












































































































































produce presentable color images, to show where direct access was not available. At the
time, I didn't think beyond that possibility. That was enough!

Involving the public in the process:

The second possibility didn't occur until I actually had a basic homepage created, and 1
realized that this was much more than just a new way to promote art. In August of 1993
"Artist's" magazine, had published an article about my work, in which they showed the
stages that a painting went through- a "how to" series. At some point, I decided that it
might be interesting for the web audience to see such a series- but now it would be
happening as the painting evolved - and because of the speed of e-mail, "audience reaction”
would enter into the creative process. There is no way for a paper magazine to do this!

In spite of some apprehensions about allowing this kind of interaction, in June of 1996, 1
"opened my studio” -electronically to the web. I began work on a large (§' x 6') acrylic
painting, to be called "Night Flight." It was to be a view of the Los Angeles airport at
night, based upon a series of photos which I had taken there on a recent trip. I posted the
photographs I planned to use, and discussed my ideas. Then, as the painting developed, I
photographed the canvas again and again, and scanned the images onto my page to show
the process in which I was involved. I invited e-mail comments. They didn't exactly flood
in.

Getting exposure:

There is no way to know precisely how many fine artists are showing their work on the
Internet. It must be a large number however. There are art "malls” and many services
which will post an exhibit for a fee which is very reasonable, compared to magazine
advertising. The problem, of course, is how do you get recognized? So far, doctors'
offices do not have Netscape running in their waiting rooms, next to the piles of old
"Geographics” and Time magazines. To see your work on the web, someone has to
actually be looking for art- and then find you in the fog of URLSs!

Of course there is help. Many of the major search engines have special categories for art,
and many have art "editors"- and invite artists to submit their work for consideration. There
are quite a few newspaper, television and magazine sections which also invite ideas.
Seeking a wider exposure, I began to send out notices, via e-mail about my project. At
some point, I received a call from Martha Woodall of the Philadelphia Inquirer. She wanted
to do a piece on my project for the "Tech Life" section. The power of print is still amazing!

As the article was being readied, the televised version of the paper, called Inquirer News
Tonight, came and did a segment- and the next thing I knew, I had 40-50 e-mail messages
a day for about a week. About a month later, without realizing it, USA TODAY listed my
project as its "hotsite” of the day- and I had another surge of visitors, but strangely, very
few e-mail messages.

The result was that well over a thousand people logged on to my project, and I received
hundreds of e-mail messages- primarily from the Philadelphia region, but also from a
variety of states, and internationally, from Norway, Greece and some countries which 1
could not determine.

The impact on the process:
Most of the e-messages were positive. They applauded the idea. Here are some summaries
as I posted them onto the page:

Bob Emling: feels the screen resolution hampefs the project. (I agree but...)
R3: "cool page and even cooler concept”
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Jay: referring to "How an Eclipse Works" (on the surrealist path)- the "dual nature” of light
is not accurate. Light is one thing which behaves differently, depending upon how
one interacts with it.

Ellen Wise: doesn't like predella concept so far, wonders if the frame will unify the
painting. Says the plane looks like a "spirit container. "

Grace Koo: enjoyed "hearing" my thoughts. Feels this gives her greater appreciation of the
painting. Likes the "shocks of light."

Carmen: wonders if signed lithographs of the piece will be available. (no- but some kind of
high res print will be.)

Richard Bots]c;o;l regrets "long download"” but says painting "looks so real I thought I'd miss
my flight."

Patti discussed the spiritual side of the painting. Says she feels a "twinge of envy" when
she looks up at the sky and sees a plane flying overhead Lorden plans to show the
project to his middle school art classes.

Pete says "Z-plane Z-plane 1 see Z-plane!!”

Hal Miller wrote on one of the essential problems of this project. He wrote: "Sometimes it
is more like a magician where the process is never revealed...(perhaps it is more)
fun, just to let your imagination tell you what you see..."

The involvement of the audience became a motivating factor for me. I found myself
working with more dedication than usual- I didn't want to let them down- and when I
didn't post a message for over a week at one point- I received several messages checking to
see if I was okay!

The greatest impact on the painting itself, however, came after the explosion of TWA flight
800. At that point in the painting, I had underpainted the body of the plane in my painting
with a dark purple color. The mood of the e-mail suddenly began to reflect anxiety about
flying. For example:

Anita Conlon wrote: "does the recent crash of the TWA flight have an immediate (or even

long term) effect on the underlying theme(s) of your piece? The painting, in terms of the
lighting and angles, immediately struck an emotion within me- and the airplane seems like
a mixture of things: a risk we must all take; the airplane as a tool (or "victim") for bad guys
to use, and an element in life which inadvertently brings us all together."

This type of expression of apprehension made me realize that there was a potentially
morbid side to this imagery- and that was something that I did not want. As a result, I
changed my focus for some of the images which I used as border pieces- a style I've used
for many years. Instead of, for example, associating a small replica of Grunewald's
Resurrection with my piece- I used an image from Peter Pan, Captain Hook's ship flying
through the sky. Did this make the painting "better” or "worse?" That is a question with
only a totally subjective answer. To me- the painting is being reacted to, more in harmony
with my original intent- so to me, this is better.

The net result of the experiment was: It did in fact change the outcome of the art work
which was created. Many people who watched the painting unfold gained a new
perspective on how a painting is created. Their appreciation of art increased. Some people
had their view of the Internet changed, such as in this comment: From Steve Jones: "I'm an
English teacher, not a painting student, but I would like to tell you that the web seems a
little better and more humane with your page on it. Keep it up!”

These comments and others reflect the dynamic that evolves when people are able to
interact with artists, thanks to the Internet.
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The Future:

The question I come back to is: will the WWW cause one set of "gatekeeper” to be replaced
with another. I believe that the answer is no, but that there will now be so many "gates”
that the dynamic of which artists are determined to be the defining artists of our times, will
be altered. Already, the search engines seem to hire recognized curators and writers to
determine who will be on their "hot spots.” But on the other hand, an enterprising artist
can, by providing a homepage, at least have a potential world wide audience. With the
system of links, sharing links and recommending links- it is possible that an artist whose
work resonates with the human spirit, will achieve a kind of recognition that was
impossible, prior to this technology. No longer will world wide access to audience be
controlled by a group of elites- even though those elites will still be important. The elites
will not like this. They will complain about "pandering” to "common tastes.” They will see
this as a negative.

Is any of this important? Possibly. At present, artists who are non-urban and reflect a love
of nature in their work, have little hope of wide exposure. There are rare exceptions, like
Andrew Wyeth, but the current "gatekeepers” generally ignore nature oriented art and in
some cases are hostile to it. Paintings which contain "beauty” for example, are considered
"lies" in the current elitist art scheme. Is this a good thing? Would it be a good thing to
erode the power of this oligarchy?

Political structure is also influenced. One of the first things despots try to control,
(generally by cheerfully offering money- not through coercion ) is the arts. Film and music
are far more powerful than visual arts like painting and sculpture right now- but the arts
tend to influence each other. There is ample historical proof, of the impact of the arts on the
future. Those artists whose visions are able to reach a mass audience, will have the greatest
"future creating” impact. The Internet can play an increasing role in this process as more
people become involved. This is also a reason why any attempts by government to control
access to, or content on the Internet should be resisted.

Are there dangers in all of this? Is there danger in television, radio- the printing press? Is
there danger in writing, language etc? The answer is obvious. But the expansion of
democracy, opportunity, and information availability, seem to be part of our human
destiny. It will take us where we are going.

42



Exploring Creativity Through Tool Building
Kevin Daniel

As an educator teaching in the area of computer-mediated art I have long struggled with the
balance between an application-based curriculum and one based on creative exploration
through programming. Each strategy certainly has its strengths and weaknesses and given
the luxury of time both could be pursued with equal vigor. The demand for teaching
students "commercially viable" software and the steep learning curve implied in
programming graphics applications of any sophistication has typically left tool building by
the wayside. With the introduction of utilities such as Adobe Filter Factory into both
Adobe Photoshop and Adobe Premier I hope to reintroduce the notion of direct artist
control over the tools of electronic media.

Every Tool has an Agenda

Every tool has an agenda that has been built into it consciously or unconsciously by its
designer. Its agenda is manifest in its ability to perform tasks, the artifacts of its use, and
in the reading of those artifacts. The mark left by a number 2 pencil is different than that
left by a burnt stick and those marks can carry a very different significance based on how
they have been used.

The history of electronically-mediated art is the history of compounding agendas which
may or may not be in sync with those of the artist. In the early days of personal computing
the use of the machine as a creative tool usually meant programming. The balance between
the agendas of the computer maker and those of the artist were much closer because the
artist had a much greater role in determining the shape, use, and artifacts of the tools they
were creating through software. The increase in the complexity of both hardware and
operating systems, as well as the availability of powerful and flexible software tools have
made the notion of "rolling your own" much less appealing. Each layer of hardware and
software provided by an external agent is one step that the artist has been removed from
complete control over the media, even if that only really means that the artist does not have
as full an understanding of the processes they are using.

This separation between the artist and the tool may be of little consequence in many
situations, but at what point does an application like Kai's Power Goo change from being a
tool, to being an piece of interactive computer art with the user supplying the images.

Rolling Your Own

The thing that I am most troubled by about the separation of the artist from the tool is that it
can be disempowering. Creative solutions may ultimately depend on making choices based
on the facilities (agenda) of the software at hand. The fact that some software is better at
performing certain tasks than others promotes its use and also aids in the propagation of its
particular artifacts into the finished work. Some software, such as Adobe Photoshop, have
included provisions for third party extensions which may broaden the range of expression
possible with that tool, but which also leave the signatures of their creators. Adobe's Filter
Factory extension to its Photoshop and Premier software has reopened a path by which an
artist may exercise more control over the process they have chosen to use.

Filter Factory is a filter building tool kit which allows the user to program their own image

manipulation routines in a relatively simple language and save them for later use. The code
used for designing filters is checked as the user types it in for errors in syntax and visual
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feedback about the effect of the code on the image is immediately available in a preview
window. This serves to produce an environment in which it is fast and easy to experiment
with different image manipulating strategies and in which many interesting tools can be
produced either by accident or by the rapid evolution of existing routines. The overhead
associated with programming is much reduced by taking advantage of Photoshop to handle
the lower level tasks of loading, displaying and saving the data and, the artist can focus on
the more relevant task of working the image. Working within an existing set of tools also
allows for a more seamless transition between using "traditional” paint type operations and
the newly created ones.

Updating a tradition

There exists a tradition in video art for trying to cast off the baggage of

the visual formats and effects of broadcast television by tampering with the
mechanics of the image making process. The mechanisms of video have evolved
to a level of complexity which, like the digital technologies they are

converging with, has excluded all but the most technically trained from
interfering with them. It was in an attempt to have my students discover the
freedom associated with invading the works that I first introduced Filter

Factory into the video curriculum.

The classroom use of student written filters originally required the coordination of three
hardware and software elements: Data Translations' Media 100 video editing system, Avid
Videoshop and Adobe Photoshop. The Media 100 is a Macintosh-hosted Quicktime-based
video editing system which the students used to digitize source footage and dump
processed video back to tape. Avid Videoshop is a Quicktime movie editing tool which
includes among other things an add-on for Photoshop which allows for the import and
export of Quicktime files. Photoshop with the addition of the Avid Quicktime plug-in
forms the platform from which the students can process the footage with their custom
designed filters, manipulate individual frames by hand or composite the material with other
still or moving images.

Since the students in the Electronic Intermedia program typically do not have much in the
way of programming experience, I provide them with a few very basic prototype filters
from which to begin their exploration. The students are also given copies of the Filter
Factory documentation and instructions to explore the tools by whatever means they feel
comfortable with. Some students have very specific ideas about visual effect they wish to
create and set about designing a filter for that purpose. Others will randomly replace parts
of the template filters until they find something interesting and then develop what they have
found. All of the students however end up with a visual treatment that they can claim
ownership of.

Outcomes

The experiment in developing student written tools as part of the video curriculum is just
over a year old and there are still many wrinkles to iron out. Some of the solutions will
involve bettering my presentation of the idea of tool building to non-programmers and
streamlining the process of using filters on video by replacing the Photoshop/Videoshop
combination with Premiere which has a version of Filter Factory specifically forit. Of the
students using the tools I have described, some will create very sophisticated processes
which will excite them to explore further, and some will decide that rolling their own is not
for them. In general it is my belief that by giving the students a sense of ownership over
the process, they but will develop a closer connection to the media they are working with.
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Visual Literacy: Hotlinks to resources on the Web
by Judy McClenning

maclli3@aol.com

Judy.E.McClenning@Widener. EDU

In the summer of 1995 my degree from the MFA program in Imaging Arts at the Rochester
Institute of Technology, in Rochester, NY was crisp and ready for framing. In other
words, I was green. I was attending a national fellowship for graduate students at the
American Photography Institute at New York University. Through the two weeks of
panels, exhibitions, and discussions one term that caught my attention was that of "visual
literacy". Group consensus evoked a need for greater education on the concept, that is, if
we could ever define it. Ironically, within a month I was a newly hired faculty member in
communications and preparing to teach a class entitled "Visual Literacy”.

I began to research possible texts and found remarkably little outside of Paul Messaris'
Visual Literacy: Image, Mind, Reality, or Ways of Seeing by John Berger. And then I
discovered the Web....In the summer of 1995 I typed in visual literacy as a search and had
relatively few hits. Granted, I was using America OnLine. Through my recent search
efforts , however, I have found that there are currently a number of resources.

Here is a sampling of what you can find:
1. Need a definition? Try:

a. On Visual Literacy:
http://watarts.uwaterloo.ca/ENGL/courses/engl210e/210e/tutorial/design/

sec_91.html

Here it is defined as the encoding of meaning in a visual field defined through visual
weight, coherence, sharpening & levels.

b. Visual Literacy:

http://helix. infm. ulst. ac. uk/~mcdonnell/prof23.html

This site, part of a larger paper on visualization, defines visual literacy through a discussion
of directon, hue, scale, and dimension.

2. Online projects devoted to the subject:(with great hotlinks to archives)

a. Media Literacy OnLine Project

http://interact. uor...u/Medial.it/HomePage

The goal of this project from the Center for Advanced Technology in Education, College of
Education, at the University of Oregon is to provide resources to teachers, students, etc. to
issues related to the influence of mass media. Their media literacy resource collection
contains information on readings, organizations, teaching resources, collaboration &
discussion and the internet. One of their best photographic media links is American
Memory: http://rs6.1oc. gov/.

The Library of Congress has digitized a large part of their collection of primary source and
archival material related to american culture. At present there are three photographic
collections, and three early motion picture collections.

b. On-Line Visual Literacy Project

http://www.pomona.e...it/intro/intro. html

This project through Pomona College in California greets the viewer with a downloadable
short amimation and sound. It states that with a knowledge of basic visual elements one can
understand the meaning and components of an image. These basic elements are broken
down into: dot, line, shape, direction, texture, hue, saturation, value,scale, dimension, and
motion.
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This site also provides several references and links to image banks, of which their own
Re/Presentation Project References is excellent. The viewer is asked to deconstruct images
of Blacks, Women, Black youth, Native Americans, Gays & Lesbians, Asians & Whites.
The section on women provides a downloadable alternative advertisement: a woman on a
mountain bike, "The power to win lies in the will."

3. personal experiences

a. Michele's Art & Visual Literacy Journal

http://jersey. uoregon. edu/~makasha/

MicheleLukowski took her journal created during her participation in the course Art &
Visual Literacy from the Arts & Administration department at the University of Oregon.
This is a great site with rich drawings broken down into 8 weeks plus one that focuses on
her Response to Ways of Seeing. 1 especially recommend Week 2-Art or Not Art and
Week 8-Women & Media.

4. course descriptions:

a. Visual Literacy

http://www.est. gov.. . visart810/vavis. htm

This is a promotional site by the Ministry of Education for the Province of British
Columbia for their curriculum in Visual Arts. Highly detailed, it attempts to show how
perceiving and responding by a student can then be translated into creating and
communicating.

b. Art 1A. Visual Literacy
http://arts.ucsb.edu/Faculty/reese_h/visual_lit. html
This course description focuses on the ideas, issues and concepts in contemporary art.

5. other resources for teachers

a. Media and Visual Literacy Hotlinks:
http://www.ewu.edu/...udents/gstiles. htm1

b. A VISUAL LITERACY EXERCISE:
http://www.csuohio.edu/history/exercise/series. html

Designed for self-study, this exercise is broken down into 8 woodblock prints from a
series on Tokaido by Hiroshige Ando and provides for written response by the viewer.
However, it's creator Lee Makela also thoughtfully provides teaching and resource notes.

c. Analog vs. Digital Bibliography
http://www.sils.umi. ..nalogVsDigital. htinl

6. organizations:

International Visual Literacy Association(IVLA)
http://www.emporia...ce/TVLA/IVLAVLC.htm

The Visual Literacy Collection for IVLA is housed at Arizona State University and contains
archival, book and media collections, and back issues of the Journal of Visual Literacy.
IVLA also sponsors galleries (kids & adults), conferences and publications.

Currently teaching this class for the fourth time I'm thrilled to have so many resources.
Now if I could only find the time to view it all.

Judy.E.McClenning@Widner. EDU
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Computer Art

Pictures on the Net: The Virtual Museum
Jeff and Colette Bangert

On the screen of our PC, behind this text as we
write it, is “Pink Circling Green,” one of Colette’s
paintings. Any of the millions of Intemet users with
a graphical browser to the World Wide Web can
download this image (Figure A) from our WWW
site. This is just one example of how the Intemet
has changed the availability of images forever.

With full Internet access, you can monitor the
worldwide bulletin board called “Usenet News."”
One of the newsgroups is alt.binaries.pictures.misc
(a.b.p.m). From all around the world, people send
pictures to a.b.p.m. These pictures include beer
labels, race cars, fine art, super models. Anyone
can copy these pictures to their own computer.

A “Pink Circling
Green,” by
Colette
Bangert.

May 1995

A.b.p.m is one major source of pictures on the
net. But like many things on the net, it is not
comprehensive. Nor is it planned. No one is
making sure that all different kinds of images are
available. Thus, the net becomes a “virtual
museum” with Disney in one gallery, Playboy in
another, Bosch in a third, and beer labelsin a
fourth. The net imposes no order, so standard ideas
of what constitutes “art” fall by the wayside. There
are currently some exquisite images from the Book
of Kells and some wonderful photographs of
autumn leaves. We have found Monet, Van Gogh,
Rembrandt, Delacroix, and Astruc, but no El Greco.
Early Lichtenstein, but no Anselm Kiefer.

Your ticket to the Internet’s virtual museum is
the WWW's Uniform Resource Locator. The URL is
a kind of address. For example,

http://www.cc.emory.edu/CARLOS/carlos.html

points to the “home page” of the Michael C.
Carlos Museum in Atlanta, Georgia:
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W http:// stands for HyperText Transfer Protocol,
used to prepare documents for display, possibly
with pictures and references to other documents
or even sound and video clips;

B www.cc.emory.edu is the WWW Internet address
for Emory University; and

B /CARLOS/carlos.html points to a specific docu-
ment—the Carlos Museum home page.

The following URLs contain pictures, mostly
without extensive comment. Running the Mosaic
or Netscape browser, you can just type in one of

. these URLs and view the pictures. (These browsers

work best if you have a connection to the Intemet
of at least 19,200 bits per second.)

Traditional fine art sites
Here are some of our favorites:

http://bookweb.cwis.uci.edu:8042/
AdamsHome.html
UCI Bookstore: Ansel Adams Home Page. The
photographer was commissioned to record each
campus of the University of California system.
http://www.cc.emory.edu/CARLOS/carlos.html
Michael C. Carlos Museum, Emory University,
Atlanta, Georgia.
gopher://monera.ncl.ac.uk:70/11/
Miscellaneous/.Kells/
images from the Book of Kells. Truly luminous.
http://www.ncsa.uiuc.edu/General/UIUC/
KrannertArtMuseum/KrannertArtHome.html
Krannert Art Museum, University of lllinois at -
Urbana-Champaign.
http://meteora.ucsd.edu:80/~norman/paris/
This URL actually points to the beginning of a
tour of Paris. it's easy to find the Louvre.
http://csmaclab-www.uchicago.edu/
SmartMuseum
The David and Alfred Smart Museum of Art at
the University of Chicago.
http://ukanaix.cc.ukans.edu/~sma/prints.html
Printroom of the Spencer Museum of Art,
University of Kansas, Lawrence, Kansas.
http://fuji.stanford.edu/icenter/png/ngp.html
The New Guinea Sculpture Garden at Stanford.
http://sunsite.unc.edu/louvre.net
The WebMuseum network. This isn’t a museum,
but it has a lot of nice pictures.

Other kinds of pictures
Fine arts are not the only pictures in the
virtual museum. Here are some favorites:

http://web.cnam.fr/images/Usenet/abpm/sum
maries/index.html
Contact sheets of the latest images from a.b.p.m.




http://www.gatech.edu/desoto/graf/Index.
Art_Crimes.html
Art Crimes Index.
http://boas3.bo.astro.it/dip/Museum/
MuseumHome.html
Bologna, Astronomical Museum. '
http://the-tech.mit.edu/Gallery/gallery.html
The Edgerton Center’s Online Photo Gallery.
http://lcweb.loc.gov/homepage/ichp.html
Library of Congress World Wide Web Home
Page. Hundreds of American Civil War photos,
hundreds of celebrity portraits by Carl Van
Vechten, and hundreds of American color photos
from the 1930s and 1940s.

Keeping current on the net

All museums change, but not like the virtual
museum. It changes with the Intemet as a whole,
which is in a constant state of flux. Mostly it grows,
but at any given moment, parts of the net may be
inaccessible. There was a month when we couldn’t
get pictures from the Library of Congress because
they had changed something. One week we
couldn’t get to MIT at all.

By the time you read this, some of the sites we’ve
listed may no longer be valid, but there are Internet
sites that keep track of what is new. Our own
favorite is

http://akebono.stanford.edu/yahoo/
Yahoo—A Guide to WWW,

Some sites list only art-related pages:

http://www.msstate.edu/Fineart_Online/
art-resources.html
The FineArt Forum WWW Resource Directory.
http://akebono.stanford.edu/yahoo/Art/
Art from Yahoo.
http://www.primenet.com/art-rom/
museumweb/
Art-ROM Museum Web.

And finally, we invite you to visit our own home
page, shown in Figure B:

http://stat1.cc.ukans.edu/~jeff/cbhome.html
Colette and Jeff Bangert’s home page.

{ T Colette and Jef Banger's Home Page

File Edit Yiew .Go Bookmarks Qptlions Directory . .

lold|l @I\l B]R]|®

Back fForze) Home Paload | insgac Open | Find £20p
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the World Wide Web.
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Media Archaeology : Upon Entering a Pre-Cognitive Era
Copyright Carol Goss 1996

For publication at SCAN (Small Computers in the Arts Network)

October 31 - Nov. 3, 1996
Franklin Institute, Philadelphia, PA

An acquaintance with the significance of images as conveyors of information from the
prehistoric period to present offers a more radical insight into the future, than what is
currently being envisioned by the electronic arts and scientific visualization
communities. Contemporary elecironic images will most likely be invisible to
archaeologists of the future. If's not likely that magnetic storage formats that barely
survive fen years now will be viewable three thousand years from now, as are papyrus
documents and bronze sculptures from earlier periods. What will be in great evidence,
however, is the occurance in the late 20th. and early 21st. C. of a new visual

comprehension process.

Much work has been done in an effort to explain the world view of previous cultures.
McCluhan investigated the communication media of the late historic period - Guttenberg
to present. The middle historic period has been studied by classical and pagan
scholars. The early historic period has been explicated by archaeologists and biblical
scholars. European pre-historic images have been addressed by archaeologist, Marija
Gimbutas. World view (the ordering of the world by a particular culture in an attempt to
make sense of it) is usually understood retroactively. We can assume that world view
is a concept of human imagination and that cultural artifacts and language are created
to make that concept useful. We can also assume that language and visual artifacts

anticipate the creation of world view.

Cultural artifacts from the prehistoric period (35,000 BCE to 5,000 BCE) contained
symbolic images which preceeded pictographs. Historic period scholars have never
given full credence fo this period, because there is no extant written language. In both
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the West and the East, writing as we know it evolved from pictographs. The Chinese
character for mountains has remained /’O\ and the Roman letter for the "cut*
sound continues to be the Accadian ’( or K. The transition from symbolic
communication to linear writing is evident in Egyptian hieroglyphics, which are
pictographs read in lines and rows. Symbols, the Ionguage of the prehistoric period,
were such powerful conveyors of information that they continued to be used as the
basis of paradigmatic thought throughout the classical period. Euclid's basic synthesis
of geometry will serve as an example: there are lines that cross and lines that don't
cross. For the purpose of this discussion the crossed lines shall be represented by a

square or "X" and the uncrossed lines by a circle or waveform.

If the content of the circular and square symbols is o be fully understood, it is
necessary to siep back from linear concepts of time and look at the quality, not the rate,
of cultural change within the prehistoric and historic periods. Change is predicated on
value systems. The prehistoric period could be characterized by a zero-sum system

and the historic period as an open-ended, evolu’rionary system.

A zero sum system tends to value what is necessary for existence. It also vaiues the
old as much as the new; seeing both as different and essential parts of one system: a
white and black (w)hole which creates and consumes the universe endlessly. The.
circle is the symbol which represents the value system of the prehistoric period. A time
of cyclical agrarian life, ancestor worship, essentially communal societies and equal
respect for all of life. Time is tied to natural cycles and culture reinforces concepts of

balance, and the finite.

The progressive, evolutionary system values rarity. What is in short supply commands
the highest price. What is new is inherently better than what is old. The square or X is
the symbol which represents the value system of the historic period. A period of

innovative tool making, hierarchal political states, youth worship and the subordination
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of all of nature to human life. Time is linear, running from left to right or right fo left - but

always continuing in that direction - improving, changing and endlessly expanding.

That's a lot of information to be conveyed by two symbols. It does not even stop there
however. These archetypal symbols continue to reverberate in all dimensions. The
circle represents the earth, which the Native Americans knew was egg-shaped. It
represents the power of the soil to nurture life and glorifies living and dying on earth.
The square or X places the sky above the earth. Heaven is where the gods of the
historic period reside. The middle historic period, being seriously linear, believed the
earth was flat. The square or X represents the power of lightening or electrical energy

to spark life. It glorifies dying and living forever in the sky.

What does this have to do with the 21st. Century? The historic period, which lasted
essentially from 3,500 BCE to 2,000 AD is now over. True to Hegel's helical philosophy
of time, we are entering an age similar in some respects to the prehistoric period. This
is evidenced by the gradual shift in cultural values from closed systems to open
systems. This transition may be caused by cosmic transformation, just as is the flipping
of earth's magnetic poles every millennia or so no doubt are. If its cause is inexplicable,
its effects are not. Those artists and scientists working with electronic media in the

20th. Century are the early warning system.

Scientific visualization has made great progress in the last fifteen years. What might
have once been disregarded as exira sensory perception is now valid scientific inquiry
in the West. The fact that reams of data can be translated into a 3D image and
understood through a process similar fo meditation, is now scientific fact. Fractal
geometry is an example of a field created because digital imaging made possible
insights into large scale data.

The thought process which occurs during this encounter with a visualization
of data is called precognitive reasoning. The import of the image as a representation of
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a system is grdsped by a different process than linear rational cognition. This process
is barely understood. It actually occurs in dirrerent parts of the brain from linear thinking
and bypasses many of the rational forms we have been taught. The fact that the image
gives information which is applicable to many realms of inquiry has discredited it in the
past. It has taken a scientific generalist like Benoit Mandlebrot to seize the
mathematical principles behind graphed systems. Video artists experimenting with

feedback in the 1970's made similar observations, but with different audiences.

Artists see relationship. It is self apparent to an artist that the system represented by a
symbol is frue on the macro and micro levels, that it has spacial, temporal, cultural and
pyschological implications. Artists have a refined way of understanding symbols. They
are not restricted to mere form, but use color, line, texture, composition (and animators
use movement), fo convey meaning. Whether their subject mafter is an abstraction or
redlistic representation, art is concerned with the dynamics of vision and
communication on a subliminal level. The precognitive process cannot be proven like a
theorem. It does not follow cause and affect rules. The self evident nature of the
encountered symbol is not only universal but also perpetuous. The abstract image is

the ultimate communicator of meaning to the artist.

The artistic process is often the inverse of the scientific process, however. Whereas
scientists empirically collect data and then attempt fo understand it, artists apprehend
the symbols presented by nature and the subconscious. The artist understands the
implications of these symbols and can deductively give specific references from general
insights. Currently the scientific community employs artists to aid scientists with the
tweaking of the image for purposes of clarity. The artist would be more interestingly
employed in the interpretation of the significance of the image. In an era when the
tenets of physics and metaphysics are less and less distinguishable, it is only

appropriate that the intuitive and scienticfic processes inform each other.
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Yet, the art and science of precognitive knowing in the era upon which we have
embarked differs significantly from the prehistoric period. In the past recorded
symbols were restricted to still images or performance. In India the mandala, mantra
and mudra are all manifestations of an absolute yet fluctuating truth. The mantra or
vocalization as well as the mudra or dance could convey the temporal import of the
symbol of the mandala. For one hundred years the possibility has existed to record
moving images. The difference between the recorded image and the witnessed
performance is significant. In performace the viewer is distracted by
self-consciousness, whereas a recorded image can be contemplated in solitude and
repeated. The dimension of time, whether perceived as linear, circular or helical, can

now be understood through the precognition of moving images.

Today those working with computers are plagued with huge amounts of data and sped
up expectations. Electronic screens display symbolic icons which link to an open global
system of communication. The creation of universally understood symbols is a
pragmatic enterprise as millions of users logon to the internet from every country and
language group in the world.. Success in the electronic authoring environment is
measured by the flow of information. Linear cognitive reasoning slows this flow down.
Precognitive knowing leads the viewer effortlessly through the extended electrical
membrane which now envelopes the earth. Though anticipation of what's o come
makes us impatient with the limitations of the present, it is imperative to take the time to
meditate on the images we are making. The electronic artifacts of our age may be
inscrutible to the archaeologists of the future, but the fact is that they represent the

world view of the new global village.
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CAROL GOSS - Biography

Carol Goss is a video artist / computer animator who has exhibited and lectured
internationally as well as done live performance video in collaboration with jazz and
electronic musicians, since the early 1970's. She is co-founder, along with jazz pianist
Paul Bley, of Improvising Artists (inception 1974), a record and video company credited
with creating the first music video. In April of 1996 she curated the first annual open
screening "NOT STILL ART: Video Artists and Music" which focused on abstract and
non-narrative video art. Currently she is organinzing abstract film and video animation
for the dvd format to be released on Improvising Artists. Additionally she is working on
a book entitled Narrative Abstraction. Visit at: <http://members.gnn.com/ImprovArt>.
Say hello at 201-1728 @ mcimail.com.
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