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Introduction

| was born into a time in which the use of computer software in
0KS INIla o0SOFYS AySaolLloftsS
| began to make art using computer software in 1966, first and

longest in music (1968010), then in poetry (1988992), and
finally in the visual arts (2010 f).

| am continuing the line of algorithmic thinking starting with Alan
Turing (died 1954) which, in the domain of music, in the 1950
moved on to Milton Babbitt, Joh@howning Gottfried M.

KoeniglejarenHiller, Max Mathews, Baryercoe lannis
Xenakisand others.



History of Digital Arts

The history of Digital Arts began immediately after the computer science pioneer Alan
Turing had died (1954).

LY mopp= G .Stf [lo0aX alE al G6KSs6& & NI
from then on developed the Music V program which in the 1990s morphedistand
(BarryVercoe MIT).

In parallel, European composers suctXasakisand G. M. Koenig, but also American
composersllkd-;ejarenl AftEtSNIFYR aAfiz2y . FooAl0XEX RS
a8y UKSaAaés PiopxdBnahdProjgcE\goyragihds

LY 0KS XenplesnNBRES LWDKS 6221 aC2NXNIFfAI
AY [ 2YLR2aAUAZYE AY GKAOK KS RSaONR
of controlledrandom procedures.

LY GKS wmdptnQas had2 [Fra1S SaidlofAaKSR «
research (including with children) and hypothesis formulations regarding a musical
AN YYI NI 6laSR 2y [/ K2Yaj] ed)PrdgrﬁmOﬂélSG?lﬁ)(tDy n Qe
join score synthesis to sound synthesis in an4oased music composition program
calledkyma

S5AIAGL f 62N Ay @AadzZ t | NI'a adl NISR Ay
3 NJ LIK A O Pixeb Rev@uRdrepe@ta the Partial Revolution in music in the 1950s.
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A Digital Esthetic:
Its Fruits in Music, Poetry, and the Visual Arts



The State of the Art of Digital Art

A Digital art today is often still seen as inferior, and certainly as less
valuable, than work done in the institutionalized traditions of
GOAAdzEE FFNIOE€ZX ALI AYOUAYTES GLIK2Z

AcCKAA OASSG Aada AYy LINI | RSFSyas
deriving from an abundance of technologies which are seen as the
az2zdzNOS 2+ SyYyRt Saate NBLINRRdAzOA O
works made by hand.

A Being an artist who has worked with computers in music, poetry,
and the visual arts for almost 50 years, | find such views mistaken
and see them as covering up a huge potential for creative work
previously unthinkable.

A This set of slides introduces a digital esthetic | have developed in i
artistic work; it provides somfod for thoughtregarding what is
presently missed by curators, artists, and the buyers of art alike.
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Purpose of this Presentation

LYy KS aftARSa (GKFIG F2tt26> L auNRGS (2 RSTAYyY
| want to show how this term takes on a slightly different meaning in music, poetry, and the visual
arts but retains its boundargrossing character.

The base line of all of my own esthetic designs is derived from music composition whose history is
full of approaches based on numbers and mathematical speculation.

GadzaAO¢ AYy | LN OOUAOIFEf aSyasS KSNB YSIya | Tz
modulation, complex simultaneities, and virtual spaces through which sounds and images can be
made to travel.

My work in the arts is unconventional in that | have worked like an architect, making global designs
of sets of works even when carrying out only a single sample of the set.

| was guided in this by the spirit of the time in which my artistic work began, the 1950s, namely, the
LIKAT 2a2LIKE 2F dabS¢g adzaiOé¢sr SALISOALlT T e A)f 9 dzN
Il OO2NRAY3I 02 GKAA LIKAf2a2LKeEEZ SOSNE NI 62NJ
thereby discounting or transcending traditions. (The poetic equivalent to this philosophy is found in
| KFE'NI Sa ht pojgcivé vessdiiwhiehyelov.F

Of caurse, this approach to art making itself became a tradition in turn. Nevertheless, this tradition
f SR YS 02 FLIIINZEOK NI YF{Ay3 Fa ol aSR 2y 3t
AYRAQGARdzZEE GLIASOSa¢ o

It is here that we find the core thought: that the boundaries between the arts are permeable, not
as convention has it, sacrosanct.
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In What Sense Is AQomputablé&

Distinguishindpetween sensanaking and meaningiaking | would see computing
software as aensemakingdeviceable to scrutinizehe esthetic potency of auditory,
visual, or textual data.

Being both senseand meaningmakers, artists can make a parttbkir sensemaking
computable for instance by using controlled random or other mathematical
paradigms

In this sense, art becomesmputableto the extent that the artist is willing to split .
creative performances betweensen¥el 1 Ay 3d RSUJA OSa fulzadioh A R
[an illusion anyway] and his/her owivingconsciousness

CKS IINIA&aG GKSyYy 6S 02 YS meahingmaRetiyd bemjhtemen |- N.
sense who functions as an interpreter of esthetic potential that is simply not available
without a computing device.

LYLRNIFYyGtes oKFG AYAGAFfE& FLIISHFNER | A
OSPIPE aZ2Fugl NBUO |jdzAhOlfte 06S0O2YSa yzu 2
enlarged creative mind. }

LG A& Ay (0KAA O2y GSEG O ®thdiorAlter&dadS| { 2 F
Software as thAe Other makes my digital esthetic instantanealialgctical

L& | NBadzZ 0 L Y2-@08ENAKO2AY RRKAOR IXD!
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My Digital Esthetic (1)

My living
consciousness My Other

(software)

As myOther, computer software triggers my creativity, presenting to
me stimuli my brain has learned to react to.

| have a lifetime of esthetic experience stored in me, based on which | know how to respond to esthetic
stimuli. | need not worry about the particular medium | am presently in; my consciousness will show me how
to react to what is presented to me.

9



My Digital Esthetic (2)

Software enables me to creatgobal designsvithin which | can work out the details of a
composition.

L 4SS adzOK RSaAdya la aFAStRaédd 91 OK FASER
GLI N} YSGSNERE OGKFG RSTAYS az2dzyRa 2NJ AtddledSa o
numbers, a computegenerated text, or an animation still

My task as an artist is to transform tlields | design inteenergy fields namely:

--in poetry: into syllables and words carried by human breath;

--in music: into flow of sound in time;

--in the visual arts: into movements and shapes in a virtual space.

The fields define miask environmenton which | bring to bear my competence.

>
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My Digital Esthetic (3):
CNF VATFSNNAY3I / K2Yaleéeq

Competence:
What my mind

knows about the
esthetic medium
| am working ip

Task Environment:
The materials and
tools (physical or

virtual) | have built
for myself and keep
building

11



My Performance Happens in a Loop between
My Living Mind and Knowledge
Embodied in Software

My living
consciousness
$
Esthetic knowledge
embodied in software

_  The link between
the two is part of
my competence

PAAyYy3 GO2YYSNDALFf ¢ az2Fadol NS L Gdz2Ny AdG G2
the grain of what my society expects of me.
My art making is as much about truth than beauty, following Schoenberg.



Permeable Esthetic Boundaries .
¢cSaidAFTe 2 GKS 9EA:

Task Environment #1 Task Environment #2 Task Environment 3
(music) (poetry) (visual arts)

Experience with different softwardased task environments
transfersacross esthetic boundaries so that these become
GLISNYSI of S¢ o
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Music Composition
(www.ottolaske.com/music.html)

My interest in what is music and what is mind has been interconnected.

My focus in music has been twofold:
cognitive musicology and computer music composition.

S FANROZ L GNRASR (2 dzyRSNEGIFIYR 6KIFG 2
R L KI@S OoONRdzZAKG G23SGKSNJI aaO02NB ae)
based on global artistic designs.
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Example of Musical Design in the

Composition Progrankroject Ong1967 f.)

Of the many music composition programs created from the 1960s onward, G.
a ® Y 2 BrgjectDAas a representative example.

This program can equally be used for instrumentatal and electreacoustic
composition. (It has also been used for creating dances).

The program implements the following ideas:

Musical sound can be analyzed into complemenfagameterssuch as tone color, tone
duration, tone height, tone sequence, levels of loudness, and sound origin in musical space.

These parameters taken together coalesce in time into musical sound, each of them following
a different degree of change over time (e.g., pitch changes fast, durations slowly).

The composer designs musical forms by way of applying computational processes generating
controlled random; s(he) carries out such designs by turning the table of numbers that result
into energy fields realized by acoustic and/or virtual instruments.

InProjectOng (1 KS O2YLIR2ASNXRaA RSaAdadya INBE F20dzaSFK
between tones (or partials in electronic music) and the successive start times of tones in time
(entry delays). In the fusion of both dimensions, all musical elements required for making
concert music emerge.

The resulting, softward SY SN} 0 SR y dzYSNA Ol daaO2NBas Ol y
traditional notation (instrumentald2 OF f O2 YL AAUGA2Yy 0 2bibedl y 0 ¢
instruments and thus sounded directly through loudspeakers.

Traditional and software instruments can be freely merged.



ProjectOneConceptionof Music

Harmony
definedin

terms of
intervals and
expressed in
terms of
chords and
chord sizes

In Termsof Degrees of Change

Cd
0 I

Q¢ O<

0 a
SR

Depending on the degree of change of musical
parameters over time, the merger of harmony and
GAYS RSTAYAGAZY & & Ardeloss @ A S
WNKe&GKYQS wO2f 2NQ: WiSEG dzh

Time defined in terms of
intervalscalled?Sy i NB RSt

7 givesNA &S (02 WNXe K
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Defining Two Contrasting Musical Sections

NE T

aaeainsy

l.:.

2O0SNI GUAYS TNRY 4O
You can then design musical movements different from each other.

Number of Scor&ections = 2

Instruments (e.g., 4) 6
Start of Sound in Time 4
Pitch (Tone Height) 2
Register (Highyledium, Low) 5
Loudnessf{f to ppp) 3
Tempo Range 45-65

The formula defines two contrasting sections, A and B.

1

6

7

3

5
60-90

A: instruments change slowly; sound entries change periodically; rapid pitch change (12 tones);
K2Y23SyS2dzaz NBIAAGSNI IAQBAY3IT NRAS (2
B: instruments change rapidly (complex instrument mix); sound entries are nearly metric; pitch

changes very slowly (repetitionsstinati); quickchanging registers (specific to the instruments used);

slowly changing loudness levels.

AYSEt2Re&ET
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Score for 4 Acoustic Instruments

PROJECT 1 - - Score Table
8/25/2013

without accumulation

without  horizontalization
Structure Formula for 7 Sections
Instrument: 5432167

Entry Delay: 6541237

Pitch: 3651742
Register: 6132745
Dynamics: 2754631

Section 1
INSTR RHYTHM HARMONY SEQ REGISTER
DYNAMICS
TEMPO BEGIN END FERM
1 *1 104 *.8 *D B AHG F# 43521 44444 ~* ppp
2 1 .8 *B C D#F F# 45213 44555 fff
3 *2 8 *C# D 12 55 f
4 2 8 F# G 12 55 p
5 *4 8 *E F G# 231 666 ff
6 4 8 At 1 6 pp
7 4 .8 1*G ED#C 4123 6333 *mf
8 *3 90 *.63 *C CHF F#G 43251 33333 ff
9 3 .63 *G#A C#F#A#B 234615 333335 f
106 é¢ééé



;formld-4ikyma

i1
i1
i1
i2
i4
i4
i4
i4
i4
i4
i3
i3
i4
i4
i4
i4
i2
i3
i3
i3
i1
i2
i1
i1
i4
i4
i3
i4
i4
i4

Score for 4 Electrd\coustic Instruments

GUNIyatfldAyd ay2i8a¢

0] 0.93 246.94
0] 0.93 184.99
0] 0.93 220
0.93 0.5 349.22
1.43 0.56 32.70
1.43 0.56 77.78
2 1.12 220

2 1.12 293.66
3.12 0.18 61.73
3.12 0.18 41.20
3.31 0.18 69.29
3.31 0.18 92.49
3.5 0.93 369.99
3.5 0.93 277.18
3.5 0.93 493.88
3.5 0.93 329.62
4.43 0.18 36.70
4.62 1.2 130.81
4.62 1.2 174.61
5.82 1.5 97.99
7.32 0.37 293.66
7.7 0.37 164.81
8.07 0.5 73.41
8.07 0.5 48.99
8.57 0.5 82.40
8.57 0.5 207.65
9.07 1.2 277.18
10.27 1.5 51.91
10.27 1.5 34.64
10.27 1.5 58.27

2000
2000
2000
2000
2000
2000
2000
2000
2000
2000
32000
32000
32000
32000
32000
32000
32000
32000
32000
32000

32000

4000
4000
4000
4000

4000

4000

4000

4000

4000

-0.28
-6.12
-0.10
6.12
-0.20
0.71
1
-1
0.75
0.97
-0.59
0.61
-0.10
0.30
-0.44
0.32
0.89
-0.57
0.32
0]
0.30
0.28
-0.89
0.16
0.77
0.48
0.14
0.69
0.75
0.38

planstr, p2=start, p3dur; p4=freq, p5S=amp,
p6=Ilocation in acoustic space (center=0, left=1, or rigli{=Lorelei |, 2004)

Ay a2

a LI N.
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Compositional Procedure

A global design formulateid Project One manifests adable of numbersthese represent
virtual sounds in terms of their musigadrameterssuch as tone color, tone height, metric
position (or duration), loudness, etc.

The numerical table definessetof compositions, not an individual composition, thus can
give rise to entirelgifferent compositions.

By interpreting the table differently for different instruments, the composer can adapt the
design to a specific artistic project

Each column of the table stands for a single musical parameter (e.g., tone height or pitch)
changing over time according to a specified degree of change (1-Tfésijw]).

By choosing physical or virtual (electronic) instruments, the composer can adapt any design
to a specific compositional idea based on a particular group of instruments and/or voices
(potentially also dancers).

Df 20l f X ai2L) Reideyhé syRastic AuBiyedf theldBiposition, but only
indirectly its form and semantics.

To bring the design to life, the composer specifies how a chosen set of instruments interact
with each other over time, and what performers are to do at a specific point in time.

The composer can create two different kinds of scores: acoustic (for instruraedtgoices)
and electreacoustic (for electronic instruments sounded by computer software).
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Turning Numbers into a Musical Score

The table of numbers produced by Project One for me encodessical
knowledge.

My compositional decisions are local but the design on which they are based is
gobal;L 'Y ¢2NJAYy3 ai02L) R2gyES FNRY &ai
Charles Olson, | am working within a FIELD.

In Vocalise | was working with a poem of mine using 9 instruments (tone colors)
assembled in 3 singlmember groups (soprano, cello, percussion);

The 7 columns of number represent the following musical parameters: event no.,
meter, tone color (instrument or voice name), pitch, pitch sequence, tone height
(register), and volume (loudness).

Duration is a free parameter, entirely determined by me.

| have assigned instrument nos310 the voice (soprano);@tto the cello, and-B to percussion
instruments, (I could have done this differently, of course, so that the same computer output would le;
G2 I RAFTFSNByYU OEYLJQaAu)\z)/aXUCD

| am working with 4 registers (tone heights), and have defined them separately for each instrument
according to what | know about its range).

The first tone, e, falls into the cello; subsequent tones all fall into various percussion instruments, to b
used according to my musical judgment; the voice only enters in bar 3.

When musical sense requires it, | will make slight changes, but only if absolutely necessary. Otherwis
why am | using a computer program?



Resulting Instrumentalocal Score
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Poetry
(ottolaske.com/poetry.html)

Although my prose poems represent less than 5% of my total
German and English poetry, they fully align with the digital
esthetic | have followed in music and the visual arts.

| refer to Charles Olson as the instigator of using a global
design to create a set of 15 poems.



My first lecture
based on thigbook
November 2014

NEW SYNTAX:

A Premiere
of Prose Poems
by Otto Laske

Ortto Laske will premiere a
group of prose poems he wrote
between 1988 and 1992, with

the aid of a computer program.

» . . .
. At (h;ll ume, h:l\‘lllg writeen

poetry for 35 years, he saw in the software a welcome tool for freeing

himself of the shackles of habit that had shaped several different styles of

writing previously.

WEDNESDAY « NOVEMBER 19, 2014 « 7:30 PM
AT THE GLOUCESTER WRITERS CENTER

Go to the GWC web site for the new ]’.nl\m:_: Locations Map

READINGS ARE MADE POSSIBLE WITH GENEROUS SUPPORT FROM THE BRUCE J. ANDERSON FOUNDATION

GLOUCESTER

The Glowcester Writers Center is a working writer's center in a wovrking toww. We are devoted to the explorasion,
development and celebration of our diverse voices throwgh dinlogue and the wristic process.
www.gloucesterwriters.org.

126 EAST MAIN STREET « GLOUCESTER, MA 01930 « USA

25



o o Po o

Olson on Projective Verse (1950).
Poetry Writing as Breath Management

htazy éFa O2yOSNYySR gAU0K alUKS
C2NJ KAYXZ (UKS SySNHeé Ay | LRSY
objects moved by human breath;

g a
Y
'S TSINBR UKSa$S _202S0ua ¢gSNB 2FuSy
GaSO2YyR GXK&KIAKREEEY Tt dzSyOSa 2y (0KS
Focusing on thé&inetics of versand the principle underlying its creation, he
wanted to reestablish verse as anchored in an energy field, and remaining
dzy A YLISRSR o6& aeyulOuAO TYyR aSyYl yiaa
(similes, analogies, metaphors).

For this reason, he welcomed mechanical devices like the typewriter becaus
iKSe GGKNRg | YSGNRO 2@SNJ GKS 6SyS
breathing.

Devices like the typewritegive the poetthed & G I S | YR 0 NE

the purpose of precisely indicating the location and function of elements in a
esthetic energy field.

As a musician, | knew what he meant.



t 2SUONB & |y 4G9y SN
Projective vs. NorProjective Verse

A Olson builds on the achievements of Pound, Williams, and
Cummings whose wark he considered as approachmg his ideal of
GLINR2SOUADBSE OSNARASET Ay O2yidNI.

AlS areéa loz2dzi 9ftA20Y LY KAA
ear and the mind are, has only gone from his fine ear outward
rather than, as | say a projective poet walbwnthrough the
workings of his own throat to that place where breath comes from,
where breath has its beglnnmgs where drama has to come from,
GKSNBEZX 0KS O2AYOARSYOS Aacxz 0K

A Olson maintains:

AaG+xSNBES y26 mMdbpnz AT Ad Aa 02
must, | take it, catch up and put into itself certain laws and
possibilities of the breath, of the breathing of the man who writes
as well as of hiksteningg @



LIRF GAY3 hfazyQa
Through Work with Computers

In 1988, having written poetry for 3®arsL. RS OARSR (2 @ dzLJR}
typewriterand stave and bametaphors of poetry writing by using computer
software (not just the computer keyboard).

A fellow poet had given me a probabilissentence generatadi € Ay 3 a g K¢
82dz UNB AG 2dzi Xéo

In creding the new work | was thinking about, | wanted to be shielded figncal
iInterferenceand second thoughtsand get directly to syllable and word as objects
of human breath.

The sentence generator | used, calRised | Yy S ¢ | 02dzi¢ 9y 3t J
required me to answer two questions :

I Which words (vocabulary)?
I Which word when (in sequence)?
My answers to these questions became the input to Breseprogram.
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Procedure

In addition to choosing my vocabularyabout 100 nouns and verbs, adjectives
and adverbs-A Yy Of dZRAY 3 42YS cOLINA DA SARBRUO P 2R
GSYLX FGSaéo
The phrase templates were sets of rules that determined, for each of the poems
In a set:

i The proportion of nouns to verbs

i The proportion of adjectives and adverbs

i The range of line lengths

i The range of the number of lines
This input was used by the probabilistic sentence generator to generate a specific
output.

The output could only be accepted or rejected.
Any manual editing of it would be the task of the poet.

Such editing had to be slight because if it were to become excessive, why use a
computer program?



SentenceGenerator Output
YR GKS t2S0Qa

Computer output was in the form of singlenbroken lines, without punctuation

as the wheel etches the seething horse across

an olive grove | overturn the turbid day

feeling a hell of sunshine on my back

skin has shivered in fear of the kilmgshasmounted
therapystretches me toward my shadow aitd tone is stating loss

t 250Qa dadzaAaOlfé 9RAGA

As my wheel is etching the seething
across the olive grove, | overturn the turbidc,
feeling a hell of

Skin has fear the king. Loss has
Therapy fand
its tone is stating

d®



Software-Based Poetry Writing

The future of softwaréased poetry writing is slim, even if every poet

uses a computer keyboard.

CKAA A& 0SOlIdzAS GaoNARGAYTE Aa Of 22
idiosyncratic frame of reference which lie far beyond grammar.

| 26 SOSNE dzaAy3a aSyiaSyoOoS 3IASYySNI Gd2N
RSOAOSE FT2NJ LI2Sia ¢6K2 FTSSf GKSeé |
conventions, including their own.

Softwared SR LI2SUNE SGNAOAY3I A& 3IF22R
use of breath in writing.

It is a tool for making poetrgrojectiverather than having it consist of wall
paper patterns sitting on a page soaked in lyrical interferences.



Visual Art
(www.ottolaske.com/gallery.html)

My work in the visual arts is an efhot of my work with global
designs in music composition.

As Gertrude Stein said, it is composition that makes everything
different.

In my animations, | have pulled together all of the three fields |
have learned to master. My animations have also yielded the
Gy S3AFoALBSasg 2y gKAOK Yé @AradzZt g2N

L GKAY]l 2F Y& QAadzf ¢62N] la aGFNRI



OTTO LASKE

Solo Show
Digital painting

September 10 — October 12, 2014

Artist’s Reception
Sunday, September, 3:30 - 5:30 PM

The Firehouse Center for the Arts Gallery
open Wednesday - Sunday, 12 noon to 5 PM
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Animations as a Framework
for Digital Photography and Painting

| was ledto makinganimations as/isualizgt[ons ofAmy electrfacoustic musi€19662009). Individual frames taken from
Y& FYAYFGA2ya o0SOFYS (KS a4y &k vshalebtsThis &#tys maskallylrispired o | & S
throughout, focusing on flow, tension, conflict, movement.

.8t26 IINS aSSy (G(KNBS FYAYlFGA2Y G202S0Gaé¢ SIOK 2F gKAOK
images move against and through each other over time, their shapes, colors, and textures follow the flow of the
music.

Object3
(hypernurb

Objectl (oil tank)

Object2 (lathenurb)
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An Animation is a Moving Constellation of Pixels

Once the object®n which the animation is based cadifferent images, themageswill
move (with the objects) against, through, over, and under each other; in addition, the

image carried by a single object can gradually mergeatiier images, dissolvingver
time.

Object3

—

Object 1

Object2
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