulacaginiz makale medya sanatinin kurucu sanatcilarinda birinin 30 il
onceki dustnce ve eylemine dair bir yorumu olarak arastirmacilara yeni
bir kaynak sunuyor. Bu her iki katkricin éncelikle sanatcilara, degerli Remko
Scha ve Friede Nake'ye, ve hem sergiye hem medya sanati tarihine bu
katkiyi sagladigi icin sevgili Darko Fritz'e tesekkdr ederim.

Serginin diger etkinlikleri olan Off-Line Medya Kasesi ve Cumartesi
Seminerleri, agirlikla belgesel olan bu serginin kaynak sunma misyonunu
tamamliyor. Off-Line Medya Kosesi sanatcilari, arastirmacilari, sanatseverleri
ve tum dgrencileri (sanat, mihendislik, tasarim, sosyoloji, siyaset vs.)
calismak ve sohbet etmek icin bekliyor. Bu kaynaklar sergi bitiminden
sonra da Akbank Sanat KutUphanisinde arastirmacilara ve okuyuculara
hizmet vermeye devam ediyor olacak.

Sergi sUresince gerceklesecek bir @nemli olay da bu defa
sanatseverleri sadece izlemeye degil, Turkce kaynaklari zenginlestirme
cabamiza katiimaya davet ettigimiz imece ceviri faaliyeti. Birkac medya
sanatl arsivinden birisi olan ve katiima acik yapisiyla hizla zenginlesen
artelectronicmedia.com'u hep birlikte Turkce'lestiriyoruz. Sergi boyunca
Off-Line Medya Kosesi'ndeki 3 bilgisayar, katkilariniz icin sizi bekliyor.

*Fritz, Darko. (2015) Agents of Social and Political Change in 1960s
and 1970s Digital Art. E. Ertan (ed) Histories of The Post Digital (s 12-29).
istanbul: Akbank Sanat

Yeni Egilimler Konferansi, 1969
New Tendencies Conference, 1969



Post-Digital does not refer to a paradigm that follows the digital.
On the contrary post-digital refers to the present time when digital
technologies have become ordinary and embedded, indeed normalized
within our everyday life and culture. It refers to the fact the digital has
completed its revolution and became ordinary. In the last thirty years
we have lived through the digital transformation of our lives with great
participation and enthusiasm and yet we have also tried to take account
of this process by producing critical artworks and theories. However
all that we have criticized and accepted, even what we failed to capture
has now become everyday reality.

This exhibition aims to explore the histories in becoming after the
real and seemingly permanent entry of the digital into our lives. It
begins from the beginning and looks at the first attempts, first artistic
products of the 1960s and 1970s. It attempts to read from the present
perspective the histories that were written with each event, each
research and artwork and that are part of the paradigm we live in now.

The history of media art in Turkey does not go very far back. This
history has certainly got into motion in the second half of the 1990s
with the entry of the Internet in Turkey and the concomitant interest in
media art. The opening of visual design departments in universities in
in turn fueled this process and the institutionalization of media art has
thus begun. There were of course pioneers who predated this history
and used digital technology in their work. We can cite Teoman Madra
who first used computers to produce visuals and identified himself with
the intellectual currents of his time; ilhan Mimaroglu, who was one of
the first names in electronic music in Turkey as well as Biilent Arel. Even
though these artists did not continue their careers in what we now call
media arts, they are the first people to notice the emerging field of
art and technology. Madra continued his work using photography and
computer to produce digital visuals. Mimaroglu and Arel continue their
career in the US and went on to become pioneers of electronic music.
Up until the 1990s, we see no other artist working in this field. In the
second half 1990s Nil Yalter who was internationally recognized as a
video artist, developed the first multimedia applications that utilised the
medium for her own artistic purposes. Yalter continues her career as a
video and performance artist who uses the computer in her production.

Ekmel Erfan

Artists who specifically follow a career in the media arts in Turkey
are a younger generation who began their production in the 2000s.
Media art originated in avant-garde artworks and critical exhibitions
of the 1960s that sought to explore the far-reaching effects of
technology. Its popularity increased parallel to the development of
computer technology in the 1980s and it became a mature field of
artistic expression. This field entered the Turkish arts agenda in the
2000s with a delay of some twenty or thirty years.

By their nature, communication and computing technologies focus
on the present. What we get from the fast developing and changing
channels that open up to the world is the latest information, shared
and reproduced by the entire world. Processing, the software known
by everyone working, studying or interested in this field came out in
2001; the hardware interface Ardunio came out in 2005. Therefore
the times in the West when research bore its first fruits and became
available to the wider public corresponded to the beginning of interest
in media art in Turkey. The Internet has been maturing quickly and
becoming the younger generations’ main source of information. New
tools are relentlessly being developed and existing ones updated and
as the perspective continuously shifts through ever more creative
applications, the young generation in Turkey did not fail to keep up with
the tempo. They have come to learn about the media art (and design)
of their choice through the latest information available and added
to it through their own knowledge and skills.The everyday agenda
was always very fast and busy and there was no time to look back.
Therefore in design as well as in art, as producers or audiences, we
have neglected to look back as we tried to grasp the present. One of the
objectives of this exhibition is to throw light on this gap.

Media art may be the only field that keeps pace with the wild
transformation we are going through, making it visible, critiquing and
pointing out its perils all the while celebrating it. Therefore the history
of media art is a critical history of technology. More than ever we need
suchacritical stance today in order to imagine a pathway for the future.
In today’s world, technology is reordering all aspects and dimensions of
our everyday lives, surveillance has become an international political
matter and the right to information is under serious threat. All the



dystopian novels of this world have moved to the forefront of bookstore
windows and our everyday lives are injected with a series of ethical
injunctions that aim to tame us. Therefore time is ripe to create the gap
that will allow us to cast a critical glance at the technologies that made
this possible. Such critical thinking is one our most urgent needs.

This exhibition aims to take up and display this witnessing of media
arts since the 1960s. On the one hand, it hopes to open a discussion
in Turkey on how media art is to be situated. Against the rampant
commercialization of media art in the mainstream art market, it takes
up the historical background of such art and by reminding us of the
questioning spirit, the critical edge that was there in its very inception,
it argues that the discussions initiated by early media art are still open.

The exhibition has two main axes. The first one “9 Evenings: Theatre
and Engineering” is about a legendary series of performances that
took place at the Regiment Armory building in New York in 1966. With
performances by 10 artists, 9 Evenings is a milestone in the field of art
and technology, an event where many of this field’s firsts originated.
It shows the potential of technology as an artistic tool of expression
and sets up the principles of the cooperation of engineers and artists.
The event was the co-product of an artist and an engineer —Robert
Rauschenberg and Bill Kliver. It lays the foundation of the mentality that
was to guide media art ever since.

The second axis is about the 4th and 5th exhibitions of the New
Tendencies movement, organized in Zagreb in 1968-69 and 1973. These
two vanguard events that took place in the relative periphery of Europe
at an early date and inspired a discussion meant that the computer has
come of age as an artistic medium. In this section, you will see works
that were in the original 4th and 5th exhibitions as well as works by
artists who were not in these exhibitions but were part of the New
Tendencies movement and produced some of the first visual works,
the first installations in media art. You will witness how the newness
of media arts transformed the conventional arts scene and how its
critical edge gave way to a manifesto.

There are two distinctive event in this exhibition. First, Remko
Scha's artwork "Nixon Murderer" dated 1966, is installed and exhibited
for first time. Darko Fritz explains: "As this popular anti Vietnam War
slogan was officially banned in Netherlands and therefore protesters
were shouting it rather than writing it on their banners, the machine
here took ‘responsibility’ for the action. Despite the fact that Scha was
one of few artists who actually knew computer programming at the
time, he did not have an access to the hardware to execute this piece."*
On Darko Fritz's proposal to Scha, we worked together with the artist
to install the work. Second is Frieder Nake's written respond to his own
article dated 1971, again on Fritz's proposal. Both articles of Nake's

that you can find here in this book, will provide a new perspective to
comprehend past better. | would like to thank Remco Scha and Frieder
Nake firstly and Darko Fritz for their contribution to this exhibition as
well as to the history of media art.

There are two additional events in the exhibition: Off-Line Media
Corner and Saturday seminars. These aim to complement the archival
mission of the exhibition by offering additional material. The Off-Line
Media Corner awaits artists, researchers, art lovers and all students
(arts, engineering, design, sociology, politics) for collective work and
conversation. Those resources will be accessible to researchers and
readers on akbank Sanat Library after the exhibition is over

Animportant event that will take place in the frame of the exhibition
is a collective effort to enrich the Turkish resources on media art by
collectively translating artelectronicmedia.com, one of the few available
media art archives that is growing steadily. We invite all art lovers to
partake in this endeavor by coming and working at the 3 computer
stations that will await your participation in the Off-Line Media Corner.

*Fritz, Darko. (2015) Agents of Social and Political Change in 1960s
and 1970s Digital Art. E. Ertan (ed) Histories of The Post Digital (s 12-
29). istanbul: Akbank Sanat












Bugun gercekligin dijital ve dijital-disi alanlarini birbirinden guclikle
ayirt edebiliyoruz, bu durum sanat ve insani bilimler alanlarina da yansiyor.
1960 ve 70'lerin dijital sanat calismalari melez bir nitelik gdsterir: Hem
analog hem de dijital araclardan yararlanir; bu trend yeni yuzyilin basinda
dijitalin egemen oldugu bir sanattan dontserek ginimuze geri geldi -tabii

dijital-sonrasi sartlarda Uretilerek.

Dijital ve dijital-olmayan arasindaki fark gittikce bulaniklasiyor. Bu
sergide erken dijital sanatin 18960°lar ve 70’lerde Uretilen bazi 6rneklerine
ve (Yeni) Egilimler ve E.AT. (Sanatta ve Teknolojide Deneyler) gibi
uluslararasi aglarina yakindan bakmayi 6neriyoruz.

Yeni Egilimler bashgl altindaki ilk sergi bugin Cagdas Sanatlar Muzesi
haline gelen Zagreb Cagdas Sanatlar Galerisi'nde 1961 yilinda dizenlendi.
Bu olay uluslararasi bir hareket ve aga donustl. Zamanin meshur Bati
ve Dogu bloklarindan bircok sanatcl, galeri sahibi, sanat elestirmeni
ve teorisyen Soguk Savas sinirlarini asarak her iki taraftan da bircok
sanatciyl sergiledi. Bunlar egitim temelli, algoritmik ve Uretimsel sanat
ornekleri sundular. Sanat Uretiminin rasyonellesmesi ve bir arastirma
olarak sanatin Matko Mestrovic, Giulio Carlo Argan, Frank Popper ve
Umberto Eco gibi dUsundrlerce teorik olarak ortaya konulmasindan sonra,
Yeni Egilimler sanat ve bilimin yeni flzyonlarina acild. Isik ve hareket, sanat
tarzlarini liminokinetik sanat olarak yeniden tanimlayan yeni malzemeler
haline geldiler. Sanatsal islere katilmak demokratik politik pratigin yeniden
dusunulerek incelenmesi, gorsel arastirma da bu pratigin agrenilmesi
olarak anlasildi. 1960°larin ortasinda bu trend Venedik Bienali'nde dduller
kazanip New York'taki MOMA gibi blyUtk kurumlara ulasarak sanat
dinyasinin ana akimina dahil olunca, Yeni Egilimler'in organizatdrleri
“bilinmeyene daldilar” (Putar 1969) ve Bilgisayarlar ve Gorsel Arastirmalar
basligi altinda bir sempozyum ve sergiler serisi duzenlediler.

Makinelere karsi hep olumlu bir tavir takinan Yeni Egilimler (YE)
bilgisayar teknolojisini Abraham Moles'un bilgi estetigi kavrami araciligiyla
icsellestirdi. Organizatarler bunu Yeni Egilimler'in mantiksal bir devamlilig
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olarak gorduler. Sibernetik ve bilgi estetigine olan bu ilgi bilgisayarlar ve
gorsel arastirma konusu Uzerine bir dizi uluslararasi sergi ve sempozyum
duzenlenmesine yol acti. Bu etkinlikler yeni sozcUgunin 1968 vyilinda
atilimasiyla yeniden isimlendirilen Egilimler 4 (t4 1968-1969) ve Egilimler 5
(t5 1973) sergilerinde gerceklesti. Brezilyali sanatci ve aktif YE katiimcisi
Waldemar Cordeira’nun bilgisayar sanatinin kanstriktivist sanatin yerine
gectigine dair sozleri Egilimlerin dijital ve analog aglarinin tarihlerinde
izlenebilir. 1968-1973 vyillari bilgisayar-sanatinin sadece Zagreb'te degil
butlin dunyadaki en parlak donemiydi. Medya sanatlarinda hep oldugu
gibi, teknolojinin belirleyiciligini savunan tekno-Utopyaci bir egilimle
elestirel yonelimli tekno-distopik bir egilim bir aradaydi. 1968 yazinda
Zagreb'te baslayan iddiali Egilimler 4 programi Londra'da gerceklesen
bir baska anemli etkinlikle, Sibernetik Mutlu Tesaduf ayni zamana rastladi.
Benzer sergilerin aksine Zagreb'teki sergiye kabul edilen eserlerde
aranan kriterler katiydi; sunulan eserlerin akis cizimleri ve yazilimlari
isteniyordu. Oncil sanatci Herbert Franke'nin analog programlama yoluyla
yaptigr calisma ana sergide degil, 1969 yilinda bu sergiye paralel clarak
duzenlenen ve daha énceki YE tarzlarinin analog érneklerinin sergiendigi
nt4-Gorsel Arastirma’nin Son Ornekleri sergisinde gdsterildi. 1968 ile
1973 arasinda 100'den fazla dijital sanatci YE bunyesinde calismalarini
sergilediler. En son sergi, Egilimler 5 Uc¢ bolimden olusuyordu: Konstruktif
Gorsel Arastirma, Bilgisayarli Gorsel Arastirma ve Kavramsal Sanat. Bu
komhbinasyon Uc sanat formu ve cercevesini ayni cati altinda ilk defa bir
araya getiren ve sunan [Yenil Egilimler’i sanat tarihinde tekil bir érnek
haline getirdi.

Egilimler 4 ve Egilimler 5 ile baglantili clarak 1968-1972 yillari arasinda
bit international dergisi iki dilde 9 sayi yayinlandi. Editrlerin amaci "Bilgi
tearisi, kesin estetik, tasarim, kitlesel medya, gorsel iletisim ve ilgili
alanlarda bilgi sunmak ve kesin bolimlere ayrilmasi her gecen gin daha
da zarlasan bir alanda uluslarasi ishiliginin araci olmak” idi. (Basicevic and
Picelj 1968).



Genel olarak 1970'lerin sonuna dogru sanat dunyasinda bilgisayar
temelli sanatin cekiciligi yavas yavas kayboldu. 1970'lerin bilgisayar
grafikleri figlratif gorselin imkénlarini arastirdi ve ana akim film
endustrisine animasyon ve o6zel efektler saglayarak ticari dinyanin yani
sira askeri sektore de girdi. Artik “gercek hayati” taklit eden ileri sanal
gerceklik teknikleri arastirilyordu. Bu gelismeye Duchamp-sonrasi
sanat ve temsil fikirlerine dayanan non-objektif ve kavramsal sanatin
baskinlasmasi da eklenince bilgisayar temelli sanat 1970'lerin ortasinda
cagdas sanat dunyasinin neredeyse tamamen disinda kaldi. Bu slrec yeni
nesil sanatcilarin cogunun anti-teknolgjik duyarliliklara sahip olmasiyla
daha da guclendi. Teknoloji ve bilimin Vietnam Savasi ve baska yerlerde
kot bicimlerde kullaniimasi Gzerlerinde negatif bir etki yapmisti. Ne yazik
ki Remko Scha'nmin 1969'da ALGOL programi dahilinde gerceklestirdigi
ve sUrekli olarak anti-Vietnam slogani Katil Nixan'u print eden bilgisayar
enstalasyonu bu sergiye kadar hichbir zaman gdsteriimedi. Bu calisma
cok az kisi tarafindan icra edildigi bir zamanda pekala politize ve bilincli
bir dijital sanata ilham vermis olabilin. 1970'lerin ortalarinda Frieder
Nake, Gustav Metzger ve Jack Burnham gibi dijital sanat dinyasinin 6nde
gelenleri sanat bilim ve teknaloji konusundaki soylemlerini degistirerek,
dijital sanat alanindaki gelismeleri acikca elestirmeye basladilar. Zagreb'te
[Yenil Egilimler Hareketi geriye cekildi. Egilimler 6 “bilgisayar ve gorsel
arastirma” bashgini nasil bir baglama vyerlestirecedi ve destekleyecegi
konusunda bir anlasmaya varamayan bir calisma grubu ile 5 yillik bir
gecikmenin ardindan acilabildi. En sonunda grup 1978 yilinda “Egilimler 6-
Sanat ve Toplum” adiyla sadece uluslararasi bir konferans dizenlemeye
karar verdi. Burada birkac bilgisayar sanatcisi artik cogunlukta clan
kavramsal sanatcilar ile bulustu.

1970'ler boyunca sadece az sayida sanatci yeni sosyopolitik elestiri ile
dijital sanatlari bagdastirmayi becerebildi. Ender 6rneklerden biri Michael
Fahres'in 1979'da gerceklestirdigi Maobilodrom projesi. Bu calismada
elektrikli bir araba sehirde dolasip sicaklik, hava basinci, cevresel seslerin
yUksekligi ve tinisi, hareket vb. gibi cevresel bilgiler toplar. Bu veriler
daha sonra gercek zamanli olarak hir bilgisayar tarafindan seslere
dondstarulir ve en son ses ciktisi analog bir sintisayzir ve hoparlor
sistemiyle gerceklestirilir. icinde yasadigimiz bu dijital sonrasi 2010'larda
bircok cagdas ve medya sanati festivalinde ve sergisinde buna benzer
analog-dijital melezi sehir makinelerini Fahres'inkilere benzer girdi-ciktilar
kullanirken, sosyal oneme haiz verileriislerken garebiliriz. Neyse ki, sanatta
her zaman bilinmeyen bilinmeyenler var.
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Today we can hardly distinguish between the digital and non-digital
realms of contemporary reality that reflects in arts and humanities.
Most 1960s and 1970s digital artworks are actually hybrid in nature:
they used both analogue and digital technologies. This trend developed
into a digital-born art dominating around the turn of millennium, and
came back again swinging the full historic circle -- but now created
within the post-digital conditions.

The historical distinction between the digital and the non-digital has
become increasingly blurred, and we suggest to take a closer look at
particular examples of early digital art from 1960s and 1970s and its
international networks at the time, both [New] Tendencies and E.AT.
(Experiments in Arts and Technology).

An inaugurating international exhibition under the title new
tendencies took place in1961 At the Zagreb’s Gallery of Contemporary
Art (today Museum of Contemporary Art) , This event developed into
an international movement and network of artists, gallery owners,
art critics, art historians, and theoreticians, transgressing the Cold
war barriers and exhibiting both artist from both sides, the proverbial
East and West They presented instruction-based, algorithmic, and
generative art.. Following the rationalization of art production and the
conception of art as research that was theoretically framed by Matko
MeStrovic, Giulio Carlo Argan, Frank Popper, and Umberto Eco, among
others, New Tendencies was open to new fusions of art and science.
Light and movement were the new materials, shaping art styles as
luminokinetic art. Participation with artworks was understood to be an
examination of democratic political praxis, and visual research was seen
asaway of learning it. When, by the mid-1960s, such tendencies made it
to the mainstream of contemporary art by winning prizes at the Venice
Biennale and reaching big institutions such as MOMA in New York (when
the term Op Art was inaugurated and things got commercialized), New
tendencies organizers started to “reach new leaps into the unknown

Darko Fritz

(Putar, 1969). They have organized series of symposia and exhibitions
under the programmatic title Computers and Visual Research.

Having cultivated a positive attitude towards machines from the
beginning, New Tendencies adopted computer technology via Abraham
Moles’ information aesthetic. Its organizers saw this as a logical
progression of New Tendencies. The new interest in cybernetics and
information aesthetics resulted in a series of international exhibitions
and symposia on the subject computers and visual research, which
now took place under the umbrella of the rebranded events tendencies
4 (t4, 1968-1969) and tendencies 5 (t5, 1973), after the prefix “new”
had been dropped from the name in 1968. Brazilian artist and active
NT participant Waldemar Cordeiro’s statement that computer art had
replaced constructivist art can be traced through the histories of the
both “analogue” and “digital” [New] Tendencies network themselves. The
years 1968 to 1973 were heydays of computer-generated arts not just
in Zagreb but around the world; computer arts began to be distinguish
from other forms of media and electronic arts. As it has always been
the case in the field of media arts, a technologically deterministic and
techno-utopian discourse and a critically minded and techno-dystopian
one co-existed. The ambitious tendencies 4 program begun in Zagreb
in the summer of 1968, parallel to another milestone event: Cybernetic
Serendipity exhibition in London. Unlike any other exhibition, the formal
criteria applied in the selection of “digital” works for the exhibition
in Zagreb were rigorous; flow-charts and computer programs of
digital works were requested, and the artworks by pioneer Herbert
Franke, created by means of analogue computing, were not included
but presented in a parallel 1969 exhibition titled nt4 - recent examples
of visual research, which showed analogue artworks of previous New
Tendencies styles. Between 1968 and 1973 more than 100 digital arts
practitioners within [New] Tendencies presented their works. The
last exhibition, tendencies 5, consisted of three parts: constructive
visual research, computer visual research and conceptual art. This



combination made [New] Tendencies the unique example in art history
that connected and presented those three forms and frameworks of
art - Concrete, Computer and Conceptual — under the same roof.

In connection with the tendencies 4 and tendencies 5 programs,
nine issues of the hilingual magazine bit international were published
from 1968 to 1972. The editors’ objective was “to present information
theory, exact aesthetics, design, mass media, visual communication, and
related subjects, and to be an instrument of international cooperation
in a field that is becoming daily less divisible into strict compartments”
(BaSicevi¢ and Picelj 1968).

Computer-generated art’s attraction gradually faded from
the art world at large during the 1970s. Computer graphics of the
1970s explored possibilities for figurative visuals and — by delivering
animations and special effects for the mainstream film industry —
entered the commercial world as well as the military sector, advancing
virtual reality techniques that simulated “real life.” In the larger
context of an increasing dominance of conceptual and non-objective
art building on post-Duchampian ideas of art and representation this
development led to the almost-total exclusion of computer-generated
art from the contemporary art scene around the mid-1970s. This
process was further fueled by the rising anti-technological sentiment
among the majority of the new generation of artists, created by the
negative impact of the military-academic-corporate complex’s use of
science and technology in the Vietnam War and elsewhere. Itis pity that
computer installation that endlessly print anti-Vietnam war slogan Nixon
Murderer by Remko Scha, conceived and written in ALGOL program in
1969 had not been realized until this very exhibition. It may well have
influenced and inspired politically engaged digital art at a time it was
practiced only by very few artists. In the mid-1970s major protagonists
in the field of digital art, such as Frieder Nake, Gustav Metzger, and
Jack Burnham, shifted discourses on art, science and technology,
openly criticizing developments of the digital arts field. In Zagreb the
[New] Tendencies movement drew back: tendencies 6 started after
5-years of preparations by the working group who couldn’t come a
consensus on how to contextualize and support “computers and visual
research”. Finally the group agreed on organizing only an international
conference tendencies 6 - Art and Society in 1978 where, again few
computer artists met with conceptual art practitioners who were now
the majority.

During 1970s only few digital art practitioners succeeded to merge
the new sociopolitical critique with digital arts. One of rare examples is
the Mobilodrom,a1979 projectbyMichael Fahres. Inthiswork, anelectric
car drives through the city and collects environmental information like
temperature, air pressure, volume and pitch of environmental sounds,
movement and others. These data were translated in real time into

sounds by a computer and final sound output was performed by an
analog music synthesizer and speaker system. We may well see such
analogue-digital hybrid urban mobile machinery operating real-time
interactive and socially engaged content, using the same or similar kind
of inputs and outputs in both media-art and contemporary art festivals
and exhibitions around the world at this very contemporary post-digital
moment of the 2010s. Fortunately, in art there are always unknown
unknowns.
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Remko Scha, Katil Nixon (Nixon Mordenaar), 1969
Remko Scha, Nixon Murderer (Nixon Mordenaar), 1969

11






























21









24

evenings:S

OCTOBER13-14-15-16 18-19 21-22-23 8:30 PM. 3
25th STREET ARMORY NYC TELEPHONE 689-3315 x-.s

PERFORMANCES OF DANCE - MUSIC - FILM - TELEVISION - TECHNOLOGY BY CAGE-CHILDS-FAHLSTROM -
HAY-HAY-PAXTON - RAINER - RAUSCHENBERG - TUDOR - WHITMAN - EXECUTIVE COORDINATION: KLUVER



C=ECH : TIVATRCD VE MU———ENDISLIK
E=VENINC=S:TI IEATRE & ENGINE==ERING

The Regiment Armory |New York | 1966

10 SANATCI VE AVANGARD PERFORMANSCININ BELL TELEFON
LABORATUVARI'NDAN 30 MUHENDISLE ISBIRLIGI UZERINE 10 FiLM

10 FILMS, 10 ARTISTS AND AVANT-GARDE PERFORMERS IN
COLLABORATION WITH 30 ENGINEERS FROM BELL TELEPHONE
LABORATORIES IN NEW YORK

JOHN CAGE | CESITLEMELER VI | VARIATIONS V|
LUCINDA CHILDS | ARAC | VEHICLE
OYVIND FAHLSTROM | SARAPTAN DA TATLI OPUCUKLER |
KISSES SWEETER THAN WINE
DEBORAH HAY | SOLO
ALEX HAY | GIMEN TARLASI | GRASS FIELD
YVONNE RAINER | TASIMA ARALIGI | CARRIAGE DISCRETENESS
ROBERT RAUSCHENBERG | AGIK NOTASYON | OPEN SCORE
STEVE PAXTON | FIZIKSEL SEYLER | PHYSICAL THINGS
DAVID TUDOR | BANDONEON! (bir kombinasyon) | BANDONEON! (a combine)
ROBERT WHITMAN | IKI SU CUKURU-3 | TWO HOLES OF WATER-3
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Tivatr ve Miih ndislik

New York'taki 25. Cadde ile Lexington arasindaki 69. Alay Cephaneligi'nde 13-23 Ekim 1966 tarihleri arasinda gerceklesmis 10 performanstan
olusan bir seridir. Her sey sanatci Robert Rauschenberg ve miihendis Billy Kliiver’in sanatgilarin, dansgilarin ve bestecilerin yeni teknolojinin yaratici
olanaklarindan faydalanacaklari bir proje tasarlamasiyla basladi. 10 sanatg davetliydi: John Cage, Lucinda Childs, Oyvind Fahlstrém, Alex Hay, Deborah
Hay, Steve Paxton, Yvonne Rainer, Robert Rauschenberg, David Tudor ve Robert Whitman. Kluver bu sanatcilarin Murray Hill, New Jersey’'deki Bell
Telefon Laboratuvarlari’ndan otuz mihendisle bulusmalarini sagladi. Sanatcilar performanslarinda temel rol oynayacak teknik donanimlari gelistirmek
amactyla 10 ay boyunca mihendis ve bilim adamlariyla ¢alistilar.

9 Gece, artik 1960’larin en 6nemli olaylarindan biri olarak kabul ediliyor.Buna karsin 9 Gece tzerine zamaninda kaydedilmis ancak islenmemis
belgesel film ve ses malzemesi 30 yil E.AT. arsivlerinde beklemis.

Bu performans 1950’ler ve erken 1960’lar New York'unda sanat, dans ve miizik alanlarindaki olagantistii hareketliligin bir sonucuydu. Ayni
zamanda bu alanlarda calisan sanatgilarin teknolojik olanaklar calismalarinda kullanabileceklerini kesfettikleri yeni bir dénemin baslangiciydi. 9 Gece,
yeni teknolojinin tiyatro alaninda kullaniminda birgok ilki tanitti: Fiber-optik kameralar, kizildtesi televizyon, gercek zamanli ses ve isik kontroll igin bir
kontrol sistemi, kapall devre televizyon ve televizyon projeksiyonu.

9 Gece'de gerceklesen sanatgi-mihendis ishirliginin yaratti§i ilgi ve heyecan miihendisler Billy Kliver ve Fred Waldhauer ile sanatcilar Rober
Rauschenberg ve Robert Whitman'i 1966 Sonbaharinda Sanat ve Teknoloji'de Deneyler (Experiments in Art and Technology, E.AT.) adli kr amaci
gutmeyen yapliy! olusturmaya yoneltti. E.A.T.nin amaci giincel sanatgilarin mihendisler ve bilim adamlariyla iliski ve isbirlikleri yoluyla yeni teknolojinin
gelisen olanaklarindan faydalanmalarini saglamakti.

Performanslar, Alphons Schilling tarafindan gogunlugu 16 mm siyah-beyaz ufak bir bolimii de 35 mm renkli olmak iizere filme alindi. Peter
Moore, Robert McElroy, Burt Shavitz ve Franny Breer fotograflari cektiler.

Isvecli yonetmen Barbro Schultz Lundestam, yapimci Julie Martin ve sanatgilarin gabalariyla olusturulan bu seri eldeki malzemenin izin verdigi
Olciide orijinal calismalara sadik kalarak her sanatginin eseri ve dénem hakkinda ayrintil bir sahitlik olusturmaya calisiyor.

Her film; film, fotograflar ve diger belgesel materyalin yani sira sanatgilar, miihendisler ve diger katilimcilarla yapilan ve calismalarinin 6zgil
teknik ve sanatsal ayrintilarini ortaya koyan séylesilerin bulundugu bélumler iceriyor.

Robert Rauschenberg serinin basligini ve bitin filmlerde kullanilan giris miizigini olusturdu.



g

A —T
Th atre and Enging ring

Is a series of ten performances which took place at the 69th Regiment Armory at 25th Street and Lexington from October 13 to 23, 1966. The artist Robert
Rauschenberg and engineer Billy Kliver organized a project that would provide artists, dancers and composers with the stimulating creative possibilities of
the new technology. Kliiver arranged for the ten invited artists - John Cage, Lucinda Childs, Oyvind Fahlstrom, Alex Hay, Deborah Hay, Steve Paxton, Yvonne
Rainer, Robert Rauschenberg, David Tudor and Robert Whitman - to meet with a group of thirty engineers from Bell Telephone Laboratories at Murray Hill,
New Jersey. The artists worked for ten months in collaboration with the engineers and scientists to develop technical equipment that was used as an integral
part of their performances.

9 evenings is now recognized as a major event of the 1960s, and there is increasing demand for information about the performances. Raw documentary
film and sound material from 9 evenings has been in the E.AT. archives for more than thirty years.

It was the culmination of an extraordinary activity in art, dance and music in New York in the late 1950s and early 1960s as well as the beginning of a new
erain which artists in these fields explored the use of technology in their work. 9 evenings introduced many “firsts” in the use of new technology for theater,
from fire-optics cameras to infrared television, a control system for real-time manipulation of sound and lights and closed-circuit television and television
projection.

The interest and excitement generated by the artist-engineer collaborations for 9 evenings led engineers Billy Kliiver and Fred Waldhauer and artists
Robert Rauschenberg and Robert Whitman in the fall of 1966 to found the not-for-profit organization Experiments in Art and Technology. E.ATs goal was
to provide contemporary artists with access to all aspects of new technology as it developed in research institutions and laboratories through contact and
collahoration with engineers and scientists.

The performances were filmed by Alphons Schilling on 16mm black and white and a few parts on 35 mm color. Stills were taken by Peter Moore, Robert
McElroy, Burt Shavitz and Franny Breer.

This documentation was lost for more than thirty years, but is now beingorganized by the Swedish director Barbro Schultz Lundestam, the producer Julie
Martin and the artists, to make a film presentation of each artist’s work as faithful to the original work as the existing material permits.

Each film will also contains a documentation section of still photographs, documents and original interviews with artists, engineers and other participants
that will illuminate specific technical and artistic aspects of the work.

Robert Rauschenberg has made the series titles and titles sound, which will ishe used for all ten films.
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CESITLEMELER VI
VARIATIONS VI
JOHN CAGE

Eserde kullanilan asil akustik malzeme Cephaneligin (The Regiment Armory) disindan gelir. Yirmi transistorlii radyo gelisiglizel olarak gdsterinin icerigine ve istasyonlar
arasindaki girisime midahale eder. Ayrica, Cage 10 ayri telefon hatti kullanarak New York'un cesitli noktalarindan topladii ortam giiriiitiistinii gdsteri stiresince yayinlar.
Bu noktalar Liuchow'un Restorani, Bronx Hayvanat Bahcesi Kushanesi, 14. Sokak Con Edison Elektrik Santrali, ASPCA Kayip K6pek Barinagi, New York Times gazetesi basin
odasi, Terry Riley’nin kaplumbaga akvaryumu ve Merce Cunningham'in sttidyosuydu. Bu dis kaynaklarin yani sira sese déniisen sinyaller yaymakta kullanilan iki Geiger sayaci
da vardrr. Calisma platformlarinin her tarafina yerlestirilmis alti kontak mikrofonu sanatgilarin meyve sikacagi, mikser vs. gibi mekanik nesneleri calistirarak cikardiklari
guirtiltuleri yukseltir. Son olarak David Behrman alnina elektrotlar takar ve toplanan biyolojik veriler genligi verilere gére degisen siniis dalgalarina déniistiirGiliir. Toplanan
sesler 17 ayr kanal olarak Cephaneligin 12 ayri hoparldriinden verilir. Biitiin ses kaynaklar canli yayinlandidi icin dnceden belirlenmis bir diizenek izlemiyorlardi, bunun tek
istisnas! her gdsterinin baslangicini anons etmek tizere programlanmis olan siren sesiyd.

The main acoustic material originated in places outside the Armory. Twenty transistor radios randomly intercepted the content of the shows and the interference
between the stations. In addition, Cage used 10 telephone lines to pick up ambient noises from various locations in New York, and broadcast them for the duration of the
performance. These places included Liuchow’s Restaurant, the Bronx Zoo aviary, the 14th Street Con Edison electric power station, the ASPCA lost dog kennel, the New
York Times press room, Terry Riley's Turtle tank and Merce Cunningham'’s studio. Along with these outside sources, there were also two Geiger counters which were
used to give off signals that got converted into sounds. Six contact microphones placed across the whole range of work platforms, amplified noises generated by the
performers as they played with a host of mechanical objects, like juicers, mixers and so forth. Finally, David Behrman wore electrodes on his forehead. The biological data
gathered were then converted into sine waves whose amplitudes varied accordingly. The sounds picked up were sent through 17 audio outputs and played over the 12
Armory speakers. Since all of the sound sources were live feeds, they did not follow any pre-established order—apart, that is, from the sound of a siren programmed to
announce the start of each performance.
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ARAC
VEHICLE
LUCINDA CHILDS

Arag'ta; iskeleye asll bir pleksiglas kiip, bir pervane rizgariyla donmektedir. Birbiri ardina (i¢ projektdr calisir ve hareket eden kiiptin gélgelerini Gige katlar. Bitin
bunlar olurken; Alex Hay ve William Davis hir hava yastii yardimiyla yerden birkag santim yiksekte hareket eden “Yer Etkisi Makinasi (G.EM.)"ninicinde Cephanelige girerler.
“Yer Etkisi Makinasi"ndan Lucinda Childsa icinde ampuller bulunan tig kirmizi kova verirler, o da bunlart iskelenin merkezinde asar. Childs kovalar 70 kHz'lik Doppler sonar
sisteminin yaydigi sinyalin icinde sallandinr. Kovalar gésti ile omuzlari arasindadir, kovalardan ve plexiglas kiipten cikan 1sik huzmeleri sinyalin icinden gecer ve ana perdede
gblgeler olusur. Bu sirada, sonarin yakaladigi ve osiloskop araciligiyla bir video sinyaline déniisen dalgalar gérinr. Isk kaynaklari ile sonar arasindaki bilgi alisverisi ve
G.EM'in altindaki vakum motorlarinin ugultusu yumusak bir tislamaya benzer bir ses yaratir. Ayni zamanda WQXR radyo istasyonu kesintili (dinleyicinin duymadidi) cesitli
sesler yayinlamakta, bunlar da kovalar ve plexiglas kiip ile birlikte ampulleri agip kapatmaktadir. En sonunda kovalarin 45 renki slayti ana perdeye yansitilr.

In Vehicle, a Plexiglas cube was suspended from scaffolding and made to rotate by wind from a fan. Three light projectors were switched on, one after another,
gradually tripling the shadows of the moving cube. While this was going on, Alex Hay and William Davis entered the space of the Armory inside the “Ground Effect Machine,”
G.EM. which rose several inches above the floor on an air cushion. From the GEM., they delivered three red buckets containing bulbs to Lucinda Childs, who hang them
from the centre of scaffolding. Childs kept the buckets swinging back and forth inside the beam emitted by the 70-kHz Doppler sonar system which swept across a
distance of some twenty feet, and at a level located approximately between Childs’ waist and shoulder. The light rays emanating from the buckets and Plexiglas cube cut
across the beam in the process, casting shadows on the central screen. Meanwhile, one could see the waves picked up by
the sonar device and converted into a video signal by means of an oscilloscope. Noises somewhat akin to a soft hissing were generated by the flow of information between
the light sources and the sonar device, as well as by the humming of vacuum cleaner motors under the G.EM. At the same time, the radio station WQXR broadcast live a
variety of intermittent sounds (inaudible to the audience) that switched the bulbs on and off, along with the buckets and Plexiglas cube. At the end, 45 color slides of the
buckets were projected on the central screen.
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SARAPTAN DA TATLI OPUCUKLER
KISSES SWEETER THAN WINE
OYVIND FAHLSTROM

Saraptan daTatl Opiiciikler; canli oyuncular, karmasik problar, slaytlar, filmve televizyon projeksiyonuigeren karmasik bir siirsel tiyatro performansidir. Karakterlerden
bazillari sbyle siralanabilir: Jedadiah Buxton (Robert Rauschenberg) kafasindan biiyiik sayilar ¢arpabilen bir deli dahiydi. Lame bir kiyafet icindeki Uzay Kizi sahneye tavandan
sarkan bir vingle iniyordu. Jole dolu bir yiizme havuzunda da bir baska gen¢ kadin vardi. Ayrica uzaktan kumandall Mylar'dan sisme bir fuze de Cephanelik'te daireler
ciziyordu. 1966 performansi; 60larda haberlerde yer alan biitiin konulara deginiyordu: Afrika Kitas’'nin kolonyal efendileriyle savasl, stiregelen nilkleer silahlanma yaris,
irkgilik ve ABD'deki etnik ayaklanmalar, devam eden Vietnam Savasi, élime yakin deneyim cinsiyet degisim ameliyatlari, uyusturucular ve bir savas sucu olarak kiiiklere
taciz Uizerine hikayeler. Fahlstrém, Saraptan da Tatl Opiiciikler iizerine soyle yazmistr: “Bunu yeni bir medyuma gegis ritiieli olarak diiiiniiyorum, Total Tiyatro'ya”

Sweeter than Wine was a complex poetic theater performance incorporating live actors, elaborate props, slides and film and television projection. Some of the
characters were Jedadiah Buxton (Robert Rauschenberg), an Idiot Savant who could multiply large numbers in his head, Space Girl, dressed in silver, who descended in
awinch hoist from the ceiling, a girl in a plastic swimming pool of Jello, and a remote-controlled Mylar inflated missile circling the Armory. Performed in 1966 it took in all
subjects that filled the news in the 60s: the African continents battle with its colonial masters, the ongoing nuclear arms race, race discrimination and the race riots in US,
the ongoing Vietnam War, stories about near-death experiences, about sex changing surgery, about drugs and war crimes as sexual abuse of minors. Fahlstrom wrote
about Kisses Sweeter than Wine: “| think of it as initiation rites for a new medium, Total Theater.”
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SOLO
DEBORAH HAY

Uzaktan kumandayla donatilmis sekiz arabanin stirticileri belirir ve sahnenin kenarlarina oturur. Bir orkestra sefi gibi davranan James Tenney baslama isaretini verir.
Her araba siiriiciisii taninabilmesiicin farkli bir numaraya sahiptir. Ug dansci sahneye girer, bir tanesi bir arabanin iizerindedir. Arabalarin hizina adapte olurlar. Birkag dakika
sonra, David Tudor, Toshi Ichianagi'nin miizi§ini Cephanelik hoparlérlerinden galar. Baska danscilar belirir ve senkronize olmayan el ve kol hareketleri yaparlar. Notasyon
bagimsiz koreografik motiflerin gelisigiizel degistirimesini ngoriiyordu. Dansgilar tek baslarina ya da gruplar halinde ayni ydne dogru hareket ederler. Hareketsiz dururlar;
-ayakta, yerde yatarken ya da arabalarin iizerinde. Gercekte koreografik yapi, bazi kurallara baglyd:: Bir trio kurmak igin danscilara sadece bir araba yaklasabilirdi. Bir
dansg!, duruma bagh olarak trio'yu bir arabanin énerdigi tarafa yoneltebilir ya da baska bir yéne dnehilirdi. Bir dansgi egzersiz hareketlerini tekrarlamak istediginde Mylar
(polyester film) perdelerin énlinde pozisyon alip bir baska dans¢inin ona katimasini beklemek zorundaydi. Gosteri, Isiklarin yavas yavas sénmesiyle biter. Dansgllar yavasca
Mylar perdelere dogru ilerleyip seyirciyi selamlarlar.

Eight cart drivers equipped with remote controls emerged from the wings and sat down on the side of the stage. The go-ahead signal was given by James Tenney,
who functioned as an orchestra conductor. Each cart bore a conspicuous number that enabled the driver to keep track of it. Three dancers made their entrance, one
travelling on a cart. They adopted the pace of the carts’ movements. After some minutes, David Tudor played music by Toshi Ichianagi over the Armory speakers. More
dancers came on and performed a series of unsynchronized arm and leg exercises. The score provided for a random switching of distinct choreographic motifs. The
dancers walked about singly or in groups moving in the same direction. They remained still — standing, lying on the floor or propped on the carts. The choreographic
structure did follow certain set rules, only a cart could approach individual performers in order to form a trio. A dancer could, depending on the circumstances, lead the
trioin the direction suggested by an approaching cart, or he or she could also spin around in another direction. When a dancer felt like repeating the sequence of exercise
moves, he or she took up a position in front of one of the Mylar curtains and waited for a partner tojoin in. The performance wound down as the lights dimmed. The dancers
moved slowly toward the Mylar sheets and greeted the audience.
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CIMEN TARLASI
GRASS FIELD
ALEX HAY

Cimen Tarlasi’nda Alex Hay, iginde 6zel tasarlanmis diisiik frekanslarda 80 dB ses saglayan diferansiyel amplifikatorler, bedenine ve basina
yerlestirilen elektrotlar aracili§iyla beyin dalgalari, kas aktivitesi ve g6z hareketini algilayan FM vericileri bulunan bir sirt cantasi takiyordu. istenen etkiyi
olusturmak igin kafasina ve sirt bolgesine elektrotlar takiliyordu. Alex numaralanmis 64 adet kumas parcasini zemine yayarken bu sesler izleyicilere
yayinlaniyordu. Daha sonra sahnenin merkezine, kafasini yakindan geken bir kameranin éniine oturuyor, bogazina bedeninin gikardigi sesleri yiikselten
bir mikrofon yerlestiriliyordu. Hay pozisyonunu korurken, Robert Rauschenberg ve Steve Paxton uzun sopalarla sahneye ¢ikip kumaslari toplamaya
basliyorlardi. Hay'in basta izledi§i diizensiz yolun aksine, Rauschenberg ve Paxton kumas numaralar konusunda kati bir kronolojik sira izliyorlar.

bitirmesini bekliyor. Her ikisi de islerini bitirince; Hay ile birlikte sahneyi terk ediyorlar.

In Grass Field, Alex Hay wore a backpack of specially designed differential amplifiers with a peak gain at low frequencies of 80 db and FM
transmitters which picked up brain waves, muscle activity and eye movement from electrodes placed on Alex’s head and body. To produce this
phenomenon, electrodes were placed on his head and back muscles. These sounds were broadcast to the audience as Alex carefully laid out 64
numbered pieces of cloth. Then he was seated centre stage, in front of a video camera that filmed closeups of his head. A microphone was also placed
on his throat, this time amplifying sounds actually given off by his body. While Hay maintained his position, Robert Rauschenberg and Steve Paxton
came onstage with poles to pick up the pieces of cloth. Unlike Hay’s random path in the first moment, that of Rauschenberg and Paxton followed a
strict chronological sequence determined by the numbers on the cloth squares. The two of them then piled the fabric near Hay’s body. When one of
them had finished with his side of the stage, he leaned on his pole and waited for his partner to complete his task. Once both of them had finished,
they left the stage along with Hay.
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TASIMA ARALIGI
CARRIAGE DISCRETENESS
YVONNE RAINER

Tasima Aralifi'nda Yvonne Rainer performans boyunca Cephanelik balkonunda kalmis ve direktiflerini walkie-talkie araciligiyla vermistir. Dansgilarin
bilek ya da omuzlarina alicilar takilidir. Gosterinin basinda kontrplak panelleri, metal levhalar, borular ve paralelyizluler ve benzer objeler Cephanelik
zeminine 20 bélum halinde yerlestirilir. Tek ya da gift olarak, dansgilar objeleri bir bélimden digerine tasirlar ve géreve ¢agriimadiklari zaman ayakta
durup gelecek talimatlari beklerler. Birgok kez, sahne fonu olarak kullanilan iki perdeye slaytlar yansitilir. Birkag 16 mm film projektori kesintili olarak
calistiriip filmlerden pargalar gosterilir. Programlanmis olaylar arasinda teller Gzerinde hareket eden seffaf bir top ve solenoid, 16 m yiikseklikte
asili bir kafesten asagi bosaltilan 100 kdpiik top vardir. Filmlerin gosterildigi perdeler sonunda bel verip diiserler. Steve Paxton kendisini yerden 16 m
yukseklikteki balkondan salincak tizerine firlatir.

In Carriage Discreteness, Yvonne Rainer remained on the Armory balcony throughout the performance, relaying her instructions by walkie-
talkie. The dancers were equipped with receivers on their wrists or shoulders. At the start of the performance, an array of objects, including
plywood panels, metal sheets, pipes and parallelepipeds were placed into 20 separate sections on the Armory floor. Alone or in pairs, the dancers
carried objects from one zone to another. Before being called upon, the dancers stood and waited for instructions. On several occasions, slides were
projected on two screens that served as stage backdrops. Several 16-mm projectors switched on intermittently to show excerpts from films. Among
the programmed events were a transparent ball and solenoid that moved on wires, 100 Styrofoam balls that fell to the floor from a cage 50 feet
above. The screens on which the films were projected eventually sagged and fell down. At the end Steve Paxton launched himself from the balcony on
a swing 50 feet above the floor.
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ACIK NOTASYON
OPEN SCORE
ROBERT RAUSCHENBERG

Acik Notasyon'da iki tenis oyuncusu ana sahnede kurulan bir tenis sahasinda pozisyon alir. Raketlere takili kontak mikrofonlari top seslerinin
yaratti§i titresimleri yakalar. Bu veri kisa dalga (izerinden 6nce iki alici/transistore oradan da Cephanelik hoparldrlerine verilir. Ayni zamanda raketin
tellerine garpan toplarin yarattigi titresim Cephanelik tavanindaki 36 lambayi tek tek sdndiren bir mekanizmaya doniisir. Tim isiklar séniince de mag
biter. Daha sonra sahnede 500 kisi toplanir ve bunlar balkona yerlestirilen bir kizilétesi kamera aracilifiyla filme alinir. Her katilimei Rauschenberg’in
verdigi ve ezberledigi 10 talimat dogrultusunda hareket edebilir. Kizil6tesi kameralarla cekilmis filmler ti¢ perdede gésterilir. En sonunda Rauschenberg
sahne boyunca yirir, Simone Forti’nin sarmalanmis bedenini tagimaktadir. Arada bir onu yere koyar. Bu sirada Simone de bir italyan baladi séyler.

In Open Score, two tennis players took up positions on the tennis court set up at centre stage. Contact microphones fitted onto the racquets
picked up the reverberations produced by the sound of the balls. These data were relayed by short wave (FM) to two receivers/transistors and from
there to the Armory speakers. At the same time, the reverberations of the balls hitting the racquet strings triggered an automatic mechanism that
shut off the 36 lights on the Armory ceiling one by one. The match ended once all the lights were out. 500 people then assembled on the stage, where
they were filmed by infrared cameras that had been set up on the balcony. Each participant was required to move around in accordance with 10
memorized instructions provided by Rauschenberg. They were filmed with infrared cameras and the images appeared on three screens. At the end
Rauschenberg walked across the stage carrying the swaddled body of Simone Forti, putting her down from time to time; she, for her part, sang an
Italian ballad.
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FIZIKSEL SEYLER
PHYSICAL THINGS
STEVE PAXTON

Fiziksel Seyler’de performans alani bantla birlestirilmis bir polietilen tiipler agindan olusur. Cephanelik sahnesinin 1860 metrekaresini kaplayan
bu yapi on tane pervanenin yaratti§i havayla sisirilmistir. Katiimcilar 6nce 50 m uzunlugunda bir tiinele girer ve dort performans alanindan gecerler.
Paxton’in Orman Odas! olarak adlandirdi§i alanin yeri suni gim ile kaplidir. Agag ve diger bitki motiflerinin slayt imajlari ise perdeye yansitilir. ikinci tinel
Biiyilk Oda adi verilen ¢ok daha genis bir alana acilir. Ugiincii alanda sanatgilar katiimcilari dramatik jestlerle durdururlar. iceriden aydinlatimis olan
bu tiinelde bedenleri iyice ortaya ¢ikaran opak ve seffaf bolimler bulunmaktadir. Bir bez par¢asinin arkasina saklanan sanatcilar bedenlerinin kolayca
tanimlanamayacak kisimlarini gosterirler. Bir baska noktada, iki sanatgi kollarini ve yizlerini deri ile damarlar arasindaki 1si farkini gdsteren bir driin
ile kaplarlar. Daha sonra katilimcilar iceriden iki glclii projektdrle aydinlatilan ve siirekli ugultulu bir sesle dolan yaklasik 30 m uzunlugunda dikey bir
tiinele tirmanir. Ayrica ylrUy(slerinin basindan beri yanlarinda bulunan kiiglik transistérli radyo alicilari sayesinde hir ada asili kablo devrelerinin
yaydigi dalgalari yakalarlar.

In Physical Things the performance environment was made up of a network of polyethylene tubes assembled with adhesive tape. The structure, which
took up some 20 000 square feet of the Armory stage, was inflated with an impressive quantity of air generated by ten fans. The participants entered
a first tunnel extending for 150 feet and then crossed through four performance areas. The ground in the area that Paxton dubbed Forrest Room was
covered with artificial grass. Slide images of trees and other vegetation motifs were projected on screens. The second tunnel opened onto a much larger
area called the Big Room. In the third area, the Performance Tube, participants were stopped by performers using theatrical gestures. Lit from inside, this
tunnel had opaque and translucent sides that gave greater prominence to the bodies. Concealed behind a piece of fabric, a number of performers exposed
parts of their bodies that were not easily identifiable. Elsewhere, two performers coated their faces and arms with product that showed the differences
in temperature of the blood vessels and skin. Then the participants had to climb the Tower, a 100-feet vertical tunnel lit from inside by two powerful
floodlights and filled with a constant buzzing sound. The participants picked up the waves broadcasted from wire loops suspended in a net, located above
certain tunnels and outside the structure, with small radio receivers, which they had been wearing from the beginning of their path.
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BANDONEON! (BIR KOMBINASYON)
BANDONEON! (A COMBINE)
DAVID TUDOR

Bandoneon! (bir kombinasyon)'da, David Tudor koriiklerinde sesi alan kontak mikrofonlari takili bir bandoneon calar. Bunlar ses sinyale
donustaruldikten sonra aninda Robert Kieronski'nin Vochrome'u, Lowell Cross’un TV Osilatori gibi ¢esitli teknolojik gereclere génderilir ve sekiz
Istk kaynag! veya 12 hoparlorli bir sisteme dagitilir. Tudor’un calisl, akort ve perde degisiklikleri, ses diizeyi ve galis tarzindaki farklilagmalar, tempo
degisimleriyle birlikte ortamdaki elektronik seslerin, yanip sénen projektérlerin ve perdedeki video gérintisiinin degisiminin icerisinden duyulur.
Efektlerin miizikle olusturuldugu bu diizenek bazen bir geciktirme mekanizmasi araciligiyla bozuluyor. Tudor bazen galgisina bagl bir levyeyi kullanarak
bilgi akisini kesiyor ve Cephaneligin tavaninda yankilanan ekolari duyulur hale getiriyor. Buna ek olarak, Orantili Kontrol Sistemi ses diizeyini ve Isiklarin
parlakhigini ayarlamay miimkiin kiliyor. Arabalar sahnenin merkezi boyunca hareket etmeye basladijinda, izleyiciler bunlarin ¢ikardi§i seslerin siddetiyle
uyumlu olarak titresen kiictik hoparlorler ve metal nesnelerle donatildigini gértiyor.

In Bandoneon! (a combine) David Tudor played a bandoneon whose bellows were fitted with contact microphones that picked up the sound
sources. Once these were converted into signals, they were instantly transmitted to various technological components like Robert Kieronski's
Vochrome, Lowell Cross’s TV Oscillator and redistributed through the eight light sources, or the system of 12 speakers. Tudor’s playing, changes in
pitch and interval, variations in audio level and style of playing, switches of tempo, was perceptible among the electronic noises, the flickering of the
light projectors, and the modulations of the video image projected on the screens. This determination of effects by music was sometimes broken by
a delay mechanism. Tudor sometimes made use of a lever attached to his instrument to suddenly cut the flow of information and make the echoes
reverberating against the Armory ceiling audible. In addition, the Proportional Control System made it possible to change the volume of the audio
and the brightness of the lights. When the carts began to move across the centre of the stage, the viewers could see they were outfitted with small
speakers and metal objects vibrating in accordance with the intensity of the sounds emitted.
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IKi SU CUKURU-3
TWO HOLES OF WATER-3
ROBERT WHITMAN

iki Su Cukuru-3'te sahne ortami araball sinemalari hatirlatmaktadir; ve yedi araba projeksiyon odasi olarak kullanilir. Gésteride balkondan
Cephaneligin ti¢ tarafini ve tabaninin bir bélimini kaplayan kagit bir perde asilmistir. Her araba durdugunda, igindeki film projektdrleri galisir.
Robert Whitman balkondaki pozisyonundan kaynak segimi ve canli montaj yapar. Zaman zaman arabalardaki projeksiyonculara bir sinyal génderip
projektorlerini kapatmalarini sgyler. Perdede énceden kaydedilmis gorintiler oynarken, yedi video kamera gercek zamanli gekim yapar. Adamin biri,
bir kadinin viicudunu yakindan ceken bir kameraya fiber optik sistemle baglanmis bir objektif takar. Bu gériintiler kapali devre sistemiyle iletilir.
Balkonda, Trisha Brown ve Mimi Miller optik efekt yaratmak amaciyla bir aynanin yaninda hareket halindeyken filme alinir. Bir kadin daktilo kullanirken
filme alinir, daktilo tuslarinin sesi yikseltilir ve kadinin gérintiisti kapall devre videoda gésterilir. Film projeksiyonlari ¢esitli belgesel ve reklamlardan,
Whitman'in filmlerinden ve filozof Bertrand Russell'in bir konusmasindan alintilar gosterir.

In Two Holes of Water-3, the stage environment evoked drive-in movie theatres and seven cars were used as projection booths. Hung from the
balcony, a paper screen covered three sides and part of the ground of the Armory. As each car came to a stop, the projectors inside were switched
on. From his position on the balcony, Robert Whitman selected from each source and did a live montage. From time to time, he transmitted a signal to
the film projectionists in the cars to tell them to switch off their projectors. As pre-recorded material was played, real-time images were shot using
seven video cameras. A man was outfitted with a portable lens hooked up via a fiber optics system to a camera that filmed closeups of a woman'’s
body. These images were relayed through a closed-circuit system. On the balcony, Trisha Brown and Mimi Miller were filmed moving near a large
mirror designed to produce optical effects. A woman was filmed typing, the sound of the keys was amplified, and her image was shown via a video
closed circuit. A signal splitter made it possible to project two adjacent tracks representing her upper and lower body. The film projections ran
excerpts from documentary films and advertisements, as well as films made by Whitman himself and a speech by the philosopher Bertrand Russell.
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images from New Tendencies 4 conference, 1969
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Frieder Nake: Matrizenmultiplikation Serie 33, 1967, bilgisayar grafigi / kagit / cini mirekkebi
[bilgisayar: Telefunken TR 4, cikti: Zuse Graphomat Z641, 49,8 x 49,9 cm
MOCA Zagreb - koleksiyon 1302

Frieder Nake: Matrizenmultiplikation Serie 33, 1967, computer graphic / paper / China ink
[computer: Telefunken TR 4, external device: Zuse Graphomat Z641, 49,8 x 49,9 cm
MOCA Zagreb - collection 1302



Frieder Nake: 13/9/65, No. 2 [Paul Klee'ye Saygil, 1965, bilgisayar grafigi / kagit / ¢cini mirekkebi
[bilgisayar: Standard Elektrik ER 56, cikti: Zuse Graphomat Z 641, 49,3 x 49 cm
MOCA Zagreb - koleksiyon 1303

Frieder Nake: 13/9/65, No. 2 [Hommage a Paul Kleel, 1965, computer graphic / paper / China ink
[computer: Standard Elektrik ER 56, external device: Zuse Graphomat Z 641, 49,3 x 49 cm
MOCA Zagreb - collection 1303
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Frieder Nake 1971 yilinda "Bilgisayar Sanati Olmamali" basligiyla bir makale yayinladi. Bu makalede genel olarak sanatin ticarilesmesine tepki
gbsteriyorken iki sey yapmaya galisiyor gibiydi. Birincisi bilgisayar sanatini sanat pazarindan uzak tutarak bir anlamda korumaya galisiyor, ikincisi bu
yeni ve glclu araci insanlarin ihtiyaglarini ve disiincelerini gérmezden gelmeye devam etmesi i¢in sanat pazarina teslim etmek istemiyordu.

“Bilgisayar yaraticiiga sahip midir” veya “bir bilgisayar sanat¢i midir” gibi sorular ciddiye alinacak sorular olarak gériilmemelidir, nokta. 20.
ylizyilin sonlarinda karsi karsiya oldugumuz sorunlarin isi§inda bunlar gecerliligi olmayan anlamsiz sorulardir.

Bilgisayarlar sanatta yeni kosullara ve baglantilara dikkat cekmek ve tabii “sanati” unutmak igin kullanilabilir ve kullaniimalidir. Daha fazla sanat
eserinin Uretilmesine, 6zellikle de “bilgisayar sanati” eserlerine ihtiyac yoktur.

Sanat (daha dogrusu: estetik obje) daha sonra gelir (ama kesinlikle gelir). Bu sekliyle estetik bilgi sadece zengin ve yonetici kesimler agisindan
ilgi cekicidir. Digerleri icin (ki onlar ¢ogunluktadir) bu “birlikte” gelir. Daha acik séylemek gerekirse baska bilgiler ile birlikte. Boylelikle, bilgisayarlar
ve sanata iliskin ilginin odag! iletisimin incelenmesinin bir parcasi olarak estetik bilginin incelenmesi olmalidir. Bu inceleme de toplumun ihtiyaclari
tarafindan yénlendiriimelidir. (s6zkonusu makaleden alintr)

Bundan iki yil sonra Tendencies 5 sergisi igin davet aldijinda formun iizerine "Uzgiiniim hig yeni isim yok" yazacaki.
Nake'nin MSU koleksiyonundaki 6nemli ve bilinen isleri bu sergide yer aliyor. Nake'nin isleri bilgisayar sanatinin anahtar islerinden, kendisinin de

zamaninin ve bilgisayar sanatinin anahtar isimlerinden ve sanatgilarindan birisi olmasi gibi. Darko Fritz Nake'den 40 yil onceki makalesi hakkina ne
diistindiigini yazmasini istedi. lki makale de burada.



In 1971, Frieder Nake published an article titled "There should Be No Computer Art". In that article Nake was against the art market in general
and was trying to do two things from my point of view: First, he was trying to keep “computer art" out of the market and not let it get dirty and second,
he did not want to give a brand new tool to the art market that would further promote its ignorance of the people's needs and concerns.

"Questions like 'is a computer creative' or 'is a computer an artist' or the like should not be considered serious questions, period. In the light of
the problems we are facing at the end of the 20th century, those are irrelevant questions.

Computers can and should be used in art in order to draw attention to new circumstances and connections and to forget ‘art'.

There is no need for the production of more works of art, particularly no need for "computer art". Art (better: the aesthetic object) comes
afterwards (but it does come). Aesthetic information as such is interesting only for the rich and the ruling. For the others (and they are in the
majority) it comes "with". Namely with other information. Thus, the interest in computers and art should be the investigation of aesthetic information
as part of the investigation of communication. This investigation should be directed by the needs of the people. " (excerpted from the article titled
"There Should Be No Computer Art" by Frieder Nake, 1971)

Two years later, when he was invited to Tendencies 5, he would write "Sorry! But | don't have any new works" on the form.

Nake's well known works which are in the collection of MSU are being exhibited in this exhibition. Nake's works are key works of the computer art
as he has been a key personality and artist of the genre. Darko Fritz asked him to respond his own thoughts after 40 years. Here you will find both.
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Galerija suvremene umjetnosti
4loco Zagreb, Estarinin trg 2

tel, 443-227, 443-291 t -5
Yugoelavis Zegreb, June 1, - Julyl, 1%73,
NOTIF ICATION

Surname VA

Hame FRIEDEE
Address  UNIVERSITAT REEHEM
DR BERENEMN = SETHAMY

I shall teke part in the internationsl menifestation t-5 which
will be held in Zagreb from June lst to July 1s%, 1973 organized
by the Gallery of Contemporary Avt in Zagreb,

I accept the conditions and notify my participstion in the fol-
lowing sections:

@L"I&atuh of ideas"- discussion on the theme: "Eational and

~ drretionsl in visual research of tondg:,r".
1.1 I send a text to be published hig:f»‘- rﬂ_{_qunationnaira Ho.l)
1.2 I shall take part in the discussion (yes)- no{ " I
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2,1 Constructive research ¥easng (questionnaire No.2) o 3
2,2 Research by means of computers Yes-nolguastionnaire Ho,2) S
2.3 Conceptusl resesrch Fyea-nolquestionnaire No,2) do. &
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with biographical datea, “ul wacled
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than EARLY aAPeiL -
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Frieder Nake; Basvuru Formu 1973, t5, A4
[Not: “Uzgiiniim, ama yeni hic bir isim yok!1 | MOCA Zagreb Arsivleri izniyle

Frieder Nake; Application Form 1973, t5, A4
[Note: ‘Sorry, but | don’t have any new works!1 loan: MOCA Zagreb Archives
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Kral giyinik mi? "
The Emperor hath clothes?

BILGISAYAR SANATI DIYE BIRSEY OLMAMALI
Frieder Nake

Bilgisayarlarin ortaya ¢ikisindan kisa bir stire sonra onlarin sanatsal yaratim
alaninda ¢ok genis bir uygulama potansiyeline sahip olduklari belirgin hale
geldi. 1960 éncesinde dijital bilgisayarlar siirsel metinler ve miizik Uretilmesine
yardimci oluyorlardr; analog bilgisayarlar (ya da sadece osiloskoplar) da bir dizi
matematiksel egrinin cizimlerini ve salinimlarin temsillerini retiyorlardi (bkz.
ornek [3], [5] ve [7]). Fakat bilgisayar tarafindan Uretilmis resimlerden olusan
ilk sergiler gerceklestiriimeden 6nce (1965) daha genis kitleler bu kimileri
tarafindan tehdit olarak dile getirilen, kimilerinin de gelisme olarak gérdigu
seyden habersizdi. Buradaki tehdit ve gelisme, bu son derece karmasik,
sofistike, pahall ve rasyonel makinelerin kimi kisilerin irrasyonel olanin geriye
kalan en son siginaklarindan biri olduguna inandigji sanat alaninda kullaniimalari
idi. Ve bunlardan (¢ yil sonra “bilgisayar sanati” izerine iki biylk uluslararasi
serginin diizenlenmesiyle (“Cybernetic Serendipity” Londra, 1968, “Computers
and Visual Research”, Zagreb, 1969) muazzam derecede ¢i§ir agici bir gelisme
gergeklesmis oldu.

Sanat dinyasinda o zamandan bu yana bilgisayarlarin kullanminin sonuglari
ve etkilerine dair ciddi bir tartisma suregelmekte. Bu konular izerine sanat
dergileri makalelerle dolup tasiyor, her yerde sergiler agiliyor, sanat okullari
tarafindan seminerler diizenleniyor, kitaplar basiliyor, portfoyler satilyor.
Bilgisayar konferanslarinin kendi bilgisayar sanati béllimleri oluyor, bilgisayar
mecmualari bu konuda teknik makalelere yer veriyor. Bilgisayar Uzerine ¢alisan
bilim adamlari az da olsa toplum tarafindan taninan basarilari ile gurur duyuyor
ve sanatgilarin bu konuya yonelik ilgilerinden memnunlar. Sanatcilar da ya bu yeni
teknigin varliginin yarattigi baskiya boyun egiyor ya da ortaya koydugu sonuclara
guliyor ve bilim adamlart ile iletisim kurmaya calistiklarinda da onlarin takindiklari
tavirlar ile asagilanyorlar.

Tartisma “bu sanat mi, sanat degil mi?” sorusu merkezinde sekilleniyor ve bir
hayli hararetli; birkac ilging yeni yontem ve bilgisayar hakkinda bilmeye ihtiyac
duyulacak sinirli sayidaki bilgi yillar énce yayinlanmis olmasina ragmen geneliikle
son derece cahil ve dnyargil, neredeyse hi¢ ilerleme kaydedemiyor, kendini
oldukca tekrarliyor. (Bkz. 6rnek [4]. Konu (izerine yakin zamanda yapilmis, bir
kaynakca da iceren inceleme icin bkz. [8]).

Ben bu gelismelere basindan beri dahil olmustum (1964). Sanat camiasinin bu
yeni Uretimlere verdigi tepkileri ilging, hos ve aptalca bulmustum. 1970 yilinda [6]
artik sergilerde yer aimayacagimi dile getirmistim.

Eger ki “gelisimi” bilgisayar ile tretilen Girtinler ile var olan tim sanat eserlerini
karsilastirarak degerlendirecek olursak, bilgisayar sanatinin sanatin gelisimine
bir katkida bulunmadi§ini itiraf etmenin hig de zor olmadigini dustiniyorum. Diger
bir deyisle, estetik davranisin sonuglar dagarcigi bilgisayarlarin kullanimasi ile
degismemistir. (Bu gdris, adini koymak gerekirse, sanat tarihinin bakis acisi
bircok sanat elestirmeni tarafindan paylasimakta ve “bilgisayar sanati” aleyhine
kullaniimaktadir, bkz. 6rnek [2].)

Diger taraftan da, yaratic sanat¢ acisindan belirli bir Sneme sahip olabilecek, ilgi
cekici yeni yontemler bulunmus oldugundan da hic stiphem yok. Vie metodolgjinin
oOtesinde, fakat kesinlikle onun etkisi ile, “bilgisayar sanatinin” etraflica
kavranabilmesinin yaratici(lar) ve yarati arasinda tamamiyla yeni bir iliskinin
varligindan gecti§i de gdrilmektedir: bu baglamda BENSE “sanat icin bir model
olarak sanat” ifadesini kullanir [1].



Bugiin sanat diinyasindaki baskin ve en énemli kisi sanat simsaridir. Neyin satilip
neyin satimayacagini o belirler. Yeni bir stil yaratan aslinda sanatgi degil, sanat
simsaridir. Gunumiizde resim diinyasinda gelisme, moda olan kiyafetler ve
arabalarin diinyasindakiyle aynidir: her kis, halka neredeyse bir yil éncesinden
belirli merkezlerde (kiyafetler icin Paris ve Londra, arabalar i¢in Detroit, resimler
icin New York) yapay olarak dretilmis (aynen oyle!) yeni bir moda sunulur. Bir
yildan digerine, neredeyse hichir zaman kayda deder 6zde degisiklikler olmaz ve
bu farklar cogunlukla yizeysel olup saticinin istekleri ve piyasa arastirmalari ile
sekillenir.

Bana dyle geliyor ki, “bilgisayar sanati” da, kazara ortaya cikan, bir sireligine
hayatinin baharini yasayan, onyargi ve yanlis anlasiima Uzerine temellendirilmis
ve bir o kadar da ici icine sigmayan ve abartili sig “felsefi” akil yuriitmelere konu
olan, bir hiclik icinde kaybolurken kendinden sonra ortaya ¢ikacak bir sonraki
modaya yer acan bu yeni modalardan baska birsey degil. Hala mistik bulutlarla
cevrelenmis bu bilylk mekanizma sanatcilar korkutmak ve halki driinlerinin iyi ve
guzel olduguna ikna etmek igin kullaniiyor. Dogrusu ben bilgisayarlarin bu sekilde
kullaniimasini gok sagma buluyorum.

“Bilgisayar sanat!” iizerine bircok yayinda makinenin urkutiicti derecede pahall
olusu ve sanatgilarin programlama konusundaki bilgisizligi yiizinden “gercek”
sanatcilarin bilgisayarlara erisimlerinin olmadigi yoniinde yakinildigini gériyoruz.
Ayni zamanda, eger sanatcilarin eline fikirlerini gergeklestirmek icin bilgisayar
kullanma. firsati (para) gegse ve programcilar ve matematikgilerden de biraz
yardim alabilseler gok ilging ve yeni sonuglara ulasilabilecegi de dile getiriliyor*

Bir yandan da sanatgilar burjuva toplumunun varligina yonelik estetik bir gerekce
sunma ydniindeki rollerinin de farkina variyorlar. Kimileri bu 6diiller ve miikafatlar
sistemini reddedip, blyik uluslararasi sergileri bozguna ugratiyor, galerilerden
bagimsiz olabilmek icin kendi aralarinda kooperatifleserek drgttleniyor ve
insanlarin icinde yasayabilecekleri bir cevrenin olusturulmasina katkida bulunuyor.

Hal bu iken, teknoloji iginde yer alan ortama yabanci kisilerin sanat dinyas
icine girerek onu yeni yaratma bicimleri kullanarak, eski sonuclara ulasarak ve
naif ve cahil bir tavir icinde verili “piyasa kurallarina” boyun egerek kurtarmaya
calismasini son derece garip buluyorum. Yeni yontemler kullaniyor olmalari, onlari
aslinda giderek hirgcok sanatci igin katlanilamaz bir hal almis olan bir durumu
idame ettiriyor olduklar gercegini géremez kiliyor.

Bilgisayarlar bir baska sanat modasinin yaratimasi icin kullaniimamal.

“Bilgisayar yaraticiliga sahip midir” veya “oir bilgisayar sanatci midir” gibi sorular
ciddiye alinacak sorular olarak gérulmemelidir, nokta. 20. yiizylin sonlarinda
karsi karsiya oldugumuz sorunlarin isiginda bunlar gegeriligi olmayan anlamsiz
sorulardir.

Bilgisayarlar sanatta yeni kosullara ve baglantilara dikkat cekmek ve tabii “sanati”
unutmak icin kullanilabilir ve kullaniimaliclir.

Daha fazla sanat eserinin dretimesine, 6zellikle de “bilgisayar sanati” eserlerine
intiyag yoktur. Sanat (daha dogrusu: estetik obje) daha sonra gelir (ama kesinlikle
gelir). Bu sekliyle estetik hilgi sadece zengin ve yonetici kesimler agisindan
ilgi cekicidir. Digerleri icin (ki onlar cogunluktadir) bu “birlikte” gelir. Daha agik
sOylemek gerekirse baska bilgiler ile birlikte.

Boylelikle, bilgisayarlar ve sanata iliskin ilginin odag iletisimin incelenmesinin bir
parcas! olarak estetik bilginin incelenmesi clmalidir. Bu inceleme de toplumun
intiyaclari tarafindan yonlendirilmelidir.

llgi odagimiz hilgisayarlar araciligiyla biraz daha hos ve giizel nesneler tiretmek
olmamalidir. Bunun yerine, bir film yapmaklailgilenmeliyiz, diyelim ki, servet dagilimi
uzerine. Boyle bir film icerigi sebebiyle ilgi cekicidir; icerige yonelik ilgi estetik olarak
tatmin edici bir sunum ile pekistirilir. Bu da, bilgisayarin semantik bilginin Gretimi
ve sunumundaki yeterli miktarda estetik bilgi ile desteklenen rolinin anlamli
oldugu anlamina gelir; hilgisayarin estetik hilginin bizatihi kendisinin Gretimindeki
rolil ve bundan kar elde edilmesi tehlikeli ve anlamsizdir. (Bu baglamda HELMAR
FRANK'In bilgi esteti§i alaninda basarill bir baslangic yaptiktan sonra bu alani
birakip giderek daha fazla egitim ve psikoloji alanlarindaki sorunlarla ilgilenmeye
baslamis olmasi ilgi cekcidir.)

Savimizi tekrar etmek gerekirse: ben galerilere resim temin etme konusunda
bilgisayara diisen bir gorev oldugunu diistinmiyorum. Kullanigh ve énemii bir
arac olarak bilgisayarin glindelik deneyimlerimiz bir parcasi olarak gérsel (ve
diger) estetk olgularin incelenmesine hizmet edebilecedini disiniyorum.
Incelenebilecek somut proje 6nerilerim de;

1. Sanatcinin genel olarak teknoloji ve Ozelikle de bilgisayarlar sebebiyle
(sanatginin eseri ile arasindaki mesafe artar [1]) Grinine yabancilasmasinin
incelenmesi. Sanat icinde gergeklesen is bolumiiniin iyi ve kétd etkileri
nelerdir?

2. Gegmiste ve ginimiizde bireysel sanat¢ilar ve akimlar tarafindan kullanilan
gosterge dadarciklarinin incelenmesi. Bu tiir dagarciklar ara sira tanimlanmis
fakat bu hi¢ bir zaman yeterince ayrintili bicimde yapimamistir. Bdyle bir
projenin vurgusu bu dadarcklarin (ve onlarin gesitli dizeylerinin) bilgi
estetiginin uygulamalarina olanak verecek sekilde tanimlanmalari ydniinde
olmalidir.

3. Su ana kadar tanimlanmig estetik dictlerin Gnemini sinamak lizere deneyler
tasarlamak ve uygulamak; belki de bdylesi yeni dlgiiler tanimlamak.

4. Estetik bilginin (egitim, propoganda, yasam ve is cevreleri gibi) cesitl
alanlardaki 6neminin incelenmesi. Bu calisma “estetik bilginin™ ayrintili bir
sayisal tanimi Uizerine dayandiriimak zorundadir.

*Kimi yerlerde bu yaklasim tniversiteler ve sirketler tarafindan denenmektedir;
ornegin Madrid Universitesi, Mathematisch Centrum (Amsterdam), Ohio Eyalet
Universitesi, Toronto Universitesi, IBM (Whitneyler) ve digerleri. Sirketler, dogal
olarak, buradaki potansiyel rekalm glictinii gérmektedir.
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THERE SHOULD BE NO COMPUTER ART

Frieder Nake

Soon after the advent of computers it became clear that there was a great
potential application for them in the area of artistic creation. Before 1960,
digital computers helped to produce poetic texts and music; analog computers
(or only oscilloscopes) generated drawings of sets of mathematical curves and
representations of oscillations (see e.g. [3], [5] and [7]). But it was not before the
first exhibitions of computer produced pictures were held (1965) that a greater
public took notice of this threat, as some said, — progress, as others thought. The
threat and progress being the use of an extremely complicated sophisticated,
expensive and rational machine in the arts, i.e. in one of the last refuges of the
irrational, as some believe. And it took another three years before there was
a tremendous breakthrough caused by two big international exhibitions of
"computer art" ("Cybernetic Serendipity”, London 1968, "Computers and Visual
Research", Zagreb 1969)

Since then, a serious discussion has been going on in the art world about
the consequences and implications of the use of computers. Art magazines
are full of articles, exhibitions are held everywhere, seminars are offered by
art schools, books are published, portfolios are sold. Computer conferences
have their computer art sections, computer journals publish technical papers.
Computer scientists are flattered by the little public success they make and
amused by the interest artists develop. Artists surrender to the pressures of
the new technique or laugh at the results, and get humiliated by the attitudes
that scientists assume when they try to communicate with each other.

The discussion centres around the question “is it or is it not art?", and is heated,
often extremely ignorant and prejudiced, showing virtually no progress, highly
repetitive, although the few interesting new methods and the little knowledge of
computers that one needs have been published several years ago. (See e.g. [4]
For a recent survey including a bibliography, see [8] ).

I was involved in this development from its beginning on-ward (1964). 1 found
the way the art scene reacted to the new creations interesting, pleasing and
stupid. 1 stated in 1970 [6] that | was no longer going to take part in exhibitions.

| find it easy to admit that computer art did not contribute to the advancement
of art if we judge "advancement" by comparing the computer products to all
existing works of art. In other words, the repertoire of results of aesthetic
behaviour has not been changed by the use of computers. (This point of view,
namely that of art history, is shared and held against "computer art" by many
art critics, compare e.g. [2].)

There is no doubt in my mind, on the other hand, that interesting new methods
have been found, which can be of some significance for the creative artist.
And beyond methodology, but certainly influenced by it, we find that a thorough
understanding of “computer art" includes an entirely new relationship between
the creator(s) and the creation: BENSE uses the term "art as a model for art"
in this context [1].

The dominating and mostimportant personin the artworld todayis the art dealer.
He determines what is to be sold and what is not. Itis the art dealer who actually
created a new style, not the artist. Progress in the world of pictures today is the
same as that in the world of fashionable clothes and cars: each fall, the public is
presented with a new fashion, artificially (sic!) created almost a year before in

the centres (Paris, London for clothes, Detroit for cars, New York for pictures).
Differences from one year to the next are rarely ever substantial; in the majority
of cases they are superficial and geared according to the salesmen's requests
and analysis of the market.

It seems to me that “computer art" is nothing but one of the latest of these
fashions, emerging from some accident, blossoming for a while, subject matter
for shallow "philosophical” reasoning based on prejudice and misunderstanding
as well as euphoric over-estimation, vanishing into nowhere giving room to
the next fashion. The hig machinery, still surrounded by mystic clouds, is used
to frighten artists and to convince the public that its products are good and
beautiful. Quite frankly, | find this use of the computer ridiculous.

In many publications on "computer art" we read com-plaints that “real" artists
do not have access to computers because of the forbidding expense of the
machine, and because of the artists' lack of knowledge in programming. We
also read that we could obtain really interesting and new results if artists had
the opportunity (money) to realize their ideas using a computer, perhaps being
helped by programmers and mathematicians.*

At the same time, artists become aware of the role they play in providing an
aesthetic justification of and for bourgeois society. Some reject the system of
prizes and awards, disrupt big international exhibitions, organize themselves
in cooperatives in order to be independent of the galleries, contribute to the
building of an environment that people can live in.

Ifind it very strange that, in this situation, outsiders from technology should begin
to move into the world of art and try to save it with new methods of creation,
old results, and by surrendering to the given "laws of the market" in a naive
and ignorant manner. The fact that they use new methods makes them blind to
notice that they actually perpetuate a situation, which has become unbearable
for many artists.

Computers ought not to be used for the creation of another art fashion.

Questions like "is a computer creative™ or "is a computer an artist" or the like
should not be considered serious questions, period. In the light of the problems
we are facing at the end of the 20th century, those are irrelevant questions.

Computers can and should be used in art in order to draw attention to new
circumstances and connections and to forget "art".

There is no need for the production of more works of art, particularly no need
for "computer art". Art (better: the aesthetic object) comes afterwards (but
it does come). Aesthetic information as such is interesting only for the rich
and the ruling. For the others (and they are in the majority) it comes "with".
Namely with other information. Thus, the interest in computers and art should
be the investigation of aesthetic information as part of the investigation of
communication. This investigation should be directed by the needs of the people.

We should not be interested in producing some more nice and beautiful objects
by computers. We should be interested in producing a film on, say, the distribution
of wealth. Such a film is interesting because of its content; the interest in the
contentis enhanced by an aesthetically satisfying presentation. Thatis, the role of
the computer in the production and presentation of semantic information, which
is accompanied, by enough aesthetic information is meaningful; the role of the
computer in the production of aesthetic information per se and for the making of



profit is dangerous and senseless. (It is interesting to notice in this context that
HELMAR FRANK, after a successful beginning in information aesthetics, gave it
up and concentrated more and more on problems of education and psychology.)

Reiterating the argument: | don't see a task for the computer as a source of
pictures for the galleries. | do see a task for the computer as a convenient and
important tool in the investigation of visual (and other) aesthetic phenomena as
part of our daily experience. As concrete projects to be investigated | propose:

1. The study of the alienation of the artist from his product which is caused by
technology in general and by computers in particular (the distance between
the artist and his work increases 11] ). What are the good, what are the bad
effects of the division of labor taking place in art?

2. Investigation of the repertoires of signs used by individual artists and styles
in the past and present. Such repertoires have been described occasionally,
but not rigorously enough. The emphasis of such a project should be to
describe those repertoires (and their various levels) in a way suitable for an
application of information aesthetics.

3. Design and performance of experiments to test the significance of

aesthetic measures defined so far; perhaps new definition of such

measures.

4. Investigation of the importance of aesthetic infor-mation in various areas
(education, propaganda, environments of work and living). This work would
have to be based on a rigorous numerical definition of "aesthetic information™.

*in some places, this is being tried by universities and companies; e.g. University
of Madrid, Mathematisch Centrum (Amsterdam), Ohio State University,
University of Toronto, IBM (the Whitneys) and others. Companies, of course, see
the potential advertising power.
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... Ancak Dijital Sanat Artik Her Yerde
Frieder Nake

Darko Fritz bana Bilgisayar Sanatlari Toplulugu Bilteni “page” no.
18'de yayinlanmis olan 1971 yilinda yazdigim bir metni yeniden yayinlamak
ve Tirkce'ye cevriimesini onaylamam icin basvurdu. Metnin kiskirtici
basligl “Bilgisayar Sanat diye bir sey olmamali” idi. Bu ¢ikistan kirk yili
askin bir siire sonra siiphe gétiirmez bir sekilde séyle diyebiliriz: Evet,
belki, ama pek de dyle degil, ciinkii artik dijital sanatin her yerde oldugu
dogru degil mi? Bu dogru. Ve benim 1971 yilinda séylediklerim, bugiinden
bakildiginda, en hafifinden, aptalca gibi gériinebilir.

O metin yayinlandi§i siralarda ben 30'lu yaslarimin basindaydim.
Ondanaltiyil dnce, Kasim 1965'te, iginde bizim 0 zamanlar bilgisayar sanati
dedigimiz seyler bulunan benim ilk sergim gerceklesmisti. O zamanlar
baskalarinin da benzer hedefler pesinde olduklarinin farkina varmistim.
Bu dénemde cesaret verici sayida sergiye katiimistim. Karmagsikliklari
giderek artan, bugiin hala saglamliklarina inandigim, birgok program
yazmistim. Cok makul fiyatlarla birgcok gérintii satmistim.* Londra ve
Zagreb'de gerceklestirilen iki blytik etkinlik bilgisayar sanati igin ilging bir
nis olusturmustu. Eger gercekten bakmayi hiliyor olsaydiniz, bilgisayar
sanatinin kalici olacag asikardi.

1965 yilinda Georg Nees, A. Michael Noll & Bela Julesz ve benim
tarafimdan gergeklestirilen sergilerden sonra, bilimsel merkezlerde
algoritmik sanat deneyleri igin kullanilan ana bilgisayarlara erigimi
olanlar listesine giderek daha fazla isim eklenmeye basladi. Bunlarin
arasinda en dikkate deger kisi Toronto’da bir sanat dergisinde (Arts
Canada) bilgisayar sanati hakkinda ilk yaziy! yayinlayan Leslie Mezei idi.
1969 ve 1971 arasinda, artik egitimli sanatgilar bu isin nasil yapilacagini

! Fiyat cizimin uzunluguna gére belirleniyordu.

digerlerine gdstermek (izere bilgisayarlari ele aldi. Onlarin adlari Manfred
Mohr, Harold Cohen ve Vera Molnar idi. Onlar kendilerini bu alanin Olimpos
Dagi olarak kanitladilar. Ama ben bilgisayar sanati olmamall diye iddia
ettim. Sanat alip satan simsarlarin sanat Uretenlerden daha onemli
oldugunu gdrdim. Bilgisayar sanatinin bir moda oldugunu diistindim.
Blyilk makine mitinin yayilmasinin estetik Grinler tarafindan aligiimis
sayisal uygulamalardan daha basarili yapilabildigine inandim. Bilgisayarin
sanat alanindaki faaliyetleri etrafinda olup bitenlerin birgogunu “sagma”
buldum.

Ancak metin, biraz daha az olumsuz bir tonda soyle devam ediyordu:
“Bilgisayarlar sanatta yeni kosullara ve baglantilara dikkat cekmek
ve tabii ‘sanat’ unutmak icin kullanilabilir ve kullaniimalidir” Benim
énerdigim, yapilmasi gerekenlerin, o zamanlar guglii, canli ve yeni
buluslar ve deneylerle dolup tasan sanatsal akimin bir parcasi olarak
yapilmamasi yoniindeydi. Aksine, estetik bilgi konusundaki arastirmalar
toplum yararina ve halkin ihtiyaglarini karsilamak Uzere yapilacak
iletisim konusundaki arastirmalar kapsaminda yuritilmeliydi. Metin bu
arastirmalara dair dért somut 6neri ile sonlaniyordu.

Hatall miydim, sadece naif miydim, ya da 1971 yilinda sdylediklerimin
hakli olan hi¢ birydnii var miydi? Neden bdyle bir metin yayinlamistim?
Amacim neydi?

Yukarida belirtildigi lizere, 1965 yilindan itibaren cok iyi bir donem
gecirdim. Sanatcilarla, yani gercek sanatgilarla arkadas olmustum. Max
Bense'in Subat 1965'teki Georg Nees'in ilk sergisi vesilesiyle styledigi
yapay sanat ile ugrasan sanatcilarla, yapay sanatcilarla degil. Sanatcilar



soylediklerime kulak veriyordu. Toronto ve Vancouver'daki harika mesleki
mevkiler benim bilgisayar sanati alanindaki calismalarim sonucunda
gerceklesmisti. Bunu neden yadsiyayim?

O vakitler Berkeley'de konusma 8zgiirliigii hareketinin zamaniydi.
Paris'te Mayis 1968 ginlerinin zamaniydi. Bati Aimanya’da égrenci ve
genclik baskaldirilarinin zamaniydi. Vietnam Savasi'nin, Prag Baharr'nin
ve onun Sovyet hirlikleri tarafindan bozguna ugratiimasinin zamaniydi.
Zaman ikinci Diinya Savasi’ndan sonra dogmus ilk geng neslin zamaniydi,
simdi ebeveynlerini sorguluyor, iki super glicin dinya diizenine meydan
okuyor ve Bati'nin, kapitalist diizenin savaslari olan fakat hippi hareketinin
savas! olmayan savaslara katiimiyla micadele ediyorlardi.

Zaman Cin’de Buyuk Proleter Kilttir Devrimi zamaniydi (1966-1976).
Ayni zamanda, kimsenin fark etmedigi ama tiim kiiltiirler ve toplumlar
Uzerinde en blyiik ve kalici etkiye sahip olacak bir devrim olan Algoritmik
Devrim'in de baslangiciyd:. iki biiyiik calkantinin kokleri o zamana denk
duser. Biri: siyasi, Gin Komiinist Partisi icinde iktidar igin siiregiden
gercek bir kavga. Digeri: teknolojik, Bati toplumunun teknik altyapisini en
sonuna kadar zorlamasi.

Dogu siyasal devrimi felaketle sona erdi, Bat’'da Romantik mitlerle,
Dogu’da &lim, suc ve dehset icinde. Bati teknolojik devrimi ise heniiz
simdi bile sonuglanmadi. Bu hesaplanabilirligin tam bir zaferine yol act::
dunya uzerinde dokunulmamis highir sey birakilmadi; tim hesaplanabilir
surecler artik makinesel sekle donusturilmek durumunda ve yapilari
geregi hesaplanabilir olmaya uygun olmayan siirecler de hesaplanabilir
sekle sikistiriimaktalar. Artik ortada bu blytik dénusiime karsi herhangi

bir direnis bulunmamakta ve bunun biyik bir kismi da geng¢ kusaklar
tarafindan coktan kolayca ve goniilli bir sekilde kabul edilmekte.

Cin Komiinist Partisi i¢indeki gii¢ icin miicadele, eski moda, modern
ve sonugsuzdu. Teknolojik olarak dinyanin altyapilarinin hesaplanabilir
gbstergebilimsel sireclere sessizce doniisiimil, ilerici, post modern ve
sonsuz derecede basarili oldu. Ben her ne kadar bunu kucakliyor olmasam
da, bu 6ni alinamaz bir sel seklinde ilerlemekte. Sessiz gdstergebilimsel
bir Tsunami.

1971 tarihli metnim, tim caresizce naif bir hareket olusuyla
birlikte, ahlaki bir uyari niteligindeydi. Sanat ve estetifin inceden
inceye ve masumane bir tavirla insanlarin bir sire sonra direnmelerini
gerektirecek siiregleri ortbas etmek icin nasil birer ara¢ olarak
kullaniimakta olduklarini gérdiim. En azindan gérdigimi iddia ettim. Bu
metin rasyonel ve siyasi hir noktadan degil, duygusal ve ahlaki bir tutumla
yazilmisti. Bununla ¢zellikle de gurur duyuyor degilim. Ote yandan, 1971
yilinda bdyle bir sey yapmak zorunda oldugumu hissettim. Simdi Darko
Fritz bu metni Tiirkce olarak yayinliyor olmasi, beni iginde bulundugumuz
siyasi, bilimsel ve sanatsal siiregleri gz oniine alarak benim algoritmik
devrim hakkinda varacagim yeni sonucun ne olmasi gerektigi konusunda
disunduriyor
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... but digital art now is everywhere
Frieder Nake

Darko Fritz asked me to re-publish and translate into Turkish, my
note from 1971, that appeared in issue no. 18 of page, the Bulletin of
the Computer Arts Society. The note was provocatively entitled, “There
should be no Computer Art“. More than forty years after its appearance,
we can univocally only respond by saying something like: Well, maybe, but
not really, for is it not true that digital art now is everywhere? It is true.
And my remark of 1971 may now appear as stupid, to say the least.

At the time of its publication, | was in my early 30s. Six years before,
in November 1965, | had had my first exhibition of what we then called,
computer art. | had become aware of the fact that there were others
pursuing similar goals. | had contributed to an encouraging number of
exhibitions. | had written anumber of, as | still believe, powerful programs
whose complexity had steadily increased. | had sold many images for
very moderate prices®. Two great events in London and Zagreb had
established an interesting niche for computer art. If you had eyes to see,
it was clear to you that computer art was here to stay.

After exhibitions by Georg Nees, A. Michael Noll & Bela Julesz, and
myself in 1965, more names had to be added to list of those who had
access to mainframe computers in scientific centers that they used for
experiments of algorithmic art. Notable among them was Leslie Mezei
who in Toronto had published the first paper in an art magazine (Arts
Canada) about computer art. And now, between 1969 and 1971, the first
trained artists got hold of computers to show the others how to do this.

1 The price was determined by the length of the drawing.

Their names were Manfred Mohr, Harold Cohen, and Vera Molnar. They
have established themselves as the Mount Olympus in the field.

But | claimed, computer art should not be. | saw the dealer of art
as more important than the maker. | saw computer art as a fashion.
The myth of the big machine, | believed, was propagated by its aesthetic
products more successfully than by its usual numerical applications. |
found much of what was happening around the computer’s activities in
the arts, “ridiculous”.

The note, however, in a slightly less negative voice, continued to say:
“Computers can and should be used in art in order to draw attention to
new circumstances and connections, and to forget ‘art’.“ What should be
done, | suggested, should not be done as part of the artistic movement
that, by the time, was strong, lively, and boasting in new inventions and
experiments. Rather, aesthetic information should be investigated as
part of the investigation of communication in the interest and for the
needs of the people. The note ends by suggesting four concrete such
investigations.

Was | wrong, was | only naive, or was | even right in what | said back
in 1971? Why did | publish such a note? What was my motivation?

As indicated above, | had had a great time since 1965. | had become
friends with artists, real artists, if you like. Not artificial artists, artists
of artificial art, as Max Bense had said on the occasion of Georg Nees’



first show in February 1965. Artists were listening to what | said. My
wonderful positions in Toronto and Vancouver were results of my work
in computer art. Why denounce it?

The time was the time of the free-speech movement in Berkeley.
It was the time of the days of May in Paris, 1968. It was the time of
the student and youth revolts in West Germany. The time of the War in
Vietnam, of the Prague Spring and its defeat by Soviet troups. The time
was the time of the first young generation, who were born after World
War II, now challenging their parents, challenging the world order of the
two super powers, and the West's involvement in wars that were the
capitalist establishment’s wars but not those of the hippy movement.

The time was the time of the Great Proletarian Cultural Revolution
in China (1966-1976). At the same time, it was the beginning of the
Algorithmic Revolution — a revolution that nobody noticed but that would
have the greatest and lasting impact on all cultures and societies. Two
great turmoils had their roots then. One: political, really a fight for power
within the Communist Party of China. The other: technological, digging
deep into the technical infrastructure of Western society.

The Eastern political revolution ended in catastrophe, in Romantic
myths in the West, in death, crime, and terror in the East. The Western
technological revolution has even now not come to its end. It has created
a total victory of computability: nothing in the world is left untouched;
all computable processes must now be transformed into machinic form,

and processes that are not in themselves computable, are pressed
into computable form. There is hardly any resistance to this huge
transformation any more, and much of it is now readily and voluntarily
accepted by the young generations.

The fight for control in the Communist Party of China was old-
fashioned, modern, and in vain. The silent technological transformation
of the world’s infrasturctures into computable semiotic processes
is progressive, postmodern, and infinitely successful. Even if | do not
welcome this at all, it is a flood that cannot be stopped. A silent semiotic
Tsunami.

My note of 1971, in all its helplessly naive gesture, was a moral
warning. | saw how art and aesthetics were used as a means to nicely
and innocently cover up processes soon to come that humans should
resist to. At least | claimed | saw this. The note is written from an
emotional and moralistic position, not a rational and political one. | am
not particularly proud of it. On the other hand, back in 1971 | felt | had to
do something like this. When Darko Fritz is publishing it now in Turkish,
he makes me wonder what, against the state of the political, scientific,
and artistic processes, my new conclusion concerning the algorithmic
revolution should be.
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Manfred Robert Schroeder: Prime Spectrum, 1968, bilgisayar grafigi fotografi, metin
[bilgisayar: General Electric GE 645, cikti: mikro film cizicil, 56,8 x 51,6 cm
MOCA Zagreb - koleksiyon

Manfred Robert Schroeder: Prime Spectrum, 1968, photograph of computer graphic, text
[computer: General Electric GE 645, external device: micro-film plotter], 56,8 x 51,6 cm
MOCA Zagreb - collection
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Edvard Zajec: RAM 13, 1969, bilgisayar grafigi / kagit
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[bilgisayar: IBM computer 7044, cikti: 563 CalComp plotter], 30,3 x 21,5cm

MOCA Zagreb - koleksiyon

Edvard Zajec: RAM 13, 1969, computer graphic / paper
[computer: IBM computer 7044, external device: 563 CalComp plotter], 30,3 x 21,5cm

MOCA Zagreb - collection
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Vilko Ziljak: Ki 297, Gecisin Simiilasyonu, 1972, bilgisayar grafigi / kagit
[bilgisayar: IBM 11301, 60.9 x 42 cm
MOCA Zagreb - koleksiyon 1626

Vilko Ziljak: Ki 297, Simulation of transition, 1972 computer graphic / paper
[computer: IBM 11301, 60.9 x 42 cm
MOCA Zagreb - collection 1626
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Tomislav Mikuli¢: Net Ill, 1973, bilgisayar grafigi serigrafi, serigraf / kagit
[bilgisayar: IBM 1130 plotter IBM 16271, 34,8 x 30,6 cm
MOCA Zagreb - koleksiyon

Tomislav Mikuli¢: Net Ill, 1973, serigraph of computer graphic, silkscreen / paper
[computer: IBM 1130, plotter IBM 16271, 34,8 x 30,6 cm
MOCA Zagreb - collection



Georg Nees: Kiplerle Kompozisyon, 1966, bilgisayar grafiginin ofset baskisi / kagit
[bilgisayar: Siemens System 4004, cikti: Zuse Graphomat], 99,4 x 69 cm
MOCA Zagreb - koleksiyon

Georg Nees: Composition with Cubes, 1966, offset print of computer graphic / paper
[computer: Siemens System 4004, external device: Zuse Graphomat], 99,4 x 69 cm
MOCA Zagreb - collection
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Robert Mallary: TRANZ, heykel Gretimi icin kullanilan bilgisayar grafigi,
1969, 20.5 x 28.8 cm, fotograf kagidi, grafik 13.2 x 20.5 cm MOCA Zagreb Arsivleri

Robert Mallary: TRANZ2, computer graphic to generate sculpture,
1969, 20.5 x 28.8 cm, photo paper, graphic 13.2 x 20.5 cm MOCA Zagreb Archives
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Anton Z6ttl: Ucan Kuslar, 1973, bilgisayar grafigi fotografi [bilgisayar: Siemens Data
Manufacturing Layout 305, cikti: CalComp plotter], 69,9 x 69,8 cm
MOCA Zagreb - koleksiyon

Anton Z6ttl: Flying birds, 1973, photograph of computer graphic [computer: Siemens Data
Manufacturing Layout 305, external device: CalComp plotter], 69,9 x 69,8 cm
MOCA Zagreb - collection
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Georg Nees: Taslar, 1966, bilgisayar grafiginin ofset baskisi / kagit
[bilgisayar: System 4004, cikti: Zuse Graphomat], 99,4 x 69 cm
MOCA Zagreb - koleksiyon

Georg Nees: Pebbles, 1966, offset print of computer graphic / paper
[computer: Siemens System 4004, external device: Zuse Graphomat], 99,4 x 69 cm
MOCA Zagreb - collection



Anton Z6ttl: renkli kompozisyon, 1973, bilgisayar grafigi fotografi
[bilgisayar: Siemens Data Manufacturing Layout 305, cikti: CalComp plotter] 70 x 69,6 cm
MOCA Zagreb - koleksiyon

Anton Z6ttl: Composition in colour, 1973, photograph of computer graphic
[computer: Siemens Data Manufacturing Layout 305, external device: CalComp plotter], 70 x 69,6 cm
MOCA Zagreb - collection
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2304 Compos 68 (collage) ~

Compos 68 [Jan Baptist Bedaux, Jeroen Clausman, Arthur Veenl: Compos hobi kutusu, 1968, tekil carpan
[bilgisayar: E1-X8, Philiphs], 9 x [28 x 37,5]; 6 x [31 x 37,51
MOCA Zagreb - koleksiyon

Compos 68 [Jan Baptist Bedaux, Jeroen Clausman, Arthur Veenl: Compos hobby box, 1969, unique multiple
[computer: E1-X8, Philiphs], 9 x [28 x 37,5]; 6 x [31 x 37,51
MOCA Zagreb - collection
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Gustav Metzger Bilgisayarla Bes Ekran, 1969

Model bilgisayar kontrollu kendini-yok eden anit, celik 7.2 x 44.4 x 30.9 cm, Alan Sutcliffe ve
Gustav Metzger bagisi (c) Generali Vakfi Koleksiyonu - Salzburg Modern Miizesi'ne bagis
Foto: Werner Kaligofsky

1200 celik elemanin %55l inceden hazirlanmis bir program tarafindan atilacak. Kalani
(cercevesi de dahil olmak lizere) rastlantisal olarak atilacak. Rastlantisal olarak atiima
yogun gines ya da elektrik isigi ya da cercevenin yakininda kritik sayiyi asan kalabaligin bir
araya gelmemesiyle olacak. Rastlantisal atiimalar programin bitiini tarafindan koordine
edilecek. [Gustav Metzger, daktilo metni, MSU Zagreb arsivil

Gustav Metzger Five Screens with Computer, 1969

Model Computer-controlled Auto-Destructive monument, steel 7.2 x 44.4 x 30.9 cm,
donation by Alan Sutcliffe and Gustav Metzger (c) Generali Foundation Collection -
Permanent Loan to the Museum der Moderne Salzburg, Photo: Werner Kaligofsky

“55 percent of the [1200 steell elements will be ejected on a predetermined program.

The rest (including the entire screen) will be ejected in a random manner. These ‘random’
ejections will be sparked off by intense sun or electric light, or by the assembly of people
above a critical number in the vicinity of a screen. ‘'Random’ ejections [...] will be coordinated
by the overall program. [Gustav Metzler, typescript, Archive MSU Zagreb]l
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Michael Fahres, Mobilodrom, Etkilesimli Kentsel Ses Eylemi

ilk olarak 1979'da Zagreb MBZ Miizik Bienalinde icra edilmistir., Urbofest (Sanat yéneticisi: Niksa Gligo)
Video MBZ Urbofest TV yayinindan alinmistir. Editér Sedeta Midzic, HRT Hirvat Radyo Televizyonu, 1979

Michael Fahres'in isi Mabilodrom - “cevresel verilerle ses iireten arac” ilk olarak 1979°'da Zagreb MBZ Miizik Bienali kapsaminda 1979 yilinda Zagreb
sokaklarinda icra edildi. Elektrikli bir araba, sehri dolasarak sokaklardaki sesin siddeti ve tonu, 1s1, hava basinci, riizgar hizi, 1sik gibi verileri topluyordu.
Bu veriler bilgisayarla gercek zamanli olarak islenip sese cevriliyordu. Verileri toplayan yazilim fizikci Desmond Darby tarafindan gelistirilmisti. Verileri
STEIM'In analog sentezleyiciye génderen kontrol yazilimi Johan den Biggelaar tarafindan Heathkit h 11 bilgisayarla yazildi. is Amsterdam’da STEIM'da
Gretildi. Sesleri STEIMIn analog Kara Kutusu iretiyordu. Ses siddeti, tonu ve efectleri bilgisayarla kontrol ediliyordu. is Ensemllia 79 festivalinde
Monchenglasdbach Almanya’‘da ve yine 79'un Haziran ayinda Amsterdam’da Holland festivalinde gosterildi . Ménchengladbach ve Amsterdam’daki
gosterilerde o siralarda yeni kurulmus olan Greenpeace’in Hollanda subesiyle isbirligi yapilmisti. Dis ses kaynagi olarak balinalarin sesleri kullanilmisti.
Onun disinda dikkat cekmek icin Kéin Katedralinin can sesleri kullaniliyordu. Performans sirasinda tiim ekipmanlar, bilgisayarlar ve tim ekip sehri
gezen elektrikli arabanin icindeydi. Performans sirasinda calisma siirecinin dokiimantasyonu da gdsteriliyordu. 60 dakikalik bir ses kaydi Edition
Modern tarafindan yayinland.

Michael Fahres, Mobilodrom, 1979, interactive urban sound action

First performed at the MBZ Music Biennale Zagreb, 1979, Urbofest (artistic director NikSa Gligo)
Video excerpt from the TV broadcast MBZ Urbofest, editor Sedeta Midzi¢, HRT Croatian Radio Television, 1979

Mobilodrom - "a vehicle producing sounds in reaction to its environment" by Michael Fahres was performed for the first time during the Music
Biennale Zagreb, in the streets of Zagreb 1979. An electric car drove through the city and collected information like volume and pitch of environmental
sounds and other data (temperature, air pressure, speed of the wind, light etc.) Those data from sensor devices have been processed by computer in

real-time and translated into sound. The software for translation of environmental input was written by the physicist Desmond Darby. The programs
for the computer output and for the computer controlling the analog STEIM synthesizer were written by Johan den Biggelaar, using Heathkit h 11
computer. Biggelaar built some parts of the synthesizer. The work was produced in STEIM, Amsterdam. STEIM's analogue Blackbox system produced
sounds. Volume, pitch and filtering were controlled by computer. The work was performed as well 1979 at the multimedia festival Ensemblia 79
(Musik, Theater, Tanz, Pantomime...), Ménchengladbach, Germany and 6 days in June 1979 at the Holland festival in Amsterdam. At the performance
in Monchengladbach and Amsterdam the collaboration with the then newly founded Dutch department of Greenpeace was established. The link was
the sounds of the whales (as extinct spices) used in the work. The other sounds used were bell sounds (Dicker Pitter, Cologne Cathedral), recalling
alarm and immediate attention. During the performances the computer and all the other equipment plus the whole team were in a electric car which
drove through the city. Documentation of the working process was exhibited during the performances. The sound was published by

Edition Modern, 60 minutes.
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Remko Scha, Katil Nixon, 1969-2014, bilgisayar temelli sanatci tarafindan yazilan kod.

Remko Scha'nin “Nixon Murderer" isimli, 1966 tarihli isi, ilk defa 2014'de istanbul'da gerceklestirildi ve seyirci dniine cikti.

Darko Fritz "[...1 ddneminde sansir dolayisi ile “Nixon Murderer” (Katil Nixon) yazan bir isi sergilemek miimkiin degildi. Scha teknolgji vasitasiyla

suc unsuru olan eylemi bilgisayara delege ediyordu ama hentiz kisisel bilgisayarlar ortaya cikmamisti; o ylizden is hic gerceklestirilemedi, sanatci
tarafindan yazilmis bir Algol 60 kodu olarak kagit Gizerinde kaldi.” Bu sergide ilk defa, 1966'da tasarlanmis protest bir is 2015'de -bence, politik kosullar
baglaminda, anlamindan hic bir sey kaybetmeden- gerceklesmis oldu.

Remko Scha, Nixon Murderer, 1969-2014, the code by artist for computer generated installation.

TThis installation of Scha had never been shown since the date it was created:; this (istanbul, 2014) is the first realization of the work.

Darko Fritz explains: "As this popular anti Vietnam War slogan was officially banned in Netherlands and therefore protesters were shouting it rather
than writing it on their banners, the machine here took ‘responsibility’ for the action. Despite the fact that Scha was one of few artists who actually
knew computer programming at the time, he did not have an access to the hardware to execute this piece."Here, a protest work created in 1969
exhibited first time -I believe considering the unchanged global political conditions- with same powerful message.
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Vladimir Bonaci¢, DIN. PR 18, 1969, kamusal alanda bilgisayar temelli isik enstalasyonu

Vladimir Bonaci¢, DIN. PR 18, 1969, computer-generated light installation in public space



Sergide yer alan diger eserler:
Other exhibited works:

Hans Kohler: Bilgisayar Sanati IMB Edition A 01 - A 08, [1973 6ncesi], ipek baski bilgisayar grafigi /kadit [bilgisayar: IBM 1130], [8 x] 60 x 60 cm MOCA Zagreb koleksiyonu
Hans Kéhler: Computer Art IMB Edition A 01 - A 08, [before 1973], silkscreen print of computer graphic / paper [computer: IBM 1130], [8 x] 60 x 60 cm MOCA Zagreb collection
Petar Milojevi¢: Goz, 1969, bilgisayar grafigi / kagit, 30,2 x 41,1 cmMOCA Zagreb koleksiyonu

Petar Milojevic: Eye, 1969, computer graphic / paper, 30,2 x 41,1 cmMOCA Zagreb collection

Georg Nees: Perspektif, 1966, ofset baski bilgisayar grafigi / kagit [bilgisayar: Siemens System 4004, harici cihaz: Zuse Graphomat], 99,4 x 69 cmMOCA Zagreb koleksiyonu
Georg Nees: Perspective, 1966, offset print of computer graphic / paper [computer: Siemens System 4004, external device: Zuse Graphomat], 99,4 x 69 cmMOCA Zagreb
collection

Georg Nees, Ludwig Rase: Bilgisayar Cubo-oktaeder, 1971, bilgisayar grafiginin fotografi [bilgisayar: Siemens 4004], 69,9 x 69,9 cmMOCA Zagreb koleksiyonu

Georg Nees, Ludwig Rase: Computer Cubo-oktaeder, 1971, photograph of computer graphic [computer: Siemens 4004], 69,9 x 69,9 cmMOCA Zagreh collection

Vilko Zilja: Ki 298, Gegis Simiilasyonu, 1972, bilgisayar grafigi / kagit [bilgisayar: IBM 1130], 60.9 x 42 cmMOCA Zagreb koleksiyonu, 1627

Vilko Zilja: Ki 298, Simulation of Transition, 1972, computer graphic / paper [computer: IBM 1130], 60.9 x 42 cmMOCA Zagreb collection, 1627

Marc Adrian: Ct 3/66, 1966, grafik [bilgisayar: IBM 1620/11], 29,7 x 40,4AMOCA Zagreb arsivleri

Marc Adrian: Ct 3/66, 1966, graphic [computer: IBM 1620/11], 29,7 x 40,4AMOCA Zagreb archives

Frank Bottger: Enterpolasyon ve Rotasyon, 1972, ofset baski bilgisayar grafigi, 34 x 34 cmMOCA Zagreb - arsivler, ‘Computer graphics’ isimli kitaptan

Frank Bottger: Interpolation and Rotation, 1972, offset print of computer graphic, 34 x 34 cmMOCA Zagreb - archives, from the book ‘Computer graphics’

Frank Bottger: Celisen Yapilar, 1972, ofset baski bilgisayar grafigi, 34 x 34 cmMOCA Zagreb - arsivler, ‘Computer graphics’ isimli kitaptan

Frank Bottger: Contrasting Structures, 1972, offset print of computer graphic, 34 x 34 cmMOCA Zagreb - archives, from the book ‘Computer Graphics’

Frank Bottger: Kare Olusumlari, 1972, ofset baski bilgisayar grafigi, 34 x 34 cmMOCA Zagreb - arsivler, ‘Computer graphics’ isimli kitaptan

Frank Bottger: Square Formations, 1972, offset print of computer graphic, 34 x 34 cmMOCA Zagreb — archives, from the book ‘Computer Graphics’

Waldemar Cordeiro, Jorge Moscati: Bilgisayarla islenmis Ug Sessiz ve Ug Sesli Harfin Bilgilendirici igerigji, metin, 1968, 28 x 41,2 cm; 21 sayfa [11 sayfa program, 10 sayfa
sonug - Words to Perhaps], bilgisayar: 1BM 360/44MOCA Zagreb Arsivleri

Waldemar Cordeiro, Jorge Moscati: Informational Content of Three Consonants and Three Vowels Processed with a Computer, text, 1968, 28 x 41,2 cm; 21 pages [11 pages
program, 10 pages results - Words to Perhaps], computer: IBM 360/44MOCA Zagreb Archives

Charles Csuri: Sine Kavis Adam, 1967, bilgisayar grafiginin fotografi [bilgisayar: IBM 7094 and IBM 1620], 25,4 x 21,2 cmMOCA Zagreb Arsivleri

Charles Csuri: Sine Curve Man, 1967, photograph of computer graphic [computer: IBM 7094 and IBM 1620], 25,4 x 21,2 cmMOCA Zagreb Archives

Charles Csuri: Siniis Egrisi Adam [motif], 1967, bilgisayar grafiginin fotografi [bilgisayar: IBM 7094 and IBM 1620], 25,3 x 20,1 cmMOCA Zagreb Arsivleri

Charles Csuri: Sine Curve Man [pattern], 1967, photograph of computer graphic [computer: IBM 7094 and IBM 1620], 25,3 x 20,1 cmMOCA Zagreb Archives

David R. Garrison: Farazi Yiizey no. 1, baski, 1968 / 69, [bilgisayar: IBM 6400 + IBM360/20, harici cihaz: CDC printer, IBM printer, 029 keypunch [IBM], 120 sayfa, her biri 24,9
X 24,6 cm MOCA Zagreb Arsivleri

David R. Garrison: Hypothetical Surface no. 1, prints, 1968 / 69, [computer: IBM 6400 + IBM360/20, external devices: CDC printer, IBM printer, 029 keypunch [IBM], 120 sheets,
24,9 x 24,6 cm eachMOCA Zagreb Archives

Auro Lecci: Bilgisayar Grafiginin Farazi Ciktisi “Cizgi”, tilkenmez kalemle gizim, mavi, A4AMOCA Zagreb Arsivleri

Auro Lecci: Hypothetical Output of the Computer Graphic “Line”, drawing with ballpoint pen, blue, A4MOCA Zagreb Archives

Auro Lecci: ‘Line’ isimli Caligma igin Program, bilgisayar baskis), 1 adet dosyalanmis sayfa, 56 x 40.2 cmMOCA Zagreb Arsivleri

Auro Lecci: Program for Work ‘Line’, computer print 1 folded sheet, 56 x 40.2 cmMOCA Zagreb Archives

Robert Mallary: TRAN2, heykel Gretimi icin kullanilan bilgisayar grafigi, 1969, 20.5 x 28.8 cm, fotograf kagid), grafik 13.2 x 20.5 cmMOCA Zagreb Arsivleri

Robert Mallary: TRAN2, computer graphic to generate sculpture, 1969, 20.5 x 28.8 cm, photo paper, graphic 13.2 x 20.5 cmMOCA Zagreb Archives

Robert Mallary: TRAN2, fotograf kagid, alt program sekans ve segenekleri, 21 x 27.3 cmMOCA Zagreb Arsivleri

Raobert Mallary: TRAN2, photo paper, subroutine sequences and options, 21 x 27.3 cmMOCA Zagreb Archives
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Jean Claude Marquette: Velimir Klebnikov'in "La Conjuration par le rire" baslikl siir metni, 1971

Jean Claude Marquette: Text of the Velimir Klebnikov's poem "La Conjuration par le rire", 1971

Jean Claude Marquette: isimsiz, 1972, serigrafi, imzall, 32.7 x 24.8 cmMOCA Zagreb Arsivieri

Jean Claude Marquette: Without title, 1972, serigraphie, signed, 32.7 x 24.8 cmMOCA Zagreb Archives

Petar Milojevi¢: Flora NT, 1969, 8 Bilgisayar grafigi serisi / kagit [bilgisayar: IBM 7044, harici cihaz: CalComp plotter 565], gesitli ebatlar, h=25 - 28 cm, w = 26 — 34 ¢cm, [Bit no.
7,fig: 13, 14A, 14B, 14C, 14D, 15, 16, 17'de yayinlanmistir]MOCA Zagreb Arsivieri

Petar Milojevi¢: Flora NT, 1969, Series of 8 computer graphic / paper [computer: IBM 7044, external device: CalComp plotter 565], various sizes, h=25-28 cm, w=26 - 34
cm, [published in Bit no. 7, fig: 13, 14A, 14B, 14C, 14D, 15, 16, 17]MOCA Zagreb Archives

Georg Ness: Resim 1, 1965 - 1968, bilgisayar grafigi [bilgisayar: Siemens, harici cihaz: Zuse Graphomat], 29,7 x 21,3 cmMOCA Zagreb Arsivleri

Georg Ness: Bild 1, 1965 - 1968, computer graphic [computer: Siemens, external device: Zuse Graphomat], 29,7 x 21,3 cmMOCA Zagreb Archives

Georg Ness: Resim 3, 1965 - 1968, bilgisayar grafigi [bilgisayar: Siemens, harici cihaz: Zuse Graphomat], 29,9 x 21,2 cmMOCA Zagreb Arsivleri

Georg Ness: Bild 3, 1965 - 1968, computer graphic [computer: Siemens, external device: Zuse Graphomat], 29,9 x 21,2 cmMOCA Zagreb Archives

Michael Noll: Cizgilerle Olusturulmus Bilgisayar Kompozisyonu [Mondrian deneyi], 1963, bilgisayar grafiginin fotografi, [2 X] 40.9 x 21.7 cmMOCA Zagreb Arsivleri

Michael Noll: Computer composition with lines [Mondrian experiment], 1963, photograph of computer graphic, [2 x] 40.9 x 21.7 cmMOCA Zagreb Archives

Sylvia Roubaud, Georg Weiss: Diizenli Yapilarin Patlamasi I Ustiiste Gelen Késegenlerden Olusturulmus Doku I, 1972, bilgisayar grafiginin ipek baskisi, 34 x 34 cmMOCA Zagreb
Arsivleri

Sylvia Roubaud, Georg Weiss: Explosion of Ordered Structures Il Uberlagerungsstruktur aus Rechtecken I, 1972, silkscreen print of computer graphic, 34 x 34 cmMOCA
Zagreb Archives

Aron Warszawski: Daire Aileleri | / Kreisscharen |, 1972, bilgisayar grafikleri ipek baski, 34 x 34 cmMOCA Zagreb Arsivieri

Aron Warszawski: Families of Circles | / Kreisscharen |, 1972, silkscreen print of computer graphic, 34 x 34 cmMOCA Zagreb Archives

Rolf Wolk: Perspektiflere Bagl Elemanlar Il / Elemente Unter Perspektiven Il, 1972, bilgisayar grafikleri ofset baski [bilgisayar ve ‘Kingmatic’], 34 x 34 cmMOCA Zagreb Arsivleri
Rolf Wolk: Elements Subjected to Perspectives Il / Elemente Unter Perspektiven Il, 1972, offset print of computer graphic [computer and ‘Kingmatic’], 34 x 34 cmMOCA Zagreb
Archives

“Vladimir Bonagi¢ — Konferans 1975 (video) israel Miizesi'nde tek kisilik gosteri, Jerusalem (Arnan Zafrir tarafindan yapilmig 8 mm film, post prodiiksiyonda sayisallastirimig
DVD, ses, siire 8:49 min).

“Vladimir Bonaci¢ — Lecture 1975” (video) at the one man show in The Israel Museum, Jerusalem (8mm film by Arnan Zafrir, digitized in post production on DVD, sound, duration
8:49 min).

Waldemar Cordiero: B.B. Olmayan Kadin (A mulher que ndo é B.B.) Ofset litografik baski, 1971, 1972 basimi (imzasiz)

Waldemar Cordiero: The Woman Who is Not B.B. (A mulher que néo é B.B.) Offset lithograph, 1971, printed 1972 (not signed)

Dir. Vladislav KneZevi¢, prodiiksiyon HRT Croatian National TV Yeni Egilimler, 2008, belgesel film

Dir. Vladislav KneZevi¢, production HRT Croatian National TV New Tendencies, 2008, documentary film

Michael Fahres: Giines Miizigi (1976) Besteci Michael Fahres fizikgi ve astronom Arie Kattenberg yardimiyla, giinesin manyetik alanini miizige cevirdi (Glines Mzi§i 1979). Veri
Dwingeloo teleskopundan 40 kanal (o zamanlar teleskoplar 256 kanal oto-korelasyon yapabiliyordu) olarak 281020000 Hz ile 315000000

Hz frekans aralijinda toplanmisti. Bu veri 20 Hz ile 20000 Hz arasi duyulabilir frekansa transpose edildi. Daha sonra Sonoloji Enstitiistiinde PDP-11 bilgisayar! ile seslendirilen
bu ranspose etme islemini Arie Kattenberg ve Utrecht gézlem evi yapti. Bu 1979'da besteledigi Sun-worship, 1982'de besteledidi Sunstructure ve 1992-94'de besteledigi 18
saatlik ses manzarasi) Sunwheel’in ilk adimi olmustu.

Michael Fahres: Sun Music, 1976. Composer Michael Fahres with the help of the physicist and astronomer Arie Kattenberg translated the magnetic field of the sun into
music (sun music, 1976). The digital information from the telescope in Dwingeloo was measured with 40 so called channels (at that time telescopes used 256-channel digital
autocorrelation) at the frequency range between 281020000 Hz and 315000000 Hz. This information was transposed to the hearable frequency area (between 20 Hz and
20000 Hz). Arie Kattenberg and the observatory Utrecht made these transpositions, which were later processed at the Institute of Sonology, where a PDP-11 computer played
the “sun music” with 40 digital generators. This research was the beginning of the compositions Sun-worship (1979), Sunstructure (1982) and Sunwheel (1992/1994) (18
hour long landscape music project in Lelystad and Masada, Israel).

Michael Fahres: Glinese Tapinma (1979) Michael Fahres'in giines kayitlari tizerine Alman yazar Siegfried C. Matschke’nin senaryosunu yazdigi bir radyo tiyatrosudur. Almanca
orijinal versiyonu 45 dakika siirer. ilk defa 1980'de Bavyera Radyosu Niirnberg tarafindan yaynlanmistir. Oldukga politik olan metni Hitler’in politikalarinin elestirisinden Amerikan
tilketim toplumunun elestirisine kadar genis bir yelpazeyi icerir. 1980’de metin tiyatro oyunu olarak Hollandacaya ¢evrilmis, Marcel Otten’in yonetiminde Tom Klinkowstein’in
gorselleri (slayt gdsterisi) ve 3 oyuncu tarafindan (Rezy Schumacher, Ben Lansink, Jacques Hendrikx). 17 Ekim 1980'de Briiksel Guzel Sanatlar Sarayinda sahnelenmigtir.
Michael Fahres: Sun-worship (1979) is a radio drama based sound recordings of the sun by Michael Fahres and script by the German writer Siegfried C. Matschke (45 minutes,
in German), first broadcasted 1980 at Bavarian radio Bayerischer Rundfunk Niirnberg. The highly politicised text includes subjects ranging from Hitter’s politics to critic on



the to critic of American consumerist society. 1980 the text was translated in Dutch, and performed as theatre work (director: Marcel Otten), with visuals (slide show) made
by Tom Klinkowstein and three actors (Rezy Schumacher, Ben Lansink, Jacques Hendrikx). The actors were bandaged with tape from which they tried to free themselves. Sun-
worship premiered in the "Palais de Beaux Arts", Bruxelles on 17 October 1980.

Gustav Metzger: (GF0030335.01_001) Bilgisayarla Bes Ekran 1969, Cizim, siyah-beyaz kopya, milimetrik kagida taslak, 21 x 29.6 cm (c) Generali Foundation Collection--
Permanent Loan to the Museum der Moderne Salzburg

Gustav Metzger: (GF0030335.01_001) Five Screens with Computer, 1969, Drawing black-and-white copy, sketch on graph paper 21 x 29.6 ¢cm (c) Generali Foundation
Collection--Permanent Loan to the Museum der Moderne Salzburg

Gustav Metzger: (GF0030335.02_001 and metzger GF0030335.03_001) Bilgisayarla Bes Ekran 1969, Computer Cizim siyah-beyaz kopya 29.6 x 21 cm (c) Generali Foundation
Collection--Permanent Loan to the Museum der Moderne Salzburg

Gustav Metzger: (GF0030335.02_001 and metzger GF0030335.03_001) Five Screens with Computer, 1969, Computer drawing black-and-white copy 29.6 x 21 cm (c) Generali
Foundation Collection--Permanent Loan to the Museum der Moderne Salzburg

Gustav Metzger, Beverly Rowe, D.E. Evans: Bilgisayarli Bes Ekran icin Tasarim Calismalari, el gizimi, 1969. 16.5 x 31.2 cm, [20.5 x 15.2 cm]MOCA Zagreb Arsivleri

Gustav Metzger, Beverly Rowe, D.E. Evans: Design Studies For Five Screens With Computer, hand drawing, 1969. 16.5 x 31.2 cm, [20.5 x 15.2 cm]MOCA Zagreb Archives
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Candas Sisman, 2014, konsept video ve

(takip eden sayfada) yerine 6zel yerlestirme
Candas Sisman, 2014, concept video and
site-specific installation (on the following page).
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Serginin parcasl olan Off-Line Medya Kdsesi, sergilenen dénemi daha genis bir zaman icerisinde dogru
konumlandirmaya yardim etmenin 6tesinde sagladigi kaynak ve etkinliklerle canli bir bulusma, ¢alisma ve degis-tokus
alani yaratmayi hedefliyor. Kitaplar, kataloglar, erisilmesi kolay olmayan dergiler, zaman cizelgesi ve online arsiv sergi
suresince Off-Line Medya Kosesi'nde sonrasinda ise Akbank Sanat Kutliphanesi’nde kalici bir kaynak olusturacak.

Off-Line Medya Kdsesi sanat izleyicilerini, arastirmacilari ve 6grencileri glin boyu calisabilecekleri bir agik kaynaga, bir
bulusma noktasina, her Carsamba 19.00-21.00 saatleri arasinda misafir konusmacilarla sohbete ve spontane atélyelerle
yeni 6grenmelere davet ediyor.

Serginin dokiimantasyonu, sunumlar ve daha fazla bilgi icin http://postdigital.amberplatform.org adresini ziyaret
edebilirsiniz.

The Off-Line Media Corner that is part of the exhibition helps to situate the period that is exhibited as part of a larger
time frame. At the same time, through the events and resources it provides, Off-Line Media Corner aims to create a
lively space to meet, work and exchange. Many books, catalogs, hard-to-find magazines, a historical time chart and online
archive will be on hand in the Off-Line Media Corner during the exhibit. After the exhibit, these resources will permanently
remain in the Akbank Sanat Library.

The Off-line Media Corner invites art lovers, researchers and students to an open resource where they can work all
day, to a meeting point, to have a chat with guest speakers from 19.00 to 21.00 every Wednesday and to new horizons of
learning with spontaneous workshops.

You can visit http://postdigital.amberplatform.org for more on the exhibition, presentations and documentations.
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CUMARTE=="SI SEMINE==ARLER|
SATL__JRDAY SE=MINA—33

Sergi boyunca gerceklesecek olan Cumartesi Seminerleri, dijital sonrasi tarihgeleri olusumu siirecinde yazan ve yaratanlarin kendilerinden dinleme
imkani veriyor.

Medya sanatinin tarihine bakarken, bu tarihin nasil yazildiina da bakmak gerekiyor; bu konvansiyonel tarih yazimindan farkli bir izlekle, kendi kavramsal
altyapisini da olusturarak, yaratanlar tarafindan yazilan kolektif bir tarihceler biitinii. En kisa mesafeden yazilmis sanat tarihi; birkac on sene éncesinden séz
ediyoruz. O kadar hizli akan, hizli degisen, tiim paradigmalarimizi altiist eden bir dénemden bahsediyoruz ki, bdyle hir hiz tarihi kisaltirken -tersine bir analoji
ile- degisimin yogunlugu zamani genisletiyor. Tarih yazimi bu degisimin icerisinde tutunabilmenin araclarindan birisi haline geliyor. Tam da bu yiizden iginde
savruldugumuz hortuma sanat araciligiyla bir nebze disardan bakma ve iliskilendirerek anlama olanagini sadece o veriyor. Son yillarda bu kisa tarihi ele alan
cok sayida serginin acilmasi, gok sayida kitabin yazilmasi, medya arkeolojisi gibi bir alanin ortaya ¢ikmasi bu ihtiyagtandr.

Bu tarihgeler biitiiniine katkida bulunan arastirmacilarin  Cumartesi Seminerleri'nde sunduklari makaleleri bu kataloga eslik eden kitapta ve http:.//
postdigital.amberplatform.org adresinde bulunabilir.

The Saturday Seminars during the exhibition will give the audience an opportunity to hear about media histories from a group of artists and researchers
who actively contributed to these histories though artistic creation and writing.

In studying the history of media art, it is essential to look at the ways this history is written. This involves a path that is different from conventional
history writing in that the participants construct their own conceptual infrastructure and engage in a collective historical endeavor. It is art history written
from the shortest possible distance as we are talking about the last few decades. it is such a fast paced and changing, and paradigm destroying history that
as the pace of the change shortens history, by a reverse analogy the density of the change broadens time. History writing becomes one way to survive in this
transformation. Historical reflection allows us to cast a look from the outside, even for a moment at the vortex we were all drawn into through the medium
of artand try t make a sense of it. The fact that in recent years many similar exhibitions were opened, many books that take up this history were written and
anew discipline as media archaeology appeared is a sure sign of this need.

A group of those who actively contributed to the whole of this history presented at Saturday Seminars; their aricles can be found in the accompanying
book and on http://postdigital.amberplatform.org



Program

20 Aralik / December 2014, saat / time: 14.30

Darko Fritz

“1960’lar ve 70'ler Dijital Sanatinda Sosyal Degisimin Temsilcileri”
“Agents of Social Change in 1960s and 1970s Digital Art”

10 Ocak / January 2015, saat / time: 14.30
Sylvie Lacerte

“Tiyatro ve Mihendislik Hakkinda 9 Aksam”
“9 Evenings of Engineering and Theatre”

17 Ocak / January 2015, saat / time: 14.30

Ekmel Ertan

Bir Dijital Sonrasi Tarihge: Tiirkiye'de Yeni, Medya Sanat!"
“A [Hi]story of The Post Digital: New Media Art in Turkey"

24 QOcak / January 2015, saat / time: 14.30

Oliver Grau

“Dijital Sanatin Karmasik ifadesi: MedyaSanatiTarihleri ve Arsivler ve insan Bilimleri Uzerine Etkisi”
“The Complex Expression of Digital Art: MediaArtHistories and its Impact on Archives and Humanities”

07 Subat / February 2015, saat / time: 14.00

Jussi Parikka

“Sanatta Cagdas Olanin Arkeolojik Bir Yeniden Kurgulamas!”
“An Archaeological Rewiring of the Contemporary in Arts”

14 Subat / February 2015, saat / time: 14.00
Armin Medosch

“Teknolojik Bilincdisi ve Dijital Sanat”

“The Technological Unconscious and Digital Art”

21 Subat / February 2015, saat / time: 14.30
Christiane Paul

“Dijitalin Soyagaclar: Bir Elestiri “Sonras|”
“Genealogies of the Digital: A “Post”-Critique”






Tam isler All works from
MSU, Museum of Contemporary Art, Zagreb

Asagidakiler harig Except

Vladimir Bonaci¢
© Dunja Donassy, bcd CyberneticArt team, Kénigswinter | Berlin | Zagreb

Waldemar Cordeiro
© Analivia Cordeiro
© Luciana Brito Galeria, Brazil

Remko Scha
© Remko Scha

Michael Fahres
© Michael Fahres

Gustav Metzger
© MSU, Museum of Contemporary Art, Zagreb
© Generali Foundation

Yeni Egilimler filmi New Tendencies film
©HRT / Croatian National TV

“9 Gece: Tiyatro ve Mihendislik” filmleri “9 Evenings: Theatre and Engineering” Films
© Barbro Schultz Lundestam, series director
©E.AT. Julie Martin, executive producer
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