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extendedessayes

Iintend to incorporate with one department
of my labours a complete reduction to a
system, of the principles and methods of
‘discovery’.—Ada Lovelace, 1844

This quotation introduces the prospectus
for the Generator exhibition.” My contribu-
tion, in addition to the essayes panel, was
an interactive work made in collaboration
with the website builder and hacker Joanna
Walsh. This was a writing project inviting
participants to contribute individual texts
which would become a collective work titled
extendedessayes.

The proposal described how “the idea is
to make the possibility of another version
of essayes that could be contributed to
by anyone apart from me. It would have
exactly the same constraints and potential
open-endedness. There are also important
questions of anonymity, notes, filters,
sabotage, etc., but broadly I like the idea
of no controls other than the incremental
structure itself. The two pieces would
contrast the singular and the personal with
the collective and anarchic.”

Joanna Walsh’s program placed each anon-
ymous text into sequential order, and as in
essayes, rejected duplicate entries of the same
extent. These were gathered via two distinct
interfaces: publicly, on a keyboard and
monitor installed in the galleries during the
exhibition; and privately, via an online page:
generative.org/exessayes, where texts could be
submitted at any time from the beginning of
the show to the final day of its tour.

The active writing of the text (the first
part is shown opposite) was from 8th May
2002 until 26th July 2003, with a total of
135 separate entries, and the longest line,
by far, extending to 1763 characters.

* ‘Generator’ was a Spacex touring exhibition, curated
by Geoff Cox and Tom Trevor. It was shown at Spacex,
Exeter (2002), then toured to the Liverpool Biennial
(2002) and Firstsite, Colchester (2003). “Commissioned
artists include[d] emerging computer artist-program-
mers, as well as more established figures from a con-
ceptual art tradition, all of whom work with generative
forms and ideas: Mark Bowden, Stuart Brisley, Angus
Fairhurst, Alec Finlay, Tim Head, Jeff Instone, Zoé Irvine,
Sol LeWitt, limbomedia, Alex McLean, Guy Moreton,
Netochka Nezvanova, Yoko Ono, Organogenesis Inc.,
Jon Pettigrew, Colin Sackett, Sulawesi Crested Macaques
from Paignton Zoo, Joanna Walsh, and Adrian Ward.”



