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The area that interests me

most is the capacity to modify

the audience’s perception in

new ways thereby transcend-

ing traditional aesthetic values.

SG, ATAV

I have nothing to

say. Only to

show. I will not

appropriate spiri-

tual forms.

Walter Benjamin

Music is an art metalanguage of

feelings with strong affinities to

consciousness. The gestures essen-

tially belong to it, and then the feel-

ings appear in sound and gesture.

The gesture is like a visual sound.

Dieter Schnebel,
Texte zur Neuen Musik

It is not necessary to analyse

in full. I do not have to dance,

gesture does not have to have

meaning, perform deictics,

that one arm here on this side

is tragedy, that over here is to

be found Shakespeare…

SG, KMZ

The instrumental gesture overlaps epistemic, ergotic, and semiotic

functions: it operates through tactile experience, involves wide

range physical movement, and it produces sound of an emotive or

sign-rich capacity which is thus associated with and inseparable

from the nature of the gesture. People will often imagine or even

imitate the performer when listening to recorded music, where the

associated semiotics of gesture are removed from the sound. At

concerts the performer’s gestures are closely observed by the audi-

ence. What then occurs when Goto abstracts musical sound from

the gesture of its creation involves a different kind of semiotic loss.

The performer of the sound is still before the audience, but his per-

formance has become inconsistent with traditional psychological

assumptions relating to the semiotics of gesture. These assump-

tions are based upon the false analogy of the physical musical

instrument to the virtual musical instrument. A disruption occurs in

the extended organisation and formation of traditional values.

The SuperPolm is a virtual instrument whose ergonom-

ics are based on those of a violin. In the place of

strings are four pressure sensors attached to the

finger board. The bow operates as a potentiometer:

over 100 resistors are positioned along its length,

which can be run across the metallic bridge on the

instrument to produce varying output voltages. There

is a further pressure sensor in the chin pad, and an

accelerometer in the body, which thus give a further

two means by which to change parameters, to play the

SuperPolm. These are of added effect as they are

operated by actions which do not influence the sound

of an acoustic violin. It is possible to play the

SuperPolm by holding it out from the body and chang-

ing the incline, or with arms by sides varying the pres-

sure on the chin rest. This method can produce

anachronic disrupted analysis, as the form (violin) is

comfortable, while the production of sound (by tilting,

by subtle chin movements) exerts a loss of the habitual

semiotics of gesture. Thus new gesture signs are

introduced for which the audience has no organized

meaning or prestratified network of signifiers (as might

be derived from historicity, the artist, etc.).
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In the vocal era the musician was his
own instrument. Instruments
brought in a new technical factor:
mechanical possibilities increased,
and dynamics and frequency ranges
were expanded. This gave rise to new
and larger-scale forms of expression,
although the process of expression
itself became more and more dissoci-
ated from human beings…Electronic
music constitutes a third era within
this scheme. It stands in the same
relation to instrumental music as
instrumental music to vocal
music…There is no doubt that the
subjective factor that dominated
music for so long in the name of
“emotional expression” is now close
to extinction.
H. H. Stuckenschmidt, Twentieth Century Music

There are in fact two ways of reading
a book: either we consider it a box
which refers us to an inside, and in
that case we look for the signified; if
we are still more perverse or corrupt-
ed, we search for the signifier. And
then we consider the following book
as a box contained in the first one or
containing it in turn. And we can
comment, and interpret, and ask for
explanations, we can write about the
book and so on endlessly. Or the
other way: we consider the book a
small a-signifying machine; the only
problem is “Does it work and how
does it work? How does it work for
you?” If it doesn’t function, if nothing
happens, take another book. This
other way of reading is based on
intensities: something happens or
doesn’t happen. There is nothing to
explain, nothing to understand, noth-
ing to interpret. It can be compared
to an electrical connection, a body
without organs…
Gilles Deleuze, ‘I have nothing to admit’

Although technology does not invent
new art forms by itself it offers musi-
cians many new choices. In this sense
artists no longer function as conveyers
of traditional values and thoughts but
as intermediaries who offer new val-
ues and perceptions based on their
interactions with technology.
Suguru Goto, ’Aesthetic and Technological

Aspects of Virtual Musical Instruments’

Suguru Goto makes and plays virtual instruments. A virtual musical instrument is a gestur-

al interface which allows the mapping of movement to be converted into sound in real

time. Inbetween the interface (a system of gesture sensors), which maps the movement,

and the sound generated, is the computer. Information from the sensors can be fed

through different algorithms in the computer to produce sounds in many ways, either

assimilable to or divergent from the nature of the mapped gesture. One is not necessarily

an unmodified expression of the other. For example, information from a single channel can

be altered to become a rich and complex (eg. orchestral) sound, and deep textures can be

triggered by very simple hand movements. Conversely high-energy gestures can be

mapped and modified in such a way as to produce extremely gentle sounds. These chang-

ing levels of complexity of algorithmic transformation can be used to alter the perceptual

experience of the audience. It is possible to use linear programming, in which case the

audience can witness clearly the relationship between gesture and real time sound. It is

also possible to create counterpoint, and have the algorithms produce responses opposite

to those which might be expected from analogy to a physical musical instrument. Also it is

possible to use very complex algorithms which make it impossible for the audience to fol-

low what is occurring between the gestures made and the sounds generated.

organ–machine–suguru goto
text assemblage

by Adrian Hornsby



SG, Mapping Interface
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The sign that sets to work on its own account, that

frees itself from the hypothesis of the signifier and

which is coupled with a particle or a system of

particles, i.e., the sign-particle as opposed to the

sign-signifier.

GD, DMM

The Body without Organs is like an

intensity which defines itself by axes

and vectors, gradients and thresholds,

dynamic tendencies and mutations of

energy, cinematic movements with

group displacements, migrations, and

all this independent of accessory

forms…

GD&FG, MP

gesture

digitisation

adjustment

distribution

algorithm of mapping interface

distribution to main algorithm

main algorithm

It’s a whole axiomatics, down to the phonological level—the way of articulating

certain words, the gestures that accompany them—and then the structures of

organisation.

GD, CSVD

Guattari has just been talking about gestural

music artists, then goes on—

FG: Here’s another amazing work of composition,

a record by Bonzo Goes to Washington entitled

‘Five Minutes’, a CCC Club Mix.

Int: Oh, right, it’s developed from Reagan’s state-

ment on the radio—

FG: That’s it! Let’s listen to this!

[Song: in a slowed down recording, Ronald

Reagan says in a bass voice: “My fellow

Americans, I’m pleased to tell you today that I’ve

signed legislation that would outlaw Russia for-

ever. We begin bombing in five minutes.” There

follows a very rhythmic music dominated by

drumbeat and bass guitar, on top of which the

lyrics consist of the recurrence of various sylla-

bles of Reagan’s statement, repeated in such a

way as to create a ‘song’. For example:

“Bombing in five minutes, bombing in five min-

utes, I’m pleased to tell you today that, I’m

pleased to tell you today that, to tell you today, to

tell you today, to tell you today, to tell you today,

Bombing in five minutes, five minutes…” This

continues for about five minutes with different

variations between rhythms and Reagan’s words,

sometimes accelerated, sometimes slowed

down, always distorted.]

Interview with FG, 1985
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The SuperPolm allows for the creation of new gestures

because it can be assigned new functions via programming.

Since these body movements do not in themselves convey

specific meaning, audience members observing the gestures

would experience the resulting work in different ways. A

“gesture”, therefore, in the context of the SuperPolm,

becomes an individual perceptual experience.

SG, ATAV

My experimentation concludes that these disciplines should

exist in parallel and should have less of a relationship with

each other. Each field has no expression and no meaning,

and is neutral and plastic. Unexpected combinations and

results bring multiple meanings, but these are derived by

the public, not engendered by the artist.

SG, ABRB

Drama and narrative are of no interest to me.

My focus is on perceptual experience—

I consider sound, image and gesture as neutral

elements that interact with and parallel

one another.

SG, ATAV

The text that contents, fills, grants euphoria, the

text that comes from culture and does not break

with it, is linked to a comfortable practice of

reading. Text of jouissance: the text that imposes

a state of loss, the text that discomforts…unset-

tles the reader’s historical, cultural, psychologi-

cal assumptions, the consistency of his tastes,

values, memories…Now the subject who keeps

the two texts in his field, and in his hands the

reins of pleasure and jouissance, is an

anachronic subject, for he simultaneously and

contradictorily participates in the profound hedo-

nism of all culture…and in the destruction of that

culture.

Roland Barthes, The Pleasure of the Text

The compositions of Suguru Goto reject narrative and dramat-

ic technique, and operate instead by a series of non-repre-

sentational sections and transformations. Linear obstacles

and routes are deterritorialized to form a horizontal process of

intercrossing flows and lines and planes. Mapping produces

parallel assemblages of sound textures, which are superim-

posed and shift through areas of heterophony and polytempo

with varying intensities. The textures resist both universalis-

ing conceptualisation and totalising subjectivities in favour of

abstract machinics, disjunctive figures, and proliferating

series of texture. This does not indicate an absence of disci-

pline, but rather a dedirectification, an area of infinite con-

nections and spreading, of repetition and difference.

If the representation of coding codes too much on the signified description, the signifier

will not carry an important coefficient of creativity. On the other hand, as soon as there

is this arbitrarisation, and this creation of a spectrum that plays on its own register as an

abstract machine, then there are possibilities of unheard-of connections…

FG, P/M

The idea of a totalis-

ing, indeed totalitari-

an, consciousness (‘I

am the master of my

universe’), functions

as a founding myth of

capitalistic society.

FG, P/M
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The BodySuit is a Virtual Musical Instrument designed by

Suguru Goto. It consists of a wetsuit with 12 bending sensors

attached, one to each main joint: wrists, elbows, shoulders,

ankles, knees, the root of both thighs. It enables motion cap-

ture for the entire body—data for algorithmic sound synthesis

is created by the bending and stretching of joints, and thus

gesture is transformed into sound textures. The BodySuit is

now being used as the central data-source instrument for

Goto’s present project, Artificial Body Real Body. This consists

of an orchestra of 25 robots which play traditional physical

instruments (trumpet, cello, drums, etc.) according to the

processed electric signals issuing from the BodySuit. The

acoustic sounds they produce will be stratified with synthetic

sound textures from a computer, also BodySuit-generated,

and acoustic sound from human performers playing tradition-

al physical musical instruments, and singing. Thus to the ges-

tures of the BodySuit, a robot orchestra will play in varied jux-

taposition with those gestures, the gestures and sounds of

human performers around them, and the heterophony of the

synthetic performance.

We’ve become a bundle

of loosened singularities,

names, first names,

nails, things, animals,

minute events.

GD, ‘I have nothing to

admit’

It is necessary to question identity. The body does not own identity, nor does stable identity exist within society: it is a question

of situation and context. We think too much that we own identity. Each person believes in the possession of their own body,

and identifies themselves within this border. When the border becomes ambiguous, as in the case of machinic augmentation of

the body, the process of identification within the body becomes insecure. But once we have accepted the notion of the fragility

of our identity, we need have no fear about the extension of our body. At present, our bodies are threatened by capitalism and

globalization; our bodies are being manipulated, by corporations, for profit, and our identity threatened by overwhelming vol-

umes of information and subsequent manipulations of that information. The identity possesses a shell called “the body,” how-

ever, inside it is almost empty. The identity is something that has no meaning, and nothing to express.

SG, KMZ

The robots will have the figure

of a human body in partial

construction—they are, in a

sense, bodies without organs.

SG, KMZ Interview

One problem is that most artists use commercially produced computers—

artists need to be aware that their creativity is always reliant on commercial

considerations. Likewise we need to be selective with regard to the over-

whelming mass of information surrounding us. Otherwise we will succumb to

the totalitarianism of the media. If we are to retain a certain amount of individ-

uality, we have to be aware of the manipulative processes of the media. Not

many artists work in this way, which is why many artistic creations are banal

and conformist.

SG, ATAV

The idea is to put

human beings into

a system where

machines can act

as an extensions of

the body.

SG, ABRB
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The possibilities for algorithmic variations allow both complex and simple relationships

to occur between the gesture interface (BodySuit) and output commands (robot’s play-

ing of instrument). The important thing is that a single gesture of the performer in the

BodySuit, such as bringing down an arm, will be responded to by many robots, for

example all striking drums at the same time. Using a different algorithm signals can be

sent with sequenced delay values to each robot, so the movement passes among them

like a ball. Through algorithmic manipulation it is possible both to construct individual

identities for the robots, and to manipulate the orchestral block as a whole.

SG, ABRB

Everything is manipulation.

SG, KMZ

Desire constitutes

the very texture of

society in its

entirety, including

its mechanisms of

reproduction…Of

course capitalism

was and remains a

formidable desiring

machine.

GD, CVSD

When you look at it, every-

thing is manipulation. All iden-

tities are channelled through

commercial manipulation.

SG, KMZ

Desire-lack is found at the level of the

splitting of the subject, of the cut, the

bar…In other words, it’s through castra-

tion that you accede to desire…you will

command all the more in so far as you

accept castration and you pursue the

impossible jouissance.

GD, DMM

Capitalistic mechanisms of competition and powerful expansion are founded upon a univer-

sal instigation of circular desire-lack. The concept of desire is welded to lack in order to pro-

duce the motivating force by which economy is organised. That this lack achieves only tem-

porary obliteration in the case of discharge (gain), and that desire-lack is perpetuated

indefinitely (circularly), is principle to the structure of capitalism. The point at which a capi-

talist achieves jouissance, and so ends desire, is where competition system ceases to exist.

This welding of desire to lack and its primacy in the capitalist mechanism can be witnessed

in the nature and dissemination of media/advertising.
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François Baschet is grabbing at a pulley slung low over
the dinner table, trying not to knock over sausages and
wine glasses and salad. Food and kitchenware take up
table space along with hammers, glass rods, unfinished
wood planks, smashed clocks. There is no room for pul-
leys or swinging elbows, but he is single-minded. He is
trying to open a bottle of wine. It is becoming clear to
me, as a first-time dinner guest at the Baschet atelier, that
nothing in this space is done in the conventional way.
There is no room on the table for a bottle-opener, largely
because Baschet’s perpetually active brain has overrun
every surface of the atelier/apartment. To create new space
he resorts to strung cables from the ceiling that bounce
over our heads, attached to a miscellany of implements

that function throughout dinner as corkscrews, can open-
ers, etc. He is over 80 years old, and has lived in this same
stonewalled cave apartment since the ’30s; his face is lined
by years of contentment; he smiles through grandfather
teeth, with grandfather eyes, and laughs at the happy con-
fusion of the table.

The atelier itself is only part of the experience of meet-
ing François Baschet, engineer and inventor of the Crystal,
an instrument as complicated and beautiful as its designer.
Along with his brother, Bernard Baschet, he has added to
the history of instrument-making. Based on the principal
of how sound is created by rubbing a wet finger on the
side of a slick glass or crystal surface, the Baschets have
worked for half their lives creating and improving their

Amid Mad Scientists
It is a little like being

by Leah Hayes
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Here there are no longer any forms
or developments of forms, nor are
there subjects or the formation of
subjects. There is no structure, any
more than there is genesis. There are
only relations of movement and rest,
speed and slowness between
unformed elements…There are only
haecceities, affects, subjectless indi-
viduations that constitute collective
assemblages. Nothing develops, but
things arrive late or early and form
this or that assemblage, depending
on their compositions of speed…It is
necessarily a plane of immanence and
univocality. We therefore call it the
plane of nature, since on this plane
there is no distinction between the
natural and the artificial.
GD&FG, MP

It is a direction toward another logic, or rather a logic I’ve called “machinic”, an

existential machinic, i.e. no longer a reading of a pure representation, but a compo-

sition of the world, the production of a body without organs in the sense that the

organs there are no longer in a relationship of surface-depth positionality, do not

postulate a totality itself referenced on other totalities, on other systems of

signification that are, in the end, forms of power. Rather, these are forms of intensity,

forms of existence-position that construct time as they represent it, exactly like in

art, forms that construct coordinates of existence at the same time as they live them.

FG, P/M

It is the double play of the

machine that is both in the

order of mechanical coordi-

nates, let’s say, and at the

same time, is life itself, both

the most mechanical and the

most living.

FG, P/M

Our hypothesis was that what pro-

duces statements were machinic

assemblages…a body without organs

is the surface of inscription for every

statement or for every desire…As long

as you have not made your body with-

out organs, alone, with someone else,

with n people, nothing is possible…

GD, DMM

FG, P/M: Felix Guattari, ‘Pragmatic/Machinic’ (1985)

GD, CSVD: Gilles Deleuze, ‘Capitalism, A Very Special

Delirium’ (1995)

GD, DMM: Gilles Deleuze, ‘Dualism, Monism and

Multiplicities (Desire-Pleasure-Jouissance)’ (1973)

GD&FG, MP: Gilles Deleuze & Felix Guattari, Mille

Plateaux (1972)

SG, ABRB: Suguru Goto, Artificial Body Real Body (2002)

SG, ATAV: Suguru Goto, ‘Aesthetic and Technological

Aspects of Virtual Musical Instruments’ (1999)

SG, KMZ: KMZ Interview with Suguru Goto (2002)

With machinic performers it is

possible to have complete

control, to have complex

polyrhythms, to have a drum

beat 100 times in a second.

These machine actions will

occur alongside human per-

formers, but it is not incon-

ceivable to have machinic

augmentations to human per-

formers. We think we own an

arm, muscle, skeleton, but we

could replace it with machin-

ery. Philosophically it is not

impossible to augment the

body.

SG, KMZ

All societies are rational and irrational at the same

time. They are perforce rational in their mecha-

nisms, their cogs and wheels, their connecting

systems, and even by the place they assign to the

irrational. Yet all this presuposes codes or axioms

which are not the products of chance, but which

are not intrinsically rational either. It’s like theolo-

gy: everything about it is rational if you accept sin,

immaculate conception, incarnation. Reason is

always a region cut out of the irrational—not shel-

tered from the irrational at all, but a region tra-

versed by the irrational and defined only by a cer-

tain type of relation between irrational factors.

Underneath all reason lies delirium, drift.

Everything is rational in capitalism, except capital

or capitalism itself.

GD, CVSD




