
E m e r g e n c e

(Lat. emergere – to rise up, to come to light) – a process in w hich a 
completely  new, unpredictable quality  arises from the relations of 
simple, interconnected elements, one that cannot be explained at 
the lev el of its indiv idual components.

In the contemporary world – a world that has been through it all – the 

apogee of this phenomenon occurs at the intersection of human intention 

and dense networks of language models. Transcending the boundaries of 

biological or social observation, emergence suggests that seemingly dead 

matter is capable of generating a living quality. Thereby calling con-

sciousness into question, prompting us to consider who we might 

eventually be.
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R e a l i t y

It seems to me that w e, humans, stand at the foundation of all definitions, 
w hich – by  now, almost certainly  – are needed only  by  us. It is through them 
that w e impart meaning to the w orld around us and gain the ability  to nav -
igate it effi ciently. Reality, framed this w ay, depends entirely  on us; w e are 
the ones w ho decide w hat to deem significant w ithin our construction of 
the w orld. In this reckoning, pragmatism o�en takes the lead – and rightly  
so, at least w ithin a linear model of reality.
How ev er, such a practice is a natural lay ering of constructs and beliefs, to 
w hich w e ev entually  lose the thread of understanding. This happens due to 
a simple fact: reality  is neither linear nor deterministic. A question then 
arises: is a giv en phenomenon, operating w ithin our current construct, not 
flaw ed precisely  through the lens of the frames in w hich w e enclose it? 
Frames w hose primal origins w e can no longer easily  trace. A similar thing 
happened, for instance, w ith geocentrism.

E m e r g e n c e

We can observ e this specific causality  w hen examining social and cosmic 
phenomena, as w ell as other processes based on massiv e datasets and dy -
namic relations. In contemporary  terminology, the w ord emergence ap-
pears – a concept making a comeback today, also as a by product of ad-
v anced language models. These models express themselv es precisely  
through datasets w ith a v ast netw ork of relational connections.
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marks of progress and setting up further binding definitions. This habit in-
tensifies alongside the expanding baggage of entrenched structures w e 
carry. It is precisely  in emergence that I see a remedy  for this tendency.

B e l i e f  a n d  E r r o r 

Unfortunately, the phenomenon of emergence o�en manifests only  fleet-
ingly, sparking initial aw e, only  to be sw i�ly  reduced to a rigid definition, a 
method, or a tool used to forge antitheses against already  entrenched 
paradigms. In line w ith a pragmatic v iew  of reality, this approach is also 
applied w ithin the fine arts – though there, it can feel like an abuse of the 
concept, y ielding counterproductiv e results. A prime example is Jean 
Dubuffet. When he reached his most popular creativ e period – the monu-
mental Hourloupe cy cle – his w ork, originally  rooted in an intuitiv e, free, 
and emergent gesture, quickly  turned into a repetitiv e method and produc-
tion tailored to market demand. One could ev en say  the artist fell v ictim to 
the Midas sy ndrome. We can, how ev er, speculate w hether, throughout the 
y ears of this serial production, truly  emergent moments did not surface, 
only  to be dismissed by  the rational mind of the creator or the art dealers 
v isiting his studio.
Leav ing aside the metaphy sical v alue of emergent forces, they  possess the 
pow er to make us aw are of the errors w e commit, ev en w hen follow ing a 
logical path of cause and effect. Today, decades a�er their creation, these 
market objects giv e conserv ators a headache – the sy nthetics and poly es-
ters used by  Dubuffet are deteriorating from w ithin, exposing the instabil-
ity  of a method meant to immortalize success.
If w e w ish to mov e past speculation, how ev er, let us look at the facts. In her 
series Lettres de ma mère, Věra Molnár replaced the plotter w ith a classic 
printer – a dev ice designed primarily  for text reproduction. This resulted in 
shi�s and distortions of the script. What could hav e been dismissed as an 
error or a technical flaw  w as recognized by  the artist as an aesthetic and 
creativ e v alue. This w as an incredibly  v ital moment for contemporary  art – 
akin to the moment Man Ray  embraced chance as a fully -fledged medium 
w hen creating his famous Cadeau (Gi�), the iron w ith tacks glued to its bot-
tom. The object w as born spontaneously  on his w ay  to an exhibition, and its 
immediate disappearance that v ery  ev ening meant the phy sical object 
ceased to matter – the pure idea surv iv ed.

Art has become a relativ ely  safe space for experimenting w ith emergence. 
How ev er, emergent phenomena can be found as far back as the earliest cul-
tures studied by  anthropology. Many  societies w ith more flexible struc-
tures demonstrated a capacity  for adaptation and self-organization  
w ithout heav ily  formalized rules. It can therefore be assumed that a smal-
ler number of rigidly  enforced constructs fav ored emergent processes and 
allow ed for safer functioning under conditions of v olatility. Back then, life 
itself, relationships, and grow th constituted a more fluctuating field of pos-
sibilities – in stark contrast to modern-day  checking off subsequent bench-

Jean Dubuffet | Le Facétieux | polyurethane paint on epoxy resin | 1973
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R e l a t i o n s

As early  as 1968, art theorist Jack Burnham predicted in his concept of Sy s-
tems Esthetics that the single artistic object w ould hold less and less signi-
ficance in the art of the future. Its place w as to be taken by  a sy stem of rela-
tions, processes, and information w ithin w hich the w ork is created and 
functions. Joseph Nechv atal, in turn, by  introducing the term v iractuality, 
brought tw o constructs closer together: v irtual reality  and actual (phy s-

ical) reality. At the intersection of these tw o w orlds, a sy stem surfaces, and 
w ith it – the emergence of the contemporary  w orld and art. This fluid, hy -
brid space forces us to redefine how  forms originate. A completely  differ-
ent, far more reductiv e approach w as represented by  Manfred Mohr, w ho 
focused exclusiv ely  on the constructs themselv es and the v isualization of 
retrospectiv ely  examined processes. Similarly, Casey  Reas absolv ed him-
self of the role of a mere executor of rules trapped inside the structure; he 
v iew ed the situation from the outside, translating it into an aesthetic exper-

A u t h o r s h i p

The piv otal question, then, is not how  to create w hat is expected and com-
pliant w ith a temporary  construct, but how  to engineer a situation in w hich 
emergence rev eals itself in a beautiful and inspiring w ay  – for both the 
artist and the v iew er? It turns out this can be achiev ed through the careful, 
tender multiplication of elements w ithin a sy stem. By  deliberately  letting 
go of absolute control, w e allow  autonomous netw orks to breathe unpre-
dictability  into the structure. In doing so, w e align w ith a cosmological 
framew ork, balancing on the fine line betw een entropy  and sy ntropy.
Harold Cohen created the complex AARON sy stem – one of the first pro-
grams to generate images autonomously. In doing so, he challenged the 
v ery  concept of authorship. The issue of authorship still feels like unad-
dressed terrain in our culture; in fact, this state of affairs o�en leads to di-
minishing the v alue of w orks that are inherently  good. Rejecting w orks cre-
ated w ith the aid of artificial intelligence solely  because of how  they  w ere 
made seems like a peculiar form of censorship. Follow ing this logic, they  
should simply  be burned, lest they  be preserv ed for future generations and 
accidentally  deemed v aluable. Such a outlook brings to mind an almost 
grotesque image of y et another burning of the Library  of Alexandria. Roman Verostko | Illuminated Universal Turing Machine No. 22 | 1998

Harold Cohen | Detail from untitled AARON drawing | c. 1980
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D e s t a b i l i z a t i o n

When a w ork becomes merely  a by product of a process, an interesting di-
gression emerges v is-à-v is traditional painting and the classical arts. A 
question arises regarding the purpose of conserv ing such objects, as w ell as 
our driv e to immortalize temporary  orders. In this light, the phy sically  
changing, aging w orks of Dubuffet can ev olv e in an emergent manner into 
ev en more compelling aesthetic phenomena – if only  w e allow  them to. Of 
particular significance in this context are the compositions created by  An-
selm Kiefer; they  can be understood precisely  as processes suspended in 
time — fleeting configurations of relations, gestures, and structures, 
w herein peeling concrete, oxidizing lead, and crumbling ash continuously  
renegotiate the final shape of the w ork.

T h e  E n c o u n t e r

In relation to complex neural netw orks – deriv ed from language, mathem-
atics, and statistical models – this sy stem becomes further complicated. Re-
fik Anadol trains hundreds of models on massiv e datasets, designing spe-
cific conditions in w hich a new  v isual experience can manifest. The final 
image here becomes merely  an artifact of a process that can no longer be 
fully  predicted or engineered.
Paradoxically, w e o�en remain deeply  attached to our ow n constructs. We 
retouch the outputs of algorithms, curate images, and correct results so 
that they  better align w ith our traditional concepts and aesthetic expecta-
tions. Perhaps artificial intelligence is dev eloping as a completely  distinct 
form of potential being, w hose internal logic w ill forev er remain distant 
from human constructions of reality. It is precisely  w ithin this contrast that 
one can attempt to seek a temporary  answ er to the question of w hat a hu-
man being is.
When Sougw en Chung introduces her ow n gestures into machine learning 
sy stems, and a robotic arm co-creates a draw ing on canv as w ith her, emer-
gence not only  participates in the creativ e process but also redefines the 
status of the human being. The author ceases to be the sole source of de-
cision and form – becoming instead a participant in an intimate relation-
ship w ith the machine.
In this sense, art utilizing artificial intelligence shi�s the existing paradigm 
from ready -made (the found object) to mind-made (the product of pure 

ience that became an emergent outcome of the rigid frames of already  oper-
ating processes.
Looking at the beautiful, harmonious arrangement of seemingly  meaning-
less strings of ones and zeros, Roman Verostko inv oked the memory  of Alan 
Turing. He referred to the v isual representation of this binary  notation as a 
"celebration," likening digital structures to the ornaments surrounding sac-
red texts. From my  perspectiv e, how ev er, a far more compelling emergent 
phenomenon arises w hen the code w as w ritten for an entirely  different, 
mundane purpose – such as running a simple calendar program. Yet, these 
computational framew orks do not exist in a v acuum; they  inev itably  spill 
ov er into the organic realm. These sy stems of relations are expanded ev en 
further by  Eduardo Kac, w ho inv olv es not only  humans and technologies in 
the creativ e process, but also other bio-organisms and plants.

Sougwen Chung | Recurssion | 2026
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thought process). Stephan Breuer points to this fundamental transition, us-
ing the term mind-made precisely  in opposition to the limitations  that ac-
companied Marcel Duchampʼs creativ e process. The concept of the ready -
made, though rev olutionary, w as still tethered to the material w orld – it de-
pended on the act of selecting an already  existing, phy sical object. Breuer 
rev erses this paradigm: through artificial intelligence, our v ery  thinking 
becomes an autonomous medium, and the material w orld – merely  a sec-
ondary  outcome of this process. Taking it a conceptual step further, the 
artist notes that AI is teaching humans something far deeper today : How  to 
prompt reality.
In my  understanding, this concept outlined by  Breuer implies that mind-
made is no longer an act of selecting a phy sical object, but the engineering 
of the v ery  conditions of thought, relations, and dy namic structures from 
w hich the w ork is y et to emerge. The machine here is no soulless replicator. 
A�er all, as early  as 1967, Sol LeWitt w rote in his Paragraphs on Conceptual 
Art that "The idea becomes a machine that makes art." Today, in the era of 
algorithms, this metaphor materializes literally.

P o s t  S c i - f i

Contemporary  artists using AI, such as Anna Ridler, are redefining the tra-
ditional w ay  of describing images. Much like Anadol, they  possess the abil-
ity  to ev oke w orlds built on data – data prov ided, for now, by  humans, y et 
ultimately  resulting in creations that o�en transcend our grasp of reality  to 
a degree so profound that our first impulse shi�s betw een aw e and dread. 
This controv ersial method of artistic creation is an emergent phenomenon 
of the v ery  construct of the w orld cracking before our ey es. The ultimate 
experience of such w orks is not a closed state, but one remaining in a con-
stant feedback loop. Netw orks of relations continuously  expand, and w ith 
the accelerating speed of information flow, our rigid constructs lose their 
relev ance before w e ev en manage to fully  describe them. 

I call the apogee of this state of affairs Post Sci-fi.
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