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Foreword

Comments an the Ludist NManitesto, by AAlesvandra € hescon-Turner

Not too long ago was 1t that [ visited a retrospectuve and surve
exhibit in advance of Ludism's first centenmal [ saw a wonderful ser
of panungs, papers on walls, and other picces tor which a4 mere
descnpuon won't suffice (so 1 wont even attempt (o write one
However, as [ walked through the halls, 1 encountered a lectern on
which the ongimal manuscaprt for this book was exhibited, and while
I was picking my brain as o why Dscher's Preine Coallery was also
there, a good fnend of mune came over and offcred me the rask of
wntung an imntroduction for this book Flow could I attempt o
present this text i a way that makes sense for the audiences of a
new generanon? It goes without saving, 1 couldn’t (and didn’t) sa

no. So, here goes nolhlng:

At the moment of Ludism's srtart, there were alread
long-established trends of dematenalizanon 1in art In the carly 21st
century, all of the modernists and postmodermists had engaged
their grand narranves, deconstructed all thar came betore, and cach
declared their own end of art. What was lett 1o do when everithing

was already done?

Well, the Ludists had an answer:

you could snull subvert subversion wtself Furthermore, o an

after evervihing 15 subverred,

ironically similar trend to that of all modermisms, thev repecred the
rejections themselves. Some, 1in attempts at descnpnon ot L adian
have alluded to connections to natural scence, parnculaels o
theory of general relauviry. This 1s because, i some wav or othor s
Ludist piece can be said 1o have as its wdeal to attempt to warp 5
and time, even if just by the sheer mass of the concept, togandlo o
(but not without) physical manifestanon. o a seose the tus
manifesto could be said to stand as a refutatnon ot Walter B
The Work of Art in the Age of Mechaniial Reproduction s con




sard thar, parnculady tor the manmnitesto, it was the veny Il'ihu‘:rt'l--”

of the work that constimuted its “aura

For the Ludists, olyects were useful, unlike the perspectives ol
the completely ephemeral arnsts They e purposed them to serve as
conduits, redirecting our gaze back mmto the creanve impulse itself

So, onc could say, that the mtenuon was not qust to bare some

creatnve wmpulse, bat o turn the creative mpulie wtsell into a deliber e
I /] {

areatron. Gandelman, founder of Ludism, has stated this in some of
his wnoungs and interviews. At the ume just a utopran vision, he
descnbed a future in which a gallenst, a muscum curator, a painter,
and even an art histonan, could collaborate 1n a singular work of art
A reversal of funcnon as, before Ludism, the roles of gallenst and
curator were reserved to a stage of post-creanon. This 1s not to say
that those roles were not creanve actvities at the ume, but the
overarching idea 1s to remove hnecanty from the arustnc pipeline
(although I have a fecling that Ludens would most hikely have said
thar this was alwayvs the case)

But perhaps it would be more productve to descnbe this in
terms of bidirccuonal hincanty, As 1t 1s this bidirecunonalism thar
defines a lor of Ludist work. Not only in its interactnons and
play-forms, but i a construcnon of novel relanonships between
agent and environment, which somenmes even seep into the subject
matter of the works themselves

Now, this, then, begs a queston:

What 1s this text?
Is thus a manifesto as the utle exphiculy declares? \n arust
book? A performancer

To all of those quesuons, the answer 13 a4 tesounding yes, bue
above all, i s a bving docuwment, s tuths  manitestng salely
because you, dear reader, e engaging with it i this very moment
1t a6 the potenua) and presence ol your interaciion that bavathes hite
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nto s pages. But this begs another perhaps maore impors

Quesnon: why are vou reading this book

I'here's a chance thar thas s assigned re whing tin vour art histor
class, or mavbe vou have some personal mrerest or stake i the
history of the nco contemporary arts But of vou happen to have .

tound this book laving on the floor at some museum, gallery. far or

other public settung, just keep on reading

It was a fateful mornmg in mud March, 2024, when Ludism
rthruugh 1ts mminal performance by Ludens) firse atrempted to carve
ins pl.u:t: in the world It mntroduced us to a novel invention 1The
recursive readymade—a  revolunonary contnbunon  to the
readvmade tradinon, conveved through a book Also a readymade

but one which he happened to make himselt

After that maugural Ludist prece, Ludensg deaided o disrance
himself creanvely from the manifesto's style This because of whar
he had later descnbed as a disdain for being “cursed warh the
onanistic task of bemng an arust who 1s forced 1o curate, cnngue,
§

represent, and promote his own work™ It s safe to sav thar an ar of

mystery 1s a luxury best enjoved by the successtul

In an effort to make the onginal pertormance accessithle 1o vou 1

dear reader (or should I say player?), 1 have decaded to compile
mulnple sources for this book: Firse, following the Instructions for a
Recursive Readymade s the first Ludist Manifesto wselt, as well s
The Beginning Ludist's Handbook Atterwards, the tinal secnon, 4
set of so-called Fxtracts l'hppsugs, sketches, and muscellanceous

collecuons, meant to nform those who are willing to be mntormed

In the 20th century, our understanding ot arustey leapt troan
the canvas, In the 21st century, art 15 the e Flving, too vou !
for me. So, then, as we commemorate that tatetul ol o
morning, when the air was npe with potennal, let us cobiowe
manifesto as it was intended, not as a mere avntact, bt a4 biving %

breathing, invitation
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Instructions for a

Recursive Readymade

\Lll“lf’\' a copy of thus book
R('Jd these instructuons
Visit a place where art 1s exhibited
Select a room (or an individual piece)
1 Select a parucular space nside that

room (or in front of that individual
prece) where you will leave the book
I)cpltl the sclected room (or picce) on the
cover of the book
| Preferably inc luding the book wuself in

sard 111'[\|<Ilun (in the space you have

selected
Grace the cover of the book with your
signarure.

1 \lso inscnbe on 1t today's date, the

current hour, munute, and second
Leave the book in the space you have selected.
Do not pick up the book agan.
Conunue with your day.






The Ludist Manifesto




Foundations

I have been up all might, sweating, banging at typewnters, teying to explain
my art to no one, only dead hares. But I'm not crazy. [ suspect they are Just
sleeping,

In seemingly cternal gloom, T wallow in my thoughts, as T notice of art angd
life;

Everything new ages out into old

Everything old becomes indistinguishable from the dust it once
gathered

Everything of dust vanishes into air

acher today 1 saw a Van Gogh bumper sticker on a white van | saw
Cubism, Surrcalism, Dada, and moderniry as encyclopedia entries with tall price
tags. The Rite of Spring, once a starter of riots, is now just a museum-picce
The Postmodernists are dead, the Stuckists have become unstuck, Fluxus fluxed
its last flux, and everyonc else has moved on.

Everything new eventually vanishes into air.

But, alas, air is that which fills my lungs. Air 1s that which refreshes \iris
that which conducts sound, life, airplances, and mood. Air is that which takes the
photons from the sun, renders them bluc in the brightest of days, and shites

them into red over the laziest of your afternoons.

And be you dead, alive, or not born yet, we all share the same air

Ludism s here. Time has started.

Play has begun.
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Game is a Dirty Word

(yamc 15 2 dirtv word. If vou're “gaming a system™, or “p[;ymg games
vou arc an obtuse gambler, an underhanded manspulator, an msider trader
engaging 10 sophustry, exploinng vulnerabiliies wath dishonesty. If you “think

this 1s 2 gamc” you are a tnvaalizer, unworthy of respect

In a regular introductory Game Theory class, in any regular mathematics
department, 1n any regular institution, 1t s not uncommon for the instructor to
begin wath an excuse 1 know 1t's called Game Theory, but 1it's not really about
games  It's about business, politics, and war!” As 1f business, politics, and war
were pursuits nobler and more deserving of analysis and apprecianon than the

concept of play

In this world, in which play has been delegated pervasvely to the digartal
computauon of bits at the corner of someone's bedroom, we are at nsk ot
withdrawing further and further from reality The musdirection of play will end
up feeding nto the disastrous fimte mundsct of the toxic and tenured Game

Theory instructor. For it 1s play that fucls business, politics, and war.

Bur 1t 1s this very pervasiveness of play, present from nimes immemonal,
that 15 calling for a new kind of art to be born, The Art of the Game.

Lnglish speakers are lucky, they have been blessed with immediate access
to the word “fun” Clean, straightforward, beaunful. For some context, its
closest relauve for Spanish speakers 15 “diversion,” a word polluted by
R umplicanons of immature distraction. But 1t 1s here where we can casily grasp
the  duality-centered mindsct  of somcone infected by a  culture ot
so-called-scriousness and auto-flagellation: Fun, and by extension play, s
diversion, X steps removed from reality and worth less than ~blank~

Furthermore, skhole, Ancient Greek for “school”, ongnally significd play,
leisure, free time. But somewhere along the path, the world has gone astray
Now, a school 1s considered better when it s stact and oppressive, and a job 1
less valuableaf you want to do it. We have associated productivity with pain,
- and purpose with pay. The Ludist school hereby reclaims the onginal
meaning Free time is paramount, It is time to be free. It is time to play.
J

"‘H'.’ Thty vae o9 The u)(.r/ LP’&),"
: Meang  S€F oy« ,)luy‘



Anv and all discussions ot play, inclading this o coauices 3 ool
cratement that “this use of the word play means senous play

Bullshit. All play is scrnious.
Ludism is The Name of The Game J

We are playful. oy

We approach art with boldness, humility, and respect. Et

We approach games with thoughtfulness and strategy. '

We approach games with improvisation and instinctivity.

We valuce joy, humor, scriousncss, frecedom, and passion.

We know that one can only play if onc plays freely. \s somcone who
sn't free, 1sn't really i play

We value skill, be it of the hand, or of the mund

We belicve museums can be a place where art begins, 4 opposed
a place where art ends up

We stand in awe of the fertility of the galleries’ and museums’
white walls. We understand their imitanions, and scek to transcend them by
means of them. These white walls are hue-less, vet simultance wisly reflecuve of
all wavelengths of light. Furthcrmore, we stand m awce ot the muscum’s
unrcachable celings, as much as its restrooms and hidden clecrncal rooms
Iiven its trash cans here are filled with unexplamable air Every molecule mside
these nstrutions s special, worthy of attention and analvsis For ar any
moment, they may become vessels for the dwelling of somerthing sac red ant

We are neither futurists nor archivists. We are the gusts of wind i the
muscum’s hallways. Art defibnllators. We are distnbutors of meaning, and we
deal it to signifiers past, present, and future

We believe that art is art while it is making atself \Il act has ban
categonzed as either process or object I a concept is the machine thar mabs
the art, we see the game as a machme thar makes the concepts that make et

We aim to embody art Regardless ot medium, we do the art's baliog
as best we can. Thus, we are engaging in truly immersive art

We are simultancously the horses that drink, and those who kad
them to water.

We don't abhor, but deter, functionalism Play ¢xists tor it own s

We oppose idolaters of images Lhis oppositon extends b wis
gallerists, collectors, and curators who revere the panted canvas, aml the
presented image (even af cphemeral or pertormad) The catoies ol s

retingl at the cost of everything ¢lse,
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Instead, we advocate for the understanding of picces as nctwork

cd_gr,"i. ) r
We scek for no ordinary life We scek to parnapate 10 the

nsfipuration ot the commonplace
The Ludist has work to do in all spheres: From the smallest, ro 1),

tra

largest I'rom the arts, to the saences (f there even s a difference). From the
perse ynal. to the local, to the umiversal.

The Ludist isn't just a player. We are collaborators partnered
creation, distnbuted designers of games, stewards of the gameplay loop

We are Homo Ludens. We are those who play.

Why?

Because 1 pary the people who look at a pamntng and only sce an object

Because metaphors and allusions eventually become just words

Because when we play we can feel the red strings of fate tugging ar our
limbs, connecting my hand with vour car through our eyes.

Because the entire world 15 an installation.

Because the only installanon necded is inside your mind.

Because the history of art s not cast in stone, nor 1s 1t calcified 1t's in the
air. If's muine. It's vours

Because we know tharin art, just as in life, there are no summats. Only local
maxima .

Because we know that art has no end. Just more beginnings.

Because we know that an sism as but a picce, and a prece s bur a
brushstroke.

Because when you histen 1o drcams you see an ldaho man skaung and
drnking cran-raspberry juice.

Because if Van Gogh, Gauguin, ‘Toulouse, Degas, and Manct had never
decded to take canvases and cascls to brothels, the pamnnngs wouldn’t have
existed.

Because it s up to the arust to ennch life.

Because a pammung connects our eyes waith things removed.

Because ina univense of estranged people, only the artise Posseases the
facultics to pave the roads of connection

Because st you can't afford the latest video game, you wateh someone clse
play it for you :

Because you would much rather spend your days o ntinity wstead of F
prepanng for e war and expecting ram -
Because i spite of aibilism you still want 1o love. il N




Because we don't hate the plavers, nor do we hate the game

Because vou know vou can't wake up tf vou don’t fall asleep

Because the wordd 1s round, and it turns you on

Because transparent art, in all of its muddiness, allows tor nhabstance I
beckons us.

Because art s art, from the mind, to the hand, to the page, to the canvas, to
the eve, to the discarded sketch, to the unfinished work, to the arust statemene
you have been procrastnating on, to the biweckly €nt session, to the stressful
phonc call, to the thought you don't even know you're currently having

Because no time 1s wasted when you move with purpose

Because it takes work, but it's good work

Because you need connections 1o be in the art world, but the conncctions
are also the art

Because even your pornography sometimes has paintings on a wall

Because Kusama urges you to enter a room. But in the end, 1t 1s the room
that enters vou.

Because when vou look at a screen you don't see a screen. You sce through i
it into all. '

Because you know that meaning 15 both a verb and a noun, but sull 2
singular thing.

Because 1t takes two 1o tango.

Because it takes a pitcher, a batter, and a catcher.

Because the pit that opens up in your stomach when a plane hits turbulence
makes you feel your body 1n a new way. And that makes you feel alive :

Because we cry at the movies.

Because abstraction degrades

Because all of the Pollock dnp paintings and all ot the Moadeas
compositions are no longer abstract. They look like Pollocks and \londmm. ',

Because even a modern art muscum will eventually become a
history muscum

Because there are no experts.

Because we've panted a hundred paintings and they remaimn i storge

Because we've drawn a thousand sketches and they stay in our sketeh!

But when we play, inside is outside, and the hadden comes to light

Because there 1s no outsider art

Because you can only be an outsider 1 haindsight

Because all 1s inside the moment.

Because when the museum plays, so da youw,




The Beginning Ludist's Handbook

(1 secdisrr 15 a l“.u‘.‘:.‘:ﬁ.-:.’mh’!: 7 )

1 have been forced to wnite this handbook because all of this has taken

long enough I'm tred of plaving alone. It's your turn to catch up now.

\rtists have tor a long tme attempred o clevate things to the status of art
through re-contextualizanon. However, it asn't merely the object’s presence at
the muscum that cnnobles e Toas the ever-flowing fabric of play (the game),

alrecady present ain all art, which an arnst then chooses to direct into certam
objects to ennoble them

oven though play s present in all are, it isn't exclusive to are. Play is its

own thing. The Ludist goal 15 1o embody the forces of play alrcady present in
art, and attempt to harness them.

Mavbe vou are an arust wath a raste for the cphemeral and the
noncollecrable, maybe vou're an arnst that needs to pay rent, maybe you are a
curator, mavbe vou just hke wo read things. Whocver you arc, Ludism 1s for
you. All it takes is to play along. Of course, this inevitably creates a hicrarchy of
creanon, as some people will be more nvolved in the facithtanon of a piece
FHowcever, dunng gameplay, this is irrelevant. .\ game only works if it works

What is Ludic Art?

Ludic art 1s madce up of its own unfolding. Panungs, pertormances,
happenings, or acuons are incidental, as every ludic piece paradoxically finds s
idenney within the synergy of its dependencies. This concept has some parallels
i recent history with the nse of performance art, ephemeral arr, and
conceptual arr owever, even though these art forms also mvolve untolding to
some extent (this s a quality of all art), few explore it deliberately.

Thercfore, Ludism exists as an extension (or maybe even a contraction) ot
Joseph Beuys' expanded concept of are. However, as we deradld in our manitesto,
we are not big tans of funcuonalism. Hence, what the Ludists seek & a
prychotechnologacal approach o extended art, as opposcd o sacwopohneal
sculpture In this sense we are post-beuysian.




[lowever, in peruncnce o somcone who wants 1o understand whayy
| udism 152 we seek to create conceptual manifolds Mcoraphoncally, o =
complex lﬂpu]ngu'.-& which we can only pecrceve through thin shees which exse
on lower dimensional plancs- pieces of art These preces may or may not be
cphrnwul. but their execution and connection constructs u-fnt-rhllu: persistent
In other words, we aim to create something that outlives the process that

created 1t

Because of the complex nature of this enterprise, naturally, a lot of helping

hands are involved. So, as a Ludist, vou must recognizc that the chartng of art

hl.\‘tﬂr\', the dc:l]illp of art, l:ur.l!nrl.ll acts, .'|nd cven the mere
as the p.llnrrr'~ brush

act of observation,

are as equally paruapatory in the creation ot a piece
strokes themselves In this sense, a closce relative to the Ludist movement is the
Oulipo movement, I'rench proncers of crgodic hterature who expeanmented

with constraints as a creatnve medium

The term “ergodic” finds its roots in Greek (Frgo work, and Flodes- path)
[n the context of literature, this refers to a text which requires non-tnvial cffort
from the reader The reader doesn't just read anymore, now they also have o
play.

Some miught say that all art 1s crgodic to some extent, but a ludic prece 15
the logical conclusion of crgodic art A ludic art piece rests (and exists)
exclusively on the effort of putting the “pieces” together at vou think about
it, panungs, and performances, are nothing 1t not cfforr matenabzed, Som
some ways, this 1s a cryptic art form (or steganographic, cven), as the truc work
of art 1s concealed through different artworks

In simpler terms, we can understand a ludic art picce as the game
The pieces that consutute it are symbolic pointers towards that game, a concept
that exists on a higher level of abstracuon, the unobscrvable manitold Thee
pomnters are the tracks that the concepr leaves behind o our phy sical,
observable world. Furthermore, since art 15 already (and has always beon
intnnsically a game, then the Ludist's game 1s, by 1ts very nature, a meta game &
game of games Theretore, being the audience to one game mherently meuns
that you are a player in a game of a higher (meta-cr) ordee And 1wt can go all the

way up, Just bke turtles
Jor those of you with keen eyes, you mught have probably notced thae b

have nor yet defined the coneept of a game This woull seem o ba very
unportant, nght? Vspecially when we consider that the game & akin o the bk

\




sdic umt of moaurenunt A game is a piece, and picces make a game
Flevaweser, T owadl ot anre mpt to detine what a game 1s and neither should you
but I won't pretend | can dop vou Lo if we attempt to define i, we nsk

losing something i th process, and that would be sub uptun.l]

Furthermore, yust hike o panter docsn't need to define what a brush 1s in
order to use i, we can abstract this defimton away  from  the cquaton

_ .
However, even it we don't know what a pame 15, we can descnbe what it does

A gamc, through the all-cncompassing tension of play, attracts both
the designer and the participant to a new third place. \ game, then helps
us travel far away without moving an inch. Ditto with time Time turns simple
objects into antiques. We embed them with new thoughts, we pollute them wath
nostalna. And, just bke nme, art provides us with the means for embedding of
thought n martenal. \ game, by sheer esumation and prediction (as well as by
purce torce of presence and preparcdness), through its tenston, brangs the future

closer to the past. and us closer to ultimate presence.

This presence s what ulumately defines the fechng of partaking in ludic
art. \ pamnng stayvs in the muscum, a performance always ends. But as long as
you arc in play, you are present. In this sense, the Ludist creates the
happenings that keep happeming

So, in an cffort to convey my findings, | will proceed to deradl (to the best
of my abiity) the resources a Ludist has at his disposal, the clements of the

gamc:
The Elements of the Game

I Moments
Moments, or states, are the basic umit of a game n the contexr of wme
What determunes the progress of the game, is that a certamn moment s ditterent
to a certam other moment. Hence, games can often be analyzed through toate
state machines. And, while some games may have thewr own unkue moments,
there are some which | would argue are essential for a game 1o woek.

The first of those moments 15 The Shift T'his 5 a moment of revelatoa.
A moment i which your mind realizes that there s somethang of play going
through you. Perhaps something about a pacticular patteen w4 preee led you o
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behieve that, or pechaps vou picked up a book oft the floor and o

it revealed o
14t inst

ramme to vour You find -ralntfhlrlg In chance ind i 1}
! Int,
. LALLMl (|

ﬂm']““l‘ pulled 1n Immersed 1o 3 wav bevond  the capabile
! mes of
installavon or virtual reality device. 44 what vou has .
v AV

just seen
ymmersed 10to, s the same thing yoy have

vourself pet
always been

Immersed n
been spiked wath art

[nformation. But now, the information has

hat instant, the moment of realizar I
‘ anon, will be strange [t's as of YOu wege
suddenly visited by something. At first, of course, shightly upscttng

almost fecl like you're beng watched Which 1s natural, as you no

pery  moment, no matter  how scemingly  banal, has been

a3 you will
cc thar thy
composed and

constructed by someone else. [ gocs withour saving, but the wdea s for *his

moment to

then be followed by somcthing ¢lsc. A supreme feeling of
L‘(‘ll‘ll"lccli()n .\\ [,lld]\I\ we (|‘I:].-c 'h‘lr h“:h

That wondertul moment of finding meaning in the mutual comforr of
meeting cyes with a faendly stranger who, just ke you, feels a warmth behind
his eves at the sight of the bke mind

: he Fork

However, this moment 1s immediately followed by another one, T :

3 yo vou heip the
in the Road. You have to make a decision. Do you play along Do you hep
- ek y a8 th

message reach s destinavon? Or do you just keep gong 3 1 nothing

hJP[‘{'I"IL‘d"

Il. Agents
\gents (understood here as individuals with autonomy) can be dtunt_mi
by cither what they are i terms of concepts that apply beyond the scope ot
individual game (human bemgs, musicians, panters, construchon "‘"'::"m
dealers, dogs, mathcmauncans, carpenters), o1 what they choose 1o becume

inside the game-word. It s this choice which lands them a wole

111, Roles -
Fvery game 1s a role playing game And while, just Like momonts, s S

: huch md
will have particular roles. However, there are some abatract oles w

' t whxb
descnbe  participaton anside  the  game world, but  withow

game-world wouldn't even exist
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In that manner of thinking . we can classity roles 1n the same way we we l

the components ot 3 arcume, through an extended (though not very precsc
nn'T.Jph'il’
Conductors: Just ike in an orchestra, the conductor allows for the flow
of action. However, the conductor 1s not concerned with the end goals of
a prece. The conductor 15 just occupied with letting the current flow
through them first. Evervone who parnapates in a game, even those who
design them, are conductors in some sense. Al players have some degree
of conductviry, but the archerypal conductor s the muscum-gocr. The
people willing to engage wath the artwe srks, those who faclitate the
circulanon of Wdeas
Power Sources: \rtists serve as the power sources in the circut by boing
the sources of creanon. They provide the necessary input to infuse the
svstem with energy
Switches: Insntunons that faciitate play (gallenes, muscums, collectors)
act as swatches in the arcuit. They have the ability to control the flow of
arnstc content, much like swatches control the flow of clectnaty in a
circutt
Power Suppliers: There's no crcuit without power. Thar support
sustains the mfrastructure of the game world, ensurning that artists can
create, msututons can operate, and plavers can engage warh art
The Engincer: Somconc has to design the curcunt, and thus, the engineer
becomes an intnnsic part of the circunt atself.

IV. Signtfiers
Just ke any other language, a game has significes, which pont to some
sigmificd meaning. In the case of art, we may look at compositon, and subject
matter as sigmifiers. Orat we take a morce fine-grained approach, we could look
towards linc, shape, texture, form, space, color and value, mark making, and
matcrality.

These, in theory, sull apply in Ludic art. Hlowever, the mamn tactor which
differentiates Ludic art, 15 the fact that even the signified w a certam piece ot
art can become a Ludic art picec’s signifier.

Because Ludism 15 a nascent art form, we have a shghtly houted palette
But more expenmentation may yicld more knowledge on the sigatices of the
Judic picce: As of now, the ones that 1 have obscrved walude ageacy-value,

mzvbm. accewsibility, difficulty, content, contexty, objectives, aod
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Furthermore, the means we have as desigr
stgnifiers are the start, middle, and end states of a game, which are der
by rules

V. Rules

The stereotypical artist 1s believed to have contempt for rules This isn't
true for the Ludist. We know that constraints set us free, as rules delimar a

game's existence.

Any art movement can be considered as a game with its own rules The
rules for Cubism (in simple terms, for the sake of brevity) consisted of the
exploranon, and overdapping, of muluple planes of perspective 1in g sngle
paintng. If you don't do that, you are disquabified from the game of Cubim
Furthermore, 1f you set out to do a Cubist pamnung and you don't tollow s
rules, you have entered an end state in which you have lost' You wanred 4
Cubist painting and ended up with something clse. You were plaving tag while
Picasso was plaving hide-and-seck

Remember, the structural integrity of a game is determined by the
cohesiveness and consistency of its rules, and the pav-ott tor tollowing o
game's rules 1s 1ts end-state(s).

V1. End States

Games have different end states corresponding to thar objectives and

styles.

There are many types (or classes) of games, cach ditterentated trom the
rest by having its own sct of rules and end states \mong them vou hase
hide-and-scek, tag, capture the flag, kickball, dodgeball, hopscotch, Simon sa s,
poker, blackjack, solitawre, platformers, stealth, language  games, rogue-ike
thythm, battle royale, sandbox, and, of course, the strand tVpe game

S0 yes, there are many types of games Llowever b we aabva s
structures of games with an object-onented approach, we can obscove ¢
level of inhentance. Tor example, Sid Meer's Civilizaton Vs an st o
the broader class of Civilization games, which 5 wselt .nf ustance ot & beoadss
class of game, Turn-Based Strategy (as opposed Real Tune Stearegs
sl 15 an instance of the broader class of gam, the SHIRRY Rt
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senge 1S 4 game unto iscit But most
e

Jmes at as high a level as pe ssible,

\nd these are them, as

So here. we have derermuned that
anth. for the sake of undc r<standing g
we have to find the most abstract classes of gamcs

descnbed by James P Carse
There arc at least two classes of games. Finite and Infinite Games.

Finite Games are played for the purpose of winning. |lence they
come to an end when someonc has won, and the plavers must, theretore, agrec
on both boundancs (temporal, spanal, and numencal) and a winner (only one
person or team can win) In this context, nme 1s spent when playing the game,
and 1t 1s therefore defined by external means (dartes, places, participants)
Thercfore, Finite Games exast within fimite worlds, which are destroy cd when

the game ends

Finite Games breed competnon. Everyone enters the game wath the

hopes of cither winming, or aiming for the highest possible ranking,

Infinite Games are played for the purpose of continuing the play.
The only purpose 1s to prevent it from coming to an end, to keep everyone in
play. Infinite¢ games are boundaryless, they create nme instead of spending at
No chgbility 1s required, anvone who wishes to play can join. Therefore, 1t 1s
internally defined, an Infinite Game doces not take place in nme It defines ats
own nme. Therefore, itf's impossible to determine how long an Intinite Game
has been. or can be, plaved. It s also impossible to tell in which world an
Infinite Game is played, as there can be any number of worlds within an infinite

gamec.

Finite games can be played within an infinite game, and intinite games
cannot be played wiathin a finite game.

An mnfinite player regards thewrr wins and losses in whatever finite games
they play, not as goals or faillures, but as moments spent in continuing play

The Concept of Universality - Theory of Ludism

This seconon of the puide s amed at those who aspue o become
designers of games \ vory complex sk, which requices dense explanaton,



DIng any
game's behavior If finite and mintimite gan e o roadest view of the game,
this concept of universality rests on an atomi ind reductionise vie i

e mechanics that make Ludism possible are conscquences of aers

Llll.].hr\ of universality as a language. In other words, evervthing can be conveyed
through art. Unuversality, in the conrtext of theory of automara, refers "r.thc
ability of a compuranonal model to simulare any other automaton, lﬂ(ludlng
itsclf. The most well known universal automaton 15 the Universal Turing
Machine, a theorencal construct that, given cnough nme and memory, can

perform any computaton that any other Tunng machine can

['his provides us wath an analogy which we can use to understand Ludism
as a system which aims to be uruversal, in partnership with art And through
analyzing two of the possible procedures of art, we can find the means for
achieving thas

Iterative Art Functions: \ non-ludic art piece s inherently
iterative. Meaning that (tor example) every painung, or sct of
panungs, only stands alonce and for ascelt [ence, one could
say that they have hncar aims and means, and arc mostly
sclf-contained.  [lowever, these  eranve  processes  can
compound over tume to generate complex behavior And they
have. A set of iterauve picces (some foundanonal and
innovatve, others exploratory and  either branching or
denivanve) will inevitably gencrate art movements.

Ludism relies on (at least the attempt of) designing complex systems.
Which means, in simpler terms, that we (as Ludists) aum to find the tools with
which we could simulate and design (for example) the complex behavioe of an

art movement

Primitive Recursive Art Functions this s an approach
which cach piece (or senes of pieces) has the cap-.n.hilty of
evolving through a progression of transformatons This
process, inherently systematic, operates by applymg a set ut
predetermined rules 0F OperAtons 1O witate 4 plees (in the
abstract sense, a first trace of a ludic pweee), which then serves
as the basis for subsequent wertons. Lach iteration s deaved
from the last. Through this, we can uphold an coviconment u
which artists can engage with art as a dynanug systenl uhuft‘
initial  forms ¢xhibit  simplicity  in isolation, b_"' w»
communication create depth  and intricacy W "

G P i

s T

- L

B i Tt L

s

'y

€
o the



A

a

B R e A R

o

[ ' 4 1
It tteranve art | I |

overarching resulung artw ork

e reCursiy it tunctym o reactive

femember, it s exclusively theough a simple imigal configuration

theough  which we  can access \nllll[lll’hll\'. Pheongh a dise iphine ol
pplicaton o transtormation these functions pive us the tools for th
construction ol nch CIMCIpent pattern IH-‘ steactures to untold from a Car

_|]~1\t.|.“h_1|1|| _nnl |\I|1l [ ll ]\Illl Uss

In sumpler terms, this 1s a thorough defimnon of the elements that
make up the gameplay loop These functions are to the game designer
what pant 1s to the panter, as it 1s through intncate interactions
between functions that the pu'\'musl_\ discussed elements of games

emerge

Go Play

So, there you have 1it. Now, with all this, you should be able
to go out and play (as 1f you weren't able to do that before). But,
before you go I want to leave you with my last, summanzed,

thoughts:

Remember that this 1s not a manifesto. This is just a game

Remember that you have agency.

Remember that you can't play alone.

Remember that all good art s hwving, but the best art is
breathing. If only for a httle while.

And, most mmportantly, remember that a Ludist is always a
beginner.

Yours lrul)',
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prime(” :
for (1=, s{iL). *=1 i
i (sfr] == W)
prantfF{TAVAAAT DG

else Lf (3(L)]) == "7")
prant F L ANTT)
else 17 (sld] == AL |
pr|n1'£‘\---';,

elaw

prll‘l'(_‘.(', sfL1):

1¢ (1L % 4B == A7) L
prantF(T\TAN i }

} |

printf (“\"7). 8

const char what{] =
“ginc lude <stdio nrivninvold quote{const

char

==gywnlin int L.WAA\n pramnuf(y"~ LANTN " -

px tor (10, 3(1]; *=2) (Wm if (s3] == UL I

-\n prAnt VTR ) (A else ¢ (s]”

*3) == ‘AT )\S PrInTFLLVTARNALAAATALT ) -

~1gp 4F (S[1] == "AWI\A prantFLAVTANAAALTDLT

“\n elie\n printf (v Ry, slil).vwe

= 1f (L X 48 == A7)\N printf (ATAAATAAT

“n ARRTAT)I N T prlnu‘(\'\\\'\‘1_\1-\]-\--.-'

~const char what(] =\ g, \nun”T

*int main{voild)in”

“{wn ANt L;Anh\n far (1=9, what{1”

=1; ==1) {\n it (what[1] == '@ A& wha”

“tlie1] == ‘@' I\n {\n =

T quo‘tt-l‘ut}.\n' - !
- LAee N } ®lsein prantf (A Rc\T, -
“natf{i]):wn Yin "~

"etwrn @.\n}Wn"

int maini{vold)
(

Rl |

inT &,

for (L=0, what(L); ++2) (

1f (what[1i] == "@ B& what{isi) == '@

L
quote (what ),

1

) =i
prinut( e, whavii)d,

raturn @,
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mole” m hard and scme-hard choosae ) n

2 largg
lsswhere

s alwavs —_— almovn
This s o

ot sanets of Swrss Chovse

spwecwalh o e ovod Nutch chacs

Mo R S tveare and TR - comann Jaim that sohat
- Orreverrzer” As much as | respext -~

s panwular case the

o woas Larun &re ¢ . .
evpeTliae of these two crminemt —\».hc-'n.u s, | am afrand
s mataken In my book nn_ bt

I mmentaler chocse | shall brietly esplain swhy there taom fos
e Betfore § ng am further | ssmphy reveommend to stop by at some local © hoevse deale
that Blunt cmpmcal (scnsual) obsenvation wall

s hrtl
roIt swon 1 be the
sl Lime

Lo lusron
e ol

refute scholastic (ratwonal)
IThe finest loal of Grunere cheose | saw and tasted in recent iimes had a shelt

12 months mm addibon 10 the approvimate sixy months of npeming betore going on
sale I had next 1o no s, 1uM 3 fow harcracks due toits age And indeed. Gruscrc is
supproscd 10 hase no o only a2 fow and then but small eves

sipgn of ape and gualimy Thay re ofhcaallsy called “glas

The sery fine cracks arc a

a local, colloguial term | cannot
transiate On the other hand. larpe quantitics of cves of all sizes are typical tor Emmenialer cheese One
reason why it s hard 10 confuse Grus ere and Emmentaler cheese s that the tormer underwent 3 smear

and the latier a dny -nipenimg process

Swass-tvpe cheese was ongimally manutacwured in the Emmen valley in Swatzeriand
s precursors were mountain cheeses  Gruyere choese can be understood as such
since thore 1s sull a (very aromatic ) mountamn vanation produced So. as a nuinbive

product. Gruyére cheese may be more ancient than Emmentaler, but this s nol the
pont The 1000-2000 round eyes — the dameters of which range from less than halt
an inch w onc and a halt inches — which we find in one single loal of Emmentaler
cheese are caused by propronic acid fermentatlon Yet, the quantum ol propons
scid 15 very low in Gruyére checse (anthmetic mean of 100), but very high i Emmentaler cheese (o m ol
B4 O)

Iherelore, by means of fermenation Gruyere cheese can develop some eyes. bul never geeat many of

1
them, and at N0 pont can they be big Propionic ackd fermentation 1s brought about by short rod propiens
acid bacteria, which occur naturally In the ruman and Inestine oF rUMINANts (oM ApECTL 3 | Bcu e &
prropionibacterium frewdenseichi subsp shermani AMIIONS] RCletolemmMEntanse Lacti de il 1erme i

cnsures that with Emimentaler cheese the building and grosing ol eyes willl contimue swhore i other (s
ripening) checses the process soon discontinuecs asell

The characwensin o3¢ Tormation of Fainessis
cheese 1s duc mamnly W the presence of carbon dwoxide Produced by proprone ac sl ba e Ju
brcak down

[
I'he steep rise i the production of carbon diox ke comeides with the onset of ihe P
pcid fermentation Eye formation is o lenglhy process The maximuwm 1ale s attaimned alter absul W S
which 13 also the thne of rapid eye enlagement Lye Tornmalion can be so AREICRNIYE Ul ik sty
pantinues in the cold romm
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On the Validity ol Interpretation ang (e
Diagonalization Theorem for the Cardinality of Ar

Or One and Threy

Aain-Smuocus O Tenwgue
Depaartinint of Fiorwal \e

Kaheanuan Inanuie for Mathenutical Absiractvon snd Cultural Semmotics (IKIMAC S,

\bsiract—This sudy dehves inte the confluence of et the
. —apecifically U antor’'s diapenalization theorom —and art the-

iotreducing 2 sovel Tramework (the idea of peotential art)
ceaceptualle the range of crvative pessilility in the context
w1 Through 3 cinthosis of mathomatiosl cantructy with
nste paradigne. we wmoil the inherent infinily within the
| of an creation and peroeplion, pasiting that the domain of
| concenvable A or the Art Npace, evlenids bevond countable
el

I INTRODL € TION

e endeavor 1o atiempt 10 comprehend the sope of an
weh the lens of mathematn al ngor Juws nul present el
o evact formala but as 3 means tor kg & ghimpse into
Cuantor «

whidiy. The core of our amvesugation leserages

sonal 4 vomerstone of st theory. 1o Liege a

prebensive Tramg wark that helps ws cluadat the bounds

a By regarding cach itk as akinto a muthematical set

2 guweni

able of engendennye 3 limtless spwatrum of It I latiomns
find the means 10 apply micthodic sl analswis

Il BACKGROUND
Set Theon

Set theony. 3 comersione of proto-modern mathematival
w. provides the foundational Language Tor discussing
ecnoms of ohpects

Sets: A set i defined by s clemenis. with the notation
b.r) representing 3 set consnting of clements a. b and
One of the fundamental propenics of 4 set o that il e
comder the onder of ity clements, nor does il ocoum
muluphcny: each element 15 unique within the st and
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IV, CoNgCLUSION

¥
Therelovre, we have prsnen that the Ant “l“'\ ¢ composed of
Il potential art s uncountably infinite.
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Three Thousand One-hundred and Twenty-Five
Blades of Grass

My respiration and inspiration

s es the beating of my heart ...

Lack one 1lacks bpoth

and the unseen is proved by the seen,

Ida
| R ERaw At ....1it s without name .. . .

i
l it is a word unsasid,

= —

1 breathe the fragrance myselfl, and know it and like 1%,
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