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Abstract

When it comes to the reflection of personal knowledge systems in the digital
age, we need to consider the key aspects that these systems are designed
around, and the fundamental impact of our physical senses on the way we cre-
ate and remember knowledge, which digital tools neglect in many levels. The
Cut is a part of an ongoing research about how we generate ideas, and a state-
ment on how these ideas must be collapsed from the state of superposition of
configurations that constitutes them, if we are to communicate them with oth-
ers. It focuses on physical techniques used for managing knowledge, including
their characteristics, rationale, and impact on research. By exploring these as-
pects, The Cut manifests the intrinsic synergies within its subject matter.






Introduction

A master thesis Cut

The Cut represents the notion that ideas are clusters of associations in fluctua-
tion and in state of superposition of configurations, fragile and undefined, and
that it is necessary for us to collapse their cloud of possibilities into concrete
states in order to be able to give them an outlet, communicate them to others
and develop them further from these concrete bodies. All research is continu-
ous, malleable and in constant mutation, and the production that results from it
is a relation between significant decisions taken, and contingent a-significant
conditionings. That is to say, the final form of a work is as much the result of the
author's creative decisions as of the relationship of this work with the surround-
ing spatio-temporal situation.

The content that constitutes this thesis is an extract of an ongoing research, a
body of meanings in perpetual transformation. This quest stemmed from an
interest in investigating the creation and use of personal knowledge systems,
and the dynamics both advantageous and counterproductive arising from the
use of different tools, digital and analogue. Ultimately, | am interested in explor-
ing whether the use of digital tools is changing the way we have ideas and, if
so, in what ways. The research took an early turn towards understanding how
we deal with knowledge physically and in analogue practices, and the effect our
senses have on memory recording and retrieval flows, important issues in un-
derstanding how the digital tools we have developed do or do not adapt to our
cognitive processes. From here the search expanded into the fields of cognitive
science and neuroscience, and the exploration of systems such as Niklas Luh-
mann's Zettelkasten or Aby Warburg's library and panels, among others. In the
process, the study of these systems generated own methodologies, which in
turn were used in the process of the research itself, and pointed to intrinsic
synergies of content.

The present is the thesis of these methods, an account of their qualities, a rea-
soning behind their dynamics and a record of their effect on the formation of
the body of research. The full research is continuously collected in an ever-
growing book whose chapters are bound together with metal rings —which we
will call a tree-book. From it, certain segments are extracted and presented
here in their current state, scanned from the original. This master's thesis is
thus The Cut, the cut in the continuous growth of this book, which will be pre-
sented in its entirety in the exhibition before the jury.



This Master's thesis therefore focuses only on a selection of chapters from
the book behind it, namely on those describing the methods used in the re-
search:

M — Punchers

M — The Concept Map

M — Heat Maps

M — Index Cards

M — The Notebook

These topics are sufficient in themselves to discuss the methods per se. To
assist the chapters on methods, the appendix Growing a book is also extract-
ed, as it explains the system of formation and containment of all research,
which is also, after all, one of the methods. To explain the relationship be-
tween The Cut and the tree-book already mentioned in this appendix, it is
considered necessary to present the chapter on the concept of The Cut as
well, and to give context to the topics covered, the foreword Akhet, Peret,
Shemu, which names the different sections that encompass the research as a
whole, and the chapter summarising the intentions of the research and the
different topics covered, The research. Finally, the Note to the reader explains
the citations in scanned format of the originals and the cross-references —
which are the language of the entire tree-book.

Since all these chapters of the tree-book are scanned and presented in this
thesis as they are in the body of the original book, scanned directly from it,
the page numbers in them have no continuity between chapters —the original
location of the extracted chapters can be seen in the table of contents on the
next page. Similarly, cross-references in the text, which have the form —->
sometimes refer to ghost pages that exist in the original book, but are not
accessible in the Master's thesis. Some references however lead to pages
that are present, as they are part of the extracted chapters. This is important
within the concept of the work, which is explained in detail in the chapters on
The Cut and Growing a book, as mentioned above. The reader will find that
some concepts named in the text are not explained further, as they are intro-
duced in earlier chapters of the original book, which are not included in this
thesis. This is a conscious decision. Those references are however not neces-
sary to understand or judge the content of the Master's thesis itself. Please
see attached the complete table of contents of the tree-book, in which one
can see which chapters are part of the Master’s thesis.
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(which is also a certain way of thinking) is pedantic and anachronistic. Mean-
while, barely a generation has grown up since the launch of the World Wide
Web in 1991, and social networks are saturated with content from the digital
generation sharing with others their experiences in the search for systems that
return to analogue. Young people born among computers and tablets, who
study the daily habits of illustrious figures in search of better ideas, trying to
return to the simplicity of dedicating themselves to one thing in singular and
avoiding distractions, and who time and again recommend to their followers, of
the same generation, to return to writing with pencil and paper when it comes
to reflection, ideation and planning. In short, characteristics of a life away from
the screen, devoting as much attention as possible to one thing at a time. To
some extent, this generation seems to sense two things: that ideas in the Web
2.0 era have become homogenous, and that when it comes to thinking about
something, paper works better for them than contemporary devices, such as
they are today.

At the same time, another section of the internet, which in most cases is inter-
twined with the first, is dedicated to the problem of memory and personal
databases. As we all know, the exponential amount of information and possibil-
ities to which we are exposed generates an omnipresent anxiety about trying to
accumulate knowledge in a useful way, and many systems experts and produc-
tivity content creators work on the same question: how to create a truly practi-
cal personal knowledge base without losing any of the information that comes
into our hands? Thus, authors such as Sénke Ahrens or Tiago Forte are amass-
ing a following, the former with his How To Take Smart Notes introducing Niklas
Luhmann's Zettelkasten method to the wider masses outside the purely acade-
mic sphere to which it remained so far confined, and the latter with his method
of building a digital knowledge base and system in Second Brain. The motto:
«The proven method to organise your digital life and unlock your creative po-
tential». The courses of their concerns converge: memory and creativity, saving
in order to generate.

The design of interfaces for digital systems and applications has advanced so
broadly and suddenly that we are unable to achieve a similar speed in analysing
the short and long term impact they have on us. Digital platforms, which are
increasingly at the core of contemporary project ideation, enact a homogeneity
of a level and scale hitherto unheard of. Only decades from now will we be able
to perceive the impact that this homogeneity of ideas and the increasing aban-
donment of the teaching of manual ideation techniques will have on our envi-
ronment. In the meantime, cognitive science has only just emerged, when

computing and visualisation technologies enabled its acceleration in the 1990s.

It, neuroscience and other branches of research are providing a significant
body of new information about how we relate to our environment, WhICh differs
from the models we have relied on until now. Among other things, ‘we used to

think that the brain stopped changing after a certain age, whereas today we
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know that it constantly mutates and is affected by the environment in which we
live. There is a call to reconsider our designs to adapt them to this new par-
adigm, taking into account what we know today. In this regard we will discuss
the current work of American author and architecture critic Sarah W. Goldha-
gen, who urges designers to attend to this knowledge about our cognitive ex-

- perience in the bodies we inhabit, applied in her case to architecture and ur-
banism. In our case, understanding the role that the physical environment and
our senses play in our information processing and capacity for ideation is criti-
cal to designing the tools of the future, almost certainly based on Virtual Reality
and Au—g—rn—caﬁzad Realltym(VR and AR). How important is physicality to the

H recording and retrieval of memory? What in our senses is critical to the genera-

tion of knowledge?

Mnemosyne is the mother of the Muses

The divergence of theories about how our brain processes operate is still very f
great among the experts in the fields involved. Naturally, this thesis does not
assume the pretension of reaching conclusions in this respect, but to delve into
these same unknowns that we share from the perspective of art, competent in
connections between extremely diverse contexts. Why is there this common
knowledge among the users | interview that they remember things better when
they write them down by hand? From our position in a university, absorbing and 1
g remembering knowledge is at the basis of the development of both students
and ideas, Mnemosyne is the mother of the Muses. Also, as we see in more de-
tail, the most important function of a tool in undertaking ideation tasks seems
to be its flexibility; its ability to adapt to sudden changes in our needs by follow- |
ing our changing, non-linear way of thinking and not being based on limited
formats. If we work better with pencils than with computers for certain types of
tasks, we should be interested in why, what is the relationship between our
cognition and physical space, and approach the process of designing these
digital tools by owning that knowledge and applying it to rethink our solutions,
rather than lightly labelling this embodied knowledge we share as an anachro-
nistic and nostalgic preoccupation. We will delve into the ancient
technique of the Memory Palace and see what made certain physi-
cal systems, such as Luhmann's aforementioned Zettelkasten or
Aby Warburg's panels, both tools of knowledge, particular. The
thesis does not seek to establish a single method, but rather to
attend to our creative processes and perhaps offer a reasoned

revaluation of physical methods as generators of more varied e, M
K ideas. Nor does it at any point advocate the abandonment of ano:ei)fg:f’ 0Ung e,
é |' digital tools, but rather points out dynamics noticed when H"Wev.ar,nr:;?uglnw:‘r;:nr?f::;szeve >
studying and using different methods with these questions in Freone st“JL;’Zy:;C o Sp‘ja:jalnf SVeryone -
ica v ple penc,,

" . s 3 — w, m
mind. We will discuss synaptic processes and association as hyWDUIa::;frbw',‘hakeyﬁf ©ryone
. K . e arg
the source of our ideas. What is the suggestion advantage

of one method over another?




ment affects what we think, feel, and do. Only creative writers,'it seemed,

nonlinear, intuitive, and metaphorical thinking in poems and prose pas-

captured something of what T was trying to explain. The associative,

sages, some of which [ include as epigraphs introducing each chapter,

crystallized some essential qualities of how people experience our built

environments. My initial questions still remained mainly unanswered.

[Goldhagen, World, XI1]

los besos pueden ayudar a explicarlo todo

Kisses can help explain it all

Ideas are not, they happen

Goldhagen said that she had found in literature and lyric poetry examples of
what she wanted to address in urban planning and the design of our environ-
ments, an intuition to which those literati gave form, far from the theory of ar-
chitecture. I have found in the physicist Carlo Rovelli that conjunction of words,
and in the theory of quantum mechanics the dynamic sensibility | was looking
for to talk about ideas. What form does an idea have before it is that particular
idea? In a concept map, the idea is not the point, it is the interaction. Ideas are
places, and our methods of recording attempts to map how to return to them,
yet they are not fully restored. Since a given form fixes a particular possibility
from the superposition of states of an idea, and ends all others, we must be
aware that there are immeasurable consequences to the kind of ideas we pro-
mote to fix. Rovelli said, in trying to explain the non-linear structure of time as
known to physics today, how extremely limiting language is to talk about nature
as we understand it today. We need to adapt the language we once created
from our limited experience of reality to be able to think in new terms and
structures. For example, he says:

La gramdrica de muchas lenguas modernas declina los ver-
bos en «presente», «pasado» y «futuro». No es adecuada para

it 9 ’ ‘ -
lar de la estructura temporal real del mundo, que es mas

v;ompleia. La gramdrica se formod a partir de nuestra expe-
riencia limitada, antes de que nos pcrca[:ir;lmos de su impre-

cisién a la hora de caprar la rica estructura del mundo.

«The grammar of many modern languages declines verbs in «present», «past» anc «future». Itis

not adequate to deal with the real ten al structure of the world, whict am-

mar was formed out of our limited experience, before we became aware of its inac In cap
turing the rich structure of the worla.» [Rovelli, Tiempo, 86-87

What confuses us in understanding time, he says, is just the fact that our
grammar is organised in this way. This arbitrary division we made, a design de-
cision in the language we created as a tool to relate to reality —and a decision
that not all languages made— is the reason why today we find it so hard to think
in the physical terms that shape that same natural reality. Ideas are dangerous
like that. Once fixed they become so habitual that they seem unique and in-
evitable. We reinforce the concept that reality is this, by a natural and inex-
orable development, but we must be aware that the designed world we touch,
and our way of living in it, are a direct consequence of this myriad of decisions
that closed off other, different possibilities. Maybe Rovelli's kisses can explain it
all.
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The method of the method

As research into methods of creating and using personal knowledge bases, the
thesis is also a record of the search for the method of its own production. It
should not be a presentation of historical methods, but embody them, include
the experience of these and other methods from the tools of art, a physical
practice. In this it produces a body of knowledge that reflects on itself. In artis-
tic research —and | would venture to say that in all branches of research, al-
though in some it is not so marked— the act of doing is not only that of carrying
out a predefined action, like a regulated experiment. Making is also thinking by
doing, an action that mutates as it is carried out, generating knowledge in prac-
tice, which adapts in real time. Regarding the position of the artist as re-
searcher, the following excerpt from Angelika Boeck and Peter Tepe quoting
Billy Ehn is remarkable:

«When we do science,» says Rovelli, «<we
want to describe the world as objectively
as possible. We try to eliminate distortions
and optical illusions derived from our
point of view. Science is about objectivity;
a common perspective where we can
agree.»

He adds: «That’s great, but pay attention to
what is lost by ignoring the observer's
point of view. In its pursuit of objectivity,
science must not forgetfthagour experi-
ence of the world is internal {...)». [Rovelli,
Tiempo, 114] That we experience the world
from the bodies we inhabit, as Goldhagen
argues.

This is what art has always tried to do, on
the other hand, from subjectivity: to start
from what the individual experiences in
order to arrive at the shared common.

Billy Ehn, Professor for Ethnology at the department of Culture and Media Studies at Ume4 University,
shares observations that are similarly motivating to me. He examined the similarities and divergences in
the strategies of cultural researchers and artists, and argues that their respective work processes are
largely similar to one another: both ask questions, choose methods and read theories, collect material and
gain new ideas by making observations, conducting interviews, surfing the web and taking part in social
events — whereby they pursue different questions. He discovers that artists take a more playful approach
and follow intuition; that they are more inclined to regard the ordinary as something extraordinary. He
considers particularly important their ability to see themselves as actors as well as objects of research,
their willingness to live experimentally and the desire to generate their own experiences rather than just
analysing them. According to him, scientific research could also benefit from the special nature of artists

to expose themselves to unusual circumstances and to pursue unusual ideas (Ehn 2012: 14 ff).

[Boeck and Tepe, “What is Artistic Research?”

Throughout the discourse of the thesis, processes are presented that materi-
alise the concepts studied, practices carried out as methods of knowledge
generation parallel to research, such as Heat Maps or collections through
Punchers. And in the way that both Rovelli and Goldhagen use literature and
lyric to speak of an intuition in relation to their scientific fields, and as part of
the practice of generation through the contraposition of agglomerated ele-
ments, multiple citations from different creators, fields and times are append-
ed, which speaking to each other seem to speak of the same thing; a sort of
conversation about the creative dynamics that the thesis tries to dissect.

griego cldsico.”” El pensamiento abstracto puede anticipar en
arios siglos hipotesis que posteriormente encuentran utili-
dad —o confirmacién— en la investigacion cientifica.

«Abstract thinking can anticipate in several centuries hypotheses that later find use

or confirmation - in scientific research.» [Rovelli, Tiempo. 67]




























Once the map answered those questions at its inception —what inputs was |
looking for or what was my question— it ceased to be useful. The map is not
the table of contents, it is not the final structure of the project, only a tool to
understand what is already there. As Gopnik writes, «Self-emerging systems
are not self-governing systems». Self-emerging concept maps also need trim-

ming, editorial work and a lot of commitment, just as a wild garden must be cut @S
down to limit its expansion before it reaches to the neighbours' plot.

they require an immense amount of centralized planning to work. Self-emerging systems are not

self-governing systems. It takes intervention to sustain them.

[Gopnik, “Jane Jacobs’s Street Sma

Against the infinite canvas

Just as a self-balancing map is not an advantage, neither is
( the digital infinite canvas ideal for the main function of
| concept mapping —which I instead found so comfortable
i when it began to be installed in the digital tools | used, and
" still do for some exercises. The finitude of paper.is a
o {' provider.
2

e | Here are two examples, from Sagmeister for his Happy Film &
and from Jannis Neumann for his master's thesis Grasping

the Liquid: On the Analogies between the Materiality of Gela-

tion and Essentialist Biases in Scientific Research.
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| don't want an infinite board. | want a paper that has limits, so that if a branch
of research grows so much that it reaches the edge and builds up, addition
after addition until there is no more room, then that is exactly what the map
shows. | want to have to add an extra paper on the side, as in Neumann's ex-
ample, because | want to remember that | had to do it; the fact that an area of
research grows until it doesn't fit into the paper it was assigned, means.

Tree structure with roots

At a certain point in the research another type of schema emerged in practice,
we will call it a tree structure with roots. Traditionally, the tree or arborescent
schema is the one that Deleuze and Guattari criticised as being based on a uni-
directional dualistic division that does not allow for the feedback of elements.
Deleuze's proposal in opposition was the rhizome, a horizontal scheme in which
heterogeneous elements are linked together without hierarchy.

Nk, who introduced me to these concepts, pointed out to me that the scheme |
was working on had a tree structure but grew on both sides from the trunk, with
a crown of branches and a corresponding inverted crown of roots. This was not
necessarily so in this particular case, as the branches and roots did not grow at
the same time but were successive, and did not both start from or meet at the
trunk; but this highlighted it as a particular type of scheme. The rooted tree
scheme is a unidirectional one, from bottom to top. It does not start with a seed
that will generate the trunk as its roots and branches grow in equilibrium, but
starts from separate points —say, nutrients below ground level. These come
together in composite forms without forced dualism, until at a certain point
they converge into what will become the trunk, above ground level. From then
on, branches will emerge in bifurcations/trifurcations etc., without forced dual-
ism.

As an example, this in particular was an outline of the set of inputs and files,
digital and analogue, that constitute the process of starting a project from the
moment the need for it is expressed until it takes shape in the chosen idea that
constitutes the point at which the roots create the trunk. From there the ramifi-
cations expand again in relation to all the files in all their versions that consti-
tute the final product. In this case both parts don’t grow at the same time, nor
are their dimensions related. R o

You will find the centre in the joining of roots and branches. The idea is the cen-
tre of the trunk, the convergence between that from which it comes and that
which emerges from it. This structure turned out to be, schematically, the same
as the cones of light with which Rovelli presents the structure of time. The
present is a concrete centre, a point, and from it emerge broad past and future.
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«A memory is what is left
when something happens and
does not completely unhap-
pen»

— [De Bono, Mechanism, 40]

Because heat does not
bounce back, the event leaves
its mark on our synapses.

The interest in these references came from a fixation with understanding the
environment of the authors when they produced a certain work. For me, what
mattered was not their motivation behind the subject matter of a painting or a
novel, but the landscape of their mind at that specific moment —the one from
which they made the decisions informing the cuts that were the works we have
been left with as records. For those who share my fixation, this nurtures an in-
terest in manuscripts and their process corrections, travelogues, diaries and
collections of authors' personal letters; windows all together into that mental
space from which the idea took shape before it became what we know today.

Thermal footprint of temporary memory

In his book on Time, Rovelli explains that the only way to leave a
trace or record of something is for a process to stop, i.e. to be irre-
versible. Gravity, for example, can make a ball fall, but it can also
make it bounce back up. Heat, however, only goes from hot to cold
bodies, and not the other way around. This was the law that Rudolf
Clausius enunciated and which is, says Rovelli, the only law that
differentiates past and future; no other [Rovelli, Tiempo, 25].

atrds en el tiempo.™’ En las ecuaciones elementales del mun-

El

1 { 1 i 2 "...A.f-,r» ar 'v',"' e
do.'* la flecha del tiempo solo aparecc cuando hay calior.
«In the elementary equations of the world, the arrow of time only appears when there is heat.»
[Rovelli, Tiempo, 25

Heat is an agitation of molecules. When a hot object comes into contact with a
cold object, the extremely agitated molecules of the former will cause the mol-
ecules of the latter to start moving and colliding with each other. It is nice to
think that leaving an imprint on our surroundings is basically the tumult of our
agitated molecules touching inert elements and making things happen. A mark
is thus an event that in its happening transferred heat from one thing to anoth-

er.

This is why, says Rovelli, <computers heat up, the brain heats up, (...) and even
the goose quill of the amanuensis in the Benedictine abbeys of the Middle Ages
heated up the paper a little at the point where the ink was deposited». The ap-
proach of Heat Maps is to establish a practice with the methods of art in repre- o
senting the state of ideas before they are concretised into a particular form and

meaning; a record of a mental landscape at a particular time. The aesthetics of

the cloud, the accumulation, the communication of the search. Creating

[recording] an image of the mind, a representation of the mental state during/
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Collages [edit]

The small collages printed throughout the book are a part of Green's collection, Tiny Stampede. This series was displayed in an exhibition in 2011 in
pasadena, California. 1 She combines snippets of sentences, printed images, inked fingerprints, pieces of a postage stamp collecting book, pencils
shavings, her own drawings and watercolors, and other mediums. The mix of media is a form of found poetry, which uses fragments of sentences and
random words from other sources to create a new unified work.“3] Green used this process as an escape, a way of coping with trauma and grounding

herselt ¥ [Karen Green, wikipedia.org]

~—=

after reflecting on a particular subject and establishing relationships between it %;%,;g %g § g
and others from a particular position. After a certain time of production, it be- < §§ § ‘3; % @
comes an archive of specific temporal moments in a continuous evolution —as jé e g: g g § g ;
indeed all works are, but in this case focusing on this function. An Atlas % é g §§5 % =
Mnemosyne, not of position in space (geography) but in time, and of non-linear § 58 é 5 g g B
chronology, similar to Warburg's but with a different interest. Mapping the state g :%' - 3 38§ 8
of the mind at specific moments, this is an atlas of memory, not collective or i%% ‘é% g % Fg
historical (although evidently affected by and part of these), but of an investiga- E i g § g 7; .
tion from a particular prism, and how that prism shapes itself as it filters and & - L 505&3 E] \
produces. SEE 2522 3
igs gsEE ¢
. aRge Fges 3
From this point the exploration continues on a different level by sharing this 203 3523 -
output, to observe its effect on others and to understand the different reactions % 33 § %g § 3
it does or does not initiate in the synapses of others. It is pleasurable work to §§ g 52 3
undertake and the result openly extends research for others to take up, reinter- f é § é
pret, reform. The formation of different ideas from equal inputs. g 3 '°‘ “é
Q

@ | don't write down in Heat Maps every input | receive —of course, this is an im-
possible task. Moreover, | don't try to make a media pop collage, a portrait of
what the environment throws at me every day, full of advertising, of more or Perhaps in the multiplicity Bohr
less striking phrases that randomly reach one's ears —right now | hear <how spoke of, in which something is
sweet should a diet coke be?» [Gladwell, Masterclass, “02 - Structuring Narra- not susceptible to being captured

in a single form, we can find a

tive”, 13:30]. It is none of these things. Nor, unlike work like Karen Green's Tiny way to say more of the things for
Stampede, is this a process to produce a random set. If one is on a quest, what which language has no words.
one picks up is not really a coincidence; things are connected. Would you be
able to bring to mind the physical sensation of walking and feeling that you
have crossed the path of a spider's thread? Barely perceptible, but taut with a
certain consistency. Discovering ideas is a similar procedure. We just have to «t \
find a thread and follow it without breaking it. Of course, this will not lead us to %
a linear arrangement of dots, but to a complex spider's web which for us may
be of interest in only one of its parts, and which attaches itself to even larger
external structures. The form of the web found, though highly variable and con-
stantly adapting, necessarily takes its shape from the structures in the middle
of which it has been created. Each part of this idea is connected to its environ-

m ment and is not random, one only has to follow it carefully. The actor needs only
one thing: enough personal interest to trace this transparent network, and what
they find will be dependent on this particular interest. This is one of the beau- S als s vosete s posris }
ties of art: the ideas are similar in thought, the themes repeat themselves con- B b tartioneeed

has ever entered.”

i
- o

»

-
































































Aoy o ol devor, y e , S
I e e (o I o s g
ol nairt . rpcds Lgatad gt oo o,

A 10 7 P i dci‘«”‘whgm‘!
;“‘ '/"'{l { l"ﬂ#ﬁ.l&v canana |~ urr‘_) e 1t ole o lenes,
Wi Lt lpseme.  oreliss e ot ’nu (e 4/1 ’ i
i el e A,,m.% In the course of the gestation of
: o this thesis, with regard to the note-
There is something in the physical disorder that creates an order (perhaps metaphysical) that the book that accompanied it, | began to
s
collector recognises, one that the digital system, which changes with updates, which does notr .
g i : gitalsys BGAPSHE; PRSP, I F “ worry, months before the deadline
peat itself (retraces, walks, traverses) cannot maintain, a mental order that fails to form. 2

that | would have no space left on the
remaining pages to think about what | still needed. As if | couldn't continue in
another, as if it had to be connected and contained in order not to get lost. The
effectiveness of the notebook format is based on that interconnectedness, on
carrying all the inputs with oneself and being able to go back, review and con-
Research: old French nect one of the older ones with the newer one —to let them influence each oth-
(re-) ‘expressing intensive force’ + " .
er. The same reason generates finitude in the notebook. If we were to start an-

(cerchier) to search’
[ - search harder other one we would have to carry both with us, and the first one would start to

- search again ] get lost in memory, as if we wanted to fill the Memory Palace with images for a
Diligent inquiring or examination new discourse, before we had recited the one in the present images. The note-
to seek or revise facts, principles, . S 5 X . 4
theories, applications, etc.; book is a tool of re-search: first one searches —with a pencil, looking, walking,
laborious or continued search touching, moving— and then re-searches —connecting what one has found.
after truth. . "
The first happens chronologically, the second does not.

To record what | write, my memory notes its context; for example: that | was in
that conference with this person, that | wrote it down at the top of the left page.
Surrounding place and place on the page come together, because they are
unique. What we want from a memory system is for it to reactivate those g
synaptic connections that link a certain input to a whole physical record of time
and place, which we know our body makes on multiple levels through our sens-
es. Ideally, a memory system would transport usto a particular moment in
those various levels of registration, as smell does, like Proust's madeleine. Less
effectively than smell, but more effectively than typing on a computer or
screen, tracing signs manually records these layers of sensory information, so
that each exter'nélrregister éwriting, drawing, incision— is linked to internal
registers —visual, olfactory, spatial, sonic, tactile.

The tactility of the notebook and its manageable, finite, human-sized format
allows for a very specific typology of emergence, allowing the background to be
always present during the period of an investigation, a cartography with differ-
ent temporél&imensions that feed back on each other.

= .
Thus there is in‘the 1ifé 6f a collector a dialectical tension be- -
tween the poles of disorder and order #Nacurally, his existence is

[Benjamin, Unpacking, 60]




-~ =

136

The Notebook as a Palace

seguro. Pero ;no se verd inevitablemente dificultada la corriente de nuestro
discurso con la doble tarea que imponemos a nuestra memoria? Pues ¢c6-

«But won't the flow of our discourse inevitably be hampered by the double task we impose

on our memory?» [Yates, Memoria, 43]

Quintilian wondered whether it was not counterproductive to occupy our mem-
ory with remembering the "memory of words", an object for each word of a
speech, and more importantly, whether even making the effort would not make
the speech a poor and not very fluent one. Again, more complex tools are not
always the best solution. For us today, remembering the Palace is already a
daunting task, and we become less used to keeping a memory of things as we
rely on digital tools and databases. The inputs we can keep in mind —even if we
do not memorise them, those we are familiar with and can recall most easily,
those most likely to get linked in our synapses— will be those with which we
generate our ideas at any given moment. As an external tool to assist in this,
the notebook is our Palace, a step between it and Luhmann's Zettelkasten of
long-term memory.

The ancients' rules for building and using the Palace are surprisingly valid for
the notebook as well. To begin with, as Yates transcribes from the anonymous
Ad Herennium, it is to choose the building:

iendo. Deben ser de mediano tamano, no demasiado anchos,
ues esto hace que las imdgenes alojadas en ellos se vuelvan vagas,
no demasiado pequernios, pues entonces la colocacién de las ima-
enes resultard sobrecargada. No han de estar iluminados dema-
ado brillantemente, pucs entonces las imagencs alojadas ¢n ellos
eslumbrarin y ofuscarin; ni han de ser demasiado sombrios, de
1erte que las sombras oscurezcan las imagenes. Los loci han de es-

«They should be of medium size. not too wide, as this makes the images housed in them
» small, as then the placement of the images will be overloaded. They

ate;

vague, and t
should not be too brightly lit, as then the images housed in them will dazzle and obfusc

nor should they be too dark, so that the shadows obscure the images.»

These may well be instructions for choosing a notebook. Not too small, not too
big, with paper that is neither too white nor too dark. Cream papers, in fact,
soothe the eyes and are more pleasant, as the contrast is less than with chemi-
cally white paper. As for the size, everyone chooses the right size for their use of
it depending on the signs they are used to using, but as an example, during a
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symposium | attended, when receiving an A4 bloc of paper from the organisers

for our notes, | asked the person next to me about the use she was making of it.

Her, who laid the bloc out in landscape format and wrote in

columns, said that if she filled the whole width of the page—

with single lines, the yrvordsrwould get lost, the lines would go

too far out of the field of vision. For this reason, it was neces- @
sary for her to imitate the width of the pages of her notebook, '
a more comfortable size —corresponding to the measure-

ments of her annotations. As Yates warns, images housed in

Palaces that are too wide become vague.

) . . :

La formacion de los loci es de la mayor importancia, pues un mis-
mo conjunto de foci ha de ser cmpleado una y otra vez para recor-
dar materiales diferentes. Las imigenes que hemos colocado en
ellos para recordar un conjunto de cosas desaparecen y se borran
cuando no volvemos a usarlas. Pero los loct permanccen ¢n la me-
moria y podemos usarlos de nuevo colocando otro conjunto de ima-
genes para otro conjunto de materiales-Tos loci son como las tabli-
las de cera que permanecen después de que se haya borrado lo
escrito en ellas, siguiendo dispuestas pata que se escriba en ellas de

nievo

se the same set o7 (oCI

«The formation of loci is of the utmost importance

ls.The images

has to be used over and over again to remember diff g
that we have placed in them to remember & set of things disappear and are

N

erased when we do not use them again. But (cci remain in memory and we can é

use them again by placing another set of images for another set of materials
ng on them has been erased,

Loci are like wax tablets that remain after the writir
en on again.» [Yates Memoria, 24]

still available to be writt

—— This person, like so many other creative people, chose to use the same type of
notebook in the freezer 3 g
notebooks over and over again, so that they were familiar and comfortable. In

One of the interviewees used a
Rocket Book notebook which, fact, the Memory Palace was not intended for long-term memory. The loci were
like Elfin Book, produces re- i . . ; ; . " "
. A w— designed to be reused with different information, exchanging the images In
tents can be erased with heat, them for each other. Perhaps this is how the notebook works, when one keeps
‘;‘a’g“::grr;z‘m:;:g°t"h2fn°t':r’g the habit of using the same type:* same size, same feel, same weight —a tool
notebook in the microwave. The one recognises, like the weight of a mechanical balanced pencil in one's hand.
information is at risk of being One remembers the information and its position on the pages in the current
lost if the notebook is exposed 5 . S e =
notebook, and goes forgetting the previous ones. These, on visiting them like

to high temperatures for an
extended period of time —for

example, if one forgets it in the ‘i
car in the summer sun. In that prising and unknown.

case, it is necessary to rush to
put thie notebook in the freezer. As we know, irregularities and heterogeneity favour our memory over the ho-

mogeneous and repetitive, so both the notebook and the Palace avoid the é
symmetrical and create order out of disorder. As we learn from Goldhagen,

variation in patterns, textures, colours and shapes generate attention impulses

and reinforce memory [pace 351 Also in our notebook it is important to trace

“monuments”, symbols of reference for our memory.

abandoned Palaces, are recognised in some strokes, while others result sur-




Singular es en verdad el arte de este arte invisible de la memo-
ria. Refleja la arquitectura antigua, pero con un espiritu nada cla-
sico, centra su eleccion en lugares irregulares y evita los érdenes
simétricos. Esti lleno de imagenes humanas de una clase muy par-

«Truly singular is the art of this invisible art of memory. It reflects ancient architecture, but
na non-classical spirit, focusing on irregula and avoiding symmetrical orders.»
Yates, Memo

And finally, the “memory of things” and the “memory of words” work in the
same way in both. At the Palace, the former tries to create an image that repre-
sents a whole concept; the latter needs to create an image for each word, the
one Quintilian lamented.

decir que la «memoria de co-
una no-

LUAILD L Yfrav sase; === —o- ) -
otra para «palabras» [verba). Se quiere
s» confecciona imdgenes para recordar un argumecnto,

sa
a «cosa»; por su lado la «<memoria de palabras» ha de en-

cion o un al
contrar imagenes para recordar cada palabra individual.

Jument,

a notionora

s that the "men

5" creates images to remembper an a

on the other hand, t ory of words" has to find images to remember each individual

ward » [Vat
word.» [Yat

es, Memoria, 25]

Precisely in the notebook, a sketch —whether of a plan or a scheme or of the
record of a moment— represents in itself a whole idea or instant, whereas to
remember quotations or records of data, one must write them word for word,
traced as signs on paper. Often, however, we are able to remember the whole
quotation only by seeing the lines written in a certain position, in a certain
handwriting. We remember writing it down, reinforcing this memory by flipping
the same pages over and over again, like rooms in a Palace.

«Cosas» son pues la materia del discurso; «palabras» son el len-
guaje del que la materia se viste. ;Pretendes una memoria artificial

«"Things" are thus the matter of the discourse; "words" are the language with which

the matter is clothed.» [Yates, Memoria, 25]

rstill from Ke

i<

therin€

Hayles -

Remembering in pictures
Seeing the print | had pasted of
Katherine Hayles next to the
information from her YouTube
talk, someone asked me about it,
surprised and amused that | had
printed and pasted an image of
her. This is how my memory
works, seeing this image reminds
me of the intrapersonal (embod-
ied) feeling | got when | saw her
speak, dressed in yellow. The
time she left between words, how
she looked at her notes and how
much she didn't, and how she
moved; even the tone and accent
of her voice. | still remember it
perfectly as | write these lines
looking at the image. This record,
thermo-printed, will fade ten
years from now, like my memory
of the recorded talk.
















it as a point of reference, a precise support. Just as we

Vivir es detenerse con el pie levantado, o

- p ado arbitrarily measure an hour —today, from 15:00 to 16:00
es perder un peldaio, es ganar un segundo. — and separate it from what we otherwise perceive as
Cuando se mira un rio pasar, no se ve el agua. the continuum of Time —even though it is not. For ex-

Vivir es ver el agua; detener su relieve.

ample, think of Picasso and Braque's idea of Cubism.
Cubism is not a single painting, drawing, or sculpture; no
particular work is the culmination of what Cubism is. As

To live is to st vith vour foot raised, to lose a step, to gain a second. Whe . % 5
«To live i to stop with your foot raised, to lose a step, to gain a seconc. ¥hen a concept, Cubism is understood as a movement in the

watching a river go by, one doesn’t see the water. [0 live IS 10 s€
stop its relief.» [Rafael Guillén, as quoted in Montero, Cuerda, 213]

Gilles Deleuze and the Philosophy of Becoming]

important

connections

BETETIEVITEL: I - Boll— XEERBEAOES [Don't Move Too Much:

so he's interested in overcoming the common interpretation of deleuze which is
about connecting/relating more and more, and he say deleuze actually talks about

rupture (cut) too, that the world is composed of connections "as well as” cuts ) ) ) L. ) N
phy of Becoming), in which he similarly discusses the impor-

the "as well as" and "not too much” (in "don’t move too much®) are what's

and he says to make “becoming” possible, cuts are as important as the

Screenshot from conversation in WhatsApp, 06/05/2022

the water; to
visual arts and encompasses a period of about ten years

depending on different sources, between 1907 and 1917.
This is however an arbitrary division and a simplified defi-
nition in order to deal with Cubism as an element in our discourse and as part
of other ideas. There is no defining period in which cubism begins or ends, as it
can be related to examples from other periods, nor is it, as an idea, limited only
to the visual arts, as its characteristics can also be applied to other fields. Even
if we take Cubism as a reference and concentrate solely on the plastic arts, and
within these on Picasso, and from him solely on his painting, for example, none
of the paintings is, as we have said, an absolute container of cubism, not even
within his work. Cubism in Picasso's painting is composed of the manifold of
his pictures. They are representations of a possibility, a break in the continuum
of the development of the idea of Cubism, which could have been realised in an
infinite number of different forms. At the same time, Cubism could not have
taken shape as an idea had it not been for the production of multiple states of
that idea. By taking the infinitude of the idea and trying to fix itin a form we
create a cut, and the continuum of these cuts constitutes the development of
the idea, which mutates from them. As Montero wrote, by fixing an idea in the
first written words of a book, we eliminate the possibilities of it taking on a myr-
iad of other different forms [pace ss]; but, had her not done so, we could not read
her words today, nor would they become part of different ideas —to relate to
and affect the possibilities of the grains that form other ideas.

the philosopher i told you about is called masaya chiba (F3X#t)

In 2013 the Japanese philosopher Masaya Chiba published
his work TEIZE T ETELFRV-T)b- Ko )L—XEEBRBRLD

#2) (Don't Move Too Much: Gilles Deleuze and the Philoso-

tance Deleuze put on cuts (coupure) in contrast to the con-
tinuum of becoming (devenir) that is more often highlighted
in relation to this thinking. Reality is made both of continu-
ous connections and of cuts in these connections, both be-
iﬁg necessary. He introduced the idea of the cut as an a-sig-
nificant one, a stopping of the continuum that occurs for
reasons unrelated to the meaning of something, for contin-
gent causes, forcing it to continue developing in different directions. Toillus-
trate this we can think of a plant from which we cut a stem, which we plantin
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* In the absence of a more in-depth
investigation of the thousands of
applications available, this obser-
vation is based on experience with
some of the most widely used
applications. Adobe Acrobat al-
lows the same document to be
opened in different windows via a
secondary function in the top
menu, while Preview on macOS or
Books App do not allow the same
document to be opened twice.
Also Acrobat takes the user to the
same window of the already
opened document when they try
to open it a second time directly.

Dictionnaire de Pierre Bayle,
entry: Navarre La primera edicion de un libro no ¢s una

[livre-rare-book.com]

parte no secundaria de una obra. Es una ayuda ongary part of a work. Itis a

failing that, a lack of these which is itself a significant sign. The scroll had the

same functions, only in a less convenient and less durable form. The codex,

eleven centuries before Gutenberg, found the body of paper and wood that

best suited our physiognomy and our gestures. And today, after seventeen cen-

turies, we consider the possible substitution of the book by a medium in a to-

tally different form because we forget its intrinsic values and because we ig- é
nore «an elementary fact: our repertoire of gestures is limited» [Calasso, Bib-

lioteca, 17]. But not only: in addition to our ergonomics, the codex made a leap

in adapting to our way of thinking, allowing us to compare, as the acclaimed

book designer Irma Boom points out, data from the beginning and the end of

the volume, something that the scroll format did not allow [Boom, Boom, 39].

This is relevant because it refers to our way of thinking, and the actions we

generate around knowledge as matter. For us, a discourse comes naturally to

be compared to what we know from experience, to what is affirmed by others,

and to the discourse itself for consistency. We navigate the content of a book

and refer it to itself and to its exterior, once again jumping time and space. To-

day, the bulk of the most widespread digital document reading applications do

not consider this possibility, some do not even allow the opening of the same
document in two different windows; they are made to offer the content, but not
to think it as a book allows it*. The function of opening different pages of the

same document side by side for comparison would be easily integrated in these
interfaces. The fact that it is not offered as a direct function or is not present at

all, despite decades of development, shows the difference between the goals !
of these two formats, which are diverse, and begs the question: who is thinking éﬁg
the tool, how, and for whom?

Returning to the topic of the book as container of one discourse in a definitive
form: to understand the intentions of authors, the form of the book itself can be
essential, its design. This not only affects the transmission and reception of the
discourse, but also has the capacity to add new layers of meaning.

«The first edition of a book is not a (sic) sec-
] to under-
standing it. A physical aid: tactile-and, above

para comprenderla. Ayuda tisica: tactil y, ante all, visual. [rreplaceable.»

asso, Biblioteca,-24]

[Cal

todo, visual. Insustituible. El bibliofilo que no

To exemplify this claim, Calasso uses Pierre Bayle's Dictionnaire historique et

critique, and points to its use of three distinct levels of information. The dictio-

nary entries, which are intended to be the main body of the text, are sometimes

barely two lines, while the notes are piled up in columns of smaller font size all &
around, in what is beautifully described as a «patrol of insurgents intent on in-

vading the whole territory» [Calasso, Biblioteca, 26]. The third level is the bibli-

ographical notes, presented in the margins. Calasso speaks of the text, refer-

ring to the constituent entries of the dictionary, as a mere formality, and of







«Our experiments, which are further
detailed in our design essay imme-
diately following the catalogue, first
materialised in a prototype of paper,
metal and magnetic sheets. It was to
be an ode to the very nature of the
Data Loam project, a book without
constraints, a free and yet rigorous
tome, that would entice the reader
to engage playfully with its content.
Our goal was to give away control, to
let the data entwined within the
books pages become its own entity,
its own agent.»

[— Gallo et al., “Publication Proto-
type”, 321]

We think of the journal as an
ever-growing, organism-like
archive of mutating meanings
that extends over time and
(medial)-space. With each
issue, new encounters are
created and the net of cor-
relations between different
articles of the journal expands.
A pond whose integrity varies
with every drop added to it, an
intertwined web of tentacles
communicating with each
other.

The prototype that is [was]
on display can be seen as a
procedural form of the applied
methodology from the Radical
Matter Journal, it’s content
being the messy, sometimes
incoherent, process of how
this [that] very exhibition

ame to pass, told through the
notes, sketches and scribbles
of the individuals who created
the exhibition in the process
of producing the works that
composeld] it.

Within the context of the ex-
hibition the prototype is [was]
presented in its playful form,
a movement frozen in time,
while retaining a format that
visitors can take away. The
continuous pages overlapping
others, their content divided
into two layers, which reads as
complete when being togeth-
er, but allows it to be interwo-
ven in different arrangements.

109

[Gracia et al,

“Radical & Matter Journal [Prototype]”, 109]

How form can embody content

Faced with a task such as the design of a book, we designers tend to start the
conceptualisation proceés within pre-established limits, which, however, are
not necessarily prescriptive, but self-imposed. This is an unfortunate and all too
common consequence of our work in the commercial market. If we think about
De Bono’s Lateral Thinking [race 30] and the reinforced synaptic connections we
talked about on [racc 27), what we are doing is letting our ideation process start
only after the original input has linked up with some of the most common
synaptic connections. For example, we quickly start worrying about page size,
margins and fonts or paper colours; meanwhile, we take for granted that a book
has to have paper pages, cover and table of contents, and a number of other
aspects that we relate to the format of the book. Sometimes, however, these
aspects are no more than assumptions that do not allow the book to play within
its own definition, in ways that are more than valid.

In a very fruitful methodology for bridging these constrictions, my colleagues
and | had the luxury in 2019 of beginning the process of devising a book from a
much more open and playful position than usual. When we were invited to de-
sign the book that would contain the three years of research from the Data
Loam: Sometimes Hard, Usually Soft. The Future of Knowledge Systems project
(Johnny Golding, Martin Reinhart, Mattia Paganelli), the project was still only
halfway through its journey and its contents were uncertain. We began the de-
sign process by trying to imagine, without the constraints of print, the ideal
book form that would embody the concepts at the core of the project, which
addressed questions of interconnectedness of narratives, non-linearity of dis-
course and user agency in knowledge systems. How to integrate interaction
into a rigid medium such as the printed page?

(Data Loam) Publication Prototype




We gave shape to this quest in a prototype of that ideal !

book, a circular format with no beginning and no end made ; /1l o Sy

of sheets of paper, metal and magnetic material. This dis- _L\ f’\ i N \""/E L ﬁ

ruptive start to the idea of the classic book broadened our i = :/ l

perception of the format and was key to adapting the

bfoject to what would later become its printed version. The

process of translating the prototype into the printed book

was covered in our essay Book designing in the age of the loam, mentioned 5.

above. ‘ |

Continuing with this procedural model, Maximilian Gallo and | also developed — P gio Dl

for Golding and Reinhart the format of the radical matter, International Journal in R ¥ !

Contemporary Art, Philosophy and Wild Science on the basis of another proto- "ﬁﬁ . SHEE

type, which again sought to embody the ideas behind their radical matter re- RN

search project. Focusing on their concepts of content cohesion and the emer- = )
mv T a glew «n

gence of meanings and relationships arising from these encounters, we de-
vised a format in which the content would be collected in multiple strips of
pleated paper or individual leporellos, which the reader could either read held in
their hands like a conventional double-page magazine, or spread out and inter-
lock with each other, facing content between leporellos at will —including those
from different volumes of the journal. This format was first developed in the
prototype exhibited in June 2022 in Vienna together with the students of the
Art&Science department of the University of Applied Arts —whose notes and
sketches formed the content of the exhibited prototype magazine— and then
adapted for volume #00 of the journal, with the various essays and artworks
generated by the project, and which was very well received.

Neither of these two examples would have reached the final publication for-
mat if the process had not started from this playful methodology of ideation,
centred on the abstract concepts of the projects, rather than from the estab-

lished bases for the bookiorjournal formats —especially considering that both

cases concern scientific publications. Like all design work, this is a game of
compromises, very much focused, however, on making perennial norms more
flexible. Designers with this attitude are the friends of philosophers or artists
in the process of publishing, and the bane of their publishers' production edi-
tors. But, as we know from Calasso and the Dictionnaire, the physical form of a
publication «is not a secondary part of the work. It is an aid to understanding
ity

The body of the book containing the research of which this thesis is a part not
only owes its form to its content and concepts, but has its origins in these pre-
vious interests and research, in other books.

Radical Matter Magazine Prototype, exhibi
tion view at Kiinstlerhaus Wien
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Akhet, Peret, Shemu that names the different sections which encompass
the research as a whole, and the chapter that summarises the intentions
of the research and the different topics covered, The research. Finally, the
Note to the reader explains the citations in scanned format of the originals
and the cross-references —which are the language of the entire tree-
book.

All'in all, what has been extracted makes up this body:
000 Note to the reader
000 Foreword — Akhet, Peret, Shemu

000 Theresearch

000 M — Punchers

000 M — The Concept Map
000 M — Heat Maps

000 M — Index Cards

000 M — The Notebook

000 — The Cut

000 Apendix — Growing a book

Now, this is the content of the discourse, but to give it the full body of a mas-
ter's thesis we add the normative Abstract, an Introduction -which will explain
the nature of the work and its form, and warn the reader of the cross-refer-
ences to ghost pages and their rationale— and a Bibliography organised ac-
cording to convention, rather than the index cards that are the open bibliogra-
phy of the book tree. The table of contents will reflect this structure, at the
same time showing crossed out the rest of the chapters not taken from the
tree-book, which are the source of these methods. The difference between
scanned and directly printed pages visually differentiates these components.

These cuts now have a finite body of their own, and can be shared and receive
external comments and annotations that will feed back, in the future, into the
mother research from which they emerged.
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