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Current Situation

Kipeaie The main software tool-chains used in the field of graphic

design can be divided in to 'digital’ and "print' oriented. Since
most classically educated graphic designers (like myself) are primarily
educated in the field of print production, it shouldn't come as a surprise
that this is also the main focus of most software. The main, widely used
print-production software can be classified under three categories: vector
based (Illustrator, Freehand), bitmap based (Photoshop, Fireworks) and
software to gather and combine the two for prepress (X-press, inDesign).
The software that focuses more on digital-design such as design for
websites and CD-roms/DVDs generally tries to represent these media in a
way designers are already familiar with from the world of print. What
these software programs have in common is that they are an interface
between a technical system and the visual workspace of a designer. So
placing an image on a website works in just the same way as placing it in
a book; the designer just imports the image and it's there. What actually
happens beneath the surface of the Graphical User Interface stays hidden.
This might be considered a good thing, since it saves the designer from
having to learn a whole new way of working for any new technical
system, it's just a matter of learning it once and then using the same
techniques throughout all media designs. And who wants to know what's
‘under the hood' anyway? — that's the world of programmers, which is
generally not of much interest to graphic designers.

Without advocating Friedrich Kittler's suggestion that computer users
learn to read the true (hexadecimal) language of the computer, hiding the
real (raw) material of a medium from the user is indeed an important
paradigm common in most software engineering." It can be considered the
reason for the sort of fear of programming code that seems to exist among
designers (and lots of computer users in general). Code is equal to
problems. Code is where you see the actual computer break through the
graphical skin, like in the art of JODI, or the field of glitch art, which is
about errors and other things you'd like to prevent.” Take a look at, for
example, the Macintosh OS X operating system, where the 'engine' of the
computer is almost invisible for the common user. You just do whatever
you want to do as if you were in the physical world, and, invisibly, the
system takes care of the technical layer. One never sees any program code,
or even a glimpse of how the system is built up, while the fact that this



system is based on Unix is considered one of its main advantages (The
Unix-philosophy typically means having simple applications doing their
job as well as possible, instead of wasting CPU power on things like
dynamically resizing screens and using a 'genie effect' on hiding them).

The fear of program-code may originate from the first desktop systems,
which introduced this shrink-wrapping of program code in a nice GUI
(Graphical User Interface). And this fear is also very much there among
graphic designers. It is considered their job to work in the visual field, the field
of texts, nice fonts and images, and the computer is supposed to generate the
appropriate code, say postscript (for print) or html or actionscript etc. (for
digital media). This way the designer has the feeling of staying 'above' the
medium, calibrating it to their needs, unaffected by its actual individual
(technical) capabilities and way of working. However, if we look at the
historical context designers have worked in, things weren’t always like this.
On the contrary, well known designers such as Piet Zwart or Wim Crouwel,
for example, were actually working with new techniques (photography and
photographic typesetting) and challenging, changing and creating the
possibilities of these techniques. Through their knowledge of these new
media, they also learned their intrinsic qualities. Thus, photography
introduced the photographic image into design, but instead of taking that for
granted, Piet Zwart re-appropriated these images as design elements. And
while photographic typesetting was invented to easily reproduce existing
type, Crouwel instead invented type specifically for the capabilities and
restrictions of this technique. These are things that wouldn't have been
possible without a thorough (technical) knowledge of the medium.

So, taking fear of the actual medium of the computer, program code, as a
given, it is interesting to look at how this fear in fact restrains the designer
nowadays. As mentioned, artistic education is focused mainly on the
development of the self, and of original ideas. There is less interest in or
time for studying the digital media used to communicate them. Because of
the fear of being restrained by (the absence of knowledge of) program code,
instead of the freedom this knowledge might give, the focus (at least in the
Netherlands) is much more on concepts and physical or visual techniques.
But what is forgotten is the importance of the medium in constituting part
of the message. The computer is therefore, mistakenly, seen as just a meta-
medium. One that reproduces all earlier media without changing them.
Think also here of how metaphors like the paper folder in the desktop or the
term 'web pages' in the internet are used. And this last example is also one
of the more obvious illustrations of the constraint this disinterest in/fear of
the technical produces. The internet is, obviously, a totally different medium
from print but by applying this metaphor of a page as a piece of paper,
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In order to understand the media we work in, there should
be much more focus on learning and understanding at least the basics of
their intrinsic technical layers. This way designers may acquire more of
an insight into the constraints GUI programs impose on the way they
design our messages/media.

FLOSS vs. Proprietary, or: Why it is Important to Study Our Software

The importance of knowledge for fully understanding and using or
even designing the medium may seem quite obvious. It is also important,
however, for less obvious reasons. If we consider graphic design a form of
communication, or even a cultural activity, it is highly important for it to
be totally free. Free to question, challenge and form critical opinions, free
to question authority, free to protest and free to question and shape the
media it works with. Therefore, knowledge of technology should also be
considered an important way to gain insight into how political choices in
software may invisibly inhibit a truly free and critical stance. To give an
example, according to Microsoft the new Windows Vista operating system

introduces a breakthrough user experience and is designed to
help you feel confident in your ability to view, find, and organize
information and to control your computing experience."

The last part of this claim in particular can be seen in a totally different
light if combined with the claim the Free Software Foundation makes on
badvista.org:

Among other harms, BadVista.org will focus on the danger
posed by Treacherous Computing in Vista. Commonly called
Trusted Computing in the industry, it is an attempt to turn
computers from machines controlled by their user into
machines that monitor their user and refuse to operate in ways
that manufacturers don't authorize."

Though the last claim (as well as the first) should be considered an
opinion, their combination gives a nice insight into how at least some
technical knowledge should be considered a necessity to gain insight into
the political choices forming the bases of software.
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to schools or institutes and thereby implicitly forcing them to
learn, use and thus buy their specific products. Or as Jaromil
put it: ‘teaching them to use Sony cameras.’. The strange thing is that
while there exist excellent alternatives to most proprietary software in the
form of Open Source software, this doesn't seem to catch on very well.
Open Source software is free (libre) software because the source code of
the software is publicly available (or available after one has purchased the
software). It is often free (gratis), created and maintained by networked
communities of hackers and programmers. The importance of this
software lies in the fact that it makes the user free to study or change it
without being dependent on the original creators. Another important
paradigm in this field is Open Standards, meaning the file formats used
are documented and can be freely studied and implemented. An example
of Open Standards can be found in the Open Document Format, which
originates from the xml-based file format used by Open Office. Open
Office is nowadays a fully working, Open Source alternative for closed
proprietary software suites like Microsoft Office. The Open Document
Format is a freely implementable file format that, because of its Open
Standards, can be studied without restrictions. The value of the
transparency and freedom that comes with these kinds of formats is
underlined by the decision of the Dutch government to fully adopt open
source software and open standards by 2006 (the ‘Motie Vendrik’,
accepted in 2002). In June 2006 the Belgian government even decided to
prohibit closed formats in official government documents by 2008.

Though change takes time, this is also caused by the historic policy of
deterring uptake of Open Source and Open Standards by those companies
currently holding the biggest market share. Much of the history of free
software is about circumventing restrictions put in place by companies.
For example, at the time of writing Microsoft Office still does not support
Open Document Format, which may be an important reason why the
Dutch government’s progressive plans decided back in 2002 have yet to be
realised.

And if, for example, Adobe, nowadays the publisher of Flash and the
Flash-player, were to implement support for the (open standard) Scalable
Vector Graphics format, the viewer-coverage for this Open Standard file
format would instantly be about 100 percent. Instead they have decided to
cease development of their svg plugin which was one of the few ways
people using Internet Explorer were able to view svg content (since IE,
surprisingly, is the only browser which hasn't got any sort of basic native

2006.



(el

Marshall MclLuhan,
‘The Relation of
Environment to Anti-
Environment’, 1966,
in Marshall McLuhan-
Unbound, Gingko
Press 2005, pp. 6-7.

svg support). Luckily most other browsers have some form of
native support for svg graphics built in, it's just too bad that
about 70 percent of computer users are still using Internet
Explorer.

The same story, by the way, goes for support of the (24-

bit) png format (indeed, also an open standard), which all browsers
except IE support natively. With the release of IE7 this seemed to have
improved, except that this version is built not to install on systems older
than Windows XP which, in turn, will not run on older hardware.

Software is the Message

To get an insight into how software shapes our message, it might
be nice to take a look at linguistics, for here the influence of the
computer is quite remarkable. ‘Browsing’ as a word for finding
information (as in a library), ‘system crash’ for not being able to
remember something or even ‘ctrl-z’ for undoing a mistake. These
terms have not only become part of the wider language, their
influence reaches far further. The software we use determines how
we think. I personally noticed this phenomenon when I once tried to
use sticker-remover to remove some traces of tape on a coffee-
machine. The tape dissolved just fine, but so did the plastic of the
coffee-machine. The first thing that popped into my mind was to
press Cmd-z (I “Think different’).

According to Marshall McLuhan,

The new medium of TV as an environment creates new
occupations. As an environment, it is imperceptible except in
terms of its content. That is, all that is seen or noticed is the
old environment, the movie. But even the effects of the TV
environment in altering the entire character of human
sensibility and sensory ratios is completely ignored. The
content of any system or organization naturally consists of the
preceding system or organization, and in that degree acts as a
control on the new environment. It is useful to notice all of the
arts and sciences as acting in the role of anti-environments
that enable us to perceive the environment.™

However, according to media theorist Arjen Mulder, while computers
are indeed often said to also remediate the preceding media, they actually
are a 'metamedium’, a combination of all previous media:
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Another example, which a friend with a background in architectural
studies recently pointed out to me, is that with the introduction of each
new software used in architecture, a new trend is born. For example, the
release of Maya 3D sparked blob-architecture, whose shapes were specific
to this software and could easily be traced back to the lines of software
code from which they were generated.

This leads to another interesting question: who is the producer and
who is the consumer in this software setup? In a way the software
companies are the producers of the environment in which certain ideas
develop. One could argue this by saying software is just a tool in the
process of developing and communicating ideas, but in the case of Maya,
the generative algorithm is created by a software developer. Isn't it true
that the 'designer’ is actualising a potential form generated by the
software developer's algorithm?

Of course this comparison might be seen as an exaggeration, but it
illustrates the basic point very well. What a user/consumer of software is
actually doing is placing his ideas in a preset environment. This works
both ways, so (unconsciously) he is also conforming his ideas to this set
environment. If we look at the example of Maya, the ideas of blob-
architecture might well be developed according to a certain 'zeitgeist', but
by elaborating them with this software the resulting physical shape
becomes far from universal and is, as mentioned, sometimes very specific
to the software used. In this instance we might even wonder who the
actual producer of the blob-building is.

Software always (in a certain way) influences your thinking.
Analogous to 'the medium is the message', the software has become the
medium (and thus, the message).

Software Filters the Message

With the invention of the private computer, its developers started
searching for ways to make it understandable to non-scientists. Maybe the
most important development in this field has been the desktop metaphor.
So far it has seemed to work fairly well; developers started to put all kinds
of these metaphors into software and they made people understand



computers better because of the references to existing physical objects.
But the problem is that this imposes the idea of the computer as meta-
medium. As a result the computer as medium in itself has become
invisible behind all kinds of brush-metal windows and 3D-push buttons,
and we tend to forget to question their logic. We often take software as a
given fact, something that's just there.

But software, apart from influencing messages because of it's logic, has
another layer of influence, which is now becoming more obvious every
day; politics. If we communicate using a software structure like the
internet, aspects of the wider world such as free speech become an
important issue here, too. That's why it is so striking to see software
companies functioning as an extension of less free regimes, such as
Google for the government of China. Here Google is developing ways to
filter the content of the 'free' web, so that its Chinese users will not find
results that are considered harmful by the Chinese government. (It should
be mentioned here that Google was one of the last search engines to
submit to these demands from the Chinese government, which is both
admirable and an index of the companies' power).

Without necessarily passing judgement on Google or the Chinese
government in this situation, it is a good example of why it is important for
us to be able to look 'through' software, to study the environments that
manipulate our thoughts and that manipulate the information that is at the
basis of formulating these thoughts. The inner-workings of Google are a big
secret and can therefore in no way be objectively monitored.
Hypothetically, what would prevent them from filtering results on, say, a
person-to-person basis, or on an ip-location basis? These examples might
seem far-fetched, but if I search using the term 'test' on google.nl I get
different and fewer results using the Safari browser than if I use Firefox (806
million results in Safari vs. 843 million in Firefox). This can be interpreted as
at least some sort of browser-specific filtering already going on. It's also no
big secret that companies offering gratis services on the internet often
generate money by selling the data they gather through their services.

A friend gave me another recent example of software filtering of the
message that is fuelled by politics: part of his practice as an artist involves
researching new media. Another part involves photography, occasionally
containing artistic nudity. So when a new system like Flickr appeared, he
became an early and extensive user. It offered a very interesting way of
combining two of his interests. But when Flickr was acquired by Yahoo
and so became subject to its rules he was asked to remove his photos
because they were considered sexually explicit content.
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evil' revolutions (e.g. China) but power seems to have strange effects on
people.”” We should never blindly rely on a particular software as our
main let alone our only platform.

OS / Free Software vs. Free Design / Libre

In the field of graphic design Open Source development can be
regarded as a healthy alternative to proprietary software because it offers
the possibility of studying / changing the source code, thereby disclosing
how the program works, and how it may influence its user. This makes
users less dependent on the original developer to make changes or solve
bugs. Also, because most open source software uses Open Standards for
saving files, users will not likely 'buy in' to a specific software but are free
to exchange files and projects between different applications. At least, that
is the idea of Open Standards.

These are interesting times in the development of Open Source
possibilities for graphic designers. For quite a lot of proprietary software a
fairly developed open source alternative can be found. In the case of
inDesign that would be Scribus, for Photoshop, The Gimp and for
Mlustrator, Inkscape. Then there are a whole bunch of less familiar but
equally interesting software developments. For the purpose of giving an
overview of the basic design software, however, these three examples
should suffice.

Without wanting to deny the political and philosophical impact of these
projects, a practical issue is that they actually aren't much more than a
'free/libre’ clone of existing proprietary software. The reason for this is
simple, as Craig Bradney, part of the Scribus development team says:

Our aim is not to replace wholesale other applications, but
to provide the best DTP experience for Linux users — to provide
the same kinds of tools users have had on other platforms and
to use the inherent strengths of ‘Open Source Software’ and
Linux/Unix to Scribus' advantage."



Though this is a perfectly legitimate reason for developers to create
their software, the problem is twofold: firstly, the focus on ‘free as in
libre’, is easily displaced to 'free as in beer'. What is the importance of
these developments, beside the fact that it doesn’t cost money to use
them? Of course there is the advantages of it undermining the
monopolistic landscape of (design) software, and that users are not made
dependent on big companies. Although most Linux users are aware of
this, and it may be a key consideration when they choose whether or not
to use a particular piece of software, I have my doubts about how
important this aspect really is to other users. Running Open Office on
Windows is a lot less about being 'free’ and probably a lot more about
being 'gratis'. Though that's as good a reason as any, this can in some
ways be compared to using a black market reproduction of a product that
has taken years of research and development. It looks the same, it works
the same, but it's Open Source. This comparison opens up another
discussion in which one could argue that the way big companies have
been able to become this big and rich is by underpaying their workers and
patenting (other) peoples' ideas. Here, a motive could also be found for
pleading for the right to take this knowledge back and make it public
property. This is, however, something which will probably remain a point
of contention for a long time, and is certainly not something I want to
pass judgement on here.

The second problem, which is actually more important to me, is that as a
clone of existing software, these open source alternatives also copy the traps
and mental models of their properietary counterparts. Therefore, in my
opinion, for ‘free software’ to be a valid term, the open sourcing of closed
software by reverse-engineering should be seen as only a beginning; a way
to make software available as a field of study in order to discover its inner
logic; to redevelop it in order to be really 'free as in free speech’, or even
thought. This doesn't seem to be the aim of the free software movement at
the moment. Just as much as the proprietary software it resembles, it
focuses on making computing understandable by hiding it behind
metaphors. These metaphors might actually be where the real problem lies.

If we take a look, for example, at Pure Data, a software developed as an
open source project intended to work with any data, we see that there is
much less hiding going on. The data is 'wired' around by simple lines (like
a pipe in the Unix command line environment), resembling nothing other
than a line. Data flowing around can be manipulated in any conceivable
way, if it don't exist yet, it can be programmed. This same kind of
openness or freedom can also be found in another open source project:
Processing. As the website explains:
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This description also suggests a shift that seems necessary
in current design education. In order to develop the design
profession further in an interesting way instead of the constant
spiral of visual sampling that it is now, a better understanding
of media should be developed. Now that everybody can use
software, and the pragmatic (theoretical) technical skills can be
coded into computer systems, it becomes more and more
important to develop this software further. Because, if software is the
medium, it will be this software (digital media) that is part of the future
subject of design.

I'm not trying to say here that the formal study of conceptual thinking, or
theoretical and technical knowledge, will become obsolete. Merely that, by
getting a better understanding of our media, we will be able to design them
better and to develop the design field further. To enable this understanding, it
will be necessary to stop superimposing physical metaphors on everything
computer related. This, as I have said, is causing an incorrect understanding
of our media. This is the reason why, when constructing a website, designers
often fail to use the potential of hypertext and hyper structures. They are
trained to create an all inclusive conceptual idea and to communicate that
within the technical possibilities of the medium (print). This might be why a
website is often called a 'page' and why designers often design them as if
they were printed (preferably including kerning and all kinds of custom
typefaces). In the digital media this attitude can only be seen as a dictatorial
obsession, because part of (the strength of) digital media such as hypertext is
that it can look different on any computer. Users get a say in how they
would like to use the information you have designed, and therefore the
design should focus more on structure and route than on punctuation. This
obsessive focus on detail might be inherited from the physical world whose
design and printing processes have been reproduced in computers. New
media are much more modular.

With the emerging generations of designers having been surrounded by
computers all their life, it's time to step out of representing the physical media
within the computer. Designers should be trained in (at least the basics of) the
underlying codes that make up the digital media in order to be able to really
understand and use them. As Florian Cramer states:
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This shows how important it is for designers to start taking a
more critical stance toward their software and to study it. The best Open
Source software has been written in the field of programmers, simply
because they found things missing or not working the way they wanted it
to. Just as designers have been able to study and develop their processes and
methodologies for years, now software (/programming) has become one of
these processes and should be studied and developed the same way and
with the same understanding. Maybe that way designers will learn to
develop their own, really 'free’, processes and escape the physical metaphors.
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Appropriation and Type -
Before and Today

\ ppropriation has been a recurring and accepted strategy in
\ defining typography as an activity and a business. We can
\  pinpoint four cases where appropriation has been key in
/ \ defining landmarks in the history of type, not only aiding the
breaking of technical and creative boundaries but also
helping to question legal and moral ones.

A brief analysis of the current situation in typography will follow,
focusing on the approach to the subject by corporations, users and designers.
The current business model (digital foundries, font files with copyrights) is, as
we’ll argue, a remnant of a time where a typeface filled a whole drawer and
fails to account for the necessary changes that the information age demands.

Finally, we’ll conclude with the definition of an essentially contradictory
business model that has a very strong stance against ‘font forging” and
copyright issues, although it has historically — and now, more than ever —
thrived on constant, and often uncredited, appropriation of ideas and designs.

Appropriation in Type through History

We could certainly identify many more instances of inspiration or downright
copying of ideas in typography, but these four cases will suffice to demonstrate
the different uses of copy, inspiration and appropriation in general. Our focus
here will be on the issue of creative appropriation (inspiration) on one hand, and
corporate business models and copyright issues (plagiarism) on the other.

The Gutenberg Press

In 1450, Johannes Gutenberg produced the first commercially viable
model of his printing press, which was widely used for centuries until the
advent of the Linotype machine, the first way to automate, though only
partially, the type setting and printing process.



Gutenberg’s press was the result of the combination of five key
methods and processes, three, possibly four, of which were not original:

- The screw press, which was already used by the Greeks and Romans
to process olive oil and wine.

- Block printing, present in China since 594 AD. Gutenberg’s
innovation was to use metal cast types (instead of the Chinese
traditional woodblock printing technique), although metal
typecasting was already developed in Korea around 1230 AD.

- Letter punches, which were a goldsmithing technique — Gutenberg
was a goldsmith — used to engrave letters in metal pieces.

- Letter replica casting, a method to quickly create new
individual characters, along with a particular metal alloy that made
for durable pieces. This method has been attributed to Gutenberg
but recent studies shed doubts on this fact.

- Metal-adherent ink, devised by Gutenberg.

This shows that originality, in a time before copyrights and patents
existed, is not a straightforward issue. It was not before 1700 that the first
copyright statute appeared in Britain — the protection of ideas could have
changed the fate of this invention and the combination of methods made.
The point here is that they were combined in a way that made typography
as we know it possible, and there seems to be absolutely no question
regarding the legitimacy of this invention made possible by appropriating
previous methods and processes. Gutenberg’s model of printing stood firm
for centuries until the Linotype machine introduced partial automation of
the printing process.

Stanley Morison and Monotype

In 1886, the Linotype machine began to be produced by the
Mergenthaler Printing Co. in the United States. This machine
revolutionised the printing process by introducing a degree of automation,
allowing for quick composition of lines of text. It wouldn’t take long (a
year) for Lanston Monotype to begin production of their own fully
automated typesetting machine, devised by Tolbert Lanston, which could
typeset whole pages from a mechanical keyboard input.

In 1922, Stanley Morison was appointed as typographic advisor of the
Monotype Corporation (the British branch of the Philadephia company), a
post he would keep until 1967. The Monotype Corporation built an
extensive catalogue of cuts made by Morison from classic references, such
as Bodoni, Bembo, Baskerville, and several others. These revivals helped



bring general interest to the old masters’ works They were also a
key marketing strategy to try to push up the value of the Monotype
machine — the faces available would definitely determine the
decision of a buyer who fancies a particular style, and thus the
Monotype Corporation had no qualms about recruiting all the
classics, which were by then in the public domain.

It is tremendously unfair, though, to portray Morison as a
hijacker — he was one of the hallmarks of 20™ century type,
being responsible for the creation of the Times typeface and
hugely influencing the field of typography to the present day
through the efforts he dedicated to bringing the classics to the
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general public — legitimately appropriating other designs.
Without Morison’s endeavour, our legacy would no doubt be poorer today.

Arial, Monotype and Microsoft

1982 is the year in which the Arial typeface was released by Monotype
Typography, Monotype Corporation’s type design division. Designed by
Robin Nicholas and Patricia Saunders, this typeface had a remarkable
impact. Not only does it have obvious similarities to other modern sans
serifs (sharing features with Helvetica, Univers and Akzidenz Grotesk), it
exactly mirrors the glyph width tables from Helvetica, which is the data
included in a font file that describes each character’s dimensions — an
exact match that gives little chance of coincidence.

Microsoft licensed Arial from Monotype instead of the more expensive
Helvetica, and in 1990 it was bundled with Microsoft Windows 3.1. It has
been a staple of Windows systems until today. This is a specific case where
a typeface was chosen not for its genuine creative and/or practical value but
based upon external reasons, in this case driven by financial motives. Type
designers are almost unanimous in shunning Arial as a lesser typeface: it is
notably absent from Robert Bringhurst’s typeface selection in The Elements
of Typographic Style (the current all round reference on type design from
the designer’s perspective), and is also only mentioned as a passing remark
on Robin Nicholas’s entry on the typographic encyclopaedic survey by
Friedl et al.™ This is pretty much a clear indication of type designers’
consensus on the Arial issue; it’s also worth noting that there has been, to
date, no attempt to replace Arial as a standard font in operating systems."”

In strict law and copyright terms, it’s appropriate to compare the Arial
case to a cheating student who argues that the fact that his exam has
exact passages from his nearest classmates’ exams owes to coincidence. It



is equally reasonable to argue that borrowing from three sources rather
than just one does not make the situation more acceptable.

So Arial stands in mixed principles: the type community is almost
unanimous in calling shenanigans, but it has still made its way into our
current operating systems despite that fact — it didn’t face any legal
actions as of 2008.

Segoe

In early 2006, Microsoft announced a significant effort to dignify type
design in their upcoming Vista operating system: six type designers —
Lucas de Groot and Robin Nicholas figuring among them — were
commissioned to design appropriate typefaces for screen and print. The
result was six very attractive fonts that not only could appeal to general
uses by less savvy people for simple word processing tasks, but also suit
the type designers’ fancy.

Another font included in Vista is Segoe, a revival of Frutiger Next
(which in turn is a revival of Frutiger) that Microsoft licensed from
Monotype and altered. It’s not the first case in which Adrian Frutiger’s
work has been remade, Adobe’s Myriad and Apple’s Podium Sans also
bear a striking resemblance to Frutiger’s structure. When Microsoft
registered Segoe in Europe in 2004, Linotype sued for copyright
infringement since European law, unlike the American one, recognises
the rights to font designs (although patent law is often used to circumvent
this legal void in the U.S.).

The most significant fact is that Microsoft based their defence not on
the issue of originality — stating the differences between Segoe and
Frutiger Next, but on the fact that Linotype wasn’t selling its typeface in
Europe when the request was filed. This situation could very well be
interpreted as an admission by Microsoft’s part that the font in fact owes
credit to Frutiger’s design.

This case becomes all more revealing in that it is both a high profile
and current example of an attempt to settle the authenticity of a type
design in courts. Unlike Arial, it didn’t sneak past the critics and found
serious hurdles while Microsoft tried to implement it in its Windows OS.
The EU ended up rejecting Segoe’s application, prompting the release of a
modified version that bore less resemblance to the Frutiger typeface. The
plaintiff, Linotype, was acquired by Monotype Imaging — the designers of
Segoe — in 2006.



The Digital Typography Paradigm

Typography, and type design in particular, is historically defined by a
constant recursion of past themes and trends, be it as inspiration, revivals, or as
a way to question them — as in postmodern type examples, such as Emigre’s or
David Carson’s work. Nevertheless, modern designs still owe heavily (with or
without credit) to a tradition of arts and crafts spanning five centuries.

Meanwhile, during the last two decades, the type world hasn’t ceased
discussing the issue of rights and plagiarism, a discussion that was sparked
by the digital revolution and the introduction of the personal computer as
an all purpose design and production tool. This shift implied that the tools
used in typography and book production ceased to be the sole domain of
type makers, printers and book publishers — the only ones who could afford
the initial investment of a type foundry, workshop or printing press and
manage it effectively. Designing type soon became cheaper and cheaper, as
the physical and financial burden of the new tools gradually became less
and less significant. Nowadays, a computer and a printer can do in minutes
what a huge phototypesetting equipment would have taken a lot of time,
effort and money to produce ten years ago.

The key effect of the digital revolution in type design is that typefaces
became fonts — a radical change in that they were no more lead blocks but
data — files that describe how each glyph should be drawn on screen or
on a printer. A free software solution to type design, FontForge, was
released in 2004, doing away with any software costs involved in font
creation and editing, meaning the only overhead for a type design
business would be a PC, paper, drawing tools, an image capture device
(scanner or camera) and eventually an internet connection. This change
has serious repercussions in the whole typography market: now type
design wouldn't, in theory, require any kind of intermediaries between
the typographer/designer and its audience. Reality developed otherwise,
as we will see from three standpoints in typography usage and creation.

Corporate Type

The digital revolution made a deep redefinition of most areas of study
possible. We will show, though, that the field of typography has been
lagging behind when it comes to taking advantage of the digital medium.
Moreover, the corporate business model has failed to account for the
specific needs and features of information technology, sticking to an
artificial market sustained by an inflated value attributed to digital files as
if they still were physical objects that are owned.



Nowadays, there are three major players in the type business:
Microsoft, Adobe and Monotype Imaging.

Apple Computer hasn’t been a key figure in the type market (concentrating
on developing font technology for its operating system), but it had an essential
role in developing the actual playing field. Apple heralded the personal
computer era in with their original Macintosh and has intermittently
collaborated and competed with Microsoft and Adobe, being responsible for the
development of the TrueType font format along with Microsoft as a response to
Adobe’s expensively priced PostScript Type I font description format. The
release of TrueType in 1991 forced Adobe to gradually reduce prices and
eventually follow suit, releasing the PostScript specifications so that software
developers could implement it in their programs without limitations.

Adobe Systems Inc., besides being responsible for a highly successful suite
of imaging and DTP software, has a very strong position in the type market:
not only is it a type vendor (through its typography division, Adobe Type)
but also the most influential company in the sense that it owns most digital
design solutions, especially after acquiring its main rival Macromedia in April
2005 and facing no significant competition in its market.

Microsoft is responsible for creating the most widely used operating
system in personal computers, as well as the most popular office suite.
Along with Adobe, Microsoft developed the currently dominant
OpenType file format, which is freely available to developers as long as
they agree to its rather restrictive licensing terms. Adobe converted its
entire type collection to OpenType in a move to spread the new standard.

Monotype Imaging is now a distant remnant of Tolbert Lanston’s
original creation. It has adjusted technical breakthroughs in the 20®
century and claimed a staunch position in today’s digital type market. It
was acquired by Agfa in 1999 forming Agfa Monotype, which in turn was
acquired by T. A. Associates, a North American investment firm,
changing its name to Monotype Imaging and developing a position in
font software and rendering engines. It also secured a strong standpoint
in the font vendor market after acquiring its rival Linotype, along with
the rights to their entire type collection.

User Type
Most people get introduced to digital type by means of text editors.

The digital revolution would be the perfect reason to finally open
typography to everyone and make it a mainstream subject instead of a



limited access craft. Things have happened otherwise, though, and the
inability to create a suitable interface for allowing basic experimentation
with type has severely crippled the possibilities of the new medium.

The font selection paradigm has changed little during the years, offering
a whole collection of typefaces in a drop down menu. Such is the
immediateness of digital type: It’s just there, no need to open drawers with
thousands of lead characters. Users are encouraged, by means of a simple
GUI, to just pick their font and get to work on their document. Even more:
you don’t even need to choose, just stick with the default choice the
software maker has made for you. Word processing interfaces also assume
the user doesn’t want to be bothered with layout choices such as margins,
structure — and they also make the choice for us (incidentally, they also
made it quite awkward to change these defaults). In short: the standard
word processing interface tells users not bother to with type.

This paradigm helps to build the general perception that a font is a
finished, shrinkwrapped and untouchable product — pretty much like pre-
packaged software. Although font files can be opened and edited as long
as we have an appropriate editor, most typeface editors are either crude or
catering exclusively to the type designer market. The user usually isn’t
able to reach the underpinnings and intricacies of type, instead being
expected just to understand that the default template is more than enough.

Such an approach to software designing effectively discourages any
kind of interest in typographic issues by the general public, and helps to
fuel the thought that fonts are ‘just there’. It’s worth noting that there is
still no easy and streamlined way to buy, install and use fonts, unlike
most other digital markets — iTunes would be a good example of that kind
of market strategy. There’s an obvious reluctance to develop alternative
business models for type design.

Designer Type

The type designer community is centred on the study of classical and
modern examples and making attempts to postulate theory and practical
guidelines for the craft of type design, sitting somewhere between the
methods of architecture and those of poetry.

Fred Smeijers, a highly regarded Dutch type designer, analyses the
type designer’s duty quite straightforwardly in his manifesto Type Now.
On the issue of the responsibilities of type designers and commitment to
specific guidelines, he states that



(3] a type designer cannot escape this responsibility

Fred Smeijers, Type

Now, London: Hyphen of judgement (...). In the end, people — the society —

Press, 2003. p. 25. . . 5,3
either accept it or they don’t’".

[4]
ibid. p. 40.

Society, it seems, would be the ultimate judge of whether a

typeface is a hallmark of craft or doomed to failure.

On the other hand, we find a curious account on Smeijers’s description
on Fontana, a typeface by Ruben Fontana inspired by Meta: he describes it
as ‘uncomplicated’, ‘tres sympathique’, ‘sunny’ and ‘open minded’."” This
certainly sounds more like a description of a person or a song than of an
object, and indeed sheds some doubt on the much touted objectiveness of
good type design. It seems impossible to find serious and objective terms
to classify a typeface’s features. Historical categorisations of design
tendencies vary from author to author, and although there are some
widely used terms to describe historical periods and typeface features,
such as ‘transitional type’ or ‘slab serifs’, there’s a tendency to borrow
from poetry and music to identify a type family’s ‘soul’ (which, though
relevant from an artist or a historical point of view, is rather unscientific).

This is not a contradiction, though, since we can distinguish between
type as a creative activity (in which there would be no problem with this
kind of analogy) and type as an industry and commodity (where profit,
market tendency, shareholder demands and legal requirements imply that
things have a definite value and purpose). Naturally, Smeijers’s interest is
in the craft and art of typography, and not the market and the economic
relationships that it spawns. On the other hand, our interest is definitely

that which Smeijers doesn’t care for.

We must assert that defending the status of type as a functional solution to
practical problems requires an objective set of rules that derive from the way we
read and write. We cannot yet account for matters of objective legibility while
we do not possess all information on our mental processes and the mechanisms
in the brain involved in acquiring and processing written information — this is

the responsibility of cognitive psychology and neuroscience.

We know, from history, that a text with generous line spacing will
certainly read better than other with no line spacing at all. The German
blackletter used by Gutenberg in his Bible, however, is almost unreadable
to a contemporary westerner’s eyes and definitely alien to someone from
a non-Western background. In the fifteenth century, though, it was
certainly the norm. History can help to avoid repeating our mistakes, but

it also shows the relative importance of our current standards.



In short, we still cannot objectively define type, and won’t (2]

ibid. p. 32.
be able to before a major breakthrough in neural science.
1 . (6]
However, copyright issues and legal matters impose formal Robert Bringhurst,
specifications on what a font is and what it is not. Whether a fhe elements of
Typographic Style,
typeface is a tweak, a revival or a work of art is left to the Vancouver: Hartley &

Marks, 2002. p. 309.
courts.

Tweaking and Reviving

In order to explain the type designer’s first reluctance to embrace the
digital alternative, and also to understand how design processes are not as
straightforward as they are presented to us, we’ll concentrate on Fred
Smeijers’s account on the current state of events in typography.
Specifically, we’ll borrow his term font tweaking.” This process consists
of loading a font, ‘tweaking’ it — altering small details — and releasing it
with different names, thereby circumventing copyright laws, since U.S.
Law protects font names as trademarks, but not font designs. Smeijers is
clear in pointing that font tweakers have nothing to do with type design
at all, reinforcing the distinction between doing type as a labour of love
and doing it for a profit.

Font revivals, on the other hand, are reinterpretations of existing
designs, and our best example would be Morison’s effort in bringing the
classical designs into the Monotype type library. Revivals matter to us
because they aren’t original productions (as they draw inspiration from
existing designs) but aren’t copies either (because no rights over them
could be warranted otherwise, since there would be no original idea).

Digital type foundries and vendors still maintain the tradition,
digitising and redoing the old masters’ work. It’s worth noting that even
if a certain typeface, such as those with expired copyrights, resides in the
public domain, anyone can make a digital version — a revival — and claim
the rights to it.

Digital type catalogues are rife with revivals: In Bringhurst’s inventory
of digital foundries, we can find 14 that issue revivals, and 4 that only
release original designs.” This interest in resuscitating previous designs
also has motives that stand apart from simple typographic archaeology.
Revivals are routinely issued by vendors and foundries to protect the
rights of the rights holder when a typeface’s copyright is about to expire.
Such is the case with Avenir LT, Adobe Garamond and Frutiger Next —
which is what allowed Linotype to retain the rights to the original design
and be able to sue Microsoft in the Segoe case.



Revivals reside in a kind of legal no man’s land - some, like Arial
(which is more a tweak than a declared revival), manage to stick around
while others, like Segoe, raise copyright lawyers’ eyebrows.

Given these two aspects, one cannot but wonder that a type
designer wouldn’t be thrilled with this perspective. One has also to
question why there is such a rift in reactions between font tweaking
and font revivals, which can be interpreted as no more than corporate
font tweaking. A practical example of this is MyFonts.com’s
description of the Avenir LT font (link, down the page) — a ‘recut
version of Avenir’, stating that ‘The ‘LT’ was added to the name as
the metrics differ from the original version’. This definitely
corresponds to Smeijers’ description of font tweaking, despite the fact
that the name change wasn’t intended to avoid legal troubles, but to
assert the brand of the author of the revival. What is a revival, then,
other than a corporate sanctioned font tweak?

Free software and Type Design

So far, we’ve kept our focus on corporate approaches to type design.
As of 2008, the digital design tools field is dominated by Adobe Systems
Inc. with its Creative Suite bundle of applications targeting photo, video,
vector and sound editing. Adding to that the fact that Adobe software is
the staple in most design courses in Europe and the United States, it can
be stated that we are, indeed, faced with stifled possibilities when
choosing digital creative tools, a monoculture of sorts. Although there
have been parallel efforts from the free software and open source world
to create alternatives, Adobe’s sole dominance in this market remains
unquestioned.

Going back to type design, we could point Donald Knuth’s TeX and
METAFONT as the best examples of an alternative approach to designing
type on computers.

Having come from the UNIX crowd, and hailed as one of its most
highly regarded representatives, Donald E. Knuth reflected this
background in his efforts to create a simple system for dynamic
typesetting. TeX was first released in 1989, with several new versions
being introduced during the ’90; its most recent update was released on
2002. Tt is still very popular among the academic and scientist audience for
typesetting papers, since TeX excels at accurately setting and displaying
mathematical formulae and including them in book layouts.



For an Adobe software user, TeX will definitely look alien, not least
because of its lack of a graphical user interface, instead relying on
command line input for operating. Instead of the mainstream point and
click, drag and drop way of laying out and manipulating text and image
boxes, TeX is meant for processing specifically crafted plaintext files, in
turn outputting a printer-ready, typeset document. While requiring a
rather steep learning curve, TeX introduced a model of digital typesetting
that would be mostly put aside by the software houses that produced GUI
page layout editors.

METAFONT was designed to be the font handling backend for TeX. It
is based on a modular method of generating letterforms, based on
instructions fed to the METAFONT processor, which outputs valid font
files for use in TeX documents. Computer Modern, the hallmark font of
TeX, was created by Knuth using METAFONT, and sports variable
parameter such as stroke thickness, serif dimensions and shape contrast.
Thus, by tweaking the parameters, one could create endless variations on
letterforms, treating them as data to be manipulated, in contrast with the
commercial model of fonts as unique authored pieces.

Due to its lack of a GUI — an absence that a seasoned hacker would see
as a good feature — TeX and METAFONT presented little appeal for
business opportunities. As such, these two programs remain largely
unknown to the non-computer scientist audience since, among other
reasons, you won't easily find a book introducing TeX as you would a
book on Adobe InDesign.

Still, the METAFONT model can be the foundation of a new model of
regarding typography and type design. Because of its simple input/output
architecture, it is only missing a proper interface for easy operation, along
with compatibility with existing formats. Other projects, such as
MetaTypel or LiveType — not the Apple product, but a parametric
approach to typeface construction, presented in 1997 at SIGGRAPH -
show that a modular, open-ended approach to fonts is possible and has
definite advantages over the manual creation process that’s the norm in
applications such as Fontographer, FontLab or its comprehensive free
software alternative, Fontforge.

Technology on Arcane Standards
The current terminology used in typography is also a clear signal of

how it still depends on former traditions instead of adapting to its new
medium.



Digital typography’s rules and terminology have been determined by
its physical counterparts, and that still hasn’t changed. For example, we
still talk about ‘leading” — a term for the spacing between lines that takes
its name from the lead strips used for that purpose — although the term
‘line spacing’ is gradually replacing it in user oriented applications such as
Microsoft Word.

Another example — while type foundries got that name because of
their heavy use of metal, single person studios with Macs are still referred
to as ‘foundries’. And fonts are described as being ‘cut’ or ‘cast’, more
than ‘digitised’. We talk about ‘digital versions’ instead of digital copies,
perhaps to preserve their history and soul and not treat them as just
another file in a user’s computer.

Although we can forgive this persistence in using traditional
typesetting terms, it also is a symptom that the type activity and business
have failed to redefine themselves for the digital medium. On the other
hand, these examples can actually be interpreted as quite an artificial and
linguistic way to value the work of the typographer, probably with the
aim of distinguishing between ‘true’ type designers and mere font
tweakers, and not let ‘true’ typography be contaminated by the creeping
tweaker threat.

What Now?

Given that digital type has been hanging around for thirty years, the
progress in improving on font technology and taking advantage of the
digital medium has been rather low. On the other hand, type designers in
general (with the exception of rare cases such as Emigre or Letterror)
have not tried to get to grips with font technology, rather limiting
themselves to drawing and tracing their designs in Fontographer and
selling them on major font vendors (MyFonts, Monotype) or independent
ones (such as T26 and Veer). Worse still, issues of originality and
plagiarism have been discussed in type design circles, but corporate
entities break them routinely while trying, at the same time, to assert
their rights in courts.

The difference between major and minor vendors is not substantial:
though distributors like Veer try to create a community and improve on
the users’ and designers’ experience through research, designer spotlights
and support. Despite these efforts, digital typefaces are still regarded in an
esoteric limbo between metal characters and abstract data. And though
the price tags have steadily declined (and recently stabilised around the 20



dollar range in general), it is revealing that despite business models such
as iTunes or Flickr, collaborative methods in producing typefaces (many
typographers are still lone workers) haven’t yet developed, and file
formats have changed so little in the face of recent, sleeker solutions like
XML and SVG. There’s little hope for innovation: the Adobe-Macromedia
and Monotype-Linotype mergers have paved the ground for a corporate
monoculture ruled by software and typeface vendors and distributors,
with very little margin for competition.

We can also point a mutual apathy between commercial developers
and designers as a possible reason — type designers try to adapt to
outdated ways — file formats and type tools — to create their works, while
developers lag in keeping up to date to new breakthroughs. Limiting the
tools is limiting the imagination.

On the other hand, font vendors have an incredibly contradictory
stance regarding font rights, using copyright law to protect their products
while violating it to borrow from others’. The different fate of Arial and
Segoe begs the question: are the vendors and distributors handling this as
it should be handled?

This model’s obvious contradictions definitely invite serious
questioning as to the legitimacy and validity of the current type market
and business model, which cannot effectively release its standards and
technology because of the threat of competition. It is therefore left to
users, designers and independent developers to shape a new way of
defining type and creating effective communication channels between
providers and users, be it through online communities or real world
discussion in type designer’s circles and colleges.

If type design takes the free/open source route — and the wheels are
already in motion — how can type vendors sustain their profit margins
and their markets? With open fonts and free font editing software around,
there would be little doubt that typography can take a very interesting
turn. Could we also see the open approach and the business approach
coexist, catering to specific users’ needs, whether amateur or
professional? And, finally, will the type world come to terms with the fact
that appropriation and use of other’s ideas have defined the activity since
its beginnings, and that it implies a serious rethinking of concepts such as
authorship, plagiarism and author’s rights?
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From the perspective of

| discuss my observations on how using the

command line interface may be seen to possibly co-constitute one another in
everyday 1ife, operating as fields of embodied reflection.

ntroduction

The overriding desire of most children is to get at and
see the soul of their toys, some at the end of a certain
period of use, others straight away. I do not find it in me
to blame this infantile mania; it is the first metaphysical
tendency. When this desire has implanted itself in the
child's cerebral marrow, it fills his fingers and nails with
an extraordinary agility and strength. The child twists
and turns his toy, scratches it, shakes it, bumps it against
the walls, throws it on the ground. From time to time he
makes it re-start its mechanical motions, sometimes in
the opposite direction. Its marvellous life comes to a stop.
The child, like the people besieging the Tuileries, makes a
supreme effort; at last he opens it up, he is the stronger.
But where is the soul? This is the beginning of
melancholy and gloom.

— Charles Baudelaire, 17 April, 1853

My central thread in this text is the Linux computer operating
system (OS) and more specifically the use of the command-line
interface within this OS and its relationship to embodiment."

Since bodies and machines are often seen in opposition, I
suggest that they are better perceived as complementary in
nature rather than antagonistic. For people who have never
worked with command line computing on a standard *nix
machine®, especially people who are already conditioned to point

[l
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[2]
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made available for
users to modify and
extend upon. Finally,
| am required by Law
to write *nix,
instead of UNIX as
Calum A. Selkirk
(2004) writes: '...|I
used the term “*nix’
to denote Unix, or
more precisely Unix-—
like operating
systems, this is due
to the fact that
“Unix” is a
trademark, and as
such cannot be used
in this way. However,
as the operating
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historical roots to
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‘GNU's Not Unix! -
Free Software’, GNU
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License,
http://www.gnu.org/
copyleft/gpl.ht.ml
http://www.nettime.
org/Lists—Archives/
nettime-1-0506/
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‘Free software is a
matter of liberty not
price ... Free
Software Foundation,
established in 1985,
is dedicated to
promoting computer
users' rights to use
study, copy, modify,
and redistribute
computer programs.
The FSF promotes the
development and use
of free software,
particularly the GNU
operating system,
used widely in its
GNU/Linux variant.
The FSF also helps to
spread awareness of
the ethical and
political issues
surrounding freedom
in the use of
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http://www.fsf.org

and click methods cultivated by Graphical User Interfaces (GUIs)"
such as Windows OS or Mac OS, this involves sensitising
procedures (such as one may endure with any new instrumental
skill acquisition) for the operation of code as a series of
interrelated programmes. I will discuss how using the command
line interface may be seen to possibly co-constitute one another in
everyday life, operating as fields of embodied reflection.

I propose that the body, like any organism, is a protean
reality in constant flux and it is in this sense that I'd like to
consider some of the OS applications from the GNU/Linux
community, I am specifically referring to the non-proprietary
tools that are developed to use in a command line interface.”
I position myself along the same vein as Martin Hardie who
reads 'Unix as consistent with more philosophical
descriptions of thinking or of living life itself.™ Indeed the
spreading development and use of Linux operating systems
and free software has political implications. As Alan
Sondheim (1999) writes:

linux is, if not art, at least fashion, wearable, at
problematic variance with capital (punk for
example), useful for intruders, the mouth and
tongue for some.

I hope to elucidate how the regular use of a computational
interface, command line or GUI, has deep physiological effects. I
question why it is mostly the case that the GUI is presented as a
given to the regular computer user. Since information feudalism
affects not only information society and subsequent issues of
ownership, privacy, sharing — clearly seen in the over-
abundance of patents and agreements to harness the user, which
in my view, is an attempt to strip humanity of all civil freedoms;
what products to use, what plants to grow and consume, what
seeds to cultivate, and to an extent our ability to even engage
with molecular living matter is being restricted.”

Long Live the Amateur and Eclectic Hacker!

Custom, that obscure crossroads where the
constructed and the habitual coalesce, is indeed
mysterious.

— Michael Taussig (1993)
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In light of Merleau Ponty's method of phenomenological
description and dealing with experiences in raw reality, I
choose to write this paper in a personal register, because
general divides between practice, theory and the self-
referential, replicates harmful objectifying, and empirical
models.” I'll also acknowledge my own corporeal complicity in
the way in which I view the subject, as Kathy Acker so aptly
stated 'Politics don't disappear they take place inside my
body"™, political for me always comes through the personal. A
critique I have is that a large majority of people who contribute
to the discourse about *nix have a desire to produce totalising
accounts without any regard to cultural difference. As in all
situations, I believe there are varying ways or modes of
participation. In the following section I shall trace out some of
the more salient benefits in relation to approaching learning in
the spirit of an amateur.

I consider whether Linux tools can instigate, as well as
create, represent and respond to intuitive working methods for
a broader community — outside the field of free software
developers and end-users and not as a way of living or being
separate. I will also propose that engagement in thought, as in
any repeated action where the body is foregrounded, the
regular use of technology both hardware and software, has
physical effects on who we are and how we consider our sense
of self. I focus upon the inter-corporeal and sociological aspect
of 'the user' rather than the cybernetic debate.”” My basic
premise is, if we consider that genuine and meaningful
communication with other humans is a necessary and
gratifying part of life, as computers begin to take the centre
stage of many of our daily lives (for those of us in the
metropoles), I emphasise we may want to be aware of the
consequences of the decisions that we are (perhaps not)
making, in our choice of OS as communication apparatus.

Is humanity in great danger of losing its diversity? It has
never been so possible to speak so convincingly of global
civilization as it is today. For those of us in the metropoles are
we becoming unable to discern with any clarity the manner in
which our own perceptions and thoughts are being shifted by
our sensory involvement with consumer electronic
technologies?

For more on the FSF
and a definition of
Free Software see,
http://www.fsf.org/11
censing/essays/free-
sw.html and philosophy
http://www.gnu.org/
philosophy/philosophy.
html

[5]

Martin Hardie, ‘Time
Machines and the
Constitution of the
Globe’, 2005,
http://www.nettime.
org/Lists—Archives/
nettime-1-0506/
msg00042.html

(6]

A local example is
when | went to the
dentist and got my
wisdom tooth taken
out, | wanted to
keep it, since it
had a large curl on
the root of the
bone, 1ike my curly
hair, that | was
curious about, but
the dental institute
would not let me
keep it due to
sterilization Taws.
I felt it was an
infringement on my
private body since |
cultivated the raw
material myself who
were they to keep
and inscribe a law
regarding my own
flesh!? ... A
broader example of
how artists
(especially in the
USA) are vulnerable
is the PATRIOT Act
which has made
freedom of speech
questionable. For
instance, see the
ongoing debate about
Critical Art
Ensemble who by
simply communicating
corporeal experience
in a performance
installation, are
persecuted for
alleged involvement
in acts of bio-
terrorism.

[7]

The idea behind this
is to safeguard the
phenomenological
moment of analysis
whilst juxtaposing a



Foucauldian genealogical
perspective, for

a discussion of this
in relation to
Merleau-Ponty's work
read Perspectives on
Embodiment: The
Intersections of
Nature and Culture,
G. Weiss and H.F.
Haber (eds),
Routledge, New York,
1999.

[8]

Karen Brennan, 'The
Geography of
Enunciation:
Hysterical Pastiche
in Kathy Acker's
Fiction' in Boundary
2: an international
Journal of Literature
and Culture, Summer
21:2, 1994,

pp. 243-68.
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For writings in this
area see N. Katherine
Hayles, My Mother Was
a Computer: Digital
Subjects and Literary
Texts, Chicago:
University of

Chicago Press, 2005.

[10]

Circuit Bending is
the creative
implementation of
audio short-circuits.

[

Most obviously in
Toydeath where |
performed under the
name of
s.g.ballerina,
'Picture a hyper band
of aliens channelling
through a broken AM
radio, and someone's
playing with the
speed control. But
the Hendrix-worthy
feedback wails are
actually the sirens
of toy fire engines.
The spastic beats
courtesy of model
helicopters. Toydeath
proves that punk
ain't dead, it's just
moved into the toy
box.”’
http://minorkeys.
tripod.com/reviews.
html

If this combination is insupportable to some readers, pray
let him/her stick with my explanation, rather then we should
part company here, as I explain how the infusion of different
tields of discourse can create new ones. Opening up normally
closed circuits can create a myriad of new parameters, which
may presage an emergent paradigm shift...

I write here as a *nix machine neophyte or newbie although
for at least a decade I have been involved with human
machine interaction, for example, inter-mixing dance theatre
pieces with software for live and/or online telematic
performance situations, or circuit bending™” electronic toys in
punk bands to push the instruments into other dimensions.!"”
This could be called hacking because I feel the need to extend
materials (and situations) beyond their particular given
limitations.™ Usually this action is an improvised reaction that
unfolds itself as a sensual process and spontaneous desire
rather than a reverend discipline, so therefore I am not a
geek.™ Probably, I do not deserve to define myself with the
term hacker since I did not discover circuit logic in a
sophisticated way, nor do I look for how connections complete
their loops in order to then break them or think in terms of
'problems' that need to be solved. I usually just start playing,
wasting a lot of time dreaming and aimless wandering, until
someone with that knowledge points out the fundamentals to
me and then I try and absorb the information whilst
continuing in my own idiosyncratic experiential manner.

I am enchanted when I look inside machines and I like to
touch their inner parts, I guess this stems from my childhood,
as when someone would turn the TV off, I'd run to see if I
could catch the people leaving from behind, curious and
mystified. According to Baudelaire, 'This is the first
metaphysical tendency.” In his 'Philosophy of Toys' he
suggests that 'In their games children give evidence of their
great capacity for abstraction and their high imaginative
power.' I come from a cultural tradition where personal
creative practice is done for the eventual benefit of society to
maintain the prosperity and health of all of the people, not just
the atomised individual (your profession here...) artist, or
movement, so it is mainly in meaningful collaborative contexts
I find such acts profoundly thrilling.™
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Apart from the black box in the theatre, I did not ever
expect there to be another vessel deep enough to hold all
these moments and abstractions of experience and potential
until I experienced the dark magic space of the shell.
However, first and foremost, I must claim I find much of
Linux geek rhetoric far from affable, my own conviction is
that such a revision in attitude carries concrete and far-
reaching implications beyond our understanding of the *nix
operating system. Calum Selkirk (2004) in a concise and
elegant description of 'shell basics' admits that "These
concepts are often difficult to grasp for someone completely
unfamiliar with programming.' He continues:

It is for this reason I spend probably more time
than is perhaps necessary explaining them, often
with the most simplistic of examples.t

Does this explanation ensure to the reader they must be a
moron if he/she should not understand his detailed simple
explanations of the command line interface? No — these are
regular humorous antics of the field, as hacker Eric Raymond
(2003) reminds us: "To do the Unix philosophy right, you have
to value your own time never to waste it"." A most extreme
case of tech-humour (or is that megalomania?) we can witness
here in an interview with Radia Perlman, an expert at
networking protocols and distinguished engineer at Sun
Microsystems, tells us of her stringent desire to abolish an
intimate social custom that extends back to 6th century BC;
Frauenheim (2005) recounts:

Thinking about smart communication strategies
is something that comes naturally to Perlman. She
even sees room for improvement in the way people
clink glasses during dinner toasts. 'That actually
drives me crazy', Perlman said, 'because it's an
inefficient protocol’."™

Steeped in superstition and self-preservation, a toast for
many people is a spontaneous and congenial tradition, which
binds us to each other. It is outrageous to overplay the
intellectual aspect of collective human experience, and define
knowing as strictly a function of the rules and categories
appealing to the cognitive mind, to the exclusion of sensory

[12]
http://en.wikipedia.
org/wiki/Hacker_
definition_controversy

[13]

I am involved in
various projects
that suggest that
when women-centred
activities are
foregrounded people
usually expect me to
subscribe to the
rules or often
identify me with a
geek, because some
of these focus on
Free Software based
workshops. My desire
is driven by sharing
information with
people who don't get
access to it or
cannot afford it,
and with those women
who do not have the
confidence or even
think they deserve
to learn anything
because they were
brought up in
extraordinary,
challenging
environments. See:
http://eclectictechca
rnival.org
http://genderchangers
.org;

To see if you are a
geek you need to
take 'The Geek
Test',
http://www.innergeek.
us/geek.html

[14]

As opposed to
physical
conditioning,
disciplines that
became techniques to
generate rules and
exercises in order
to produce
functional
escalation in the
army and finally in
civil society.

[15]

Calum A Selkirk,
‘Shell Basics.vl.1’,
2004,

https://pzwart.wdka.
hro.nl/mdma/staff/
cselkirk/Documents/
shell_basics.Pdf

| want to confess
that it has taken me
1.5 years to fully
understand this



text. However, should
my confession prove
me low in intellect?
| am a graduate of
the University of
Sydney obtaining
first class 1:1
honours, which placed
me in the top 5
percent mark of
Australian
Universities for the
year 2000. | could
not possibly have
destroyed all my
brain cells since
then, so this might
then perhaps give
some kind of
legitimate proof that
| am considered, not
only by myself, to
possess adequate
mental ability. The
point | am trying to
make is -- if | give
this text to a person
who has never even
heard of *nix, and
only grew up thinking
Windows machines are
available and was to
be introduced to the
world of free
software rhetoric
they have no way to
enter such discourse.
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Eric S. Raymond,
Art of Unix
Programming', 2003,
http://www.fags.org/
docs/artu/
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Ed Frauenheim and
Gilbert Alorie,
‘Opening doors for
women in computing:
Harvard president's
comments re-ignite
debate over women in
computer science,
with reformers trying
to reverse guy-
centric patterns’,
2005,
http://news.com.com/
Opening+doors+for+wome
n+intcomputing+-
+page+2/2100-1022_3~
5557311-2.html1? tag=
st.num

(18]

Matthew Fuller,
Behind the Blip,
Essays on the Culture
of Software,
Autonomedia:New York,
2004.

factors. The body is not a programmed machine but an active
and open form, continually improvising its relation to things
and the world. Moreover, as Matthew Fuller (2003) states:

Free Software is too internalist. The relation
between its users and its developers is so isomorphic
that there is extreme difficulty in breaking out of
that productive but constricted circle. ™

I advocate that geeks should leave these structures of
discourse behind them! Otherwise by now all of the
experiences with command line tools and all their responses in
the shell would already have been anticipated from the
beginning, already programmed, as it were into the initial
Unix kernel.

What fascinates me is that for a significant amount of us,
which is a massive majority of the world population who
actually use computers, do not even know that a spectrum of
OS choices are even available! Let alone about the GNU/Linux
or free software foundation (FSF), which exists to insist people
should have the freedom to choose and modify the technology
they use in the way they see fit and not be restricted by
economics or reductive proprietary laws. If people are talking
about greatly enhancing our communication models, I suggest
that users and/or creators of free software, or *nix developers,
who until now habitually operate in isolation, need to
appreciate different modes of being, in order to share the
potential of human development in regard to embodiment,
language, information and communication technologies. Why
are users and/or developers of x etc, involved in totalising
accounts of human interaction? — whereas we might expected
them to be more open-minded. The teleological attitude,
conventions and the allocation of roles, of some hardcore
technocrats is intimidating and in regard to optimizing smart
communication strategies it seems rather disingenuous (and
also a total come down).

The Shell vs Terrestrial Gravity, and Inertia
The rubric of GNU/Linux is a vista of permissive, open-

ended media as the source code is free to be used, developed
and extended. Specifically, users of command line tools have
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endless variables, executed by programmers inhibited by and (191
. . . . . . . Martin Howse,
impatient with the limitations of the GUI. Martin Howse "Version Control

. 1.6' in [the] xxxxx
SuggeSts' [reader]xxxxx,

OpenMute Print—-on-—
demand services,

Alternatively living coding at the command line; 200,
that horizontal prompt proving a horizon for neees//opennute org

contemplation... And thus to the application of a (201

. oo i In response | made a
new discipline, expanded software; endophysical /dev/null Doll, see:
. . . http://sist . /
interface and Alice in Wonderland. (another RSN

beginning marked)."”

When I first discovered the power to delete the file in my OpenBSD
terminal that the OSX finder could not trash I felt was no longer a
prisoner inside my machine, only possessing knowledge of a GUI, I was
formerly stuck in a holding pattern. Using x you keep moving all the time,
discovering always new executable codes sensitive to commands.

In the shell I find a marvelous mess of constellations, nebulae,
interstellar gaps, awesome gullies, that provokes in me an
indescribable sense of vertigo, as if I am hanging from earth upside
down on the brink of infinite space, with terrestrial gravity still
holding me by the heels but about to release me any moment. An
example is /dev/null - a special *nix file where you pipe your
unwanted data flow through this output. When I first experienced
viewing data disappearing into this file, I immediately had an
epiphany about the black hole and how the theory of the event
horizon might function in an every day context.””

Sondheim (1999) has a similar perspective on the abyss-like nature of
the shell,

2. The graphic interface opens to shells as well, and since
the inter-face devolves from a blank screen, there is
simultaneously potential (click anywhere on it) and absence
(nothing visible), reflecting upon the human operator /
monitor interface as well.

The experiential in the *nix world is truly an unvalidated mode. I
believe that the meaning of life is to be uplifted, to be in a euphoric state
and make art that reflects this experience of traveling through the
manifold of time. All you need is humility and imagination for the
‘baroque protocol' as Howse (2006) suggests:



All patches, software encodings, algorithmic elaborations
for either space should prove readily extensible (in the codified
realm, heavily abstracted and based on message passing, in the
social realm driven by baroque protocol) and concerned with
an extreme escalating overmapping of expanded and reduced
software domains. The problem states itself as that of the
practical and the experiment. Substance.

In the spirit of the awe-inspired or amateur, a very particular
experiential learning aspect and protocol is set in motion, especially
in the mode and register of collaborative communication when you
working at this level you have a massive advantage, not only do you
enjoy a certain level of freedom — when you don't really know what
you are doing - but you do things with tools that other people would
not do, whereas a professional attitude has all these constraints.
Ironically x experts or in general technocrats who have certain
defined methods and formulas, end up becoming completely
unintelligible to people outside the Information Communication
Technology culture.

Vessels of Infinite Veracity

You seek for knowledge and wisdom as I once did; and I
ardently hope that the gratification of your wishes may not be
a serpent to sting you, as mine has been.

— Mary Shelly Frankenstein (1818)

Perception is precisely about this reciprocity, the ongoing interchange
between the body and the entities that surround it, and can be seen as a
form of 'expanded software script (human)'. (Howse, 2006) Therefore, I am
curious about the development of the human form in regard to long-term
computer usage. We experience our world as fabric woven together out of
inextricable sensory threads, not as individual sensory media, nor as
individual data. Whatever account we give of experience not only must
take this synaesthetic motif into consideration, but also begin with and
from it. As Howse explains:

On the other side, the human, and within a narrow context
the meta, the xxxxx/PLENUM experiment attempts a
simultaneous overmapping of both realms using operatic,
logical and holographic technique dressed up in the emperor's
new clothes; the expanded software script (human) translated
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into machine and meta-human-machine operation.
We would rather view interface in terms of a
Gunter Brus incision than a question of design and
GUL"™

When operating a computer we are connected to the machine
by means of our human body, including its movement and skills
as well as the senses and linguistic activity. As a Linux user we
are a creator, engaged in a dynamic, symbiotic dance with the
computer. In Matter and Memory Bergson confirms the process
of affect with all that we encounter, he writes,

...we have to take into account the fact that our
body is not a mathematical point in space, that its
virtual actions are complicated by, and impregnated
with real actions, or, in other words, that there is no
perception without affection. Affection is, then, that
part or aspect of the inside of our body which we
mix with the image of external bodies. (1911: 38)

[21]

PLENUM was a project
in March 2006. As
audience you are
also part of an
emerging expanded
exchange where the
interaction via the
software is
reflected during the
dialogue itself,
http://kop.kein.org/
plenum/html/
documentation.html
The software used
was Pure Data. As
Howse writes, 'We
could begin

to unravel expanded
software (the realm
of PLENUM) using the
example of

a network to be
mapped within our
software; mapping
the connections of
Alice (in
Wonderland, through
the Looking
Glass)...' Howse,
Op. cit.

From the perspective of the actual machine, Sondheim (1997) affirms

the uncanny nature of Linux referring to its physical like form:

Beyond the traditional division of graphic user interface
(GUI) and text-based interface, the Unix and Linux system/s

create a unique environment problematising machine,

boundary, surface, and structure.’

Linux engages in a dimensional model, it leaks, each programme is
bound up within the other. The vast amount of command line tools and
*nix concepts, file names, paths, wild cards, input and output redirection,
regular expressions apply to many different commands. The recurring
concepts seem to transcend most kinds of simple breakdown. As my
command line experience grows, I find myself returning to these. Slowly I
delve deeper into the possibilities, specific tasks and commands seem more
like membranes, because they define a surface of metamorphosis and
exchange. The entire system can be controlled and tweaked by the user, in
this sense; the OS has a subjective aesthetic by its very substance, which
blurs the line between two self-contained realms of human and machine.

This is why I advocate that the GNU/Linux shell should be approached

as an OS in flux responding to the output and needs of a living

community, for if the user’s awareness is not locked up in the density of a
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Loss Peqgefo Glazier,
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Digital Poetics,
1997, http:// epc.
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I first heard the
concept 'operating
system as process' in
the 2006 Thematic
Project Command line
Culture at Piet Zwart
Institute lead by
Florian Cramer.

[24]

The Wings, an area of
the stage not visible
to the audience.

closed and bounded object, the ability for the machine to
extend itself to a network is also open and indeterminate.
Hence, change and transformation in every aspect of human
life is imminent, to such an extent that life itself is being
transformed. As Loss Pequefio Glazier (1997) has remarked,
"The language you are breathing becomes the language you
think'.™

This is the inter-corporeal level of using a networked
computer, since I even begin to experience myself in an
expansive networked or socio-centric sense rather than an
individual egocentric sense. If the human intellect is rooted in,
and borne by our contact with the multiple shapes that
surround us, what is the impact of the computer, becoming
more embedded in our daily lives, upon our bodily membrane?

You need to approach the Linux OS as a continual learning process®”,
as such, (for the command line *nix user), you need to initiate the system
maintenance operations, it requires the constant need to monitor and
intimately understand the functioning of the machine. Under the surface
of the computer's interface, processes seethe with undiscovered activity.
Since an OS runs many daemons and services, many of these processes
merely wait for actions to occur — one example is a cupsd process, which
is a background daemon of the CUPS printing system. This process waits
for you to call it to work, it lies back stage in the wings just watching to
see if it is needed, and this is passive activity that uses very little processor
time or memory.” But only the Linux command line will show you the
actual parsing of these processes and at least with my experience with the
Gentoo distribution it will not spoon feed the user informing them when
updating their world needs to be done.

Therefore I believe that the constant need to monitor and intimately
understand the functioning of the Linux machine also deepens our
kinaesthetic awareness about our own anatomy, physiological and
kinesiology systems. Further, Hofstader in Gédel, Escher, Bach: An
Eternal Golden Braid recounts a moment when he was showing some
friends the PARRY programme, when some of the OS information came
up in the terminal after a mistyped mistake, they asked 'why are you over-
typing what's on the screen? To which he explained,

The idea that ‘you’ know all about ‘yourself' is so familiar

from interaction with people that it was natural to extend it to

the computer — after all, it was intelligent enough that it could
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'talk’ to them in English! Their question was not
unlike asking a person, 'why are you making so few
red blood cells today?’ People do not know about
that level — the ‘operating system level' — of their
bodies.’ (1979: 301)

I propose that after prolonged use of Linux, people will begin to
develop more sensitivity to their own need for inner maintenance
because of its labyrinthine architecture; this is ‘'expanded software,
a timed response’. (Howse: 2006) This information can be
experienced as dwelling within the body apparatus. Having
awareness of our inter-cellular processes leads to a change in
physical experience, a change in sensation.”” No doubt from my
experience in experiential movement techniques, such as Laban
Movement Analysis, ideokinesis, Alexander Technique, I am more
open to this.* But what I am implying is that this is the sort of
silent conversation that we carry on with things with our
proprioceptive facilities, a continuous dialogue that is a proto-
linguistic state, for instance, when the hand readily navigates the
space between the fingers and the keys on the computer.

With Linux I begin to understand and have an idea of the
most important processes and how to manage them, for
example, with ‘top’ command I can get information on my
system and its operations. When Sondheim (1997) writes in
point 4 in his tenets:

Phenomenology of Linux / Unix: 4. It is easy to
assume that source code is equivalent to bones and
operable binaries to flesh; or the kernel as
fundament, and file structure as slough. I would
rather argue for a system of cubist plateaus of
intersecting information regimes, with vectors /
commands operating among them. In this sense it
is information that is immanent within the
operating system, not any particular plateau-
architecture.’

An understanding of these processes will no doubt help me to

[25]

The feeling of such
change is then
reported back to the
central nervous
system by the
proprioceptive
apparatus. Nancy
Udow (1977) refers
to psychological
research studies by
Washburn (1916) and
Schilder (1950)
which, through ‘the
use of
electromagyograms

and
electroencephelograms
have shown the
presence of muscular
activity and brain
waves during a mental
motor image which
are similar to those
activities and waves
during overt
movement’ . Theatre
Papers Archive, 1977 -
1984, Dartington
College of Arts, UK,
http://www.spa.ex.ac.
uk/drama/research/
exeterdigitalarchives/
main.html
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After much experimental
research and training
in touch and
repatterning
techniques learnt at
the Institute for
Somatic Movement
Studies | can access
my own and other
bodily cellular tones.
The tone can be
explained in how the
intercellular and
extra cellular fluid
is flowing in and
out of the cell’s
membrane; this can
be reflected at many
Tevels e.g. Tow (not
enough intercellular
fluid), high (too
much fluid inside the
cell) of the organ,
http://www.
somaticmovementstudies.
org/

practically manage my Linux OS, but perhaps it also may help me relate
to my own physicality. After a while, I suspect I may find potential

problems that vampirize my machine’s processing speed, runaway

processes, broken sessions which never properly terminated, and I may
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nerve impulses.

Understanding the internal micro-choices and actions our
automated nervous system performs every moment of our living
existence, the same as the instrumental process of learning tools, writing
scripts for managing programs and processes; getting information on
process and shutting down processes, just as there are kinetic techniques
that are often used for longevity. Neil Stephenson (1999) observes this
complexity:

Many Hackers have launched more or less successful re-
implementations of the Unix ideal. Each one brings in new
embellishments... Thus Unix has slowly accreted around a simple
kernel and acquired a kind complexity and asymmetry about it that
is organic, like the roots of a tree, or the branching’s of a coronary
artery. Understanding it is more like anatomy than physics.

Delving deeply into the myriad tools available in Linux and exploring
possibilities of the entire file system, this concentration and imagination can
actually stimulate and facilitate material, physical change in the human body.
I advocate this may have more benefits then just powerful processor speed,
script automation and multitasking. As it seems at the moment, prevalent is a
strange sort of vanity based on identity, form and high end graphics, which is
becoming more and more removed from the actual living human organism."”

Perhaps over the years the g-term use of GUI's may see its end-users
becoming like the pathetic monster's of Mary Shelley's Frankenstein, their
walk staggering and jerky, their reach clumsy and inaccurate, reflexes
spasmodic; unaware of his labyrinthine space of the middle ear, careening
about the environment, every movement a source of danger to himself
and others. As regular computer users I fear we are losing our ability to
sense our own inner communication and physiological processes and, I
conjecture, using Linux OS might be a way to return to this. So early in
history Mary Shelley recognized this danger and predicted the perils of
the technological society and the GUI!

Perhaps her fiction was not about the easy Hollywood version of the
uncontrollable man-made monster, I have a hunch that this great work
was about the horror of a human who didn't have the capacity to imagine
realms of abstraction or even their very own inner veracity. The body I
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here speak of is very different from the objectified body where h[iﬁé L .

the emphasis is on the Skeletal-muscular system, that complex = crvptonomicon.com/
machine whose broken parts or stuck systems are diagnosed by peatnning. e
westernised medical doctors. Underneath the anatomized and mechanical

body that we have learned to conceive, dwells the subjective body as it

actually experiences things, this poised vessel that initiates our projects

and suffers our passions.

Protect Me from What I Want...?

You said it, my good Knight! There ought to be laws to
protect the body of acquired knowledge. Take one of our good
pupils, for example: modest and diligent, from his earliest
grammar classes he has kept a little notebook full of phrases.
After hanging on the lips of his teachers for twenty years, he's
managed to build up an intellectual stock in trade; doesn't it
belong to him as if it were a house, or money?

— Paul Claudel, Le soulier de satin, Day III, Scene ii

If bodies are complex systems embedded in the environment, what
does this mean when we experience a saturation of media images on a
daily basis? In fact I often feel my communication has been so corrupted,
to that extent that I hardly ever watch television, yet its sound bites have
infiltrated my own speech. Here Stephenson (1999) makes a connection
between the mass media and the GUI:

Disney is in the business of putting out a product of seamless illusion — a
magic mirror that reflects the world back better than it really is. But a writer
is literally talking to his or her readers, not just creating an ambience or
presenting them with something to look at: and just as the command-line
interface opens a much more direct and explicit channel from user to
machine than the GUI, so it is with words, writer, and reader.”

The Graphical User Interface (GUI) is the most commonly used OS and
for most people perceived as an efficient and effective tool because of its
point and click interface. However, according to Nielsen & Gentner (1996),
if people opt for the GUI it ultimately limits human communication and
even our ability to imagine the intangible:

The see and point principal states that users interact with the
computer by pointing at the objects they can see on the screen. It's
as if we have thrown away a million years of evolution, lost our
facility with expressive language, and have been reduced to
pointing at objects in the immediate environment. Mouse
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buttons and modifier keys give us a vocabulary

with other installation equivalent to a few different grunts. We have lost all
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Internalising enough of what seem inscrutable and cryptic
commands that can be used quickly at appropriate times, is
indeed an arduous initiation process; especially after the

linuxfromseraten.org/  Seemingly decadent but limiting life of the GUIL In due time as in

any learned routine, working with the command line, or so I am
told, the keystrokes will become hard-wired in my fingers and I will learn to
automate maintenance and do backup commands with cron, or combine
commands in hundreds of shell scripts. The material limitations one faces in
any instrumental process and indeed when using the notoriously powerful
*nix core, is certainly unapproachable for most of us, especially when one
encounters a black hole when syncing and updating or then having to
unemerge blocked packages.””

After about three years of listening to 'distro wars', the multiple and vexed
opinions about which Linux distribution to actually install and use, in general,
most people tried to 'protect me' from installing Gentoo Linux, which
arguably, brings one closer to understanding the OS intimately than most
other distributions (that is, apart from Linux-from-Scratch).* Eventually the
installation, even with experienced support people guiding me, felt similar to
that of a rite-of-passage, or making a pact with the Devil. However, no
learning is easy, and in fact it should be frustrating, as when things are
frustrating, that means we are learning — frustration is a necessary part of the
learning curve. As I have said, the operation of Linux is a continual process,
which, like most developmental patterns gives rise to new situations with
each new stage of sensory information and language integration.

However, it is common that people now want things to be neatly
packaged with a snazzy logo. Even education is catering more to the rules
of economic rationalism, than to a deep pedagogical function. Nielsen
Gentner (1996) suggests the inevitability of computers in our daily lives,
and how this idea of time investment should be reflected in the
educational system:

Today's children will spend a large fraction of their lives
communicating with computers. We should think about the
trade-offs between ease of learning and power in computer-
human interfaces. If there were a compensating return in
increased power, it would not be unreasonable to expect a
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person to spend several years learning to
communicate with computers, just as now we expect
children to spend 20 years mastering their native
language.®™

What skills are OS users prepared to learn, what contexts
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Samuel Weber,

'Texts/Contexts',

Institution and

GUIs have become so pervasive (or is it Interpretation,
perversive?) that many computer users can't even pionespolie:

. ) niversity o
think about anything else as a human-computer Minnesota Press,

1987, pp. 3-17.

interface ... But GUIs are modal from the get-go.
Now that you've read this you know that interfaces which are
far less modal are possible, but you should be warned they are
habit-forming, even addictive. Start to use them and you are
hooked forever...””

In general, the actual shifting of inertia, of habitus, that is entailed in
asking people to make perceptual shifts, is something we have to come to
fully understand and work through. Weber describes this resistance:

because such fixed habits become, by virtue of their very
fixity and hence inflexibility, incapable of dealing with
changing and infinitely variable circumstances (1987: 14)™’

I find it remarkable that there has been hardly any research into the
changes wrought by the massive use of particular computer OS's, nor
has there been consideration of the long term impact and benefits of
everyday usage.

In the wake of increased computational usage, it is an important
moment for people to want to actively continue to reinvent language. Yet
even in spite of their severity, computer languages have caused a
tremendous creativity because there was, so far, no power to discipline
them, as Sondheim (1999) has noticed: ‘for some of us, Linux has changed
the language'. If I consider the paranoia and the will to fix forms by
software patent acts and extend this to the people who make their source
code protected by copyright laws and international treaty provisions, it's
clear that the compulsion for this finds its origin in a very particular and
limiting view of the world. It is among other things, also handing over
control to a fixed conceptual discourse of the Law.
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ability to acquire languages (which we might well say is in
fact the essence of language) has already been lost. As the
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the standardized language is the derivative. All groups of
people inevitably are from a language specific to them. This was
something mis-understood about sign-language for a long time. However,
place a number of deaf people from different sign-languages together and
they will soon be speaking a new sign-language. But hope springs eternal,
standardization of language/code is always trailing behind the current
state of things.

As I have explained, language and code are not fixed or ideal forms,
but an evolving medium we collectively inhabit, a vast topological matrix
for which our bodies are generative sites. While individual speech acts are
guided by the structured lattice of the language, that lattice is nothing
other than the sedimented result of all previous acts of speech, and here
we can see how Linux code itself is altered by the very expressive activity
it now guides. As Harwood comments,

It seems software exists in some form of invisible shadow
world of procedure ... Software is establishing models by which
things are done yet, like believing the objectivity of maps, we
forget that software is derived from certain cultural, historical
and economic trajectories.™

In ‘Read_me, run_me, execute_me: Code as Executable Text: Software
Art and its Focus on Program Code as Performative Text’, Inke Arns
specifically attributes code work to an economic class: “These works use
the poor man's medium, text, which also appears performative or
executable in the context of the command line."™ Language and implied
rules and protocols have always been principal instruments of the control
process and unrestricted creativity is considered to be dangerous.
According to Clive Phillpot, it is preventing any major social revolution
when he reminds us:

There is no need to ban books since a significant percentage
of the population — usually the most deprived, who have the
most to gain from reading and changing the status quo —
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cannot read them. Instead we have to try to ban [se1
Clive Phillpot ‘Art,

pictures and music because even the illiterate people  anarchy and the open
. . Lib v,o1991,
can read pictures and understand lyrics. e "

Journal, 4: 10. p. 9.
If we are to take real-life social stratification into

consideration, although it costs nothing (except the price of a computer, lots

of time, a certain education), for the moment, code work and understanding

Linux is definitely not a ‘poor man’s’ tool or ‘modus operandi’.

If you Make a Mistake with a Wildcard the Consequences are Serious...

The embodiment process in Linux is relational and interactive, in [the]
xxxxx [reader], Howse (2006) writes 'Code leaks both ways across a
broken-world interface.' I hope it is clear why above I advocate a revision
of the discourse in general, since I believe this knowledge is necessary to
understand in order to extricate the discussion of the cognitive from the
limitations inherent within this text’s presupposition of simply asking
everyone to switch to command line computing.

To have a noticeably wider participation in the new developments in
the language influenced by Linux, is to be fully aware of the current
problems of this language and convinced of its extreme importance,
notwithstanding more awareness. Ultimately the human capacity for
reflection, planning and manipulation of our environment brings with it
the responsibility of choice, but first and foremost, we need to be open and
inform people that there is a choice. Above all, it seems important to
recognise differences within, as well as beyond the borders of the Linux
community or people will continue to fall into corporate traps of people
like Bill Gates' idea of what a personal computer is, and Disney's limiting
idea of what constitutes entertainment.

Furthermore, when source code is made available I think of it more as
having reverence for other people's work. To be able to acknowledge, then
copy that work or code and then try to understand how that person
thought and felt — but always bringing in my own idiosyncrasies and
vision to that, in the understanding that all these efforts are related, and have
a larger common purpose. We are always faced with the problem of getting
on with our own necessary process of self-discovery, which for regular users
of computers, should also entail finding out how their operating systems
work, discovering their internal system, language and power.

Our ability to create, plan and code our environment makes us
responsible for what we create and for how we choose to live in that
creation. Since all of us are, always-already, living on the edge of our own
destruction, as Howse (2006) writes,



too much knowledge of programming. We can see this
clearly in programming terms such as continuations, stack
and, of course, memory. Yet such simple facts bear repetition;
past and future are inherent within computation. The Turing
tape moves backwards and forwards, according to specific
instructions on that tape... And finally, it's not for nothing that
Turing and indeed the entire field of computation is obsessed
with the halting problem. When will it end?

Because I keep wondering what happens if these entire systems continue
to process even though basic human understanding has broken down.



| ive Coding

| Live coders write programs on the fly. They program in
| conversation with their machine, playing with instructions

while a computer follows them. Here, there is no distinction
between creating and running a piece of software — programs run while
they are being created, gaining complexity via source code edits. We can
think of coding live in the sense of working on electricity live, re-routing
the flows of control around a program with the real danger that a faulty
loop will get activated, causing the program to crash in sparks of logic.

Live coding environments make it possible to write code to generate
music and video in real-time without having to restart any processes.
Every adjustment to the code such as adding analgorithm to modulate a
rhythmic back beat, or adjusting the inner workings of a video filter is
immediately reflected in the audio or video output with no break.

It is not only the relationship between programmer and code that
defines live coding, but also that between programmer and audience. Live
coding can be a performance art, where an audience watches an artist
write code while enjoying the output. As with all improvisations some
preparation is necessary, but for many the aim is to begin with an empty
text editor and live code their performance from scratch.

It can be difficult to pin down the definition of live coding. For
example, what is the real difference between changing a number in a piece
of source code and moving a slider in a graphical interface? The following
points clarify some misconceptions underlying this kind of confusion.

Rules must be explicit. We may be inventing and changing rules all the
time in our heads, but unless those rules are written down and modified while
they are being followed by a computer (or other agent), that is not live coding.

Higher order functions must be defined and manipulated. A human
musician could be described as an intricate, perhaps beautifully composed
function that live codes itself. Here however we are interested in live coding
within formal languages, with support for abstraction and composition.



An audience is not required. We can live code on our own, with a few
friends or in a stadium, it is up to us (and our publicists).

Live coding is not an island. Live coders often perform with other kinds
of musicians and indeed most live coders have musical training wider than
only computer music.

Mechanics

Live coding of music, video and other time-based works presents a
technical problem — how to dynamically change a running program
without unwanted discontinuities in the output. There are many different
solutions, with a few described below.

In Object Oriented Programming (OOP), hot swapping methods are
common. A method is a responder to some kind of message, so it is quite
straightforward to arrange for a message to arrive at an alternate, newly
coded method.

In lisp-like languages, temporal recursion is a common form of live
coding, for example as described by Sorensen and Brown (2007). These are
functions which call themselves with some temporal delay, where
functions may be replaced for the next call.

In the pure functional language Haskell, live coding is made possible
through state injection (Stewart and Chakravarty, 2005). Here state is
managed by monadic computations, and passed back to a static core
during the reload of dynamic parts.

In SuperCollider there is something more like a a contemporary form of
conversational programming, where an object oriented language is used
to manipulate and communicate with synthesis graphs.

Source code feedback is an technique whereby a live coded program
may make edits to its own source code (McLean, 2004). This is most useful
in inserting comments to give the programmer feedback on the running of
the program.

Live Coding Culture
Computers’re bringing about a situation that’s like the

invention of harmony. Sub-routines are like chords. No one
would think of keeping a chord to himself. You'd give it to



anyone who wanted it. You’d welcome alterations of it. Sub-
routines are altered by a single punch. We’re getting music
made by man himself: not just one man.

John Cage (1969).

A number of fully fledged environments designed for live coding music
and/or video have emerged in the past few years. The most well known
are SuperCollider (McCartney, 2002), ChucK (Wang and Cook, 2004) and
Fluxus (Griffiths, 2008), all three of which are FLOSS (Free/Libre/Open
Source Software). The scheme-based Impromptu (Sorensen and Brown,
2007) is gaining traction, with freeware binaries available. We should also
add Pure Data Puckette (1996) to the list; while the syntax is in the form
of a graph, it remains a language with textual identifiers where live edits
are the norm. The use of home brew environments is also common, often
built around general purpose languages such as Perl, Python, Ruby and
Haskell.

The communities around live coding environments are strong, with
commonplace swapping of synthesis unit generators, scripts and patches.
Here there is no clear line between software and music; by using someone
else’s synthesis library, you are in collaboration with them, making an
audio collage of their technique and your own. The code sharing goes
beyond synthesis libraries however. The snippets of code passing by
email, demonstrating some technique or sharing a pleasing pattern, are
perhaps equivalent to an oral tradition where nothing is fixed, just
modified and passed on. By participating you contribute towards a
cultural evolution of music.

Informal sharing of code is lifted into live improvisation in the
performances of powerbooks unplugged (Rohrhuber et al., 2007). The
players, of which there may be six or more, play together by passing
SuperCollider patches over a wireless network. The code is shared via a
simple chat system like interface, where themes may be collaboratively
developed and call-response games played through source code edits.
They avoid what they see as problems of artistic ego by rejecting any
stage and playing as audience members, with the only sound emitting
from their laptop speakers.

Instead of being reduced to commercial product, live coded music
places human activity in focus. According to Small (1998), music is
defined by all human activity around a performance, and the focus on
music as a product rather than an activity itself is only a very recent



aberration. Powerbooks unplugged can therefore be seen as returning live
coding to the roots of musical activity, and indeed the group themselves
see their laptops, unplugged from any central sound system, as acoustic
folk instruments.

Live Coding History Before Computers

Linguistically performative statements include 'I apologise’, 'T
promise' and 'We find the defendant guilty as charged.' Saying is
literally doing. If the speaker has sufficient power, for example as an
elected official, they may use performative statements to make rules
which others must follow. To prevent things getting too messy, they
will make rules about how future rules are made. The result is a
system of law which includes how laws are made and changed,
perhaps with the unchangeable nucleus of a constitution. Yes, we can
view parliament as hardware, the law as software and politicians and
voters as live coders.

However, examples within the realm of music are elusive — it does
seem as though live coding of music began after the invention of
computers. The experimental musicians of the 1960s explored rule based
composition but even then did not, as far as we have heard, improvise
those rules during performances.

Dynamic Programming

Outside of the context of time based arts, live coding is generally
termed dynamic programming. It began in the form of bit twiddling —
modifications of low level machine instructions while they were being
followed. This was done for debugging, experimentation, and hackerly
fun, although in the early days of computing, hands-on access to
computers was hard to come by. The demand for dynamic edits continued
with arrival of the classic languages Lisp, FORTH and Smalltalk, which
are indeed still used for live coding today.

The term conversational languages (Kupka and Wilsing, 1980) gained
some traction in the late 1970s, where a computer operator worked by
typing a line of code, getting a response, and then typing a further line. It
seems a shame that this term has fallen into disuse, but the idea is very
much alive as what we now know as command line languages or shells.
Indeed, the standard shells found on UNIX based operating systems are
fully fledged programming languages.



Live Music

There are claims that The Hub were early live coders, although band
members themselves do not make this claim. They performed with early
networked computers from the mid 1980s, but did not make substantial
live edits to running source code. They did, however, allow audience
members to walk around them and see their screens, a position which has
relevance as we will see.

Nonetheless, dynamic interpreted languages such as Lisp, Forth and
HMSL were used to improvise music around this time, the earliest known
example being by Ron Kuivila at STEIM, Amsterdam in 1985. Further
work in establishing a historical record of live coding of this era is badly
needed.

Live coding as a cultural movement grew from the release of
SuperCollider 3 and ChucK. In Europe, the Changing Grammars
meeting in 2004 was a particular turning point, where practitioners
met to explore new possibilities of live coding. The attendees where
largely from the SuperCollider community but members of slub
where also present, including Adrian Ward who demoed his
Map/MSG and PureEvents live coding software. An international
link up of sorts was made with Ge Wang of ChucK, and so the cross
platform live coding community was formed. All it needed was a
name, later plucked out of the smoky air of a late night bar; TOPLAP
(Ward et al., 2004).

Show Us Your Screens

In contrast to musical instruments directly plucked, struck and bowed
by a human performer, the movements of a live coded performance all
happen inside a computer. The live coder may be typing furiously, but it is
the movement of control flow and data inside the computer that creates
the resonances, dissonances and structure of music.

It is no surprise then that many live coders choose to project their
screens, so that the audience may see something of the music production.
This live freeing of software as part of an improvised performance might
itself be considered avant garde.

Whether the audience is expected to follow the projected code is an
open question. We may see a guitarist move their fingers across a fret
board, and feel closer to the music as a result, but do we need to follow



and understand what these movements mean? Absolutely not. But there
remains a strong sense that the performance is opened up to us by being
able to see the movement behind it.

No wonder then that we hear anecdotes of audience members feeling
alienated by laptop performances where screens are hidden. They could
close their eyes, but couldn’t they then have stayed at home, listening to a
recording? However, many question whether projection of screens distract
from a musical performance. If an audience can see the code behind a
performance they may feel obliged to read it, moving their attention away
from the sounds produced from it. Worse, if they do not know the
programming language in use, then they may end up feeling just as
alienated.

There is a logic then behind overlaying, where several screens are
projected on top of one another, for example as practised by the live
coding band slub. This amounts to obfuscation, where the audience can
see fragments of code but no overall picture. They can observe the music
being made, but their attention is directed away from the detail and
instead to more important things such as the music, their neighbour or
their drink.

Another alternative is to try to make the language more
understandable to a lay audience, for example by using language with a
simplified syntax, choosing highly descriptive variable names and so on.
Griffiths (2008) takes this approach to artful proportions, making highly
colourful miniature live coding environments embedded in his 'Fluxus'
live coding language, controlled entirely from a gamepad. One example is
'Al-Jazari', where on-screen musical robots are controlled from a set of
instructions specified using icons, including jump instructions for Turing
completeness.

Licensing

These projected screens allow ad-hoc software distribution. We can
compare live coding culture to the hacker culture around early
computers as characterised by Levy (2002), in that freedom is the
unchallenged norm. No thought is given to licenses of performance
code, instead permissive and respectful sharing of algorithmic ideas
and techniques is assumed. That an audience member could
photograph the screen, download a interpreter that night and play with
the algorithms themselves adds something to the atmosphere around the
music.



Whether this free atmosphere will persist, or will be tempered by future
commercial involvement is unsure. However, even within free culture,
issues of copyleft will undoubtedly rear their head. Projecting a screenful of
code constitutes 'propagation’ in the terms of licenses such as the GPL.
Indeed producing live music via the 'fixed form’ of source code could have
wider ramifications for copyright . Perhaps we should enjoy the free sharing
idealism while it lasts.

Coder Creativity

The practice of programming is informed by the corporate world of
business software, with its talk of formal design, unit testing and ISO
quality assurance. This all attempts to drive the creativity out of
programming so that software may be as predictable as possible. The
result is a cultural role of programmer as implementer and facilitator
rather than creative individual.

This can lead to the bizarre situation where programmers make
commercial software which practically generates music, and yet somehow
the users of the software are seen as being more creative than the
programmers. Here the programmers encode their musical style in the
software, and the users do little beyond guiding the software to a
destination pleasing to them. This can be seen in filters and plugins of
music studio software as well as explicitly generative commercial
applications such as Sseyo Koan Pro. The creativity of programmers is
tapped into flattery of paying users.

It has to be said that this commercially-driven culture at times
influences FLOSS music software culture, where programmers work to
produce musical interfaces non-paying users. There are dark moments
when free software is accused of mimicking commercial software with
some justification.

With live coding, everyone is a programmer. There is understanding
and respect that end user programmers have for those developing live
coding language environments that is very different to that users have for
anonymous brands of closed source software.

Perhaps this is an area where live coding can contribute something
back to FLOSS culture in the form of alternative role models. Instead of
stifling early enthusiasm of young programmers with vocational training,
ad-hoc human creativity with all the mess of dynamic, serendipitous
explorations can be encouraged and supported.
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Expression and Time:

the question of strata and

time management in creative
practices using technology

| et us rewind to the late 1990s. In the West the internet had

| become ubiquitous and artists were drawn to the new potentials
| of artistic expression through the medium of the computer,
allowing for interactivity, collaboration and connectivity across
time and space. This resulted in the emergence of various fields
such as net art (where the HTML code is used as artistic material), software
art (where software is re-interpreted or commented on from cultural and

political standpoints) and robot art (where computers are used to control
hardware bodies, often through telepresence). It also injected new life into
fields such as interactive installations, video art and sound art. The problem
here was that of tools. There were not many tools that allowed for sketching
or fast generation of ideas and producing complex works that both look good
and work well. The artist could either learn languages like C/C++ or Java
and try to code their own engines for artistic creation or decide to use higher
level environments such as Macromedia Director that provides a graphical
working environment for multimedia production. Director contains a
scripting language (Lingo) for more complex interaction or networked data
communication. The limitations of Lingo defined the aesthetics and the
nature of the work that could be produced.

Fast forward to the middle of next decade. We are now faced with a
panoply of free open source tools and programming environments that
have been created by artists-technologists for other artists-technologists to
use. The explicit aims of these environments are to function as open
toolboxes that do not limit or direct the artist regarding form or content
(Puckette, 2002; McCartney, 2002). From the level of analogue input into
the machines (Arduino, Wiring) to operating systems (pure:dyne, Planet
CCRMA), to programming languages and frameworks (SuperCollider, Pure
Data (PD), ChucK, Processing, OpenFrameworks, etc.) to distribution
media formats (flac, ogg), we are seeing proliferation of environments
made by artist-technologists to create and distribute their work. The aim
here is not only to create free and open source (thus collaborative and



sharing in nature) production tools, but more importantly to allow for tools
that do not necessarily limit the artist’s expression in rigid ways. For example,
when a user stumbles into an expressive limitation of Director, 3D Studio Max
or Cubase, there is no way of getting around that limitation. Even when a bug
is found, the user might have to wait two to three years before it is fixed,
although updates to the software have happened in the meantime. In the
situation of free open source software, the user can fix the bugs and extend its
scope with very little effort. Often a mail to the mailing list describing the
problem situation will have it solved within few days. Most importantly, open
source tools give the user the feeling of really owning their creation, as they
are able to understand and relate to the tool they are using.

This is a true paradigm shift and a very positive one for people using
the computer for creative work, whether it is music, graphics, video,
multimedia, installations or robotics. However, there are a few drawbacks,
typically those related to the effort required to learn the environment.
Working in open source programming languages can be time consuming
and lead to diversions from the creative process where the production of
the artwork sometimes becomes tangled up in working on the
environment in which the artwork is made. The relationship between
work and its foundations blur. This is not necessarily a negative. The
problem is that of time-management and how artists manage to situate
themselves at a level of code that benefits their work. In this paper we will
look at the reasons why working with open source programming
environments for artistic production is a meaningful and rewarding
activity, despite its dangers regarding the expenditure of time.

Why Open Source Programming Environments

Above I described the situation in the mid 1990s, where there were few
alternatives for art practitioners to create their works unless working in quite
time consuming and unfriendly programming languages like C/C++ or Java.
The computer had become fast and cheap enough for use in interactive
installations, algorithmic composition, real-time synthesis of audio and video,
and powerful digital signal processing for manipulation of sound and graphics.
As artists are normally inquiring people who want to know why someone
designed the tool to perform certain ideas and not others, there was a need for
environments where artists could explore the cogs and wheels of programming
as artistic material which cannot be done if the source is hidden.

This need is expressed by Jaromil the creator of dyne:bolic: a Linux
distribution that includes all the main tools a media artist might need:



Expression and Time:
the question of strata and time management in
creative practices using technology

dyne:bolic is shaped on the needs of media activists, artists
and creatives as a practical tool for multimedia production:
you can manipulate and broadcast both sound and video
with tools to record, edit, encode and stream, having
automatically recognized most device and peripherals: audio,
video, TV, network cards, firewire, usb and more; all using
only free software! [my italics] (Jaromil, 2007)

We read from the creators of pure:dyne, also a Linux distribution with
a specific focus:

The development of pure:dyne can be traced back to the
inclusion of Pure Data in the dyne:bolic liveCD distribution. As
this addition became increasingly popular, there was suddenly a
demand to increase its support for Pure Data in a more serious
production context... Today pure:dyne gathers a growing user
community and has been used in numerous workshops and
performances. [my italics] (Mansoux, Galanopoulos & Lee, 2007)

And the maintainer of Planet CCRMA (a Linux distribution including all the
main tools for sound and video production) describes how users outside the
Stanford University CCRMA centre began to use the Planet CCRMA as the link
to the system circulated and search engines pointed people to its existence:

This changed the nature of the project. As more people outside
of CCRMA started using the packages I started to get requests for
packaging music software that I would not have thought of
installing at CCRMA. The number of packages started to grow
and this growth benefited both CCRMAlites and external Planet
CCRMA users alike. [my italics] (Lopez-Lezcano, 2005)

All three operating systems — dyne:bolic, pure:dyne and Planet
CCRMA - respond to certain needs and demands in the general culture.
All three have become immensely popular and are used all over the world.
The situation has changed dramatically: whereas a decade ago an artist
working with computers would probably work on a proprietary operating
system and with expensive software — for example, Director, where a
three year old version of the software sets you back by over £1000 — users
now have incredibly cheap hardware, free operating systems and many of
the best creative environments are open source and free. The impact is
huge and more so for cultures whose currency exchange rate is not
favourable to the Western valuta, rendering the chance to pay legally for
software all but impossible.



(1]

The precise timing
here is obviously
debatable: some
might say with the
Atari computer and
the invention of
MIDI but others
would argue that it
was when one could
perform real-time
manipulation of
audio and video in
high resolution.

Many of the people working in the field today started using
computers when, in the middle of the 1990s, they became
available in an affordable price range and interesting enough
for creative purposes."” They either had to learn the hard way
with low level languages that required too much time
operating on a level that was more computer science than art.
Or they would be stuck in the constraints of high level
packages that limited their creativity. They began to
collaborate on projects, distribute code and very often this

resulted in environments that allowed others to jump the step of computer
science and get involved creatively straight away. Here is how the
creators of the Java-based programming language Processing construe the
raison d’etre of the software:

Processing relates software concepts to principles of visual
form, motion, and interaction. It integrates a programming
language, development environment, and teaching methodology
into a unified system. Processing was created to teach
fundamentals of computer programming within a visual context,
to serve as a software sketchbook, and to be used as a production
tool. Students, artists, design professionals, and researchers use it
for learning, prototyping, and production. (Casey & Fry, 2007)

As this book attests, the FLOSS (Free Libre Open Source Software)
movement in the arts has become strong and functional. There now exists free
and open source software for almost everything one would like to do and
often it is impossible to find the equivalent tools developed in the commercial
sector. Tools like SuperCollider, PD, CSound, Ardour and Audacity for music;
Processing, openFrameworks, Fluxus and Mirra for graphics; Wiring, Arduino
and MUIO for hardware interfacing and countless open game engines for 3D
gaming, film-making or interactive narratives are all providing the artist with
highly professional, expressive and focussed tools for the task.

But things are not so simple. If we look at the fields of music or the fine
arts (at least up until modernism) we see that much art involved the
development of fine motor skills, a craftsmanship where the trained body
would produce works of virtuosity. Today, when working with automated
and intelligent machines, we do not train our bodies any longer. The
training consists in the comprehension of the underlying systems of the
media we are working with and their modes of production, distribution
and consumption. It becomes a question of understanding the field of
software and their multiple cultures, of choosing an environment at the
right level in which to work. Yes, the media arts are quite cerebral by
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nature, but much of modern art since Marcel Duchamp is. Virtuosity has
taken on another meaning: it now involves a deep understanding of
computer science and the science of digital signal processing and
mathematics with regards to sound, visuals or 3D spaces.

Learning a programming language is not an easy task. One can become
conversational in a month or two, but fluency of expression is something that
might take over two or 3 years, with many hours put into the practice every
day. Further, the logic of programming is not the only thing that has to be
mastered: working at this level means that the artist has to understand the
nature of sound and visuals from both physical and psychological
perspectives. (In the case of music one would learn the physics of sound,
digital signal processing and psychoacoustics). This takes roughly as much
time as mastering an acoustic instrument. The problems here are often related
to the power of the computer as a medium. The computer and the
programming paradigms that exist for it are strong conceptual models that
prime the mind of the student into particular ways of thinking, perhaps
altering the cognitive style of the student. The question becomes: what is the
nature of the tools that we are currently using and how well do they reflect
the demands of artistic practice? Does the artist-technologist create the tool or
does the tool create the artist-technologist? To what degree will the artist
develop a different cognitive style through studying computer science?

Time and Expressivity: how/why does this equation work in practice?

Developing an operating system, programming language or a sketching
environment for creative work is time consuming. For one creative person
this can be too much sacrifice for what the initial idea involved. For
another, programming is a mode of thinking and as art is essentially about
thinking it becomes the tool par excellence for artistic creativity.

Above, we talked about the strata of programming abstractions and how
each artist chooses his/her tool for expression with regards to what he/she
wants to do and how. For the sake of pseudo-science and from an urge to have
an equation in this chapter, an illustration of this problem might look like this:

time

Creative product =

expressivity of environment

That is, the more expressivity we have through the capabilities of the
environment, the more time it takes to make the creative work. This has
nothing to do with the aesthetic quality of the works, as that cannot be
defined by the technology used to produce them.



In order to understand the question of time management and
expressivity, i.e. the question of making the tool itself versus making
something using the tool, I decided to go beyond my own personal
experience of these things and ask a few colleagues who are already
practitioners — developers, programmers and artists all at once — about
their work patterns and attitudes towards time and expressivity. How do
creative people justify their spending time on building tools and not the
artwork itself? Why the fascination with code? How can this technology
represent our thinking? From the replies to the survey, we can detect a few
threads originating in the idea of code as creative material.

Coding as Self-Understanding
What I cannot create I do not understand — Richard Feynman

One of the participants in the survey quoted Feynman as above. This is
an illustrative idea that most of the participants seemed to subscribe to.
The desire to learn about one’s music or visual art through building the
tools is a common characteristic of all the practitioners. A crucial
distinction is whether one is building the tool for a personal or public use.
The latter seems to be time-consuming on an exponential scale.

Tools have such a strong impact on the artistic process that
I like to know mine well and there is no better way to know a
tool than to build your own. Paul Lansky once said that he
didn't really distinguish between building the tools and
making the artwork. I have a lot of sympathy for this idea. [AS]

Where this question becomes tricky for me is in relation to
developing tools for other users. On the surface this really is a
black hole. You end up spending a lot of time supporting other
users needs and this generally has little to do with your own
artistic practice. However, end users are really good at forcing
you to do the bug fixing, stability and performance
improvements that you would probably not do on your own,
but which you are really glad you did! [AS]

No Distinction of Building a Tool and a Artwork

Most actions require creativity unless one has incorporated some skills
for rote activities. A recent survey (Magnusson & Hurtado Mendieta, 2007)
showed that many musicians actually thought playing an acoustic
instrument was a cliché-prone activity as it was so practised and so
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inscribed in a cultural tradition. Building one’s own tool is a highly
creative activity that forces a self-awareness in the artist and which often
cannot be separated from the process of making the art.

In software art... It is impossible to dissociate the creation
from the process, to the point where using the words 'tool' or
'environment' becomes completely irrelevant. [AM]

Programming for music is a part of music-making, just as
ruling bar-lines on manuscript paper can also be a modest part
of music-making, all distinctions less important to my mind
than whether or not one is concentrated when working. [TH]

I rarely use a piece of software I've written for more than
one thing, so use and development are the same in most cases.
I'm not really even that bothered about the 'music' as I don’t
really see it as the primary goal or validating factor. [TB]

The Artwork as a Process

Software art fits well with the modernist tradition of seeing art as a process
rather than a finished piece as software is not written in stone. Software is
never finalised. Only the material constraints of older art forms reinforce our
habit to see art objects as completed works of art. These are constraints that
were introduced mainly with the Gutenberg press and the phonograph. Before
these media technologies, texts and music would normally change every time
someone wrote another copy of the text or played the song. Code as
immaterial, abundant, copy-able, omnifunctional and executable text is never
dead. Instead of concluded pieces of art 'frozen' in time, we have versions.

If the art is truly living in the process, then developing it
will not only change the guts but also influence the output as
they are the same and sole object. [AM]

Coding as a Conceptual Practice

Art can be highly formal, mathematical or scientific. Music is a good
example of an art form where practitioners have investigated formal and
mathematical relationships in harmony, melody, timbre and meter.
Programming as a means of formalising one’s thought, externalising them
and testing them in performance using a logical machine is therefore a
tempting method of working for many artists.



Programming problems can be an interesting thing to
pursue while musical problems (as defined by Schoenberg and
others) are being turned over in one's mind. Especially so as
programming problems thus encountered are usually simpler
than the accompanying musical problems. [TH]

For me art is not so much about expression, but more about
reasoning, so the process is maybe a different one. The
environment is not separate from the work, neither as a work
of art nor as a work of theoretical research. [JR]

Creating the Tool for Originality

The modernist demand of originality in our art is still with us and
many people consider the highest form of creativity to be artistic creativity
where the artist transforms the cultural space in which he or she works in
(Boden, 1990). For many, it is by necessity that they build their own tools,
as using other people’s tools might lead to less thought and original design
solutions to both aesthetic, formal and technological problems.

Inevitably tech issues intrude. But I guess you want to come up
against difficulties; else you're not pushing the boundaries? [NC]

Knowing that I'm using an obscure programming language
that very few are using makes me excited, as the language allows
me to think and compose in certain innovative ways. [AN]

Coding as an Artistic Practice

Many of the participants in the survey see coding as an artistic practice
in itself. In fact some of them see it as a performative act and 'live-code’ in
front of audience with their screens projected on the wall (Toplap, 2007;
Nilson, 2007). Coding is here seen as a way of externalising thoughts, in a
manner similar to sketching by drawing or model building. When
programming is seen as a performative action, a choreography of thought,
it ceases to be a means to an end and becomes an end in itself.

I see programming as a part of my creative practice, just
like playing the piano or studying books on composition. As
such I try to be as fluent at it as I can afford to be so that my
creative ideas can be realised as efficiently as possible. This is
not at all to say that programming is transparent to the creative
process — like any tool it has an impact on the work. [AB]
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Coding as Craft: An Inscribed Skill

Any search engine will show countless books and articles on the topic of
coding as craft; a skill that has to be mastered through time with lots of
practice. The programmer learns to think in the language that he or she
works in and formulate the problems in the terms of that language, often
conceptualising the world through the means of programmatic paradigms.
But coding is not only a craft: it is a performance as well, as the case of live-
coding exemplifies. Live-coding requires that the practitioners are good at
their trade, which involves fast thinking, fast typing, practised algorithms
and good knowledge of the material (programming environment) they are
working with. (Nilson, 2007; Sorensen & Brown, 2007).

I find my expressiveness is limited by the 'gestures' my
environment can support. I prefer to be able to express things
in my library very tersely, so I see working and thinking about
changes to the performance environment as relevant part of
my time spent. Much as an instrumental performer must
spend time learning new techniques, the live-coder must take
time to extend their library of musical gestures. [GC]

A virtuoso computer musician needs to be a decent
programmer... [AB]

More Fun Building the Tool Than the Work

The concept of art is famously narrow and defined by cultural practices.
Most of the participants of the survey were not concerned with 'art’ as an
isolated cultural phenomenon and saw creativity as a ubiquitous human
behaviour. For some there was not only the absence of distinction between the
tool and the work, but building the tool itself was more important... and fun:

Building sequencers rather than sequences seemed to be
more fun. [1Z]

For me, the software itself is what I'm focusing on and what I
like to present as my work. I sometimes perform with it and have
released some recordings of the tool in practice but those almost
have the status of a 'demo’. I find that some people don’t
understand this attitude, but that’s not really my problem. [AN]

However, some wanted to draw a distinction between making the tool
and the work that could be made with the tool. In fact this seemed to be
related to the level of coding in which the artist is working. For example in



PD one could write an external (an object encapsulating more complex and
lower level code) or in SuperCollider one would write a Unit Generator. This
is a stratum down from patching in PD or coding in sc-lang (the native
programming language of SuperCollider) as it involves more debugging and,
most annoyingly, having to compile the code before putting it to use.

I think it is what it is. If you develop a UGen, you develop a UGen; you
shouldn't kid yourself that you're making music, though you might be making
an essential technological component. But things blur again, for example, in
testing the UGen, which is suddenly so very exciting, musically... [AN]

The Danger of Spending Time on the System not the Art

Most participants acknowledged in some way the danger of forgetting
oneself in building the ultimate creative system and never have time to
use it for creative work.

Creating your own ultimate dream system to make art is a
dangerous game as most of the time the focus is attracted by
the building of the environment itself, developing it, updating
it, documenting it and never ending adding features to it. It
can become so important that the art produced with it becomes
a minor manifestation or demonstration of the system. [AM]

Sometimes I rehearse every week, but this is perhaps for 3
hours, vs. 30 hours working on the environment. [RB]

This distinction however is rather superficial as there is as much creative
thought put into the design of an environment as the design of a musical
piece for example. People have started seeing the building of tools as an
artistic endeavour and Linus Torvalds getting first prize in Ars Electronica
2003 for the kernel of his Linux operating system is good proof of this.

It is not easy to give an artistic statement about an
operating system, because while an operating system can be a
work of art (I certainly feel that there is an artistic component
to programming), it's not in itself very artful... In more
‘artistic' terms, you might consider the operating system to be
the collection of pigments and colours used to create a
painting: they are not the painting itself, but they are obviously
a rather important ingredient — and a lot of the great painters
spent a large portion of their time on making the paint, often
by hand, in order to get their paintings to look just right.
(Torvalds, 2003)
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Coding Takes Time (2] ‘
http://www.signwave.co.uk

Most of the participants seemed to have a stoic attitude towards the

time they put into their work. They see this as the nature of art itself; in

order to make good art, you have to work a lot whether that is through

reading, preparing materials, learning, exercising or talking to people.

Programming and learning the skill is no different than learning how to

play an acoustic instrument or train the hand in freehand drawing.

Well T am still using up the mileage to be gained by
convincing yourself that all the time you spend screwing around
with open source software trying to get it to work makes you
learn things you wouldn't have learnt otherwise. [MYK]

When preparing for a piece, there is always a trade off
between what is possible within the environment, what do I
need to add, and what am I able to implement (and debug!)
before showtime. [MB]

In a way, the 24h to the day limit seems like an
inconvenient constraint; but the again it is good preparation
for the limited lifetime constraint we all face at some point,
and trying to spend that time well. [ADC]

Programming as Meta-Art

Creating something that creates something else is on the meta-
dimension. Many software artists, such as Adrian Ward, see themselves as
creating meta-art, i.e. art that is used by artists to create more art.” It
varies how the programmers see their role, from being participant in the
creation of the end object (as Ward claims) to rejecting all co-authorship
and clearly separating the software as meta-art and the product that it
creates when an artist uses it.

As I see it, if I create a tool that is used by artists in their
work, I have created something that is of value to them as a
product. I see this as an object of art and the artists using my
tool not only as users but also as aesthetic 'actors' or
'perceptors’ for lack of better words. (Basically for what
'listener" is to music, 'viewer"' to film, we need a word for the
person that engages with software art). [AN]



(3] What I Cannot Take Apart, | Don’t Own

http://makezine.com/04/
ownyourown/

Much commercial music software sets up the whole structure of the
music by default and the process of composing is more a question of
removing presets than composing from an empty plate. Many people find
that what they cannot take apart and understand the bits of, they cannot
claim is their own creation. This idea can be found in circles of people
working with hardware just as software.”” But the question is not only
that of understanding, but also of archiving as commercial formats are
often closed. An artist that produces work in a closed source format or
software might not be able to revisit that work in the future.

I feel I need to understand the technological foundations of my
music, what cogs and wheels I am using to implement my ideas and
how they in turn change through using the tool. Therefore open
source software is important to me, if not I'd be stuck in a situation
where I feel I am a mere consumer of the software and not an active
participant. Of course, this has to be taken with a grain of salt, as
there is obviously code 'all the way down' and I'm not interested in
looking at machine code or processor design. [AN]

Oh, Where has the Body Gone?

The problem of embodied skill, the trained musical/artistic body, is
something that is ingrained in the question of coding as artistic practice. This
feature of the man-machine relationship has been dealt with in recent survey
(Magnusson & Hurtado-Mendieta, 2007) but it is something that comes up
repeatedly when talking about the digital arts. For live-coders, the haptic
interface of the computer (such as mouse and keyboard) might just be an
unnecessary interruption between the thought and the implemented algorithm
(hopefully to be solved soon), but for other artists, the body is an integral part
of the creative process. The pre-linguistic or unconscious mind might be better
expressed through bodily movements than as linguistic thoughts after all.

Also sometimes I find it quite cumbersome to have to
program everything, rather than being able to just play, like I
can on a piano or an analogue synthesizer; i.e. instruments
that have behaviour in themselves. [MB]

The Question of Strata and Location
As seen from the preceding chapter, programming is a craft, an inscribed

skill that involves complex relationships of an environment and its logic
expressed in a programming language; the programmer and his/her



244 Expression and Time:
- - - the question of strata and time management in
creative practices using technology

integration of the environment’s logic; the programmer and his/her
embodied relationship to the hardware used; and various other threads that
connect the finer elements of the human-machine network. The question for
the artists is where to locate themselves in the strata of expression through
code. Where in the machine building process do they want to work?

Here it can be useful to think of software as strata: as concrete layers or
sedimentations of varied abstractions. Assembler is an abstracted machine
language; Java compiles into a virtual machine that is machine language;
SuperCollider is a language written in C++ that is a level above assembler,
etc. These are all strata that function on their independent level, but allow
for modifications across the spectrum (or belts of abstraction) if we are
working in open source.

The strata are extremely mobile. One stratum is always
capable of serving as the substratum of another, or of colliding
with another, independently of any evolutionary order. Above
all, between two strata or between to stratic divisions, there are
interstratic phenomena: transcodings and passages between
milieus, intermixings. Rhythms pertain to these interstratic
movements, which are also acts of stratification. Stratification
is like the creation of the world from chaos, a continual,
renewed creation. (Deleuze & Guattari, 1987. p. 502.)

If we look at software as the phenomena that Deleuze and Guattari
describe, it becomes fundamentally wrong to sacrifice your freedom of
thought and action to a closed source environment, and we will see why
in the third section of this chapter.

We have already seen from the threads above, how some people enjoy
the building of a tool even more than performing or composing with the
tool itself. The focus ranges from working on operating systems, the
source of an expressive language (like creating the source code of
SuperCollider, PD or Processing) or working with code as expressive means
and try to shy away from computer engineering tasks. Each programming
language has its own characteristics and for some it might be better to work in
a high level language like Lingo or ActionScript where others click with
Processing or SuperCollidier. For yet others, thinking in a graphical
programming language like PD is easier and more intuitive, and switching to
writing objects for it (at a lower level) is only done by necessity. An important
question here is that of the economy of time vs. expression. Many people are
ready to invest more time in the building of their expressive environments to
acquire in return personal, unique and aflexible methods of production.



[4]

Here we should read
HCl as literally as
possible, i.e. not as
a field concerned
with how a button
should look or
function, but as a
field that should
study the more
philosophical
questions related to
what it means to be a
human that deals with
a symbolic machine
created by the human
itself implanted with
its creator’s
symbolic logic

[5]

Amazingly little has
been written about
the way commercial
software companies
effectively run a new
type of Western
imperialism with
their way of
representing thought
and activities
through their
interaction and
interface design.

(but see Sardar, 2000)

However, this is not the whole story. Choosing to work
with PD rather than Max/MSP or Processing rather than Flash
or Director is also a political decision. It relates to the freedom
of individual expression; who is in power; relations to the
capitalistic market; the question of open formats for future
archiving; and a clear awareness of what it means to be a user
of software.

Ideologies in Software Environments

An extensive cultural critique of software as expression is yet
to be written although Matthew Fuller (Fuller, 2008) and a few
others have done excellent job in trying to create the discipline
of software criticism in the way such discipline exists for
literature, film and music. The history of Human Computer
Interaction (HCI) has gone through various phases and a few of
them are relevant here." The initial and naive way we saw the
functionality of software was that of a neutral symbolic parser
that would take data input, perform some logical calculations
and then output some other data. The basic assumption here is
that the mind and its processes are independent from any
material manifestation or embodiment. Actions are seen as
logical, pre-planned and well definable in the context of the task

to be performed. There is a separation of the internal world of the subject
from the external world of objects. The agent is always a rational agent that
moves in a world of logical laws. All representation of the world or
understanding of it can be expressed in logical formulas of which the
computer is the machine par excellence. The early Wittgenstein would be a
good example of this way of construing the world.

But as the later Wittgenstein discovered, this world-view is a simplistic
portrayal of the human situation and forgets about the embodied nature of
our thinking and perceiving our environment. The fields of hermeneutics
and phenomenology bring us a clearer understanding of what it means to
be a human in the world and interpret the signals around us. Nothing is
neutral any longer. As designing a programming language or a tool
necessarily involves taxonomic design, it becomes an ontological
endeavour. This is a question of transformation: how an individual system
designer interprets the world and represents it in a cultural computational
engine that is necessarily political as well as aesthetic.”' For an artist, the
idea that someone has looked at the world and categorised it into sections
that are represented in the functional aspects of a software can be simply
uncanny. To what kind of ideology am I subscribing when I use this
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particular operating system, this software or this interface? These are
complex questions with no clear-cut black-and-white answers, but they
are questions that many people deal with albeit in an indirect manner
when they choose their tools.

We now understand some of the political implications of software design
(Bodker, 1991); i.e. how software design largely influences and structures the
work patterns of information workers sitting in their offices all over the
world. This has resulted in solutions such as 'participatory design' where the
software designers collaborate with the people that will use the software in
its design. However, these studies are mainly concerned with people
working with productive tools such as spreadsheets or text editors or
recreational software such as games. One thing is to create a survey as a
software designer that focuses on office work-patterns or the logic of a
gameplay, but another (and theoretically impossible) is to try to build a
model of how artists want to work, what they want to express and by what
means. This is precisely the area where artistic open source software situates
itself, allowing users to define their own agendas and aesthetic values by
resisting a closure in the design of the software environment.

Conclusion: Creators vs. Consumers of Expressive Tools

The FLOSS tools mentioned above are practically all commentaries of
the question of software consumption. As they are open source, they
invite the artist-technologist to modify and transform the tool by
collaborating in its design either privately or as part of the culture around
the tool. The idea of collaborative artist-made operating systems,
programming languages/frameworks and creative tools makes sense. They
are the people that know and understand how and what is required in the
process of making computational art. They are the people whose work
involves the reinterpretation of the social ontology of our culture through
re-categorisation. The situation where artists are forced to buy closed
source software and thus constantly being pushed into ergonomic patterns
or conceptual boxes by the companies that made them is now over. The
'software consumers' of the commercial world become 'software co-
designers' in the FLOSS world — users who have the freedom to choose the
form of their expression and the manner they express it.
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Notes

This text draws on a survey polling artist-technologists exploring the
time/creativity question and interpret their answers into 13 traces of thinking
about tool use. We look at the question of strata in production environments and
the question of finding a platform where the focus is on the enabling of general
production (the time factor) with as minimum limitations as possible. Finally, we
discuss the status of open source artist-created software environments as meta-—
art, i.e. expressive platforms that necessarily embody aesthetic ideas and
purpose.
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On free software art,
design, communities and
committees

| ree software has more to offer artists than cheap tools. It brings
| with it powerful new production methods and vibrant
— | communities, which challenge artists to change the ways
_| things of all kinds are made. However, there are limits to this
approach which need to be acknowledged. These limits
highlight a difference between the development of software and art, and
also help clarify the difference between software art — code written for
artistic purposes, and artistic software — code written to create an
environment for making art in.
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Software is People

The value in a piece of software is the group of people who are
involved in it's design, construction, documentation and use. Good
software forms a shared goal, and a shared way of working and
communicating, so the community is of great importance to both those
using, and constructing a piece of software.



(1]

Development on
SpiralModular, a
software synthesiser,
ceased, contributing
to the initiative for
Oom/Ingen which was
started on a new
codebase,
http://www.pawfal.org/
Software/SsM/,
http://wiki.drobilla.
net/Ingen

[2]

Things You Should
Never Do, Part I,

Joel Spolsky
http://www.
joelonsoftware.com/
articles/fog0000000069.
html

Software with a good community surrounding it is more
useful than software which is engineered well, but lacks a
community. Engineering alone is not enough to get most
people's attention or continued interest, and doesn't guarantee

people investing time learning and using it.

It's a mistake to separate the executable product from it's

community when discussing software. The community dictates

the future of a piece of software.

(with-primitive (build-1li
(pdata-index-map!
(lambda (n p)

(let ((n (* n

(vector )(cos n) 0)))

(pdata-index-map!
(lambda (n w)
(* 0.3 (sin (cos

"Wy

Software isn't Source Code

Source code represents a fixed point in time in a continuing succession
of decisions which form the process of software development. Finished
software is software which is not used any more.

The loss of the community surrounding some software can be more
drastic than the loss of it's source code, since new people taking up the

initiative will have to learn why decisions were taken in the design of the
software. The source code can only tell you with certainty ‘what’
decisions were taken. The ‘why’ is generally found in comments and
version control commit notes — but there is no compiler or interpreter to
enforce the provision of this information, and it is generally inadequate to
form a good understanding. The usual result of the loss of a group
surrounding a piece of software, is starting again, which means rewriting,
and retreading old ground — remaking the decisions."" In a commercial
setting this is usually a very bad idea.”

One kind of free software is worth special mention, when source code
is released which is not considered to be in the process of open
development. Such projects are usually developed in a closed form, and
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[3]
See Blender

are released when they have been completed, or when other

development has come to a halt. Such ‘single release’ projects http://wnw.blender.org/
and The Mozilla

are a weaker form of free software, but are still very important  ,,cjece

as they can be learned from, experimented with, or, in some http://www.mozilla.org/

cases, picked up by new communities and turned into full open 141

source developments.™

(with-primitive (build-ling
(pdata-index-map!
(lambda (n p)

(let ((n (* n @

)
(vector (sWg (cos n) 0)))

(pdata-index-map!
(lambda (n w)
(* 0.1 (sin n)))

W)

Three Classes of Software

Some examples are
Supercollider
http://www.audiosynth.
com/, GIMP
http://www.gimp.org/,
Fluxus
http://www.pawfal.org/
fluxus/, Maya
http://www.autodesk.
com/maya

[5]

Some examples are
Pure Data
http://crca.ucsd.edu/
~msp/software.html,
MAX/MSP
http://www.cycling74.
com/, Houdini
http://www.sidefx.com/

We can break down software development into three broad categories
based on the intent, or the nature of the goals it is designed to fulfil. These
categories are gross simplifications, as most software is comprised of a

blend of these types.

1. Classical ‘tool’ — Simple goals

The conventional idea of a piece of software is that of a tool for

achieving some clear goal. This is not a matter of software complexity —

there may be many different competing goals, and a very complex

implementation required. However, with this type of software, the goals
are clear, even if there are many of them. Examples of classical tools range

from the ‘Is’ command to a web server.

2. An environment for working in — Complex goals

When the nature of the goal is more complicated, and involves more
human issues — software often ends up providing functionality through an
environment. This is usually a text or graphical user interface. In software
designed for artistic use, programs often have to go one step further,
enriching their environment with a scripting interpreter' or a visual
programming language®. These are needed because artistic goals are



[6]

RunMe software art
repository
http://www.runme.org

[7]
Ben Fry & Casey Reas,
Processing: A

Programming Handbook
for Visual Designers
and Artists, MIT,

[8]
TOPLAP
http://www.toplap.org

[91]

Frederick P. Brooks,
The Mythical Man-—
Month: Essays on
Software Engineering

2007.

much harder to predict, and the solutions need more flexibility
to be useful in the long term.

3. Artistic - Ambiguous goals

A lot of software is written in a situation where goals are
difficult to define in any way. Someone may write a program
to exercise the use of a new language or try out something
new. The goals for game play code in computer games and
software written to produce generative art are very difficult to
pin down. Software art is strongly ambiguous, as it comprises
programs which are written to express something by merely
existing, it's not even required that they run, or do anything at
all. Sometimes software is the only way to express

something. At other times the writing of software is an artistic process of
exploration, such as sketching code! or livecoding.™

Design by Committee

A recognised problem with software development is that it is difficult
to scale. Brookes Law states that ‘adding manpower to a software project
that is behind schedule will delay it further’.” With added people, there is
a danger of losing the direction made possible by one or a small number of
dedicated people with a clear vision. Successful software projects are often
those which are headed by individuals with a very clear philosophy, such
an individual is often termed the ‘benevolent dictator’ (Linus Torvalds
being the obvious example).

(with-primitive (build-1ingllb
(pdata-index-map!

"))

o)
(pdata-ind
(lambda (n w)

ex-map!

1);(* 0.
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In the case of software containing plenty of ambiguity, too
many people can prevent any clear direction. Democratisation
or diluting the design process with too many voices is regarded
with suspicion by games designers such as Peter Molyneux."”

Applying Free Software Production to Art Making

As goals become more ambiguous, the advantages of open
source become more difficult to realise. The free software
movement has had tremendous success when the goals are clear
and easy to convey, communities can be very large and still work
together effectively. When goals become less clear, free software
development still works with a clear leading philosophy (usually
an individual, or a very small group), but can become more
problematic. When decisions become based on personal
philosophy rather than technical reasons there is more chance for
conflict.

(with-primitive (build-lin
(pdata-index-map!

. (cos n) 0)))
(pdata-index-map!
(lambda (n w)
(* 0.1 (sin n)))

"w"))

[10]

Molyneux Talks Fable
I'l, Design Gold
http://www.gamasutra.
com/php-bin/news_
index.php?story=10071

[l

Examples are

Irrlicht
http://irrlicht.sourc
eforge.net/, PyGame
http://www.pygame.org
,SDL
http://www.libsdl.org
,Allegro
http://www.talula.
demon.co.uk/allegro/,
Crystal Space
http://www.
crystalspace3d.org,
Ogre
http://www.ogre3d.org

[12]

Some examples are ID
Software's Doom
ftp://ftp.idsoftware.
com/idstuff/source/
doomsrc.zip, 1D
Software's Quake
http://www.idsoftware
.com/business/
techdownloads/ and
Micropolis
http://www.donhopkins
.com/home/micropolis/

This may explain why there are plenty of quality free software game
engines"’, where the goals are easy to communicate, but challenging to
implement. While, on the other hand, there is a noticeable lack of free
software which exhibits game play which breaks new ground. Many
computer games available as ‘single release’ free software, and are not

developed by the free software community.'"”

With software art, the single open release model makes most sense.
There is much more need to limit development to a few people with a

clear understanding of each other, or an individual maker. This is
especially true if the intent can only be clearly expressed by the finished
article or, much more commonly, if the intent becomes apparent only via
the making of the artwork.



When making art in the sphere of a community (software, or any art
form), the most important thing is to take an active role in the community,
helping to disseminate knowledge. Releasing your work as free software is a
good way to achieve this, giving other people a chance to learn from what
you have done — you will benefit indirectly from their increased knowledge,
rather than changes they make to your finished project.

Ending Thoughts

As the goals and intent of a piece of software increases in complexity
and ambiguity, the philosophy of the problem space becomes harder to
communicate, meaning that larger groups cause problems. When we start
to use software to convey some deeper expressions, or the notion of what
is fun, an individual perspective is required and the benefits of open
sourcing development, or groups in general are less important.

(clear)
(backfacecull 8)
(with-primitive (b
(pdata-index-f
(lambda

The power of free software is in the vibrancy and strength of it's
communities, and allowing new ways of thinking and solving problems to be
developed and nurtured. This is an excellent place to be making artwork of any
form today, but the realm of free software is politically highly charged, pressure
can be put on people, including software artists, to embrace open source
methods to the last letter. It needs to be recognised that the development of
software for artistic practice has different needs and problems to the more
widely understood problem of developing software to achieve goals.

As most software contains many different parts which have different
levels of this kind of ambiguity, more exploration of this more fragile,
personal side of writing code is needed.



T The Piksel Big Bang

. (1
__| he Festival http://www.piksel.no/

| piksel06/about.html

| Piksel™ is an infernational meeting of artists and (2]
_l developers of free software!” and independent art, It~ "tP:/ /v piksel.no/
piksel04/software.
was born from the collaboration of an artist and a htm1
programmer, Gisle Froysland and Carlo Prelz, during the (3]

development of MoB™, a real-time video-processing application, ~ "ttP://moe-oek.no

The idea became an annual appointment peculiar in shape and
content. Its fulcrum is openness, freeness, circulation of knowledge and tools.

The festival, which lasts almost a week and attracts characters from
Europe, Japan, Canada, Brazil and elsewhere, features days of workshops,
coding nights, and performances. While during the rest of the year
communication is generally mediated through the net, in Bergen
interaction is analogue and warm and relations are strengthened.

Piksel is a community imagining possibilities and proposing
methodologies of development of free software for artistic communication.
Discussion happens through mailing lists, access to which is open and the
archive of which is indexed and accessible online. It is not a closed elite.
Discussion is open, threads are considered public domain. Participation in
the festival is through invitation or application.

Piksel is a Hybrid

This phenomenon bridges between hacker meetings and art festivals. It
combines the genuine spirit of exchange, typical of hacker and free
software communities, and the critical reflection typical of art practice and
creative languages.

This event was created with the intention and the will to collaborate,
trusting, on the enthusiastic initial wave, that differences could be
integrated, uniting diverse personalities, temperaments and visions under
the flag of liberty, circulation of knowledge and information. As if the
sense of belonging to a unique community could glue the efforts towards
the development of common platforms by chaining different available
softwares together. This attempt gave birth to Livido, a framework for
sharing video effects between different applications, frei0r, similar but



[4]

Livido,
http://www.piksel.no/
pwiki/LiViDO freilr,
http://www.piksel.org/
freilr Videojack,
http://www.piksel.no/
pwiki/VideoJack

[5]

Paul Graham, 'Hackers
and Painters', 2003,
http://www.paulgraham.
com/hp.html

[6]

see NO FUN!,
http://www.piksel.no/
piksel05/expo.htm
DAMAGED GOODS,
http://www.piksel.no/
piksel06/exhibition.
htm1

and FUN HOUSE,
http://www.piksel.no/
piksel07/exhibition.
htm1

optimized for real-time processing, and Videojack, a utility for
piping videos through different applications."” FreiOr was the
most successful, while Videojack and Livido are still floating in
the amniotic limbo of alpha versions.

Yet, the chaotic and anarchist nature of free software which is
based on personal inspirations and spontaneous energies,
rendered coordination more complicated. The discussion on best
structure and development strategy became an infinite process.

Free software is a multiform phenomenon, complex to
describe. You can approach it from a political, technical, ethical
or economical point of view, and also from a didactic
perspective. Within this context, we'll talk about the artisan
side, getting your hands dirty, hacking through sleepless nights.

During the creative process both hackers and artists tend to

invent techniques to master the environment they are in, with the
obsessive tension to realise their purpose, object or manufacture. Breaking
conventions, new models are created, unusual and experimental methods
and media invented to cover any route and achieve the desired result.

Paul Graham, American hacker, describes the relationship between art
and hacking:

What hackers and painters have in common is that they're
both makers. Along with composers, architects, and writers,
what hackers and painters are trying to do is make good
things. They're not doing research per se, though if in the
course of trying to make good things they discover some new
technique, so much the better."”

Exhibition and Performances

Going back to Piksel, the mingling of art and hacking, a new integral
feature of the event is the exhibition, introduced a few years ago. The 2005
show, entitled NO FUN, was dedicated to games. In 2006 the exhibition
was named DAMAGED GOODS, and focused on open hardware. The
2007 edition was called FUN HOUSE."

If in NO FUN the critics of the game-as-a-media were pushed to its
limits, because of the use of free software and 3D technologies,
DAMAGED GOODS opened the doors to hacked hardware and tangible



objects, while FUN HOUSE moved further away from screen-
based works and has more focus on sound and interaction. For
example the work Waves by Daniel Palacios Jimenez uses a
piece of rope to make a 3D representation of a group of waves
floating in the space.” The rope, activated by the presence of
the spectator, with no need of interface manipulation, starts
moving, creating beautiful graphics and brutal, visceral sound.
In this iconic work the sound and image are consequences of
the same force.

Besides the exhibition, a varied program of audiovisual
performances, original and experimental, accompanies the
festival's nights. These performances are in general audiovisual
interactions based on home-made software, synesthesia and
the visualisation capabilities of machines. The visual part is
often abstract, sound can be noise...

The technique can be a relevant part of the show, data
(information) is often used as raw material, while code
becomes actuator and generator of the signal that triggers the
aesthetic experience. 'Pattern Cascade' by Dave Griffiths, for
example, is a sort of acid-techno machine, a live coding of
processes modifying and destroying one another in 256 bytes of
memory.” These processes and the machine's memory were
visualized and projected during the performance.

Between Art and Code

[7]
http://www.waves.
stopantplay.com/

(8]
http://www.pawfal.org/
patterncascade,
Performed during
Piksel06.

[91

Freej,
http://freej.org
Effectiv,
http://effectv.
sourceforge.net Veejay,
http://veejay.dyne.
org

(101
Denis Rojo

(1

Fukuchi Kentaro

[12]
Niels Elburg

(131
Tom Schouten

[14]
Yves Degoyon

[15]
Artem Baguinski

(el
http://xxxxx.1010.co.
uk

[17]
http://makeart.gotol0.
org

I interviewed Gisle Froysland, main organizer of the event, via IRC.
Attempting to propose a probably forefront 'van' writing style, I decided to
challenge the rules of canonical journalism by maintaining the text in its
original chat form, tuned to the net world. To those readers who will find
this paragraph hard or indigestible, I suggest reading between the lines

and appreciating the traces of instantaneous simultaneity, and
spontaneity, this text is offers.

The following dialogue, here reported almost in its integral form, took

place between Italy, Holland and Norway in October 2006, in the
temporary chat room #sufloss (irc.freenode.net).

Assuming the role of xname, I opened a channel from Chequepoint, an
active anarchist squat in the centre of Amsterdam. Gisle Froysland,
connected from BEK, in Bergen, and Silvano Galliani, free software



developer, known as kysucix, briefly online from Cimiano, a suburb of Milan,
are collectively reflecting on the meaning of art and code, and their mingling.
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<@xname>
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<gisle>

<gisle>

yo!

hola

sorry

for being late,

i just had an house meeting

that's ok

I'm getting a new kernel
[n=kysucix@213-140-22-74.fastres.net] has joined #sufloss
hola kysucix

hola kysucix!

hola! :D

:)

kysu

can you save the log

of this chat?

my connection is crappy

ok

ok, fire away..

so, gisle,

how did the piksel start?

i know its root is actually mob, the software, right?
just remember |'m a very slow typer :)
have to think..;)

specially when
haha

no problems type as you like

yep, it all started with MoB

back in 2002

after the first prototype we wanted to do a workshop

and also | wanted to invite other developers, not just artists..
back then there was only freej, effectv[and veejay with similar
stuff, | think[9]

so, | contacted first Jaromil[10], cause | was following the
freej list/project

and he pointed me to Kentaro[11], Niels [12] and others

but | also wanted to have pd people involved so i contacted Tom
[13] and Yves[14] too...

yep, the first idea was to focus on development and join our
efforts

but also to have input from artists

very interesting

yep, the first phase was very enthusiastic

do you know of any other meeting that has this characteristic?
eh, not at the time, no..

we started the piksel 1ist, and there was a_huge_ flurry of

ideas going around
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<gisle>

The Piksel Big Bang

Tike, for example..?

main focus was interoperability

how to combine/expand the different applications

this was the main focus of piksel in 2003

when Livido was born ;)

god bless livido

so you first created the list

and then arranged the festival/meeting ?

yep, we had the list for almost a year before the first workshop
another important guy back then was Artem[15]

very active on the Tist

so you created a 'community' ?

sure, piksel is also very much a community :)

)

a very loose one ;)

how did arrange the funding and the practical stuff to start..
we used the normal BEK channels — mainly applied for funding
from the Arts Council in Norway

and through PNEK - the production network for electronic arts
PNEK also funded MoB in the beginning

actually the only way to get funding for development..

was through PNEK

ok

and

now PNEK is reorganizing, and no more money : (

how do you see piksel evolving through 4 editions ?
how did it changed? how do you see it now ?

and the community, how did it change..

well, we keep a community 'base' through the original
developers

some of which have participated in all editions

but also expand with more people coming and going through the
artistic program

the main community channel is still the mailing list

we have in a way moved more in the direction of festival

with a larger focus on the artistic program

this is also a result of the development focus not going
anywhere : (

so, from the focus on development, with the artist as a user
and creator

to the artist as a sort of scientist.. or what?

yes, the scientist approach is interesting

specially piksel06 is moving in that direction, with xxxxx[16]
collaboration

and more

why do you say that the focus on development did not lead
anywhere?

well, that's a bit pessimistic maybe, since a lot has been done
like FreiOr, Livido, vjack and so on..

but there's not much momentum behind it

and the original collaborative spirit went away

fast

ah! why? what do you mean?

I'm not sure, but | guess developers are even more stubborn and

hardheaded than artists are ;)
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<gisle>

well, free software development is a really complex phenomenon
yes, that's what we discovered during the Tst piksel

and yes, to be a free software developer 'in my humble opinion’
you *must* be a difficult person ;)

that gives you the will to go ahead :)

also there's things like the pd world vs. the other applications
competition, you mean?

or just parallel worlds?

lots of different approaches - parallel worlds

who knows whether they will ever meet

and no-one have the time/energy to care about the whole system
competition is a good thing

it depends

competition is good if we all share the same goal

and use the competition to reach it

so do you think at a certain point the goals where not anymore a
common shared field?

yes, it kind of drifted in different directions

which directions?

some want fast results (like me) and some want everything to be
discussed in all details

the work done defined directions

like freiOr as a fast result focused on simplicity

kind of proof of concept

and Livido trying to cover all needs, but ends as different forks
also videojack seemed to me first as an easy task

but that shows how naive | am ;)

is the piksel art all floss?

yes and no

ideologically it's all floss, and that's the condition in the
call for participation

but this year we expanded to hardware as well

and wanted to keep a broad interpretation of the term 'open
hardware'

Tike hackable hardware, for example..

jepp, all the crazy stuff you can do with a soldering iron

do you think floss is important in art? why?

yes, | think floss is very important in digital art

free art needs floss

in the digital domain

too many artists have no clue about the premises for doing what
they do

they are dictate by M$ and Apple

and the rest of the industry

a liberation that starts from art?

art as an example ?

no a liberation of society _including_ the arts

you have to be able to change the code if you care to
also all the so called 'tools' for artists are made for
commercial design

and the 'art' looks according to it

so it is better for art to be autonomous ..

sure, up until now almost all digital art has been crap
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The Piksel Big Bang

the whole 'multimedia' thing..

is influenced by the market...

absolutely!

what are the main results from the pasts festivals?
main results? | don't know..

it's more a development of consciousness

interesting

I think also we have paved the way for others

which | Tike very much

to pioneer

we are gaining interest by lots of people around the world
and some of them are doing similar things

which is good!

is there any festival inspired by the piksel?

yes, just been one in lubljana - by Andraz and others..;)
called?

moment, have to check

k

HAIP 06 - http://www.kiberpipa.org/~haip06/

thanks

and makeart[17], XxXxx

is xxxxx inspired by piksel?

yes, xxxxx and crash started after piksel and with many of the
same people

plus we are planning more collaborations xxxxx/makeart
why did you decide to introduce the piksel exhibition?
well, | found out it's much easier to make art happen in a
short time than code ;)

we needed a stronger focus on the artistic bit, and an
exhibition works well as a 'window to the outside world'
we had a problem of nerdiness

not getting through to the local public

it's still there, but the exhibition helps...

and what about music,

what about it?

the focus from video processing is more and more including audio
isn't it?

yep

we needed some fresh blood ;)

repeating ourselves too much, so | decided to loosen up a bit
and also invite some artists directly based on quality

sorry i have bad connection

ok

but isn't this a risk in maintaining a certain identity?

it's important to have a high quality artistic program with a
non-compromising attitude

:D

wise

I think that's the vibe of piksel

gisle

it is friday night

i want to ask you a last question

k

what is the future of piksel?

or, how do you imagine it?

by the way, friday is tomorrow ;)
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<gisle>

yes,
yes
not s
to th

the future..

ure, it's a bit early

ink about next year

to imagine?

well,
in pa
but s

yes,
but |
ubiqu
multi

ipP

| 1ike the compact form this year with things happening

rallel

ome things got a bit lost

we have to think more about how to do things like that

like it as a direction
itas?

—presence?

more theoretic/practical/philosofic/scientific aspects

code
they
eheh
sure,
ahaha
ok

so th

we'll

and art in closer relations

might kill each other

the big piksel bang ;)

e future is a big explosion

see, next week | might have totally different views

in the online magazine DIGIMAG, http://digicult.it/,
December 2006.
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what are perhaps the most important characteristics of the

free software phenomenon: its dynamics of production, its rules for the
circulation of products and the behavioural changes towards the

medium brought about by the philosophy of its usage.™ It is different

from the proprietary model not just in the nature of its materiality, but,

first of all, in terms of the social relations into which it is inserted.
Therefore, from this point of view, we understand that it is not correct
simply to say that free software is better than proprietary software, but

that it is of another order, which is fairer and qualitatively better than

the proprietary one. According to De Ugarte, the free software

movement is the basis of the first ever large-scale structure based on free
property in distributed networks.”

While the proprietary model is based on competition and holding
back information, the free one is mainly motivated by collaboration
and generosity. At any of the levels of interaction, multidimensional
developer/user relationships are established which constitute an
alternative to the unilateral producer/consumer or provider/client
relationships. As a result, the ensuing product is also a process. This
process can be defined as a cumulative feedback cycle which makes the
network think and is based on the sharing of information as the
driving force behind technological innovation and the production of
cultural goods.



It is worth observing that the coexistence of the process and product
variables as the result of a continuous flow of occurrences cannot be
understood within the traditional Western logic, that of Aristotle, which is
based on the binary values of affirmations. According to this logic, the
result of a development process would be just a product, and not the
process itself. As for fuzzy logic, it supports modes of reasoning which are
approximate, rather than exact, with which we are naturally used to
working. Many human experiences cannot be classified simply as true or
false, yes or no, black or white. This is also how Estadio Livre works.

The Esttdio Livre (Free Studio) project is a collaborative environment for
research, development, experimentation and production in free media based
on the perspective that one of the biggest innovations of the digital world is to
be found in the structure of division of labour which takes place in an open
network and of which free software is the best example. The methodology
proposed illustrates the breaking down of barriers between producer and
consumer as an example of collective intelligence as well as of changes in
aesthetic, economic and social paradigms in contemporary society.

The Community — Developers: Art and Science

The use of licenses which allow the sharing and re-use of codes is
potentially a huge trump card for the sustainability of an interdisciplinary
community like Estadio Livre, which combines art and science.
Stimulating this model of production encourages a space in which science
can operate more innovatively and art can become more involved in
improving its techniques.

One of the big problems with the dehumanisation of technologies is the
failure to question the mechanisms of repetition built into the interfaces of
industrial software. In most cases, artists see the computer as a closed box
which ends up dictating aesthetic paths linked to standard interfaces. Thus
the cultural producer is tied to a blind dependency on new products and
formats launched by the industry.

In the case of free software, production follows a rhythm of requests
and mutual collaboration in which the developers receive immediate
feedback from the artists, who thereby gain more advanced knowledge
about the development of their tools since they are no longer trapped
within the cycle of industrial secrets. This encourages the deepening of
knowledge for the shaping of a personal way of using technology, and the
potential for customising the production processes grows, bringing with it
also a greater interest in science and the methods which make this possible.



As for scientists, in this environment they find an enormous 3! )
L. Lessig, Cultura

incentive for creativity. Breaking down the distances between Livre (Free
scientific technique and the artist, this environment brings the 5505 =" "™
awareness that producing a code or designing an interface or

machine can be a technique loaded with communicative intention — as

playful as making brush strokes on a canvas or strumming a guitar. A

much less technocentric vision of scientific work is stimulated, bringing

back the figure of the inventor and adding poetry to the mix.

The Community — Artists and Cultural Producers: Collaborative
Means of Production

Without a doubt, the way free software is produced represents one of
the most successful models of organic and participatory management of
collective work ever known. The idea of producing collaboratively, using
internet-based interfaces for editing code, version control, discussion
forums and email lists, stimulated the construction of systems which are
today so proficient for certain application niches that they have overtaken
proprietary applications (such as in the case of web servers). This happens
because there is also open dialogue between the various parties — this is a
more direct and intelligent way to solve problems and implement
innovations than in a closed approach in which the parties isolate
themselves from everything, cloaked in secrecy.

This vision has had a great influence on how artistic production is seen
at the beginning of the current century.” It became clear that artistic
production could reach its audience directly, without intermediaries and
without needing to conform to the aesthetic and marketing demands of
distributors (in many case retrograde assumptions, which hamper
creativity). This brought with it a better, and more organic, understanding
of the artistic field of action. On the other hand, it also generated the need
to look again at the question of how this authorship is recognised or
remunerated since any consumer could potentially be a distributor or
even a collaborator in this production.

One of the solutions proposed and encouraged by Esttidio Livre is
support for collaborative production through the use of licenses for
sharing. Just as the free software developer shares his or her code using
licenses such as the GPL, the cultural producer, through licenses such as
Creative Commons, gives the public the prior right to redistribute his or
her work, with or without charge, and therefore makes them a partner in
the creative production.” In this way, a relationship is established in
which consumption and production are parts of the same cycle, in which
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GPL,
http://www.gnu.org/
copyleft/gpl.html
Creative Commons,

http://creativecommons.
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[5]

M. MclLuhan, and Q.
Fiore, The Medium is
the Message: An
Inventory of Effects,
Bantam Books, 1967.

(6]
http://www.cultura.
gov.br/programas_e_
acoes/cultura_viva

the greater profit is the knowledge acquired and the
establishment of social networks. Sooner or later, these same
social networks will become partners in initiatives for mutual
sustainability, creating a chain of production flows which
breaks down cultural and geopolitical barriers, making possible
autonomous niches which are much more self-referential and
aware of their directions and capable of reflecting their socio-
economic influences and the role of their production.

The Environment

Estadio Livre is a collaborative environment which

emerged from the combined perception of people with the most varied
backgrounds about the need for research into, and deeper knowledge of,
the use and development of free media. The media contextualised through
this environment corresponds to communications media, that is, it refers
to the instrument or the content form used to carry out the
communication process. Since software is an instrument for interaction
which makes possible communication between a human and a machine, it
may also be considered media, reinforcing McLuhan's hypothesis that the
medium is the message.” The main objective of Esttidio Livre is active
research, supporting and encouraging the production and circulation of
free cultural goods, in other words works which can be freely distributed,
remixed and retransmitted in a legal way and without any kind of
restriction on access. Both virtually and in person, Esttdio Livre's
activities and participation take place in the most free way possible.
Proposals are made and these are added or other activities removed,
depending on the profile of the group in each activity. All the tools in the
environment are based on the concepts of free software, open knowledge
and technological appropriation. The stimulus for interaction comes from
workshops, media labs, free archives, user manuals, forums, personal
blogs, research groups, discussions taking place via list and other
differentiated tools for collaboration. The maintenance costs for the
project include a small part which is voluntary on behalf of the collective
and another larger part which comes from its partners: the Free Software
Project-Parana (PSL-PR) and the Digital Culture sector of the Brazilian
Ministry of Culture (MinC). PSL-PR was the cradle of the project and
administers some of the network services, which the MinC maintains the
server and a small team dedicated to the maintenance of the environment.
The main reason for this partnership is the support provided to the
Cultural Hotspots (Pontos de Cultura) which form part of the Ministry's
Living Culture Programme (Programa Cultura Viva)."



The Abstract Environment: Administration and (7] ) )
http://lists.riseup.n
DeVelOpment et/www/info/estudioli
vre and
http://estudiolivre.
At the moment the tools used for virtual interaction are org

located on the World Wide Web. The main ones are the public (8]

https://1istas.

discussion list and the collaborative portal which allow real- estudiolivre. org/
time editing of hypertexts as well as upload and download of "
documents with metadata.” http://dev.
estudiolivre.org
The general public work list was the first virtual oo
ikiwiki,
environment for interaction amongst the community. Up to http://br.tikiwiki.
now it has been hosted on the Riseup.net technical CorL,
collective's server. Although we currently have emails and http;/gm-gjuétf?/
. . . . . . copyle apt. m
discussion lists™ under the estudiolivre.org domain we
. . .. . [111]
chose to maintain our main list under the Riseup.net http://bugs.
domain due to this connection being characterised as a 'knot =~ estudiolivre.org
in the network’, in other words, a project which uses [12] http://
. . estudiolivre.org/
resources from another and vice versa. There are people in Polvo

the Esttidio Livre community who also collaborate with
Riseup.net projects, for example, translating its web interface which is
originally in English into Portuguese.

The Estadio Livre website was originally hosted on the Utopia server,
then by the Federal University of Parana (UFPR), and is now at the
University of Sdo Paulo (USP). It is programmed in free software and can
be developed by any person with technical knowledge of PHP, MySQL,
Smarty and CSS." It is based on TikiWiki, a content management system
(CMS) designed for communities and distributed under the LGPL
license.™ People without programming knowledge can also contribute via
bug reports.™!

The Estadio Livre code is a Tiki module which consists of a group of
new files, patches and SQL scripts, managed by Polvo, a software written
in Perl to carry out automatic publication on the web and locally on the
developer's machine.™ This procedure is necessary to maintain the
estudiolivre.org code separate from the TikiWiki code.

The group responsible for the development, maintenance and
administration of the site, discussion lists, request verification and
organisation of the information is made up mainly of more experienced
users, programmers, system administrators, musicians, video-makers and
producers who have been using free software for some time.
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The Abstract Environment: desktop

The main aim of estudiolivre.org is to amass a community
which researches, documents, experiments, produces and
develops free media. For this purpose, different types of
interaction options are available to users. They may either
simply search for information or add to or correct incomplete
content which they come across during their research. They
may also make their own productions available through the
Free Archive (Acervo Livre) or download productions by other
members of the site™ Depending on the license used by those
files, users may also remix them and upload them again in a
new version. This is only legally possible because the content
made available on the portal uses permissive licenses, which
facilitate the most diverse types of sharing.

Another resource implemented in the Free Archive are the
live channels which make possible audio and/or video
streaming." Users can listen to and/or watch someone else's
transmission or do their own, as long as they have the necessary
tools installed on the computer that will generate the stream.

Access to all of these processes is completely free. However,
to interact in this virtual environment, it is necessary to
register some personal details on the site. By doing this, the
user declares that s/he is aware of the conditions of the site's

Terms of Use, thereby taking exclusive, irrevocable and irreversible
responsibility for the information provided, as well as for any complaints
from third parties about the material contributed."

The Abstract Environment: the concrete environment

In face-to-face interactions, proactive members of the community
promote and participate in workshops and events which involve themes
covered by the scope of the project.

The first experience with workshops took place at the Fifth World
Social Forum in January 2005 through participation in the activities of the
Free Knowledge Lab (Laboratdrio de Conhecimentos Livres) located at the
Youth Camp, which Lawrence Lessig dropped in on and later mentioned
on his personal blog.!"" Starting that same year, the Free Knowledge
Encounters (Encontros de Conhecimentos Livres) took place all over
Brazil, through the partnership with the MinC."”



In 2006, a partnership with the regional government of
Extremadura in Spain made it possible for seven members of
the community to travel to Spain to share knowledge with
European activists. Workshops took place in Almendralejo and
Barcelona, bringing with them a subtle upgrade in the project's
evolution." This trip also encouraged the internationalisation
of the site, which gained an interface in various languages, of

EstudiolivreEspanha

[19] Curitiba,
http://www.spet.br/
Rio de Janeiro,
http://rio.
estudiolivre.org/
S&o Paulo,
http://estudiolivre.
org/Sampalab

Belo Horizonte,

http://estilingue.
sarava.org

which the translation of the wiki pages is only the beginning.
Despite the mainly nomadic characteristics described above, if
we analyse Esttidio Livre as a concept, we can find it applied
in various parts of Brazil, such as for example Curitiba, Rio de
Janeiro, Sdo Paulo and Belo Horizonte — or even inside the

home of a member of the community.™
Final Considerations

Esttdio Livre's activities are concentrated on supporting the
increasing closeness of the development and usage cycles of free
software media for the production of other types of media and
encouraging sharing and collaboration in this production. Above all it
is an environment which draws on volunteers from amongst the
community and from those who share these interests for the
sovereignty of its principles and autonomy of its proposals. On the
other hand, it encourages the participation of its more active members
in consultancy and the implementation of projects which require this
methodology, using the documentation and works on the site as tools.
Esttidio Livre also accepts voluntary donations and partnerships with
institutions, governments and companies which are using its material
or which would like to encourage specific productions within the
community (documentation of a specific software, compilation of
documentation, customisation or multimedia production), as long as
the objectives of this partnership are coherent with those of Esttdio
Livre and the donor or partner in question does not stand for anything
which goes against the activism carried out by the community which
maintains the project.

The aim is to create a scenario for participatory cultural and
technological production, which can generate less alienated reflections
than purely entertainment driven consumption and a greater awareness of
the social role of everyone involved — those who come to see themselves
as part of an independent, open and collective process. We call this aim,
Esttidio Livre Phase Two, which sets out to produce something capable of
causing the impact that the film City of God had on the history of



Brazilian cinema, but, following in the footsteps of the film Elephants

Dream (which was the world's first open source film and met with critical

acclaim), with the differential of free software and the process of
methodological sharing.
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- - F/LOSS and the Computer
Culture of the Maldives
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cut down costs. With economic advantages such as these
and more why hasn’t the F/LOSS movement caught on in
the Maldives?

Maldives

Historically, since people started living in the Maldives as early as
2000BC they lived only in very small communities. Each populated area
(island) had an average of less than 200 or so people until the late 1980s
and even now there are some with even fewer inhabitants. Very few
islands grew to over 10 thousand people but the capital city of Malé
presently has a population of over 100 thousand. The population of the
Maldives reached 298,842 in 2006." In theory people have always had the
choice to migrate to larger islands in order to form larger communities but
this was discouraged in the society. One of the apparent reasons for this is
poverty, which would force people to share their limited resources if they
were to form larger groups. The other is due to people having many things
to hide from others in society, especially the status of their lives, as many
live a different life than that which they pretend. Throughout time rulers
have taken this to their advantage and have kept the majority in smaller
groups, in poverty and under suppression.



As in many other poor countries: generations of conditioning and
repression have made people resist change. Whenever a person or a
group of people came up with a free idea with long term benefits for
the community, if the rulers did not get considerable benefits out of it
he, she or they would be tortured and executed. With a mentality
developed within such a governing framework people are
automatically inclined to believe that adapting to new ways and
technologies is evil.

The Maldives was a British protectorate from 1887 to 1965. It was a
Sultanate until 1968, when it became a republic. The Maldives has had
three presidents so far: the third and current president, Maumoon Abdul
Gayyoom, has been in power since 1978 (now in his 30" year in power).

In 1997 Maldives was put on the recommended list for graduation from
a Least Developed Country (LDC) from 2001 onwards. The government of
Maldives argued that it was still too economically vulnerable to totally
abandon the benefits LDCs are entitled to receive.

Computers

Computers were not very popular in the Maldives until the 1990s. One
of the reasons being their unaffordability. Until that point rarely were
individuals able to afford to import them and almost no businesses or
government offices used computers either (except for a few foreign
companies such as the country’s only telecom company, the British based
firm Cable and Wireless).

In the early 1990s few shops started to sell computers and
accessories. Initially there was a tax (import duty) of 25 percent from
each computer or computer part imported. The price of a personal
computer with an average configuration of that time (with an Intel
based 486 processor) was over €3.000 (more than a years’ complete
salary of a managerial staff ). The import tax was later reduced to 5
percent. Soon after, following trends in neighbouring countries a lot of
businesses started to invest in computer retail shops. Their biggest
customer was the government. And in the early 2000s the prices of
computers were down to an affordable level for the middle classes. In
2007 a Windows based computer with a reasonable configuration was
available for less than €350 (less than one month’s salary for a worker
with managerial job). And there are many shops which allow
customers to purchase computers on an instalment basis. From the
early 2000s computer users have increased exponentially in the



Maldives. Now almost all households of the capital Malé are equipped
with a computer. Like most consumer items, from household items such as
needles to industrial machines, computers have never been manufactured
in the Maldives.

Software: Piracy and Copyright

The majority of computer users in the Maldives use Microsoft
Windows as their only operating system. There are a few Linux or
MacOS users. At the time of writing there is no copyright law in
Maldives. There are many advantages and disadvantages of this for a
country with a developing economy. Many software vendors were able
to sell pirated versions of famous commercial software to locals at a
range of prices.

Since early 2000 almost every well known Windows based
commercial software was available from the many copyshops around
the capital city. Currently the average cost of a CD or a DVD
containing commercial software is less than €2 each. It is very
common to find Adobe CS3 premium package in one DVD for €5!
Availability of Linux or Macintosh based software in this manner is
much rarer.

This plays a major role in the non-existence of a community
which develops custom software for Maldivian needs. Pirated
software is available almost for free, the usage was also free (as in
freedom) and it is not illegal in the Maldives yet. Many government
offices also use pirated commercial software including Microsoft
Office and other proprietary applications. The inability to modify
commercial software limits use of this software to only the specified
uses in most cases.

Due to the availability of proprietary software at such low cost
and the lack of laws to protect their rights, there was little incentive
for local programmers to develop their own open source or
proprietary software customised for local needs. There exists a few
examples of locally developed software for point of sales and
accounting needs. These software include specific features necessary
for calculating (and cheating) local taxes and serving other
accounting needs of businesses. These few local software projects are
slowly being replaced by non-bespoke proprietary software
developed elsewhere.
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Internet

Dhivehiraajege Gulhun Limited (Dhiraagu), incorporated
in 1988, was the country’s only telecom company until the
year 2004 and was responsible for introducing the internet
to the Maldives in 1996.% Dhiraagu is a partnership
between the Maldivian government and the British telecom
company Cable and Wireless. During the first few years
basic dial-up service was priced at over €15 per hour for
speeds of 28kbps-56kbps via ordinary telephone lines.
Introduction of the internet made a great change to the
lives of people. Until that time, information was highly
controlled and any press or newspapers critical of the
government was silenced and prevented from reaching the
general public. Critics believed that raising the price of the
internet was one of the means adopted to control its use.
But this did not stop people from downloading, printing and
distributing information from the internet; especially those
critical of the government. After a slow beginning, the
Internet quickly became the medium of choice for activists,
especially those living abroad.

IRC rooms, mailing lists, newsgroups and forums used
by Maldivians were around years before the internet was
introduced to the Maldives. This use was mostly by small
groups of Maldivian students studying in more developed
countries. As the online community grew a lot of political
discussions took place. With material from these

communities, some websites and online newspapers were produced in
the early 2000s. This eventually became one of the starting places for
internet surveillance by the Maldivian Police (NSS).! Heavy
surveillance and help from foreign internet surveillance specialists was
used to track down and imprison contributors. The creators of
Sandhaanu (the most well known internet newspaper critical of the
government) were sentenced to life imprisonment in July 2002 and
released in 2006 due to increase in international pressure calling for
their release.

Thaana

Thaana the script used for writing Maldivian language, Dhivehi,
consists of consonants and diacritic vowels. Thaana is a bidirectional
script with letters written from right-to-left and numbers from left-to-
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widespread international technologies, there was an attempt to ~ °7 Phiraasu.
replace Thaana with Latin in the mid 1970s by the previous

government. This was abandoned by the current government in the early
1980s. In the late 1980s Thaana typewriters were introduced only a few
years before computers were becoming popular. The price difference was
small between a computer with Thaana printing capabilities and a
typewriter. So, the life of the Thaana typewriter was very short.

There were many attempts to make a Thaana text processing software
capable of writing, processing and archiving documents. Most of these
attempts were made with only short term commercial benefits in mind.
The earliest successful attempt was embedding a Thaana font into Multi-
Lingual Scholars (MLS), a text processing software package developed by
an American company, which allowed language packages to be installed
and configured during set up. MLS only worked under the MS-DOS
environment. In the early 1990s Thaana embedded MLS (distributed by
SehgaSoft ) became a necessity in most government offices and many
private businesses.” Using MLS required a specific range of printers and
cost more than the price of a computer at that time. MLS works with a
hardware dongle to prevent piracy. With Microsoft Windows MLS and
similar DOS based Thaana programmes became difficult to use. Some
offices still maintain DOS based machines with MLS just for Thaana text
processing. After Microsoft Windows was introduced, some Hebrew and
Arabic text processing software were hacked and sold by Maldivian
programmers to enable writing Thaana. These included Qtext (Ftana) &
Accent Express.

Thaana Fonts

In around 1995 the first few Thaana fonts were rapidly distributed
among computer users. Some of them were created by Dr. Hassan
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Hameed. One of the most common fonts was A_Faseyha,
released with this intriguing copyright line:

Calligraphy: Abdulla Waheed, Office of the
President; Managed by Hassan Shujau; Edited by
Hassan Hameed; November 1995; All rights
reserved. Based on the 1968 Viyafaari Miadhu
Aharee Number.®

Thaana fonts developed by SehgaSoft (in collaboration with
Architect & Graphic Designer Mohamed Shafeeq of Group-X
GDA Maldives) were soon released to the public.

Although there was a copyright notice on these fonts, they
were freely distributed among computer users. Over the years

more fonts were released and some based on the previous fonts, often
retaining the kerning table, or sometimes the previous copyright notices
as well. These fonts were also re-mapped to accommodate the different
keyboard layouts, reversed for layout designing purposes (which will be
explained later) and adapted to Unicode by others.” To an observer this
behaviour by the Thaana font users seems similar to adhering to an open
source license. There were no reports of any complaints from of the
creators or copyright holders of these fonts. From a list of over 100 Thaana
fonts currently in circulation, only one font (Thaana Unicode Akeh
created by the now defunct Maldivian Internet Task Force in the year
2000) comes with a GPL license.

Thaana Keyboard

Thaana fonts have three main keyboard mappings, two based on
phonetics and the other based on old Thaana typewriters. The typewriter
font mapping was meant for use by office clerks who were familiar with
the Thaana typewriter layout and the phonetic layouts were introduced
for people familiar with the English language which was the case for most
computer users at that time. The major difference between the phonetic
keyboard and the typewriter keyboard is that the typewriter keyboard is
derived from a statistical analysis of Thaana texts, with keys strategically
placed to enable increased typing speed.

Though there are three standards, most common are the two phonetic
keyboards. The differences between them are very small, but significant.
With three standards in use, and two equally common, users viewing or
editing documents needed to be familiar with at least two keyboard
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Thaana Recorder

Thaana Recorder is a macro written for Windows Recorder. It adds a
‘right arrow key’ after each letter typed to make the cursor go to the right
hence giving the feel of moving right-to-left while typing. Since it was a
macro script for Windows Recorder the source code was open, and there
was no copyright notice for it. Along with Thaana fonts this 2-kilobyte
macro was distributed from person to person and office to office in floppy
disks. It was one of the most common scripts on every Maldavian’s
computer. It was one of the very first most common and useful open
source scripts in circulation, intentionally or unintentionally.

People using this macro/script had many limitations. The text does not
flow to new lines and hence it is impossible to do any kind of automatic
word wrapping. If there was a need to insert a large portion of text to the
middle of an article or to increase or decrease the font size or change the
font, almost all the lines of the document required extensive editing. But it
was a simple alternative to the high priced ‘commercial’ Thaana editing
software. Many government offices also used this hack to write short
letters. The macro was also used by people who made small
advertisements or leaflets in Thaana using design applications such as
Corel DRAW.®

Reverse Thaana Fonts

A clever way to write right-to-left script was to make a mirror image
of a font and using the mirror (scale width to minus 100 percent) function
of a graphic editing application to display it correctly. This method was
very commonly used from the late 1990s onwards, especially among
graphic designers using page layout applications such as Aldus/Adobe
Pagemaker. Reversed Thaana fonts gave the flexibility needed to do word
wrapping and justify aligning of Thaana text similar to other languages.
So this method is still very popular among layout artists. These fonts were
also freely distributed from person to person. The main limitation is that it
would only work on layout designing software with the mirror function.

Due to these limitations, application of Thaana in computers for
anything except text processing was rare or not done at all. Databases,
spreadsheets and various other uses were almost never seen. The point of
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sales, travel packages and other small tools people used
were all in English. In other words a person needed to have
a basic understanding of English before being able to use a
computer. Some prominent computer programmers in Malé
even had the idea of completely changing the Thaana script
instead of trying to develop software to accommodate
Thaana.

Unicode Thaana

During 1999, the Thaana range was introduced with
version 3.0 of the Unicode Standard.” Due to the lack of co-
ordination between the Maldivian authorities and the
Unicode Consortium only 64 spaces were allotted to
Thaana. Although now it is believed more will be necessary
to write cursive Thaana. Similar to scripts such as Arabic,
some letters can take more forms than just one. In 2001
Windows XP was introduced with Unicode Thaana support.
The default Thaana font included in Windows XP is the
most unpleasant Thaana font ever produced. Though most
of the users were quick to migrate to (mostly pirated

versions of) Windows XP, people adapting to use the new standard
were rare. Many retained the non-Unicode fonts they had and
remained loyal to the methods they were familiar with.

Thaana on the Internet

Before Thaana was included into Unicode and due to a lack of
standard set of rules for writing Thaana on computers, it was extremely
difficult to put Thaana on the web. One of the first popular websites
that used Thaana was the website of Haveeru Daily,
http://haveeru.com.mv) during 1997, they used black and white bitmap
images of text.'”! A few more websites followed this model, the website
of the president’s office of Maldives (http://presidencymaldives.gov.mv)
also resorted to using bitmap images to display Thaana until 2005. A lot
of government websites still use this technique for displaying Thaana
text. This technique has a lot of limitations such as slow loading times,
not being able to search, copy or paste.

The website of Haveeru Daily is among the most visited website and it
switched to using dynamic fonts in early 2000. Until now Haveeru Daily
uses non-unicode Thaana fonts which the users have to download and
install to view the website. Using a non-unicode based font makes it



harder to integrate their articles into text processing or layout
software. This is also one step backward towards creating a
semantic Thaana web.

Since the year 2006 there have been a few popular Thaana
websites such as the Joomla powered website of Minivan Daily
(the first daily paper critical of the government, registered in
mid 2005, http://www.minivandaily.com) and the locally
programmed website of Jazeera Daily
(http://www.jazeera.com.mv/), which implements Thaana
Unicode properly. An open source javascript snippet
(JavaScript Unicode Keyboard Handler) developed by a local
web developer Jaawish Hameed is being widely used on newly
developed websites for mapping keyboard input to Thaana
Unicode.™

Conclusion

Generations of poverty and long experience of living in a
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property

suppressed and non-sharing culture with a huge gap between the poor
and the rich has made the emerging middle class more capitalistic and
business minded. Those able to find/create/hack even a small software
sold it and made quick money out of it even if the product was not

completely functional.

Easy and cheap availability of pirated software stopped people from
looking for, or creating, commercial or open source alternatives. Since all

of the initial generation of computer users were English literate,

consumers and developers assumed a basic level of English education to
be present for the rest of the users as well. This discouraged people from

developing Thaana based software for which there is a great need.

The need for building a F/LOSS movement is stronger now than before.
Drafting of copyrights and anti-piracy laws (to abide with TRIPS to get
trading international assistance which is essential for the Maldives after
its graduation from LDC status) makes the need even more.™ Open
source software is rare now because it is not yet completely necessary and

remains without a binding legal framework, proprietary software

functions like open source within this society. But this may have to

change after the country’s economic graduation.

With an increasing number of people using computers, the need for
more standards compliant Thaana based applications is now manifold.
Though adopting a standard way to use Thaana was difficult and slow,



signs of development are now increasing with the advent of Thaana
Unicode. Specially on the internet. It is time for a local organisation with
support from experts to advocate and widely implement these standards.
With the world moving towards the direction of using web based
technologies, the development of an open source web based Thaana office
suite or an operating system is something to look forward to. This could
allow any user with an old machine running Linux with an internet
connection (or a local web server running the application) to use Thaana
freely via the web browser.



- - FLOSS,
it’s Relation with
Southern Time

Alejandra Maria Perez Nunez

_ _I| nthisreport I would like to document a period of ()
‘The empire never

| meetings held between Barcelona, Bruxelles and ended’, Philip K.

| Rotterdam between 2003 and 2007. In Rotterdam I . Z: o e e
___ | interviewed software artist and writer from Berlin

Florian Cramer. In Bruxelles, Femke Snelting and Peter

Westerman from Constant speaking of their project Open Source
Publishing, a suite for graphic design based on FLOSS code. In Barcelona,
Yves Degoyon developer of groups; mapOmatix, /etc/groups and the
library for video processing in Pure Data Pidip, speaking of Free Libre
Open Source software, networks of collaboration. I also include a review
about Platoniq and Bricolaje sexual from Barcelona.

The Interview with Florian Cramer was held in Piet Zwart Institute in
Rotterdam, the school where he leads a programme based on FLOSS and a
critical view of media and digital art. Cramer refers to the economical
implications of free software and what are for him the keys to think about
innovation in digital art. If we want to reflect upon innovation in software
usage we have to think about monocultures in the domain of knowledge
production. Yves Degoyon discusses the nature of networks and the
processes that materialise networked collaboration. Femke Snelting and
Peter Westerman discuss extensively the need for interfaces that might
combine the excitement of Linux and of making things open, and look at
problems with the existing means of desktop publishing.

I will highlight some elements related to the creation of FLOSS under a
southern point of view, in particular the proposal of a group of developers
and practitioners in relation to their use of time.

There are differences in the use of time in the south, there are
important tensions in relation to methods that will be autonomous and
free. There is as well a need to develop coherent practices that will use
time outside of Empire. ™ Through work outside the economical time of
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unlimited profit we become acquainted with trabajo gratis and
useless usage of time. In terms of innovation the south offers
examples of experiences related to community mapping, open
knowledge banks and a struggle for open intellectual property
rights. I will speak about the south as Barcelona but also as
Bruxelles, southern with respect to Holland. Rotterdam, south
in relation to Amsterdam and Berlin, southern in relation to
the rest of Germany and Northern Europe. It is not so much
about geographical location as about frames of mind and daily
use of time that determines what is conceived as south.”

Barcelona: Time to Stay Together

MapOmatix, coded by Barcelona based developer Yves
Degoyon, is an application based on SVG (Scalar Vector
Graphics) that allows one to develop maps on the web.” It is a
geowiki, an open publishing system that allows localization
using geographical coordinates. It is, at the same time, a
critique of the use of proprietary systems such as GPS and
RFID: objective localization systems related to identification

and tracking. MapOmatix attempts to overcome the limitations of
identification (and egotification) of technologies of tracking through the
incorporation of participative variables and experiences of learning
together to make cartography and maps. Groups working on
psychogeography are also inscribed in the politics of vague time (tiempo
vago), time spent without orientation towards consumption. MapOmatix
is also an experience of work with open/libre standards and an
opportunity for self-mediation. The current situation of MapOmatix is not
promising as far as SVG development is concerned.”! As an open format
for high resolution graphics on the web it is somewhat stranded in the
middle of the software politics by the existing Flash monoculture.”! A new
implementation of visualizations for collectives, groups and networks is
/etc/groups — A Graphical Browser And Search Engine For Networks."

IRC chat interview with Yves Degoyon developer of /etc/ groups:

<chevil>

<chevil>

<chevil>

<chevil>

<chevil>

<chevil>

There is no software without people and why they do it and in which
context

There’s no software without people and why they are making it
<chevil> that might sound easy to say but it’s about a historical
context, for instance why free software was born in 1990 only?

when software exists since the 60’s?

the history of apple doing their small things in their garage did
influence this?

I think a model of world domination appeared in the 1990’s through
software and that provoked that reaction, around 1990

mainly born in the heart of the dominators of course
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<pueblo>

<chevil>

<chevil>

<chevil>

<chevil>

<chevil>

<chevil>

<chevil>

<chevil>

<pueblo>

<chevil>

<chevil>
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like a fear of itself
now collectives spread, trying to fit their historical practices to
the global ‘no’ to world domination
that had a common motto but goals are not clear
You point out a very ideological birth of free software, but inside
free software there are various interests <pueblo> Are there people
developing without ideology?
ok, it might sound abusive to ask an ideological engagement to all,
when we are just all playing?

| don’t think nobody’s playing here, as it could be said of ‘breaking
rules’ net-art

(thinking of adrian ward and alex mclean and others here)
free software as it is, is not pointless
it produces empowerment at its best and gets into alternative to
corporate business at its worst
but always has a goal, not hidden and quite clear
can you explain what is that you point out in the work of adrian ward
and alex mclean here?
they were just twisting software, not thinking of practical
‘applications’ <chevil> and | would like to keep doing free software
this way
but that’s not the reality of what we ‘produce’
at the end, you ‘produce’ and have bug reports from ‘users’ on the
sourceforge forums

so you have users aimed to a goal, and you cannot deceive them
<chevil> and you’re a free software dealer
but you’re not even sure you can approve any use of your software
<chevil> |’ve been proposed some work by a surveillance company in
Switzerland, so I’m very cautious about what users may want
you have been developing etc groups lately and mapomatix before
<pueblo> etc groups is a tool to map and enhance relations
in this period of time, networks are under surveillance
how do you see this problem? Who would be the users of your
relational maps?
of course, It’s not made for surveillance, it’s just a formalization
of existing networks
it’s just another way of publishing well-known information
and the idea of ‘bureau d’études’ from the start was to make public
such supposedly hidden informations and connections

‘secrets de polichinelle’

there are just tools to make an easy access to a not-so-hidden
information
and, anyway nothing would be published without the agreements of its
actors
you should consider the best protection for any activism is to be
well-known and declared, if not, there wouldn’t have been such a
scandal after the sabotage of the rainbow warrior
and it would have been kept ‘secret’ or ‘undercovered’ as they would
lTike it to be
well the problem is that to know who goes with whom and who is there
has a value, but anyway what is for you the main goal of this network
visualizations?
these are visualisations right, but also a materializations, maybe
not to feel alone is the most important thing

I f indymedia just cares about having syndication is that it is a
power just to communicate different experiences throughout different
countries but sharing the same sensibility
and if a network exists, if we ever believe it could be useful,

that’s to share some common experiences, for all the world all looks



<chevil>

<chevil>
<pueblo>
<pueblo>

<chevil>

<chevil>

<chevil>
<chevil>

<pueblo>

<pueblo>

<pueblo>

<chevil>

<chevil>

<chevil>
<chevil>
<pueblo>

<chevil>

<chevil>

<chevil>

<chevil>

<chevil>
<chevil>

<chevil>

<chevil>

<chevil>

<pueblo>

<chevil>

<chevil>
<chevil>

<chevil>

<chevil>
<chevil>

<pueblo>

<chevil>
<pueblo>
<chevil>
<pueblo>
<chevil>
<chevil>
<chevil>

<pueblo>

Alejandra Maria Perez Nufez 283

now like one (2?)

| precisely believe in global networks much more than in local

networks

WAN versus LAN

why is that so?

what is it that you believe?

Beca

use

it’s much more about what is significant in your experience

than only collective’s conflicts, a subject we should maybe skip

anyway,

as far as free software is concerned in this, it works to

develop with people you have never met in person

just because they have the aim, the spirit to do so

and you don’t need to make a collective with them

In the /etc visualisation for the ESF there were clear aims to help

networks of ppl from different countries to be able to visualize

their connectedness and participation

correct me if I’m wrong

can you explain more what you mean when speaking of visualizing the

rhythm of organisations?

I”m not sure that the collectives were ever informed of this

all

its

possibilities, we need to get back on the ground of

communication all the time

and in every company, 30 percent of the budget is communication

but

in f

ree software, nobody will do that Jjob

maybe in giss.tv

or you get into a company model, which 1’d rather avoid <chevil> yes,

in giss.tv some might do it

giss.tv was aimed to open streaming media to everyone and that’s a

nice project

when

mexi

it

co (

opened possibilities to radios from ocaxaca and chile and

segunda campania)

it has absolutely little interest to be used in academical institutes

in Europe

but still we develop things without knowing how they will be used

and there there is a very interesting phenomenon

| personally, added a clause to the classical GPL license saying

‘not for military or repressive use’

and some people from the free software (or were supposed to be) said

this clause is illegal

cause 1t

restricts the use of your software

is the same critics that some make to creative commons, what is your

position

regarding CC?

| never gave an ear to that because that’s really a attempt to try to

Took nice and cool, when the goal is the restrictions of rights

we should think of the example of the plunderphonics and John Oswald

and when Negativeland had a trial with U2

people supposedly under CC would do the same trials if they were

successful and mocked, you know

it’s like a declaration of good intents the CC

not more

In the current state of development of etc/groups there is a timeline
right?

nope

you will

not do it?

in the next versions might be useful

| thought the historical aspect was very important

I f people think is useful...

now,
and
but

it’
it’s

it’s

s more a visualization of the active state of networks
hard to collect more information than that

important to know when people got together and when they
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broke up
yes of course
what is more important for you from etc/groups?
the aspect of the ‘declaration of good intents’ is very important
there
it’s most of the time defeated by practice
Tike when some free software developers can start working for
corporate companies

although they keep a ‘free’ version of their software

| believe free software can only develop with some public support
(universities, art schools, ...)

If not, it will not remain free for long

| see /etc/groups as a way to communicate
What are the aspects of an active network?
well, it should be people really connected in a way, that are still
in communication
and able to participate in common initiatives
but again it’s just a tool and you cannot know when it will be used
right
On the internet there is an important potential of collaboration, do
you think this visualizations of declaring good intentions may become
a tool to collaborate?
it’s something that should be the embryo of wider initiatives
but all of this seems idealistic and romantic
Right doesn’t mean there’s one and only way to use it, but in
something you might think it’s useful
people are networking too narrowly with their relatives unfortunately
and few connections are opening like a WAN (wide area network)
maybe /etc/groups tries to enforce this
to see wider networks
and common interests
well (it will become a tool for collaboration) once it will be filled
with the right data, it’s still very young
the web 2.0 as we can call it just got more and more into ego surfing
with networks of friends and relatives <chevil> /etc/groups is the
opposite
why is the wider area so relevant for a network?
wider area means you concentrate on important things
and not waste your time in the blabla of all the blogs
you formulate something to the distant and take some distance
you take distance from what?
your ego?
let’s say from your daily little stories
and draw something much bigger <chevil> | never understood why people
make these personal blogs
after all, they need to read the tabloids <chevil> and tell their
Tittle stories?
as if they were of the few?
well but in a way people want to mediate themselves, somehow it’s
better than tv mass control or do you think is the same domination?
in the tone and the style, it’s the same imitation
just to put you as the actor
of the same show
mediating oneself can be seducing and useful and was one one of the
idea of giss.tv
But |’m speaking of this personal way of publishing one’s stories
the diary attitude
which might do good to oneself but is mainly without interest for

everyone
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<pueblo> In many countries the internet is not high on bandwidth and internet

is not really a known medium for people, do you think this will

change?
<pueblo> don’t you see Internet tv as an alternative to tv?
<chevil> well when china will stop censoring contents that will be a step
<chevil> bandwidth is not the only concern
<chevil> and | would not recommend to everyone to be connected
<chevil> It’s really not a solution to every issue
<chevil> Internet tv mainly reproduce tv, it’s mainly a global VCR
<chevil> where | can see Brazilian tv shows
<pueblo> can you name some innovative examples?
<chevil> well | was seeing giss as ‘giss is not tv’ it should have been called

gint actually

<chevil> and was made for spontaneous transmission

<chevil> of a meditation in Hawaii or another strange thing

<chevil> without presentation and ‘tv format’

<chevil> also the streams from Palestine didn’t have any subtitles or

explanations

<chevil> and it’s still open to this kind of experience/ live experiments
<chevil> even though people use it in the traditional way
<pueblo> so what you promote is a sort of ‘sense of being there’ more than

another productive effect?, even if it may be informative

<chevil> yes being there and feeling there are other people out there too
<pueblo> right

<chevil> But precisely not taking the analysis that the tv makes

<chevil> through the grid of economy and history

<pueblo> precisely avoiding it?

<chevil> yes

<chevil> as you should see there is actually just one big tv

<chevil> in several languages

<chevil> getting the same information from the same sources

<pueblo> but how do you avoid into falling into small little everyday stories

from groups if you’re outside the grids of history?

<chevil> there is not one history, people can reach their own

<chevil> that is more than little histories

<chevil> Tike the Linux user group of Palestine

<chevil> they have a History not histories

<chevil> but that’s not the official one

<pueblo> do they bring together Linux to the Palestinian struggle?

<chevil> well it should be part of the liberation and also to boycott western
goods

<chevil> but now all is darkened by violence

<chevil> and it’s difficult to build anything in that context

<pueblo> what in your view would be the ideal conditions to make a free

software project grow in a community

<chevil> it should be stated that everybody would receive the same support and
importance

<chevil> and everybody should keep an ‘open mind’

<chevil> that’s the most difficult to achieve with people with a scientific
background

<chevil> when everybody stays in its domain of competence and doesn’t listen

to other sensibilities

<chevil> (and that’s usually what happens)

<chevil> there is no cross-feeding (of the 50002 (joke))

<chevil> | actually see productive examples of communities in Spain
<chevil>1 ike giss.tv is not only programmers..

<chevil> so let’s hope this model can succeed
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FLOSS can be more specific in its installation, development and
configuration than the majority of proprietary software. It is not really
necessary to be an advanced developer to be able to program an application
with FLOSS. This can be observed in the domain of digital arts as for instance
in music and Digital Signal Processing. With software as Pure Data, artists are
building instruments which don’t exist in the market and making applications
completely advanced and different.” With this graphical programming
environment is possible to control robots and systems of sensors. With
software like this, even if it is possible to use it as a regular sound editor, its
possibilities may go far beyond the domain of the common audio applications
that can be currently found on the market. With FLOSS it is also possible to
link software in chains, with low level UNIX scripts as ‘glue’. It is possible to
use software starting from building blocks. Florian Cramer makes the analogy
between Lego and Playmobil, since they were very popular games in
Germany in the “70s. While in Playmobil all the situations arrive complete and
ready to be used, in Lego, many situations and configurations can be built.
Building blocks are given to assemble ships and planes. With Playmobil you
make everything ‘out of the box’, something ready to be used. Whereas in
Lego or at least in classical Lego the pirate ship is possible but is more difficult
to build. But, is also possible to take the building blocks and make something
completely different. With Lego it is more difficult because you don’t have
something ready to use (shrink-wrapped), yet it means that you need to have
certain abilities to be able to build the suggested models whilst at the same
time there is more flexibility which can serve for unexpected configurations.
FLOSS is like Lego, which means that it is more difficult and thus necessary to
invest more time. It is necessary to obtain a higher level of ability to be able to
use it in a productive way and also you don’t have that instant gratification of
something that is ready to be used. It is precisely because of these aspects that
FLOSS has a special relevance in the domain of digital media and especially in
experimental art practices. The model behind Lego has a higher potential and
is more flexible, it gives more freedom in relation to the software industry. It
gives more freedom to develop everything that you may have in mind and
not just what the industry has in mind.

Even if you need to invest more time, perhaps it is this lapse of time
that makes learning more effective, full of relations and more enduring.
Peter Westenberg from Constant Bruxelles refers to this kind of learning
on a user group project of open Source Video Editing and work on the
FLOSS video editor Cinelerra.”? A group of users have set-up a wiki where
they document their progress with the tools and tasks used to run an open
source video editing project.”
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It goes from building up a computer that will be
running Cinelerra making clear all the prices online
and where to find the appropriate hardware. It also
includes a pool of links on the web. It all goes in
between giving tips and hints based on your own
experience but also and for me this is the most
interesting part, how to be able to reflect on things
that may be very annoying. It allows you to go into a
bit of a reflective mode and make more sense and be

more sensitive on what you're doing. In a sense is nice to have
this continuous reporting going on because it brings you back to
reality and you become aware on why you are doing it. It is a
simple process but for me is very effective."

What is the reason for a user to be engaged on her own learning? How is
learning affected, influenced, improved by a higher level of observation?
Free software proposes a different kind of time compared to closed
proprietary applications. In free software time is slower, at least until the
learner becomes an expert. Another question, what kind of learning is
proposed by closed proprietary applications? To learn procedures without
understanding why you are following them sets a fragile condition where
you might be adapting your cognition to hidden designs. You might as well
be adapting to dependencies that will become artefacts for the way you
learn, like the need for menu’s, clickable icons, automated menus etc. Time
runs fast with proprietary software but, what happens when you want to be
independent from added factors in your learning? Some people say that
Linux and FLOSS are difficult, but in reality people spend years learning
how to use windows and Photoshop.

FLOSS and computer industry

In relation to the use of software, the main determinant is the computer
industry. Movements and tendencies in design and innovation are linked
together with the politics of computer software industries.

It’s totally clear that most free software development today
is market driven and basically, why is it so? Because despite
this ‘Lego flexibility’ there are some commercial applications
with just a lot of economical interest in them. For example
most of the internet infrastructure actually works on free
software, the whole Domain Name System runs on free software,
most mail servers, FIP servers, web servers are run on free
software, there are also proprietary ones but in comparison you



would see about two thirds of internet server infrastructures are
based on free software. Also in embedded devices, for example, if
you have TV set-up boxes they often run Linux inside, even if you
don’t see it from the outside, its just a generic digital video
recorder or something like this but it’s a Linux box. If you have
internet routers, DSL modems often they’re Linux devices so there
is a real commercial interest in them and for the companies that
make them, It often makes sense to invest in free software
development because they have a commercial interest in that. So,
let’s say, a company is developing a router and they’re selling the
box, but through Linux they get this software for nothing, maybe
they need to apply some tricks because of the Linux licensing
model, they need to publish these tricks and give them back to the
public and this is how the whole system works. A company like
IBM has a focus specifically on Linux and Free software and the
free software development, it’s a completely commercial company
with a very large economic interest up to billions of dollars of
revenue in cash flow. The point for them is that in the 1990s they
restructured themselves from a product company to a service
company so what happens is that a company goes to IBM and
says for our company we want to have a mail server, we want to
have a webserver, we want to have a calendar server and so on
and IBM just installs it and you get IBM machines that run these
services and you pay quite a fee, you pay 10000 dollars a year and
this infrastructure is running, for a costumer of IBM it makes
absolutely no difference whether those machines run LINUX or
whether they run IBM or other proprietary UNIX. IBM
discovered, we make more profit if we put free software onto our
computers because we sell integrated services. This also works for
the server division of Hewlet Packard for example but it doesn’t
work in other fields of the software industry and mainly in PC
desktop computing, because in PC desktop computing you really
have the model of software as of a shrink-wrapped product, as
something that you buy in a box. If you buy Microsoft Office if
you buy something like ‘In design’ or any Adobe product,
Photoshop, whatever, it’s really a box that you buy and install.

This is not the business model for most let’s say,
nonconsumer software, most server software is not sold that
way, but through server’s contracts. This is why for those
companies the server software, doesn’t make really a difference
whether the software is free or not and using free software
saves them money and makes them more competitive.
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An economic model behind free software? — it is
very capitalistic, because companies like Red Hat or
IBM, they make billions with Free software but then
if you look on the other hand how many developers
really are there employed and get payed and what
do they get payed in comparison with what they

would get payed in a company like Microsoft or
Oracle or let’s say BIOS then of course there is also the dark
side of Free Software, is that there is a lot of exploitation going
on. You have free developers who in many or most cases make
unpaid development and that gets commercially exploited on a
large scale.™

Barcelona: Time to Recycle

Taller de Bricolaje sexual is a project run by Orit Kruglanski and Carla
Peirano. Their practice of running DIY sex toy workshops has been mainly
developed in Barcelona and they are related to other local instances of work
and free/libre economies such as Universitat Pirata, Yo Mango and the now
closed cultural community squat center Miles de Viviendas."”In relation to
the Open free/libre movement, Bricolaje sexual focuses on the use of time so
it can be liberated for the manufacture of sexual toys. This liberation refers
to time spent to reverse engineer certain sexual toy’s technology to be
implemented with recycled materials. The liberation operates in making
open technical knowledge related to electronics and in experimenting inside
other forms of economies like recycling. In contrast with the transnational
porn industry, DIY Sex toys use recycled electronics like motors and natural
silicons. Sex toys made in these workshop are free from transnational porn
industry and it is one example of progress in the evolution towards the
recuperation of autonomous time (free for play and pleasure!). The work of
Bricolaje is embedded in a larger domain of hardware libre, that has a
number of examples in Barcelona and Spain (like arduino.cc from
Cuartielles et al, Bruno Vianna (UP, survivalelectronics.org) and the
hangar.org electronics workshop)

Another example is Platoniq (Susana Noguero, Olivier Schulbaum and
Ignacio Garcia) who perform a practice using libre software and media
under Creative Commons licences. They currently work on BCC, (Banco
Comin de Conocimientos), archives and databases of practices and
common knowledge." Together with databases they make gatherings, set
up temporary recording studios and create databases about procedures and
experiences, they make visible another approach to Free software. We may



FLOSS, it’s Relation with Southern Time

think of it not only in its technical dimension but in terms of
knowledge, a layer of code that overlaps the technical
dimension. In the Burn station it is possible to record and play
media under Creative Commons licence using free software in a
live Linux installation. The group behind Platoniq is a group of
audiovisual artists, archive designers and programmers. They
work on the perspective of the collector and social organizer.
Their new project ‘BCC’ implies a meeting of people and a
creation of systems for knowledge production. Their work
involves a reflection about the economy of media and free
information as well as a restructuring of time in favour of
dedication to collecting and organising experience.

The case of Platoniq is also interesting because in the
FLOSS movement the boundaries between developers and
users are dynamic and mobile.

The Burn Station is a combination of FLOSS
applications, which is very characteristic to this type of
software and of open code in general since it is software
that is very open to hacking and removes the strict
boundaries between users and developers, it is open to
unusual configurations that can be customized and
tailor made and adjusted to the needs of each user.""!

Many times the user becomes a developer to solve
its need of design for her own specific machine, a
machine that is composed of many different parts
and dimensions that surpass the technical realm.!"

Bruxelles: Time to be Autonomous

An example of the quest for autonomy in labour is the work
of Open Source Publishing, an initiative by Constant in
Bruxelles." The idea of this group is to make graphic design
independent from the monopolies of Macromedia and Adobe.
They have developed a repackaging of connected applications:
a chain of applications using ‘glue’ scripts programmed in
python. Applications as Inkscape, Scribus and Gimp are
associated with each other to obtain all the steps in the
production chain of graphical media; posters, brochures,
publications and books. The aim is that all steps from desktop
to the printer should be solved using FLOSS in order to make a
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‘Alongside the proto-
machinic tool and
technological
machines there are
also concepts of
social machines. For
example, the city is
a mega-machine; it
functions like a
machine. Linguistic
theoreticians such
as Chomsky have
introduced the
concept of the
“abstract machine”
inhabiting
Tinguistic or
syntagmatic
machines. Many
biologists today
refer to ‘machines’
in relation to the
Tiving cell, to
bodily organs, to
individuation and
even to the social
body;
concept of the

here, too, the

machine becoming
established. In the
domain of idealities
— another universe
of reference
altogether - we are
witnessing the
broadening of the
concept of the
machine - that of
the musical machine
for example, and
idea now being
developed by a
number of
contemporary
musicians. Logic
machine, cosmic
machine; some
theoreticians are
even referring to
the earth’s
ecosystem as a
living being, or a
machine in my own
broad sense of the
term. And looking
back twenty years or
so we might also
evoke the “desiring



which take
up the theory of

machines”

psychoanalytical part-
objects - the “objet
a” as desiring

machine - but in the
form of elements

which are not
reducible to objects
adjacent to the human
body. It is, rather,

a question of objects
of desire, machines
of desire, objects-
subjects of desire
and vectors of
partial
subjectification,
which open up far
beyond the body and
familial relations,
on to social and
cosmic ensembles and
all types of
universes of
reference.’ Felix
Guattari. On
Machines, 1994.
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competitive alternative to suites like Indesign or Adobe. This
project is far from realisation and has become, for some artists and
designers, an area of experimentation and independence from
aesthetics and dependencies imposed by transnational software
companies. To find out ways to be autonomous from the means of
production imposed by transnational software companies and at
the same time, of complying with efficiency standards is in itself
an alternative use of time in the context of learning.

Femke Snelting is an artist and graphic designer interested
in using only FLOSS to realise her practice. In the case of graphic
design this is very complicated. Just as SVG, for high resolution
work on the web, is not being supported by Adobe anymore, the
tools for web design and graphic design are monopolized by the
fusion of Adobe and Macromedia. The proposal of Open Source
Publishing is not to program an application from zero but to chain
the processes of already existing tools. Through python scripts it is
possible to connect Scribus, Inkscape and Gimp to design a
document and take it to the printer.

Understanding that design is an interesting and
strange discipline that is somewhere between hyper
commercialized and totally fixated on efficiency and

flow and at the same time it’s about representation, it’s about
language and communication, so it is both very interesting and very
uninteresting. For designers to switch to other kinds of software that
are not totally fluent, efficient and reliable is difficult, just because of
the practical restraints of having to work with deadlines and getting
things to a printer and not being able to take risks there. That’s one
part and the other part is that most of designers, as a result of the
Adobe monopoly, because basically there is only one software
company that makes professional design software which is Adobe
for any package you can think of. Designers have become
completely numb and unaware of their relation with software and
experience it as completely transparent. There is no sense of what it
does, it’s like water, air, something that is completely transparent or
experience it as completely transparent. That makes it both difficult
and extra interesting to try and think about what happens when
you step out that neutral habitat into something else.

We started to work with a few designers from Brussels and
slowly we started to see that at the one hand it was interesting to
think seriously about moving our design practice to work to



open source not only for the software but also for the way you
think of what happens after something is printed and think
realistically of what would it mean for an agency or freelance
design and also because we were getting jobs, this was
interesting, people recognized this as something interesting but
there is not much people having that kind of experience to really
make things on a professional design level with free software.

Over time we decided to start a project much more as a
design agency half playing with that idea to try to think about
the kind of work processes we were doing and how our economy
was working,what is efficiency for us, what is production, how
do we deal with time, who takes the risk when something goes
wrong? How can you think about software in the kind of history
of design tools? But at the same time to make things, to take on
commissions and to produce books, magazines and stuff- This is
actually what we are doing now which is I think, is a very
interesting and exotic stage at the same time is of course scary
because that means that also that kind of commercial ‘slick’ side
of design comes closer, because there is always some desire for
that either in the ones making or in the ones asking.

Open Source publishing as well as the user group of
Cinelerra propose a new way of using software that may
compete the holistic vision that is imposed by I-life, I-world, I-
universe by the everything goes together policy of using
software from one specific company ‘One of the most exciting
learning experiences has been to learn how to work with the
command line and I'm not the only one and I see people
around me that are making a shift of mind because of
understanding or speaking to their computer in a different
way but at the same time for making visually complex images
it’s totally not an option is not possible to do it with the
command line it’s interesting to think about the relation
between a visual world and a scripted world, I'm not saying
that they are separate from each other, there is some need for a
graphical interface and the problem is that if all energy goes
now into a mock interface which is not even so unsuccessful
blend of windows and mac trying to be the best of both worlds
that’s where Gnome and Ubuntu development is in and there
is this idea that Graphical user interface is what makes Linux
for Human Beings so it means, it’s the lowest denominator of
use or of imagining graphical interface, meaning that all the
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energy is put into making it user friendly lower
barrier and the result is very disappointing. Not

November really connected to the kind of excitement of Linux,

that of being able to open something up or look at
things in a different way. Is not transported to how it is visually
developed 1 find it hard and I really miss that kind of richness of
environment but that has not much to do with the shrink-
wrapped because I'm totally happy to get rid of that. One of the
things I find very interesting to see is how different programs
have different histories of doing interfaces and understanding
the narrative of the program through its interface. Linux
distributions start to shrink-wrap themselves because they don’t
think interfaces are interesting, There is a split between the idea
of ‘interfaces are for dummies’ and ‘good Linux users use the
command line’. Interfaces are absolutely vital to creative work,
it’s just that is maybe not the interface that we know right now.
I hope not...""

Conclusion

In this report I have tried to articulate a number of conversations to
show the existence of particular understandings of the relations between
time and autonomy. In my view these relations are dynamized by the
characteristics of FLOSS and by the communities around it. I have
described a few southern examples of Free Libre Open culture that go
beyond software. These examples mainly integrate technical aspects with
domains that relate to cultural inventiveness and to the autonomy arising
from the search for alternative ways of learning, creating and
participating. They propose a reinvention of domains that otherwise
remains fixated upon a model of time dedicated to production.
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\  rtis a game between all people of all periods.
_ \ - Marcel Duchamp
A\

_/ _\ The concept of Open Source continues to inspire
artists. But it is an intentionally vague concept that is often
more confusing than enlightening. Unpacking this concept
involves examination of the practices that are associated with
it, and the ethical questions that it obscures. This reveals
strategies that are of relevance to contemporary artistic practice
and can place artists at the heart of current issues of free speech
and the laws and technologies of censorship.

Open Source

The concept of open source comes from computer software
development. open source software is software that everyone
can recreate and modify. This requires public access to the
software’s source code. The source code for a piece of software
is equivalent to the score or preparatory work for a piece of
music, drama or art, and it is similarly required to recreate or
modify the finished work.

Closed Source software, as sold by corporations such as
Microsoft, does not make its source code publicly available and
trying to recreate or modify it is prohibited by law.

Open source was given its current definition in 1998 by
hackers Bruce Perens™ and Eric Raymond. For Raymond, the
virtue of open source is its efficiency.” Open source, he argues,
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can create better products faster than the Closed Source method of writing

software. Many of the most successful software programs in use today,

particularly on the internet, have been produced in such a way.”
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The success of open source for software development in an
age in which computers are the defining technology and
guiding metaphor of society has inspired individuals and
groups to try to apply its ideas to other areas of activity such as
encyclopaedias, cartography, political activism, philosophy,
theory, and art.”! Yochai Benkler describes this general
application of open source as 'commons based peer production':
work made collaboratively and shared publicly by a
community of equals. This has often proved more problematic
than might be expected.” The idea of open source as a more
efficient means of production doesn’t explain why we should
want to make philosophy or art more efficient, or what the
form or advantage of that efficiency would be.

To take the example of the Open Congress event held at
Tate Modern in 2005, artists struggled to find an open source
ideology to apply to their art, activists struggled to find an
open source ideology to apply to their organisations, and
critical theorists invoked Deleuze and Spinoza to try to fill in
the gaps.” There was a genuine interest in the potential of
open source, but frequent confusion over what that might
actually mean outside of software development.

The problem is that the name open source was deliberately
chosen for its meaninglessness and ideological vacuity.” This
was intended to make the results of a successful new ideology

more palatable to large corporations by disguising its ethical content. That
ideology is Free Software.

Free Software

American computer programmer Richard Stallman articulated the
modern concept of free software in 1984 in an environment of
increasing restrictions on the use and production of software." free
software is not a radical new development, it is a programme of reform
intended restore the more freewheeling ethics software development
that began to disappear when software became copyrightable in the
USA in the late 1970s.

Software is used to achieve many different ends within pluralistic
society. Its use is as widespread and diverse as the written word was
following the invention of the printing press. Free software can therefore
be understood historically and ethically as the defence of pluralistic



freedom against a genuine threat. It is an ethical issue, a matter él;% ron ibia
, ibid.
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Stallman defines free software as a set of Four Freedoms; the http://www.debian.org/
freedom to use, study, modify and share software. These freedoms ~ °°'#'=*°""*<*
are indivisible." If you have all four freedoms then you are freeto 1%
use software. If you have only two or three then you are not. http://www.gnu.org/
There are other definitions of free software but they tend to add Lo quiekTauioe

redundant or contradictory terms and are best avoided."”

Once software users’ freedoms are restored and protected, in the future
by legal reform but until then by measures such as the GNU General
Public Licence, this has the effect of encouraging collaborative and public
software development." Licences like the GPL are a good example of
measures that have been imitated outside of the context of software
development. Collaborative, public software development protected by
such licences is more efficient and can achieve higher

quality than closed source "proprietary’ software development. It is
these effects of the pursuit of freedom that open source focuses on at the
expense of obscuring the very causes that produce them.

It is important to remember that these gains, and the existence of
commons-based peer production, are effects or products of freedom and the
protection of people’s rights. Without the guiding principles of the ethics of
free software the necessity and direction of open source projects cannot be
accounted for. Open source cannot account for itself or suggest which tasks
are necessary or important. It may become tempting to compromise some of
the Four Freedoms to increase the efficiency or quality that are open
source’s promises, or in the name of political or economic goals.

This kind of confusion has led to projects such as Wikipedia trying to
create an open space for anyone to use as they wish. This leads to Social
Darwinism, not freedom, as the contents of that space are determined by a
battle of wills. Wikipedia has had to reproduce many of the organisational
structures and mechanisms of established free software projects in order
to tackle these problems. But people still regard its earlier phase as a
model for emulation, when it should probably serve as more of a warning.

Within free software projects, if contributions are deemed to be of
acceptable quality, they are added to the project’s source code by its
appointed gatekeepers. If not, they are rejected and advice given. This
methodology is a structured and exclusive one, but it is meritocratic. Any



contribution of sufficient quality can be accepted, and if someone makes
enough such contributions they themselves may gain the trust required to
become a gatekeeper. This hierarchy and the decisions process is public
and usually transparent, and if any individuals do not agree with the
governance of the project they are free to take a copy of the source code of
the project and start their own 'fork’ of it.

Free software projects have produced commons based peer production
only because of their practical pursuit of freedom. As with the term open
source, the concept of commons based peer production easily confuses and
misleads. Failing to account for the causes and effects of the pursuit of
freedom can render commons based peer production inexplicable and in
need of economic or political induction.

This can lead to limits on the very freedom that actually produces the
commons in order to protect investment (for neoliberal or robust
individualist complainants) or class interests (for paleo-socialist
complainants). It is important to not compromise the pluralism produced
by the pursuit of freedom in order to answer non-pluralistic concerns. To
do so becomes self-defeating because compromising the freedom of others
denies the value of them to oneself.

There are strategies from free software that cannot work for art.
Software can be replaced with a different, functionally equivalent, piece of
software that does the same thing without loss. It is fungible. Art is not
fungible. A Picasso is not a substitute for a Matisse artistically. This is not
fetishism, it is a product of the fact that an artwork’s construction is what
it does, you cannot change an artwork without changing its effect. The
free software strategy of creating replacements for unfree work therefore
cannot work for art. This means that there can be no replacement for
Modernist art that will remain covered by copyright and that these
limitations must be dealt with through other means.

It is clear that open source obscures the very concept of freedom that
leads to the beneficial effects identified by Raymond. 'Commons-based
peer production’ is no more useful. It is a market-rational economic
description of what for many economists seems to be the irrationality of
the epiphenomena of free software. Again, like open source, it discards the
ethical concepts that lead to its own production.

For all these reasons it is therefore the condition of Freedom rather
than the condition of open source that art should aspire to.
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Freedom is the principle from which the organisational and h e e
economic benefits of open source flow. In applying the ideas of free
software, to art we should look first not to the effects of pursuing freedom for
software users but to what freedom means for art. To map the concepts of free
software into artistic practice the best starting point is to identify the concept or
concepts of artistic freedom and to identify the threats against it and

opportunities for it.

Freedom applies to individual human beings, not to objects. Artists
have always learnt from, imitated, and built on the work of their peers
and of previous generations of artists. The history of art consists, in no
small part, of the study of genres, schools, iconography, and studios
involving many different individuals over many generations. Society has
always provided both an audience and inspiration for art in a reciprocal
relationship. Successive generations of artists, and artists and society,
have collaborated to make the canon of art.

Prior to the extension of copyright to cover art as well as literature, art
was implicitly free. The physical artefacts of art were expensive to own
and difficult or impossible to transport. But the content of art was free to
use by other artists and for critics and commentators to critique. This
representational freedom of artists, part of which is the freedom to depict
and build or comment on existing culture, to continue the conversation of
culture, is in no small part artistic freedom.

Generations of artists could riff on the theme of the crucifixion, and
anyone could carve a statue of Venus. The production of Homeric verse
was a multi-generational collaboration, and Shakespeare was a notorious
plagiarist (or appropriator). Michaelangelo could appropriate Christian
and pagan imagery to paint a ceiling:

the chapels funny shape [...] has the basic outline of a
treasure chest in a pirate movie which was copied from an
obscure Christian cartographer called Cosmas, whose chief
claim to distinction is that he refused to accept that the earth
was round. Cosmas insisted the earth was rectangular, and
shaped, as it turned out, exactly like the Sistine Chapel ™

Historically there are examples of artworks, such as Raphael’s
Judgement Of Paris (1515), that we only know from unauthorised copies.
Had reproduction of those works been prevented, they would be lost. The
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same student of Raphael that made these copies won a lawsuit
that Albrecht Durer brought against him in 1506 for copying
Durer’s etchings.™ This pre-dates the start of the modern
concept of copyright by a hundred years.

Marcel Duchamp addressed material and organisational
limitations on the creation of art in one of his interviews:

When Rubens, or someone else, needed blue, he
had to ask his guild for so many grams, and they
discussed the question, to find out if he could have
fifty or sixty grams, or more."

It is important to address material and organisational limitations,
to create opportunities and support for the creation of art.

Art has always suffered from censorship. Religious, political
and cultural restrictions on what can be shown by art have

been joined more recently by economic and technological limitations.

Calls for religious, political and cultural censorship continue to be a threat
to artistic freedom. Opposing them should be a core part of the defence of
artistic freedom.

One of the weaknesses of simply imitating the strategies of free software
is that software does not suffer from such calls, and so it has no strategies
for coping with them. Given this, supporting legal reform and opposing
more restrictive laws is vital. But supporting open critique is another way of
tackling such calls, and free software does supply means of doing this.

Censorship through restrictive actions have been joined by restrictive
laws and now technological restrictions. The chilling effects of these on
art are difficult to precisely quantify as they concern work not made and
work not seen. But examples may illustrate some of these effects.

Yves Klein patented the recipe for his International Klein Blue pigment
in 1960.'"" This would in theory have prevented anyone reproducing the
precise colour for twenty years, limiting any artists who wished to
comment on Klein's work or to take his ideas further.

Jeff Koons has lost several lawsuits from copyright holders for work
that he has used as the basis of artworks, starting with the photographer
of a postcard he based the sculpture String Of Puppies on ", although he
has more recently succeeded in a lawsuit brought by the copyright holders
of photographs that he used as source material for the painting Niagara.™



Andy Warhol lost a lawsuit from Patricia Caulfield, the
copyright holder of the flower photograph that Warhol used as
the source for his 1964 'Flowers' series.”” The Warhol
Foundation allow use of Warhol’s images for the creation of
art and non-commercial use, although academics do still pay
reproduction fees which seems to go against Warhol’s own
appropriationist spirit.

Warhol and Koons could afford such costs, although the
time spent defending lawsuits is time that could better be spent
making art. Less established artists can rarely afford the money
or the time that legally defending their right to make art
demands without assistance.

Tom Forsythe’s photographs of a Barbie doll in a blender
led to a lawsuit from the corporate owners of the Barbie
trademark. Tom fought the lawsuit with help from free speech
charity The American Civil Liberties Union. His eventual
victory inspired a project to celebrate it.”"!

Painter Joy Garnett used an image that she found on the
internet as inspiration for a painting Molotov, 2004. After
exhibiting it she found herself the subject both of legal threats
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from lawyers acting for the photographer’s agency and of a campaign of
support on the internet involving making derivative images of Garnett’s

own derivative of the image.””

Artists can binitiate restrictions around their work as well as suffering

from them. Photography of Anish Kapoor’s Cloud Gate, 2005, was

forbidden by the owners of the plaza in Chicago that it was installed in.”!
Photography of Christo and Jean Claude’s Gates in New York’s Central
Park was forbidden by the artists themselves™, although this led to an
organised campaign of photography and online parodies in protest.”

Even sketching in museums can be affected. When security guards tell
children to stop drawing, whether this is a correct application of museum
policy or a side effect of a general environment of strong copyright, the

effects of copyright have gone too far.”

As Joywar and the reaction to The Gates show, when media or corporate
interests, or even other artists, seek to limit artists and the public from
creating their own visual representations civil disobedience is often the
result. This is as it should be. Bad law cannot be the limit of society’s forms.
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Artistic freedom is part of the more general category of
freedom of speech within an Open Society.”” Freedom of
speech often becomes 'freedom of expression' in artistic
discussion, although 'freedom of representation’ might be a
more useful concept as art more often causes problems because
of what it depicts than how the artist was feeling when
creating the depiction.

Support for freedom of speech involves both opposing
censorship and providing support for those who would otherwise
struggle to have their voice heard. These are the negative and
positive freedoms of speech to use Isaiah Berlin’s terms.”™ They
apply equally to art as to the written or spoken word.

One aspect of art’s value to society is that art is free to find new ways
of looking at the world. In order to do this, artists must be free to depict
whatever it is necessary to do so, however it is necessary to do so. They
might be prevented from doing so by new laws, for example by laws
against depicting trademarked or copyrighted images or objects. Or they
might be prevented from doing so by technology, for example by anti-
copying measures on electronic media.

Calling such measures 'censorship’ is not historically accurate, and
expanding the category of censorship beyond government silencing of
opposition is contentious. But there is no word that better fits the
prevention of art’s creation of new forms by reactionary institutional
elements through new legal and technological measures."”

A major threat to artistic freedom, then, is censorship in its current
legal and technological forms. This is a limit on how art can be created
and received, a restriction of freedom. To restore this freedom will require
legal reform in the long term, but in the short term artists can look to free
software for strategies.

'Free Art' would mean that artists and society are free to produce and
deal with art. Free software is concerned with the freedom of computer
users to use software. Use in this context means utilisation, not exploitation,
use value not exchange value. And it means freedom as a general principle,
not something contingent or alienable. Freedom of use does not cover trying
to use software to remove the freedom of others to use software any more
than freedom of contract covers slavery. Use of software covers production
of software as well, since software is used to make software.



Artistic freedom covers the ability of artists, audience,
academics and critics to experience, comment on (verbally or
in new art), study and produce art *. Limiting this freedom is
censorship in its expanded sense. Opposing censorship in its
expanded sense is the defence of artistic freedom.

Many artists have internalised the Romantic myth of
creative genius and see their work as apart from society and
needing protection from it through strong copyright and other
measures. They have forgotten their own process of learning,
their own influences, the criticism and journalism that supports
their reputations, and that their audience’s attention is part of
the value of their art. Artists are tenants of culture, to quote
Nicolas Bourriaud quoting Michel de Certeau.”

Artists learn from other artists and depict the broader visual
environment that is produced by society. Artists are supported
by and will learn from critics, academics and theorists. To charge
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for them to provide this support or to otherwise restrict it is unfair. A
backlash against academic image reproduction fees has recently resulted

from this situation.

Restrictions on artistic freedom stifle art and reduce its value to society.
Appropriation artists and artists who depict contemporary events and the

contemporary visual environment will be the first to feel these

restrictions. Such art is an 'interrogation of meaning' and will generate
precisely the kind of challenges to established or desired meanings that
censorship is designed to preclude.” These restrictions are being imposed
from both within and without the artworld. Art must therefore be part of
a broader Free Culture to both defend itself and to avoid causing harm to

others.

'Open Content' is a simple mapping of the name open source onto

cultural works through the terminology of the recording industry.

'Content' is what entertainment industry middlemen call production-line
music and films. Reviewers of disposable pop music use it as an insult.™
A better term for creative work is 'culture’, and as we have established, a

more meaningful word than open is 'free'.

'Free Culture' explains both the principle, freedom, and the subject of
that principle, cultural as expressed through works and performances. Its
advantages are the same as those of free software over open source. The
current understanding of free culture was popularised by lawyer and
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academic Lawrence Lessig’s book of the same name." Lessig
founded the organisation Creative Commons to address some
of the issues he identified.” Their imitation of free software’s
licensing tactic has led to a strong association between
alternative licensing and the concept of free culture.

Licensing

To protect the freedom of others to draw from and
comment on your work is to protect your own freedom to do
the same with their work. And with your own work, should
you become alienated from it for whatever reason. Licences

are a strong way of protecting this. Art as a whole has a social contract
but the precise details vary between kinds of art. Appropriation art is the
canary in the coal mine of artistic freedom. Once appropriation is
restricted, criticism and subsequently the freedom to depict the visual
environment as a whole will be restricted.

Alternative licensing uses the tools of copyright licensing to add
freedoms rather than impose restrictions. Once an alternative licence is
applied to a copyrightable work, such as a piece of art, anyone who copies
it or creates new work based on it is free to do so as long as they follow
the licence. Ordinarily they would have no such freedom in law, outside
of the bounds of Fair Use (or Fair Dealing).

Fair use is mostly an American concept. Other legal systems have more
limited exceptions to copyright, and would not allow artistic use of
copyrighted imagery under the same terms. Alternative licences are useful
for protecting fair use style freedoms in such jurisdictions. Even within
American law, Fair use is a legal defence not a right, and must be
defended in court if challenged. Against media corporations this will be a
very uneven battle, and Lawrence Lessig has described fair use as little
more in practice than'the right to hire a lawyer'.”” So alternative licensing
is useful for protecting fair use even within American law.

There are a number of different alternative licences available and

several different kinds of licence. Some disallow commercial use. Since the
work can be copied for free, and since the person licensing the work may
want to use the results in turn, this isn’t as useful as it might seem. Some
disallow modifying the work, but the work can still be modified under fair
use. Some simply allow the work to be copied and used with very few
restrictions, but then the freedoms that make that possible can be removed
in turn, shutting the audience and the original artist out.



The most successful licences, used by non-art projects such
as GNU and Wikipedia allow work to be copied and new work
to be based on it as long as people have the same freedoms
over any copies or new work.” This reversing of copyright to
protect rather than remove people’s freedoms was named
'copyleft' by Stallman.

The range of work covered by copyleft licences produces a
'‘commons' of work that people can draw from and contribute
to freely. The historical metaphor of the commons comes from
land owned and managed by a community rather than a
landowner. The often cited 'tragedy of the commons', designed
to prove that private ownership is better than common
ownership, ignores this fact. It is important to remember that
this cultural commons is a product of copyleft, which is a
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product of the ethical position of freedom. It is not an end in

itself. Talk of the commons without talk of freedom can introduce broken
metaphors from agricultural commons, or measures to protect the
commons that would compromise the freedoms of individuals that give
rise to the commons.

By relying on ever-strengthening copyright law, copyleft might appear
to support the very thing it is designed to oppose. But this is not the case.
If copyright law disappeared, copyleft would lose its force. Licensing is
very popular with the "Web 2.0' internet bubble, where it is seen as a
source of free labour for web sites and networks. Web 2.0 is an expression
of the information knowledge work culture that Harold Liu identifies as
opposed to the literary and artistic culture of history.” Objections to
licensing from within discourse about both Web 2.0 and knowledge work
can be answered with the the argument that is a form of intensification or
ironisation of copyright law, a judo throw that uses its opponent’s own
weight against it."”

Licensing is not sufficient for artistic freedom, it is a measure against
one specific threat to artistic freedom, the over-extension of copyright.
Copyleft licences are also not an end in themselves and must change over
time to best protect freedom against any new threats that emerge. New
restrictions on freedom such as Digital Rights Management technology
did not exist when the first copyleft licences were being drawn up, and
modern copyleft licences do indeed tackle them. It is the content of the
threat to freedom, expressed in any form be it legal or technological or
other, that the form of copyleft licences must change to match in order to
protect the content of freedom.
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Copyleft was designed to protect the freedom to use
computer software. But it can protect freedom of speech and
artistic freedom as well. Due to the history of computer
programming, programs are created and copyrighted as textual
instructions to the computer. Copyleft is a means of removing
the restrictions on freedom that copyright imposes not just on
software but on any fixed form of expression. Since no small
part of contemporary censorship is copyright-related, copyleft
can be a useful means of addressing censorship where it is
applied.

Copyleft cannot protect freedom where it does not apply. If
artists wish to work from art or media that are copyrighted but
not licensed, they must fall back upon fair use. If artists wish
to depict objects or environments that are trademarks, there

are not even licences for that at the moment. Broader reform and ongoing
protection against restrictive laws is therefore necessary, copyleft is not in
itself a sufficient protection.

This also shows why art should share licences with other media rather
than designing specific licences. Doing so gives artists access to those parts of
the media that adopt copyleft in return. And it also makes artists work
available to critics, academics and other artists who wish to work with it. This
can help drive awareness of the artists' work, increasing their reputation and
thereby the opportunities and remuneration available to them.

Copyleft for software enforces the social contract of freewheeling
hacker software development, but this may be different from the social
contract of fine art. The art-specific Free Art Licence is based on
copyleft." So is the more general (and more popular) Creative Commons
BY-SA licence.” The only licence that attempts to enforce the social
contract of a particular creative community is the Sampling licence from
Creative Commons and Negativland.” The Sampling License reflects the
standards of the sampling and mash-up musical community, but it has
some peculiarities, it is not considered 'free’ by any common definition,
and has since been deprecated by Creative Commons.

The social contract that the Sampling licence embodies is that of
Extended fair use."” This allows transformative use and sampling but not
wholesale copying. This is similar to the social contracts of appropriation
art and of criticism. Copyleft goes further than this, allowing copying and
incorporation of the work untransformed.
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To suggest that artists should apply copyleft to their work in hietp://www. facebook . com/
order to take a position on artistic freedom in society might
appear to replay twentieth century (and earlier) arguments about political
commitment.” 't is always with the best intentions that the worst work is
done.’, to quote Oscar Wilde, and the effects of political volunteerism by
artists ranges from the negligible (Surrealism) to the negative (Socialist
Realism). But, for artists to protect artistic freedom is not volunteerism,
rather, it is key to maintaining the possibility of new forms in art. It is a
practical response to the genuine threat of censorship in old and new forms.

Collaboration

Collaboration and appropriation are ways of individuals building on
the work of others. Collaboration can be local or distributed, parallel or
serial. Collaborators working together at the same geographical location
are local collaborators, those working over the internet or meeting only
occasionally and otherwise working apart are distributed. Collaboration
by a group of people on work at the same time is parallel collaboration,
collaboration on a series of revisions of that work over time is serial
collaboration, which is also a way of describing appropriation.

The Surrealist drawing game 'exquisite corpse' is local serial collaboration,
collaborative projects like GNU and Wikipedia are distributed parallel
collaboration. Appropriation and critique are distributed serial collaboration.

Participation is what people generally mean when they say that a
project or community is 'open'. People from outside the core of the project
can join in and contribute to it. People can join the community without
onerous membership tests.

Participation does not necessarily mean collaboration, and participation
does not in itself guarantee freedom. It is possible for a group of collaborators
to be closed to new members or external collaboration. Any pair or group of
artists who collaborate privately do not have a participatory practice. It is
possible for a project to be participatory without being collaborative. Social
networking sites such as Facebook allow people to participate without
necessarily collaborating on projects.""



[47]
Negativland, ibid

[48]

See
http://www.washingtonp
ost.com/wp-dyn/
content/article/2007/
07/11/AR2007071101996.
html

[49]
See
http://wikipedia.org/

[50]
See http://h2g2.com/

[51]

See
http://www.edge.org/
3rd_culture/lanier06/1
anier06_1index.htm]l

Successful projects have strong social contracts. The
existing social contract for art bears more similarities to
Negativland’s concept of extended fair use than to copyleft.””
Copyleft is not a match for this but it is a superset of this, and
(fine) art objects cannot be replaced by electronic copies of the
original.

Collaboration thrives when collaborators know that they will
remain free to use the products of their collaboration. Wikipedia
and GNU protect this social contract through their licences. The
best way of signalling to potential collaborators that their
freedom will be protected is to use such a licence. It isn’t
necessary to be planning to collaborate in order for such licences
to be useful. Finished work released into the world with such a
licence makes the work of appropriation and critique easier.

It is possible to organise collaboration without respecting

the freedom of collaborators. Corporate 'user generated content' initiatives
that take copyright from contributors in return for the possibility of a
prize remove the freedom of contributors to use their own work.
Lawrence Lessig calls this 'sharecropping’.*”

Projects that deny participants commercial use of their own work have
the same effect. And people who come to projects complaining that if only
the licence was changed they’d be able to use it in a way that excludes its
creators are wannabe 'free riders' by their own, economic, point of view
and so should be ignored.

Wikipedia is a project to collaboratively create an encyclopaedia usable
by anyone via the Internet. The site is licensed under a copyleft licence,
meaning that anyone can add to or use it as long as they don’t prevent

anyone else from using it.*’ There was another project to create an online
encyclopaedia that pre-dated Wikipedia, the h2g2 project, but that was not
a freely usable project and as a result ultimately failed both commercially
and in terms of popularity.*

Voluntary collaboration is not anti-individualistic, despite the charge
levelled at Wikipedia by Jaron Lanier that it amounts to a collectivist
'digital maoism'."" Individuals can pursue their own ends within a
supportive structure and thereby both add value to and receive value from
that structure as a whole. But the value of both individual contributions
and the structure as a whole can be lost if all contributions are accepted
without evaluation or if the project succumbs to structurelessness.” The



online collaborative literary project 'A Million Penguins' is a
classic example of the incoherence that can result from this.”

The community arts project Remix Reading ran workshops
and accepted contributions through its web site and
assembled exhibitions in local arts venues curated from the
results.” Various student shows run by chapters of
freeculture.org®™ followed the Remix Reading model using
the image sharing site Flickr to accept contributions and then
curating shows both in the real world and in the virtual
reality environment Second Life.

These are mostly collaborative exhibitions of free work (and
some non-free work under other Creative Commons licences,
see the web site Freedom Defined for a good list of free
licences), rather than works created collaboratively, although
some appropriation and remix art was included.”” This is a
good model for supporting and promoting the production of
freely licensed artworks.

When considering collaborative production of work one
of the most successful examples from the world of software
development is the Linux kernel. Anyone can submit work
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to be included in the project, anyone can discuss work that is
submitted, but submissions are only included in the central repository
for the project after evaluation by the project’s leaders. Anyone can
view that repository, but the project’s leadership controls the release
of official versions. This ensures both that value can be accepted and
included from outside the project, and that substandard work and
reworking of the project cannot get into the project or become
associated with it.

It is easy to see how this model maps onto collaborative art shows
mentioned above but finding evaluation criteria for collaborative
production of individual artworks or series of artworks is a difficult
challenge. The collaborative image making web site Kollabor8 avoids this
problem by allowing each image to be forked from any previous version
of an image and the results to be chosen by the audience.™

There are more examples of artistic collaboration than might be
imagined. Any artistic duo is involved in a collaborative practice.
Licensing protects both the freedom of other members of society to
appropriate and critique work produced by such artists and the artists
themselves to do so should their association end.



[59]
Raymond, ibid.

[60]

Marcel Mauss, The
Gift — The Form and
Reason for Exchange
in Archaic Societies,
Oxford: Routledge,
2001.

[611]

See
http://salrandolph.com/
text/8/some-
experiments—in-art-as—

Individual artists producing what they regard as finished
works can support the ability of artists and critics to learn
from, comment on, and build on their work with copyleft
licensing. This helps anyone whose work might promote the
artist. It also encourages and enables collaborations and uses of
the work that could not be predicted to the artist and may be
of unique value to art and to society.

Economies

gift

Eric Raymond describes the culture of open source as a 'Gift
Economy'.”™ Again, this is a product of Freedom and cannot be substituted
for or sustained without it. The concept of gift economies comes from
Marcel Mauss' work in anthropology in the first half of the twentieth
century . In a gift economy, gifts are given with strong social
expectations that gifts will be given in return. It is this social contract that
people exposed to the idea of gift economies often forget, regarding gifts
as (economically irrational) random acts of kindness where in fact they
are more like the enforced sharing of alternative licences (law being a way
of enforcing society’s norms between strangers).

The free sharing of ideas and iconography in art is a kind of immaterial
gift economy. Making a physical gift economy of art can be an interesting
commentary on the materialism of the art world even in the era of
relational art, and is a good investment in terms of one's reputation.

Free Documenta and various other solo projects organised by Sal
Randolph, are a good example of creating a physical gift economy.”" These
include organising a global day of events with artists giving away prints
of artworks or producing hundreds of blue paintings. Although they may
appear to be random acts of kindness they do make a demand of their
audience, to reflect the economic and social relations of the artworld.
Against the backdrop of the global art market, that is no small demand.

Randolph and her collaborators are giving away works and
reproductions of works that have cost money to produce. The freedom to
share reproductions of work electronically via the internet reduces the
value of copies of easily digitised and reproduced work to almost zero.
The music and film industries have panicked in response to this, and have
reacted with lawsuits and intrusive propaganda to people who advertise
their work for free through sharing it. There is no evidence that they are
reacting to a genuine threat or that their actions are affecting peoples’
willingness to share.



The gift of near-zero-cost reproductions of recordings of work
is not lost revenue, it is promotion. Artists no less than musicians
do not make most of their work from selling reproductions of their
work and where they do make money from reproductions. They
make their money by playing live (residency and show fees, public
art fees), private gigs (commissions ) and merchandise (prints and
editions of physical artworks, deluxe or personalised recordings or
photographs of performances).

Perhaps in order to address such concerns, Creative
Commons do provide a pseudo-copyleft licence that only
allows non-commercial (NC) use, which might appear to
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protect artists against economic exploitation. But it allows peer-to-peer
sharing of work, which content industry claims is the major source of
their loss of revenue, and individuals can print or paint their own copies

of work shared in this way.

NC prevents the artist of the original work from using any downstream
reworkings of their piece commercially without negotiations that may be
unsuccessful. Copyleft in itself is a stronger disincentive to people who wish
to simply exploit work without giving anything in return, and NC allows
verbatim copying anyway. It discourages critique and thereby promotion.
And it prevents artists from recovering the costs incurred in creating

derivative works.”” NC is seductive but ultimately self-defeating.

To quote book publisher Tim O’Reilly, 'Obscurity is a far greater threat
to authors and creative artists than piracy.™ The Internet is an excellent
tool for fighting obscurity and creating opportunities to build reputation,

and reputation is key to making a living as an artist. Artists do not

generally make a living from selling reproductions of their work, and if
they do they can compete on the basis of the quality and authenticity of

those reproductions (forged signatures tend to be fairly worthless).

Reputation as capital leads naturally to the idea of a 'reputation

economy'. But there is no neat split between a reputation economy and
the cash economy that an artist’s reputation impacts on. And it is a
mistake to try to protect the cash value of an artist’s work while they are
building a reputation that will increase the value of that work until such

time as it can be sold to a traditional middleman.

The Internet has proved a boon for artists, providing means of

networking, selling work, and discussing and learning about art globally.



[64]

See http://www.
furtherfield.org/
http://www.rhizome.org/
http://www.saatchi-
gallery.co.uk/
yourgallery/

and
http://www.artinfo.com/

[65]

See http://www.
firstpulseprojects.com/
joy-work. html

From community sites like Furtherfield and Rhizome to
commercial sites like Saatchi’s YourGallery and listings sites
like ArtInfo the internet has provided new opportunities.'*

Unlike recorded music, electronic images of artworks are
not a substitute for most artworks, rather they promote the
original. An artist and blogger like Joy Garnett, whose
paintings draw on media imagery under the American fair use
doctrine, can place high-resolution images of her paintings
online without fearing that they will be taken by any potential
collector as a substitute for buying the original.|*”

Performance, installation and sculpture are unlikely to be affected
by electronic copying of images either. Work that is created as
electronic images, as video or as software might appear to be more at

risk, but as Matthew Barney’s 'Cremaster Cycle' shows, it is perfectly
possible to sell limited editions of infinitely reproducible art. Attempts
led by the music and motion picture industries to restrict how the
internet can be used, as government and lobby groups, and attempts to
block 'undesirable' content on the internet are censorship in its
expanded sense (and in its traditional sense where governments are
involved). They provide no benefit to artists and will harm both artists
and society’s ability to benefit from the new possibilities that the
internet affords.

Artists can play an important part in showing that there are substantial
uses for the internet that do not involve what its opponents call "piracy’
and can gain economically from the internet whether financially or in
terms of reputation.

Conclusion

Artists are not being distracted by external demands of political
commitment when they take on issues of cultural freedom. They are
exemplars. Free art and a free culture, is of vital importance for a free
society. This freedom may result in commons based peer production, gift
economies, reputation economies, increased efficiency and higher quality.
But it is important not to confuse the incidental effects of an ideology
with its principles. It is these principles that artists should pursue:

It is important to avoid repeating the mistakes of open source when
doing so:



— Start from Free Software Free Society and Free Culture, not The
Cathedral And The Bazaar.

— Don’t try to organise your organisation in an 'Open Source' way.
That methodology is for content, not structure.

— Don’t try to emulate early Wikipedia’s world-writeability. Emulate
the meritocratic Linux Kernel development model that Wikipedia is
slowly coming to resemble instead.

— Don’t be afraid of matters of principle. Renaming 'Free Software' as
'Open Source' has cost the people who have done so the biggest software
market in the US, as the military are much more comfortable with
'freedom’ than they are with 'openness'.

There are many ways in which artists can apply the lessons of Free
Software to art:

— Artists should become familiar with the concept of artistic freedom,
the contemporary status of censorship, and how to protect the former
against the latter.

— Artists should campaign to oppose the extension of copyright or
trademark law and the reduction of fair use. Where there are
opportunities to lobby for extended fair use (such as the 'Gowers Report'
in the UK in 2007) artists should make sure their voices are heard.

— Artists should use copyleft licensing to ensure the free circulation of
ideas. If the sale of reproductions of work is a concern, investigate services
that sell reproductions and experiment with releasing fewer works under
a copyleft licence rather than more works under restrictive licences.

— Artists who are interested to do so can investigate the use of
collaborative project management.

— Artists who are interested to do so should produce work to show the
value of fair use and the public domain.

— Artists who are interested to do so should challenge copyright maximalists
and censors by using mass media imagery and transgressive imagery.

— Artists should use Free Software and free (or 'open’) file formats for
accessibility, and help drive improvement of them.



Applying these concepts to art is neither Digital Maoism nor economic
irrationality but an ethical and social stance against the censorious
restrictions that threaten to harm art’s continued freedom.

Licence

Copyright 2008 Rob Myers. http://www.robmyers.org/

This work is licenced under the Creative Commons Attribution-Share Alike 3.0
Unported License. To view a copy of this Ticence, visit
http://creativecommons.org/licenses/by-sa/3.0/ or send a letter to Creative
Commons, 171 Second Street, Suite 300, San Francisco, California 94105, USA.
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GOTO10 is a collective of international artists and
programmers, dedicated to Free/Libre/Open Source Software
(FLOSS) and digital arts. GOTO10 aims to support and grow
digital art projects and tools for artistic creation, located
on the blurry line between software programming and art.

GOTO10 1ives on servers, IRC channels, lists and streams.

We don’t have any static physical meeting place. We organize
events throughout Europe, independently and in collaboration
with Tike-minded organizations. Our aim is to live within
this network of machines, people and places, to develop and
teach new and existing tools, to produce, experiment and play.

A1l of GOTO10’s projects are based on 100% Free/Libre Open
Source Software.

http://gotol10.0org
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