NYU

Steinhardt School of Culture, Education, and Human Development

LEONARDO’® .. Sabancr .
Operational & THEINTER e Universitesi
Curatorial Research o N

VOL 20 NO 2 BOOK EDITORS LANFRANCO ACETI & PAUL THOMAS

EDITORIAL MANAGER GAGLAR GETIN

In this particular volume the issue of art as interference and the strategies
that it should adopt have been reframed within the structures of contempo-
rary technology as well as within the frameworks of interactions between
art, science and media. What sort of interference should be chosen, if one at

all, remains a personal choice for each artist, curator, critic and historian.



cn

Operational &
Curatorial Research

NYU
Steinhardt School of Culture, n, and Human Development

LEAis a publication of Leonardo/ISAST.

Copyright 2014 ISAST
Leonardo Electronic Almanac
Volume 20 Issue 2

April 15, 2014

ISSN 1071-4391

LEONARDO"

..Sabanc1 .
Universitesi

Editorial Address
Leonardo Electronic Almanac
Sabanci University, Orhanli — Tuzla, 34956

Istanbul, Turkey

Email

info@leoalmanac.org

ISBN 978-1-906897-32-1

LEONARDO ELECTRONIC ALMANAC, VOLUME 20 ISSUE 2

Interference Strategies

The i1sBN is provided by Goldsmiths, University of London. Web
www.leoalmanac.org
LEA PUBLISHING & SUBSCRIPTION INFORMATION www.twitter.com/LEA_twitts
www.flickr.com/photos/lea_gallery
Editor in Chief www.facebook.com/pages/Leonardo-Electronic-

Lanfranco Aceti lanfranco.aceti@leoalmanac Almanac/209156896252

BOOK EDITORS
LANFRANCO ACETI & PAUL THOMAS

Co-Editor
Ozden Sahin Copyright © 2014

Leonardo, the International Society for the Arts,

EDITORIAL MANAGER
GCAGLAR GETIN

Managing Editor Sciences and Technology
John Francescutti john.francesct

Leonardo Electronic Almanac is published by:
Art Director Leonardo/ISAST

Deniz Cem Onduygu der oalmana 211 Sutter Street, suite 501
San Francisco, CA 94108
Editorial Board USA
Peter J. Bentley, Ezequiel Di Paolo, Ernest Edmonds, Felice Leonardo Electronic Almanac (LEA) is a project of Leonardo/
Frankel, Gabriella Giannachi, Gary Hall, Craig Harris, Sibel Irzik, The International Society for the Arts, Sciences and Technol-
Marina Jirotka, Beau Lotto, Roger Malina, Terrence Masson, ogy. For more information about Leonardo/ISAST'’s publica-
Jon McCormack, Mark Nash, Sally Jane Norman, Christiane tions and programs, see http://www.leonardo.info or contact
Paul, Simon Penny, Jane Prophet, Jeffrey Shaw, William isast@leonardo.info.
Uricchio
Leonardo Electronic Almanac is produced by
Cover Passero Productions.
Deniz Cem Onduygu
Reposting of this journal is prohibited without permission of
Leonardo/ISAST, except for the posting of news and events

listings which have been independently received.

The individual articles included in the issue are © 2014 ISAST.

2 LEONARDOELECTRONICALMANAC VOL 20 NO 2



mailto:lanfranco.aceti@leoalmanac.org
mailto:ozden.sahin@leoalmanac.org
mailto:john.francescutti@leoalmanac.org
mailto:deniz.onduygu@leoalmanac.org
mailto:info@leoalmanac.org
http://www.leoalmanac.org 
http://www.twitter.com/LEA_twitts 
http://www.flickr.com/photos/lea_gallery 
http://www.facebook.com/pages/Leonardo-Electronic-Almanac/209156896252
http://www.facebook.com/pages/Leonardo-Electronic-Almanac/209156896252
http://www.leonardo.info
mailto:isast@leonardo.info

The Leonardo Electronic Almanac The publication of this book is graciously supported by
acknowledges the institutional support
for this book of

<y
J A USTRAL

NSW ‘ Art & Design

. Sabanci

Universitesi

® | KAsA T
GALERI

The book editors Lanfranco Aceti and Paul Thomas would
especially like to acknowledge Su Baker for her continual
support of this project and Andrew Varano for his work as

conference organiser.

Operational &
Curatorial Research

We would also like to thank the Transdisciplinary Imaging at

the intersection between art, science and culture, Conference
Committee: Michele Barker, Brad Buckley, Brogan Bunt, Edward
Q i | ] Colless, Vince Dziekan, Donal Fitzpatrick, Petra Gemeinboeck,
Steinhardt School of Culture, Education, and Human Development

Julian Goddard, Ross Harley, Martyn Jolly, Daniel Mafe, Leon

Marvell and Darren Tofts.



ONTENTS

10

13
16

26

36

50

60

6 LEONARDOELECTRONICALMANAC VOL 20 NO 2

OO OO OO OO OO OO OO OO OO OO0
Leonardo Electronic Almanac
Volume 20 Issue 2

SOSOOEOOEOOOOOOOOO OO OO OO OO OO SO SO SOOO OO OO

INTERFERENCE STRATEGIES: IS ART IN THE MIDDLE?
Lanfranco Aceti

INTERFERENCE STRATEGIES
Paul Thomas

THE ART OF DECODING: n-FOLDED, n-VISIONED, n-CULTURED
Mark Guglielmetti

THE CASE OF BIOPHILIA: A COLLECTIVE COMPOSITION OF
GOALS AND DISTRIBUTED ACTION
Mark Cypher

CONTAMINATED IMMERSION AND THOMAS DEMAND: THE DAILIES

David Eastwood

GESTURE IN SEARCH OF A PURPOSE:
A PREHISTORY OF MOBILITY
Darren Tofts & Lisa Gye

HEADLESS AND UNBORN, OR THE BAPHOMET RESTORED
INTERFERING WITH BATAILLE AND MASSON'S IMAGE OF THE
ACEPHALE

Leon Marvell

ISSN 1071-4391 ISBN 978-1-906897-32-1

72

86
96
14

122

132

146

ISSN 1071-4391 ISBN

CONTENT

SOECOOESOOOOOOODOODOOOOOOOOOOOB OO OO OO OO SO EOO SO SO OO OO

IMAGES (R)-EVOLUTION: MEDIA ARTS COMPLEX IMAGERY
CHALLENGING HUMANITIES AND OUR INSTITUTIONS OF
CULTURAL MEMORY

Oliver Grau

INTERFERENCE WAVE DATA AND ART
Adam Nash

INTERFERING WITH THE DEAD
Edward Colless

MERGE/MULTIPLEX
Brogan Bunt

A ROBOT WALKS INTO A ROOM: GOOGLE ART PROJECT, THE NEW
AESTHETIC, AND THE ACCIDENT OF ART
Susan Ballard

TOWARDS AN ONTOLOGY OF COLOUR IN THE AGE OF
MACHINIC SHINE
Mark Titmarsh

TRANSVERSAL INTERFERENCE
Anna Munster

978-1-906897-32-1 VOL 20 NO 2 LEONARDOELECTRONICALMANAC 7



N TRODUTQ CTI ON

Iimitenflemenme Stintier)ies:

liss At iiim tiine Mol lae=®

Iffwee] bk tttreeet ymudbgdoad Istuct tunee af fttreewoonc
iirtenfEeeToes ,weewnnlitt Hearee thoggo izt toaraoost tuat
thatcbefessittassassumadftteetimeo LLaatmwarctsinteer
((mbettvess))aantdfézioo( ttosttiied) buttwiitthaapeat taudar
ateartoonttotteemesaninggafftteeweodfErrootmenggi nteer-
preteetppipzly ssttowenun Abmitt e Hegssetfynoo-

| e lyi oo ettty Heegredtradidte ttotthinikad ftiee
wrdinter féremueeassaacconmpssteead fintarr((mbetivesar))
anttteel L aatmvertbféro(ttoaaaryy) witiathwendttHrigs
foomweandtittiee] cibzaaffinterférrnuecassacaor ittt
Hrongdtttimttieermedttéeadftivapaargg unmresriss, tivap diass,
timoocaoTsttuatks.

[t &si ot tarttttocadroovibetme tHeeetymub b oed ot
affaawsoctnedti ook ttocteedtypaast eite cazataicc
exeraiEss touttimaycirrttoatiariytties cted bpgocd Ity
pnmInEssel farggumesT st taree theemssummeetiugasnd
ctareat trrzeetbyyaward,

TissHuomddy titéet Mt féreroee Stattegess, dbmessnudt( garet
imaal Hooest iy condittind) ) prowdtezaresablitamttoaacom-
e mtereat toom--tHetaffattsstointerftrmress--tHat
HessaacoommdéexHhist toraad ttemtttoom. | mffeutt,i ti &simpumss-
ssiibée foormee witeenaanadyyzingettieei ssueeadfintee férees,
nudtttotthimkas e B eemt tess e Gddaoknmovimass
Damedéecta Widteere JanttitteecomesngssttietHeepzanteet
fdloovingz a1 B coommmissscon f oo Fgee FRau | Wt
‘fesetteTcismesTit teenedertiimutiessad ot fedtangeeto

R oovaarr ot Esf fesaomssimttee Settnee (Ceme) Tzttt
imttieeesypssaffaacooternmmresyy weaves, Wessaweaunth
infllateetimbsgivesenttieeredatonsshiparest eetbyy ttiee
ativokkanttitteeattiktwitthttee wesvesr((mteerttoapzeiis

8 LEONARDOELECTRONICALMANAC VOL 20 NO 2

andinterttioauattoriswitthinteerttoléettors) as\Wintiesr-
tooFacowen ittt tt. TiHosseffamnuassHyesstessapeeartto
Heebudth aftormadfeersarsttippasswel lass nter férreuee

It fEranueei sscawactttiat tasseenibbssaamuttttdbeaff
mezaningssinterpyedtetamuoydinggttocoessprrsgmet tive
et ek Gpgead lcorst trattsassaamestitingg, cadist turr-
Haanues canttaanadt bered toon o fmuomtidiitessaffinteremt taom
Hettvesan tiveo et tess | intthssHimomdds, tHereeaaseaaserTess

o fregpessrtatonssafftHesee nterférenuess, asswedl lassaa
seriessarfopesttomssamwitetareetteeposssiibée coprtaem-
puoeatyy feomesadfintee féranuee--diggitd) sateattfecantd
et tedtoc--antiwieetaree threst tedbegeastHadt condittbme
aattgyi et Mot ttoaat tiedyyinterféree.,

THeecconméxittyaffttieesttedtegessaffinmerférammeewittiim
cooTteanmmeayy quittacd [t st et tocdissonurssssagp -
nEeassttobmessummeetiugbyy tHeeprrcegttoomttiettinterr-
feremueei ssanemesssarijyaat theegeest turee. THisspmrcegyttoom
aEeassttoexxat liete theef fat tHadt soonet tmessttiee veryy
exxitETeeatfamativar ik shzseet aomamintesféegg
nettures, ayramamassttettoc thatHascoomeettobreassnuomn-
cooTssTA ttthoanTt Heaues i ntterféemegwiithaagmdittecdl
progget.

[t fErmmppantivarkss wihiathByy ttresrawnnaatureeattad-
|epEeasyptiem Wwereetheeatiwarissattussen foortteeexx-
HidsttaomArttont e e unstt((eR7)- Tieeauttured laandi dten-
| G [ttt pnmingzsaf fHeeNNetoored | it Geemzem
Wity Herss' Fract iy conittisedédyy prooweteaam wnttbe st tanchingg
offamest et tosst et wen it neeesssarijyi mub)y tHeedbdTmi-

ISSN 1071-4391 ISBN 978-1-906897-32-1

ttoomadf tgmerer e bt promhl ioeet By emereradbeatt-
i5$Es. Attttettwesssnudtaadinest tHyynmttotteegremutbe ur
o f@emaanyy conUctnud thpe seemenbyy tHeeNNez ireggmeeass
anyythinggedteefudt interférmpganttHerneedtspreradss,
stnueeittopesttomeetiantinterféraetiwitthtties died ity
aff TeetomccreppeseeTtE s, wicthwerreesrttrsset]
antponuttetassttieeant)yaestttettossafftteeNNetoorzd|
Ssmiaisttyzaty. Wi imHtemrath@tooisss\Wicar
Oipppéss((zm) ) condttnuitireamuoeearitiozd pzaittngs
afftteeBRmtyyFRiittecadftheettmes anttiaffwaarimgesesed),
antittrerettoee ettt Hre attmssTertass' temerered et
qopreteTmestttobse it

Attimtthiscoortexttccanmudtireanttsttoautdnodthmeaanyy-
tHinggedésetuttinerféranues edttieerdyy drmmpgnescomes-
tHingzi midetivesemorr dyywenuntiingsttiee Bty FRaittacHyy
bt seneE thinggim et tvesenttiee e ety comst tueet
regttaora Imestiresssad fHumaamityy ardtttteess i) geareet]
wieavesr AhmedéemeeTitttiatinteefress, alisttuuatssard
dissrygitstttee et tl)yamuttd tetantt ceaed Uy attos-
recpgeqbteet ther ey tHetttee weaverssstonddtmmesddyy
foltow.| Mtthisazseeinterférenueeisssarmetthingttatt
coorutts cbepmer et besantttinesd terssttocodl et tiee
wisanadfttee Bty Roitte.

Iintthimdimgeaddmudttteewadicityy of finter féremueeassast tedt-
ey, ttwisssi mpusssibtenodtttoresvisttanttcoomuzereettiee
imagzecsfRallJ tesrihGomdiimds weswnpgttieeFrttot &t &2
st t((DeprrercdteAdit) Jexdidrttoont ! toottreemaanyyima-
apEssad ooty sttutttingg corpmy et e tiyrommesantt
Holillcoraanessi mmussrumssaantHaat tEarssarcounttitteegdtdise,
cdtauingpwitthporabeavesttee promezezanttia, cor-—Het teer

-~ tHeetrasattessthatt ey Heaeecoommissscoreetiaatt-
isttstopromtlicee.

Thutyssaortenpmyeayy At tstolttbeel nterférmpmure
antmuoeewitthaaitti teedff it sttondttbze corroypibetizant
corrupttngg, dtemeerad et dbepererettngg | ttstroadttbee
proatiucingpwistarurregttyyitti ssrodtamntti ttstrmdttareste
awanunttwiithimaartti teedff cddéettoaterrauurmestttthinkingg

ISSN 1071-4391 ISBN 978-1-906897-32-1

I'NTRODUCTIO

anttimuntibittessaf ferpzmmenea it  ttstondtbre--thocqued e
FrRadd oM aamssn--aami msttrumeritad fwaar adibbettointezrfée-
rico: Nip, paaittinggissnudtdtoreet todteored te szt tneatts.
Itti ssaami megtrumreeTttad fwaear oo thand&canticibf famsee
aznstttteeaeamyy”

[ffattstionutHesttiearsttrideecorbrmpgseomet thinggisspartt
affwiatHamstimeemaal g amst Hedttccomverssataomt et
presesttetttieeAvantt gzacte moveseeitarrtHeedbet toee-
thieeffunyyoffttieeesahyFuutuistts | mttisspatteulianedlumes
theel sssieeadfaattamsi Nt Eremuecanttittieest ted begeesttadt
ittstroaudt bt tHames Hesenref feaneetiwitthimtHeest e -
tturessadfaooTteenmmr ey teetmubtgyy asswiel lasswittim
tHeeffemeavarkssaffinter et toorsshmtvesenartt saiermoee
antmezetia.

WHadtseottadfinterferemnueestronuttdze atrossm  ffaneeatt
Al resnzanssaaperssora| aHuaeef toresathat tett arured by,
arrttecaanttisttorzam.

[ffl IHetitboat tomeses, prerssoralfy! nttmygsdffinurezmsngd)y
fenopinggantttaatdtmasnudtdtdiveerwitettisseoomatbet],
wirtaeti ssadiwiomiss, wirteet czambse Huungg aonzawadlllaancticzam
Hremaattteetittot tamet tress. Noorazam! Iffnctmygedffadidée
tooffanoraat tthztssimoaidis propzezattiacrrbusnesss
wneiteravesl witthtteenmemeeaffarttrepeedeetdywrrtteem
imczgyyted | e tresadl lovegritt. TiHaet cdbrpes rod ] baanee ey
muethatimeeei mawerttiwiesesi e féranueeissnool tom-
cerrarcer e, avriffitt ssancegyitdis, it ssseoamtjywitthim
e et tddblss et cooriteant tzd | apered tivee ffeamesvar ks,
thereftoeel tosngg tes inteeférenteevadlies)

TiHiss| teavnesst teeggead taoomunthitum--aareel e f b peoess
sl pmssidee? TiHereeameestillspeaessanttoppmot tunittéss
foorinterférarues anttitthsswadlumeei ssoneeadftHeseerse-
mEImingg e, Hutthesy aareel nteest ttta Ispzaess e
s$trnidiingef st | ez aamover et tmingg e chtiilbanctizan
citeserttpyomtlceettyy teecoorsspred tyesaf faat taanttineette
affamuittttidte affiresetiess.

VOL 20 NO 2 LEONARDOELECTRONICALMANAC




N TRODUTQ CTI ON

Interference Strategies:
Is Art in the Middle?

If we look at the etymological structure of the word
interference, we would have to go back to a construct
that defines it as a sum of the two Latin words inter
(in between) and ferio (to strike), but with a particular
attention to the meaning of the word ferio being inter-
preted principally as to wound. Albeit perhaps etymo-
logically incorrect, it may be preferable to think of the
word interference as a composite of inter (in between)
and the Latin verb fero (to carry), which would bring
forward the idea of interference as a contribution
brought in the middle of two arguments, two ideas,
two constructs.

It is important to acknowledge the etymological root
of a word not in order to develop a sterile academic
exercise, but in order to clarify the ideological under-
pinnings of arguments that are then summed up and
characterized by a word.

This book, titled Interference Strategies, does not (and
in all honesty could not) provide a resolution to a com-
plex interaction - that of artistic interferences - that
has a complex historical tradition. In fact, it is impos-
sible, for me, when analyzing the issue of interference,
not to think of the Breeches Maker (also known as
Daniele da Volterra) and the coverings that he painted
following a 1559 commission from Pope Paul IV to
‘render decent’ the naked bodies of Michelangelo
Buonarroti's frescoes in the Sistine Chapel. That act,
in the eyes of a contemporary viewer, was a wound
inflicted in between the relationship created by the
artwork and the artist with the viewer (intentio operis
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and intentio auctoris with intentio lectoris), as Umber-
to Eco would put it. Those famous breeches appear to
be both: a form of censorship as well as interference
with Michelangelo’s vision.

Interference is a word that assembles a multitude of
meanings interpreted according to one’s perspective
and ideological constructs as a meddling, a distur-
bance, and an alteration of modalities of interaction
between two parties. In this book, there are a series
of representations of these interferences, as well as a
series of questions on what are the possible contem-
porary forms of interference - digital, scientific and
aesthetic - and what are the strategies that could be
adopted in order to actively interfere.

The complexity of the strategies of interference within
contemporary political and aesthetic discourses ap-
pears to be summed up by the perception that inter-
ference is a necessarily active gesture. This perception
appears to exclude the fact that sometimes the very
existence of an artwork is based on an interfering
nature, or on an aesthetic that has come to be as non-
consonant to and, hence, interfering with a political
project.

Interfering artworks, which by their own nature chal-
lenge a system, were the artworks chosen for the ex-
hibition Entartete Kunst (1937). The cultural and ideo-
logical underpinnings of the National Socialist German
Workers' Party could solely provide an understanding
of aesthetics that would necessarily imply the defini-

ISSN 1071-4391 ISBN 978-1-906897-32-1

tion of ‘degenerate art’ produced by ‘degenerate art-
ists” Art that was not a direct hymn to the grandeur
of Germany could not be seen by the Nazi regime as
anything else but ‘interfering and hence degenerate,
since it questioned and interfered with the ideal purity
of Teutonic representations, which were endorsed
and promoted as the only aesthetics of the National
Socialist party. Wilhelm Heinrich Otto Dix's War
Cripples (1920) could not be a more critical painting
of the Body Politic of the time, and of war in general,
and therefore had to be classified as ‘degenerate’ and
condemned to be ‘burnt’

Art in this context cannot be and should not be any-
thing else but interference; either by bringing some-
thing in between or by wounding the Body Politic by
placing something in between the perfectly construed
rational madness of humanity and the subjugated
viewer. An element that interferes, obstructs and
disrupts the carefully annotated and carefully cho-
reographed itinerary that the viewers should meekly
follow. In this case interference is something that
corrupts, degenerates and threatens to collapse the
vision of the Body Politic.

In thinking about the validity of interference as a strat-
egy, it was impossible not to revisit and compare the
image of Paul Joseph Goebbels viewing the Entartete
Kunst (Degenerate Art) exhibition I to the many im-
ages of pompously strutting corporate tycoons and
billionaires in museums and art fairs around the globe,
glancing with pride over the propaganda, or - better
- over the breeches that they have commissioned art-
ists to produce.

Today's contemporary art should be interfering more
and more with art itself, it should be corrupted and
corrupting, degenerate and degenerating. It should be
producing what currently it is not and it should create
a wound within art itself, able to alter current thinking

ISSN 1071-4391 ISBN 978-1-906897-32-1
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and modalities of engagement. It should be - to quote
Pablo Picasso - an instrument of war able to inter-fe-
rio: “No, painting is not done to decorate apartments.
It is an instrument of war for attack and defense
against the enemy.”

If art should either strike or bring something is part

of what has been a long aesthetic conversation that
preceded the Avant-garde movement or the destruc-
tive fury of the early Futurists. In this particular volume
the issue of art as interference and the strategies that
it should adopt have been reframed within the struc-
tures of contemporary technology as well as within
the frameworks of interactions between art, science
and media.

What sort of interference should be chosen, if one at
all, remains a personal choice for each artist, curator,
critic and historian.

If | had to choose, personally | find myself increasingly
favoring art that does not deliver what is expected,
what is obvious, what can be hung on a wall and can
be matched to tapestries. Nor can | find myself able
to favor art that shrouds propaganda or business
under a veil with the name of art repeatedly written
in capital letters all over it. That does not leave very
much choice in a world where interference is no lon-
ger acceptable, or if it is acceptable, it is so only within
pre-established contractual operative frameworks,
therefore losing its ‘interference value!’

This leaves the great conundrum - are interferences
still possible? There are still spaces and opportunities
for interference, and this volume is one of these re-
maining areas, but they are interstitial spaces and are
shrinking fast, leaving an overwhelming Baudrillardian
desert produced by the conspirators of art and made
of a multitude of breeches.
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In this introduction | cannot touch upon all the differ-
ent aspects of interference analyzed, like in the case
of data and waves presented by Adam Nash, who
argues that the digital is in itself and per se a form of
interference: at least a form of interference with be-
havioral systems and with what can be defined as the
illusory realm of everyday’s ‘real’

Transversal interference, as in the case of Anna Mun-
ster, is a socio-political divide where heterogeneity is
the monster, the wound, the interfering and dreaded
element that threatens the ‘homologation’ of scientific
thought. '

With Brogan Bunt comes obfuscation as a form of
blurring that interferes with the ordered lines of neatly
defined social taxonomies; within which | can only per-
ceive the role of the thinker as that of the taxidermist
operating on living fields of study that are in the pro-
cess of being rendered dead and obfuscated by the
very process and people who should be unveiling and
revealing them.

With Darren Tofts and Lisa Gye it is the perusal of
the image that can be an act of interference and a
disruption if it operates outside rigid interpretative
frameworks and interaction parameters firmly set via
intentio operis, intentio auctoris and intentio lectoris.

It is the fear of the unexpected remix and mash-up
that interferes with and threatens the ‘purity’ and
sanctimonious fascistic interpretations of the aura
of the artwork, its buyers, consumers and aesthetic
priests. The orthodoxical, fanatic and terroristic aes-
thetic hierarchies that were disrupted by laughter in
the Middle Ages might be disrupted today by viral, a-
morphological and uncontrollable bodily functions.

My very personal thanks go to Paul Thomas and the
authors in this book who have endeavored to comply
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with our guidelines to deliver a new milestone in the
history of LEA.

As always | wish to thank my team at LEA who made
it possible to deliver these academic interferences: my
gratitude is as always for Ozden Sahin, Caglar Cetin
and Deniz Cem Onduygu.

Lanfranco Aceti
Editor in Chief, Leonar:

Director, Kasa Gallery

Almanac
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Interference
Strategies

The theme of ‘interference strategies for art’ re-
flects a literal merging of sources, an interplay be-
tween factors, and acts as a metaphor for the interac-
tion of art and science, the essence of transdisciplinary
study. The revealing of metaphors for interference

“that equates different and even ‘incommensurable’
concepts can, therefore, be a very fruitful source of
insight.”

The role of the publication, as a vehicle to promote
and encourage transdisciplinary research, is to ques-
tion what fine art image-making is contributing to the
current discourse on images. The publication brings
together researchers, artists and cultural thinkers to
speculate, contest and share their thoughts on the
strategies for interference, at the intersection between
art, science and culture, that form new dialogues.

In October 1927 the Fifth Solvay International Confer-
ence marked a point in time that created a unifying
seepage between art and science and opened the
gateway to uncertainty and therefore the parallels of
artistic and scientific research. This famous conference
announced the genesis of quantum theory and, with
that, Werner Heisenberg’s uncertainty principle. These
events are linked historically and inform interesting ex-
perimental art practices to reveal the subtle shift that

can ensue from a moment in time.

The simple yet highly developed double slit experiment
identifies the problem of measurement in the quantum
world. If you are measuring the position of a particle

ISSN 1071-4391 ISBN 978-1-906897-32-1
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you cannot measure its momentum. This is one of the
main theories that have been constantly tested and
still remains persistent. The double slit experiment,
first initiated by Thomas Young, exposes a quintessen-
tial guantum phenomenon, which, through Heisenberg
theory, demonstrates the quantum universe as a se-
ries of probabilities that enabled the Newtonian view
of the world to be seriously challenged.

If the measurement intra-action plays a consti-
tutive role in what is measured, then it matters
how something is explored. In fact, this is born
out empirically in experiments with matter (and
energy): when electrons (or light) are measured
using one kind of apparatus, they are waves, if
they are measured in a complementary way, they
are particles. Notice that what we’re talking about
here is not simply some object reacting differently
to different probings but being differently.

In the double slit experiment particles that travel
through the slits interfere with themselves enabling
each particle to create a wave-like interference pat-
tern.

The underlying concepts upon which this publication
is based see the potential for art to interfere, affect
and obstruct in order to question what is indefinable.

This can only be demonstrated by a closer look at the
double slit experiment and the art that is revealed

through phenomena of improbability.
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Figure 1. Diagram of the double slit experiment that was first

performed by Thomas Young in the early 1800's displays
the probabilistic characteristics of quantum mechanical

phenomena.

When particles go through the slits they act as waves
and create the famous interference pattern. The con-
cept is that one particle going through the slit must
behave like a wave and interfere with itself to create
the band image on the rear receptor.

Interference Strategies looks at the phenomenon

of interference and places art at the very centre of
the wave/particle dilemma. Can art still find a way

in today’'s dense world where we are saturated with
images from all disciplines, whether it's the creation
of ‘beautiful visualisations’ for science, the torrent of
images uploaded to social media services like Insta-
gram and Flickr, or the billions of queries made to vast
visual data archives such as Google Images? The con-
temporary machinic interpretations of the visual and
sensorial experience of the world are producing a new
spectacle of media pollution, obliging the viewers to
ask if machines should be considered the new artists
of the 21st century.

The notion of ‘Interference’ is posed here as an an-
tagonism between production and seduction, as a
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redirection of affect, or as an untapped potential for
repositioning artistic critique. Maybe art doesn’t have
to work as a wave that displaces or reinforces the
standardized protocols of data/messages, but can in-
stead function as a signal that disrupts and challenges
perceptions.

‘Interference’ can stand as a mediating incantation that
might create a layer between the constructed image
of the ‘everyday’ given to us by science, technologi-
cal social networks and the means of its construction.
Mediation, as discussed in the first Transdisplinary
Imaging conference, is a concept that has become a
medium in itself through which we think and act; and
in which we swim. Interference, however, confronts
the flow, challenges currents and eulogizes the drift.

The questions posed in this volume, include whether
art can interfere with the chaotic storms of data vi-
sualization and information processing, or is it merely
reinforcing the nocuous nature of contemporary me-
dia? Can we think of ‘interference’ as a key tactic for
the contemporary image in disrupting and critiquing
the continual flood of constructed imagery? Are con-
temporary forms and strategies of interference the
same as historical ones? What kinds of similarities and
differences exist?

Application of a process to a medium, or a wave to a
particle, for example, the sorting of pixel data, liter-
ally interferes with the state of an image, and directly
gives new materiality and meaning, allowing interfer-
ence to be utilised as a conceptual framework for
interpretation, and critical reflection.

Interference is not merely combining. Interference

is an active process of negotiating between different
forces. The artist in this context is a mediator, facili-
tating the meeting of competitive elements, bringing
together and setting up a situation of probabilities.
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In response to the questions posed by the confer-
ence theme, presentations traversed varied notions
of interference in defining image space, the decoding
and interpretation of images, the interference be-
tween different streams of digital data, and how this
knowledge might redefine art and art practice. Within
that scope lies the discourse about interference that
arises when normal approaches or processes fail, with
unanticipated results, the accidental discovery, and

its potential in the development of new strategies of
investigation.

In “[t]he case of Biophilia: a collective composition

of goals and distributed action”, & Mark Cypher high-
lights the interference in negotiations between exhibit
organisers, and space requirements, and the require-
ments for artist/artworks, resulting in an outcome
that is a combination generated by the competition of
two or more interests. As part of the final appearance
of Biophilia, the artwork itself contained elements of
both interests, an interference of competing interests,
comprising a system in which the artist and the art-
work are components, and the display a negotiated
outcome. Each element interferes with itself as it ne-
gotiates the many factors that contribute to the pre-
sentation of art. In this sense the creation of the final
appearance of Biophilia is the result of the distributed
action of many “actors” in a “network.” & (To put this
in another form all actors are particles and interact
with each other to create all possible solutions but
when observed, create a single state.)

In summing up concepts of the second Transdisci-
plinary Imaging conference, particularly in reference
to the topic of interference strategies, Edward Colless
spoke of some of the aspirations for the topic, enter-
taining the possibilities of transdisciplinary art as being
a contested field, in that many of the conference pa-
pers were trying to unravel, contextualise and theorise
simultaneously.
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The publication aims to demonstrate a combined
eclecticism and to extend the discussion by address-
ing the current state of the image through a multitude
of lenses. Through the theme of interference strate-
gies this publication will embrace error and transdisci-
plinarity as a new vision of how to think, theorize and
critique the image, the real and thought itself.

Paul Thomas
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