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~ puter age.
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reactions.

36 The Personal Art of a Personal
Computer
By Scott Wright
Professionals won't be the only ones us-
ing the Amiga’s graphics potential. The
Amiga brings art (small “a”) to the rest
of us.
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You communicate—and the story 4
responds—in full sentences. Which 4
means that at every turn, you
have literally thousands of alter-
natives. Soif you decide it might
be wise, for instance, to wrap
atowel around your head, you
just say so:

#WRAP THE TOKEL AROUND MY HEAD
And the story responds:

THE RAVENOUS BUGBLATTER BEAST OF TRAAL
IS COMPLETELY BEWILDERED. ITISSODIM
IT THINKS IF YOUCAN‘TSEE IT: ITCAN'T
SEE YOU.

But be careful about what you say. Or one
moment you might be strapped down, forced
to endure a reading of the third worst poetry in the
galaxy; the next you could be hurtling through
space with Marvin the Paranoid Android aboard
a stolen spaceship.

And simply staying alive from one zany
situation to the next will require every proton
of puzzle solving prowess your mere mortal mind
can muster. Even simple tasks can put you at
wit's end:
»OPEN THE DOOR

And the story responds:

THE DOOR EXPLAINSs IN A HAUGHTY

TONEs THAT THE ROOM IS OCCUPIED BY A
SUPER-INTELLIGENT ROBOT AND THAT
LESSER BEINGS (BY WHICH IT MEANS YOU)
ARE NOT TO BE ADMITTED. "SHOW ME SOME
TINY EXAMPLE OF YOUR INTELLIGENCE:"

IT SAYS: "AND MAYBE: JUST MAYBE I MIGHT
RECONSIDER. "

Other interactive science fietion stories from Infocom include
PLANETFALL,” in which you're stranded on a mysterious deserted
world. STARCROSS,” a puzzling challenge issued eons ago and light-
years away. SUSPENDED," the race to stabilize an entire p]anet’é
life support systems. And AMIND FOREVERVOYAGING,”
aradically new work of serious science fiction in which you explore
the future of mankind.

©1985 Infocom, Inc. THE HITCHHIKER'S GUIDE TO THE GALAXY is a trademark of Douglas Adams.
PLANETFALL, STARCROSS, SUSPENDED and A MIND FOREVER VOYAGING are trademarks of INFOCOM, Ine.

C. depend on for up-to-the-nanos

Circle 50 on Reader Service card.

But don’t panic. You'll be accompanied
every light-year of the way by your trusty
Hitchhiker’s Guide, which you can always
econd
information. Well, almost always:

*CONSULT THE HITCHHIKER ‘S GUIDE
ABOUT THE MOLECULAR HYPERKAVE
PINCER

And the story responds:

SORRY: THAT PORTION OF OUR SUB-ETHA
DATABASE WAS ACCIDENTALLY DELETED LAST
NIGHT DURING A WILD OFFICE PARTY.

So put down that beer, take that towel off your
head, open the door; hitchhike down to your local
software store today and pick up THE HITCH-
HIKER'S GUIDE TO THE GALAXY. Before they
put that bypass in.

Still net convineed? Try our Sampler Disk
which includes portions of four different types of
stories for a paltry $7.95. If it doesn’t get you
hooked on the addictive pleasures of Infocom,
return it for a full refund. If it does, you can apply
the price toward any Infocom story. You can't lose!

For more information call 1-800-262-6868.
Or write to us at 125 CambridgePark Dr.,
Cambridge, MA 02140.



Excitement

At the time of this writing,
Amiga computers are s]:ipp'ing
to dealers throughout the coun-
try and being purchased by in-
spired computerists, both
novices and advanced users.
Many of the products that you
will soon be able to purchase
are in the development stages at
this time, all in varying degrees
of readiness. The introduction
of the Amiga has initiated a
flurry of excitement and activity
among hardware and software
developers.

The first Amiga development
systems arrived with the most
complete set of software devel-
opment tools of any new micro-
computer to come to market.
Several programming languages
and utilities were made avail-
able early on to a wide range of
enthused companies with new
ideas about software applica-
tions and microcomputer usage.
These companies range from
small to large, from undiscov-
ered to well-established. Many
of these developers will sell
their products to larger firms
for marketing and distribution,
and many will start their own
new companies to produce and
market their products.
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One primary source of energy
is motivating these enthusiastic
new visionaries. That energy is
excitement! Excitement is a
strong motivating force that can
propel its possessor to accom-
plish a great deal very quickly. It
can be responsible for the actual-
ization of ideas that, in the con-
ceptual stages, appear almost
impossible. When one is truly ex-
cited about an idea, everything
clse (including sleeping and eat-
ing) takes a back seat; anyone in-
volved in computer program-
ming knows what I mean. Many
of the products either now com-
pleted or in the development
stages have been labored over
round-the-clock for months.

Some companies see in the
Amiga a very strong mainstream
computer with the potential 1o
run high-powered business ap-
plications very quickly, process
large volumes of data and carry
on a variety of critical tasks si-
multaneously. These developers
will advance the quality and
performance of business soft-
ware in such traditional disci-
plines as word processing,
spreadsheets, database manage-
ment, presentation graphics and
telecommunications. Some com-
panies are at work developing
educational software, recogniz-
ing the opportunity to enhance

By Steve Twombly

the learning process and pi-
oncer new teaching techniques
through interactive video, artifi-
cial intelligence and audiolvis-
ual juxtapositions.

Some companies I've talked
to are interested in the digitiz-
ing capabilities of the Amiga.
Their vision encompasses a
wide variety of fields, from in-
dustry and the military to video
and art. I am aware of several
projects in the works using the
concept of artificial intelligence
on the Amiga to drive experl
systems dedicated to very spe-
cific tasks, using the Amiga as
either a single workstation or as
part of a large network. Unique
forms of entertainment software
are being developed for you
and your Amiga, incorporating
sophisticated sound and anima-
tion, unbelievably realistic simu-
lations and adventures and
intriguing interactive fiction,

just to name a few.

Since we at AmigaWorld are
able to contact and work with
these developers early, in some
cases during the conceptual
stages of their ideas, we are able
to foresee what is in store for
vou as these ideas are devel-
oped and brought to the mar-
ketplace as products. The world
of Amiga at this point in time is
infused with a flurry of activity,
where ideas are hatched and ex-
changed, scrapped and reborn,
finally shaped and then pains-
takingly refined into finished
products. Many of these ideas
are now ready for you to share

and put to use on your Amiga,

but many more are yet to come.

AmigaWorld will be bringing vou

up to date on these new prod-
ucts and developments through-
out each issue, sometimes
bringing you right into the de-
velopment process as well.
When we think it's important,
we'll give you an opportunity to



meet the developers and share

in their excitement and
motivation.

Excitement and enthusiasm
are contagious among those
who are working with the
Amiga. I have read the charters
of many new Amiga users
groups that have been forming
across the country. We have re-

ceived telephone calls and let-
ters from many enthusiastic
groups in North America and
in Europe as well. Several on-
line services have already intro-
duced Amiga special interest
groups. College professors are
recommending Amigas to their
students, and many people who
have never owned or used a
computer before are planning
to make the commitment and
purchase an Amiga. One young

musician wrote to us of his
plans to computerize his local
recording studio with the
Amiga. He has convinced the
studio’s owner to invest in Ami-
gas, and both individuals are ex-
cited about the new and
advanced recording environ-
ment they're creating, We all
know that the Amiga is a very
strong persuader.

AmigaWorld will serve as a fo-
cal point for this enthusiasm
and creative energy, channeling
the many diverse streams into a
central forum and serving as a
source of valuable information
to you. No matter what your in-
terest, if it has to do with the
Amiga, we are interested. We're
interested in your excitement
and sense of discovery as you
explore the features and capa-
bilities of your new Amiga.
We'll bring you stories about
unique uses of the Amiga and
let you share in the discoveries
of those who have brought new
meaning to the practice of com-
puting by using their Amigas
creatively, and in many cases,
competitively.

AmigaWorld will continually
strive to provide you with more
information and ideas relevant
to your new computer. We'll
bring you articles that will help
you use your Amiga and get
more performance out of it
than any manual or documenta-
tion can provide. AmigaWorld
will be as exciting as the market
that it covers, and if you keep
the feedback coming our way,
we'll be able to respond better
to your needs. So, enjoy this is-
sue on Amiga creativity and
share the excitement of
AmigaWorld. B

Image of Deborah Harry
digitized with A-
Squared’s Amiga-Live!,
colored by Andy Warhol.

AmigaWorld 9



By Guy Wright
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So what is the spirit of the
times, this time? Creativity, art,
design, personal art, profes-
sional art, business telecommu-
nications, interactive fiction and
a screen or two of video.

If AmigaWorld were just an-
other computer magazine and
the Amiga were just another
computer, then we would call

this, our third issue, a graphics
issue. There would be articles
on screen dumps and algo-
rithms for drawing shapes. Per-
haps a short program that
displays a Christmas tree while
playing Silent Night. Graphics
issues are popular in the com-
puter magazine field. But
AmigaWorld is, as you have al-
ready guessed, not your stan-
dard computer magazine. That
is why, if we had to put a name

on it, we would call this an art
or creativity issue.

As the software is developed,
we will follow it, doing reviews,
offering suggestions, evaluating
products, even publishing tips
and techniques for getting the
kinds of graphics results vou



need out of the Amiga. In this
issue, however, we have tried to
address larger questions like,
what is art? What are the profes-
sionals, like Andy Warhol, doing
with the Amiga? What will the
people who own the Amiga be
doing with the graphics? How
do “traditional™ artists feel
about computer art?

Is AmigaWorld trying to be an
art magazine? In this issue we
are. We had artists and illustra-
tors working with the Amiga
and writing about it. We inter-
viewed designers, printmakers,
papermakers, painters, profes-
sors, video engineers and oth-
ers. Some of them were
enthusiastic about the Amiga.
Some were lukewarm. Some
didn’t like the computer at all.
In some cases, we asked more
questions than we answered,
and perhaps we bit off more
than we could chew. Who in
their right mind would try to
define art in the first place? Is it
a reflection? A hobby? An amor-
phous manifestation of the
times? A journeyman’s skill that
can be learned by almost any-
one with desire and a steady
hand? A window on the soul?

And then there are the peo-
ple, the artists. Inspirec by the
possibilities or threatened by
the technology. A careful read

will show a number of portraits.
World-famous Warhol using the
Amiga for (is it even proper to
give a name to a kind of art?
Pop art? Computer art? Per-
sonal art? Professional art for
hire?) Dolly Parton portraits
and MTV videos, illustrators
who sell commissioned draw-
ings for $175 a shot, and chil-
dren adding more love to
birthday cards.

The reason that we took such
a long step in this direction was
that the Amiga is advanced
enough to warrant a serious
look into the nature of creativ-
ity. Before the Amiga, the only
computer-generated art was ei-
ther done on very, very expen-
sive equipment (more expensive
than your average “starving art-
ist” could ever hope to afford)
or of a quality that could be re-
produced with a sheet of graph
paper and four different col-
ored magic markers—etch-a-
sketch art. When computer mu-
sic came along, it was used as a
gimmick, a strange noice glued

onto the side of a song. Only re-

cently have musicians begun to
integrate computer music into
their works. The same will be
true of the Amiga in visual art.
It will, at first, be used as a gim-
mick and later as an integral

part of the artist’s work, another

type of brush, another color on
the palette.

So, where is the bottom line?
How is this issue of AmigaWorld
going to improve profits in
your business? We have a few
things here and there that
might be worth your while.
Some on-line business services
are explored, which might just
influence your telecommunica-
tions decisions. Some hard-core
hardware from Tecmar is dis-

cussed. The Software Group, de-

velopers of the Enable inte-
grated package, talk about their
product line.

We also venture into the fan-
tasy worlds of interactive fic-
tion. And the video-interfacing
wizards at A-Squared cast a few
digitizing spells. We talked to
the people at Mindscape, pro-
ducers of the Amiga Tutor pro-
gram, about creativity in
software design. There are arti-
cles about Lisp and Logo, from
turtles to artificial intelligence.
Sign on QuantumLink, a new
Commodore network. Confes-

sions of a Mac user, letters from

readers and Digital Canvas.

If you are looking for the
Wall Street outlook or how to
design your own analog-to-digi-
tal converter circuits, then you
will have to stretch your imagi-
nation quite a bit (perhaps all
the way to schizophrenia), be-
cause we just didn’t cover those
topics. And if you think that art
isn’t a business, just like widget
manufacturing and networking,
then perhaps your imagination
could stand a little stretching,
because Dolly Parton, MTV,
Andy Warhol, video digitizing
and illustration may not be tra-
ditional 9-to-5 business, but they
certainly put food on someone’s
table.

If this issue doesn’t help you
design a more efficient spread-
sheet, at least it will make you
think about the Amiga as an-
other kind of productivity tool
for those people whose business
is creativity.

AmigaWorld 13



“The thing that 1
like most about
doing this kind of
art on the Amiga is
that it looks like my
work.”

Photography by Edward Judice
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Andy Warhol:

An Artist and His Amiga

A conversation about art and the Amiga
with artist Andy Warhol

By Guy Wright and Glenn Suokko

Warhol Studios. New York City. Into the front
to shake hands all around. Managers, producers,
art dealers, and, in the back of the crowd, Andy
Warhol. Small, black jeans, sneakers, bright pink
glasses, white hair. He shakes hands with a quiet
“Hi,” then disappears somewhere into the large
building while the rest of us are taken up, two at
a time, in a very small Otis elevator to a second
or third floor dining room for lunch.

The cozy affair is filled with editors from Inter-

view magazine, art critics, friends, managers, us
(Glenn Suokko, AmigaWorld's Art Director, and
myself), and others all talking, drinking wine, sit-
ting at some unheard command and eating. Andy
drifts in quietly, sits and eats at the far end of the
table. Monosyllabic answers to questions asked by
others at the table.

I ask an editor of Interview what questions [
should ask Andy. “Is there anything he likes to
talk about?”

“That’s a hard one,” he says. “Andy doesn’t do
interviews. I'm just glad that because he is the
publisher [of Interview] I will never have to in-
terview him. I don’t know what I would ask. You
should ask his manager.”

Earlier, I asked Jeff, an engineer from Commo-
dore who has been working with Andy for weeks
on his new video for MTV, the same vqu(*stion. g
don’t know,” Jeff said. “He doesn’t talk much. He
doesn’t talk at all. He doesn’t do interviews, as
far as 1 know. You guys are really lucky to get an
interview with him.”

Finally, I ask the Commodore exec who set up
the interview in the first place. “Maybe I should
ask the questions,” he says. “Andy doesn’t talk
much, and I have no idea how it will go.”

Our photographer arrives and Glenn goes up to
the video studio to help set up lights. Lunch ends
and [ follow Andy upstairs to the studio.

“So, you don’t do interviews?”

“No,” Andy says abruptly. He disappears again.

Greal.

The video studio, where the MTV video was
put together, has chairs, equipment racks, moni-
tors, video editing decks, cameras, lights and two
Amigas. Some paintings are brought in. Four by
four foot Dolly Parton. Punching bags. Things.
Vince Freemont, Producer for Andy Warhol’s T'V,
has everyone sit and we preview Andy Warhol's
Fifteen Minutes (More or Less) video for MTV.
The portions done on the Amiga are pointed out.
Titles and special effects. Andy has drifted in to
watch.

When it is over, most of the people in the room
either leave or move or remain seated. A video
camera is connected to a digitizer connected to
one of the Amigas, and Andy sits before it. Lights
are adjusted. The camera is turned on. The soft-
ware is loaded.

Our photographer begins shooting almost non-
stop. He uses a camera with an auto-winder so he
can click-zhhh, click-zhhh, click-zhhh as fast as he
can point and focus. He moves around the room
quickly using up roll after roll of film.

No one is sure who is supposed to be there and
who isn't. People wander, people sit, people talk.
The engineer plugs in cables, types on the key-
board, moves and clicks the mouse, changes
settings.

And Andy Warhol sits before an Amiga that is
soon alive.

Images of what the video camera sees are fed
into the Amiga and onto the screen. At first there
are flickers nf color and interference. The camera
is pointed at nothing, and then (more for some-
thing to foeus on than anything else), the engineer
points the camera at the painting of Dolly Parton
leaning against a rack filled with video tapes.

donl 1j

T

LR il

It doesn’t really start anywhere. At some point
tape recorders are turned on. At another point the
software is working. Throughout there is the click-
zhhh, click-zhhh, click-zhhh of the photographer’s
35mm camera. Andy begins playing with the
mouse, and the colors on the screen change with
each move and click. He is intrigued with the
changing colors and weird effects caused by the
camera-light-software-mouse-people combination.

AmigaWorld 17
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While waiting for the interview to begin, the
interview began. More as a conversation than an
interview. Andy playing with the computer image,
people coming in and going out. Many people ask-
ing questions, even Andy asking questions. The
photographer shoating from every possible angle
in the room. The engineer constantly adjusting
equipment. People doing nothing but watching the
screen as the colors change or the video camera is
moved or the lights are moved or as Andy tries
something else.

A color painting of Dolly Parton is, at first,
shades of black, white and gray, but soon is illu-
minated, replacing the original colors with elec-
tronic Amiga colors.

An interview with Andy Warhol, who doesn’t
do interviews—an artist at the Amiga launch, an
artist long before Amigas. Publisher of Interview
magazine. Involved with video, MTV, rock, Sfilms,
people and things like Amiga computers.

Glenn: When did you do this portrait of
Dolly?

Andy: Last week.

Glenn: Hmmm. Look at that color.
Andy: It would be great to just drop this
color in. Oh yeah. So, do you want 1o ask
me any questions?

GSW (Guy Wright): What do you want to
talk abour?

Andy: Oh, I don't know.

Glenn: Is this the greatest thing since sliced
bread?

Andy: Oh yeah, it is.

Glenn: How do you see this work being dis-
played? How would you show something
that you create on an Amiga to the general
public

Andy: Well, we could get a printout. I could
just print this out if we had the printer.
GSW: Would vou sell the prints or distrib-
ute the disk itself?
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Andy: Well, this friend of mine, named
Jean-Michel Basquiat, goes to the xerox ma-
chine and puts xerox all over his paintings.
So, if we had a printer right here I could
do it this way and just sign it as a print,
But, I guess if printers ever get really big,
like a twenty by thirty or thirty by forty,
then it would really be great.

GSW: So you don't see any problem? Some-
thing you do on the computer can be recre-
ated pixel for pixel, an exact duplicate?
Andy: Well, in prints they are supposed to
be exact duplicates. So. ..

GSW: But there is a finite number, like
print number fifty-six of one hundred.
Andy: Well, you can stop at whatever num-
ber you want. Etchings usually stop at a cer-
tain number.

[The motorized film advancer on the
photographer's camera is furiously click-
zhhhing, click-zhhhing, click-zhhhing while
people move around the room and Andy
taps the buttons on the mouse.]

Glenn: Could you ever imagine monitors
sunk into walls in museums or galleries?
Andy: Kids have been doing it already. The
Paladium has two big square TV sets going
all the time, with about 25 to 50 sets on
each side. They haven’t done any art vet,
but it would be great to do that.

GSW: Like the Limelight with their bank of

TV sets along one wall,

Andy: Yeah, but actually Private Eyes is a
video bar. [To Glenn] Have you been there?
Glenn: No.

Andy: It used to be right around here. So if
vou have a video vou want to screen down
there for a party, vou can. It's not a dancing
place. It's just a video bar,

GSW: Do you think that might be the new
wave museums?

Andy: Well yeah, actually, when [ worked on
this at Lincoln Center [the Amiga launch],
it was like a museum, because we had a cou-
ple thousand people and I was working
with it on the stage. It was like a museum
because you could show your work,

GSW: Instant museum in a finite time
period.

Andy: Yes.

GSW: So it's not a static art?

Andy: Jack [Haeger, Art and Graphics Di-
rector at Commodore-Amiga], who was
working with me before, uses it more like
brushes and paint.

GSW: Do you like working with it

Andy: I love it

GSW: Are you going to buy one?

Andy: Well, we already have two, so we are
going to buy the printer.

GSW: You are talking about the high-quality
printer?

Andy: Well, they had the one at the launch,
which was this big [measuring four square
inches in the air with his hands]. It was
really cute. Very pretty.

[People wander about the room. There is
conversation in the background. The engi-
neer adjusts cables. The photographer loads
film, shoots, moves, shoots some more. The
image on the Amiga vibrates with the
changing room lighting and with the pass-

ing of people in front of the video camera.

The engineer, finished with cables for the
moment, goes to change the video camera
angle.]
Glenn: I like the movement.
Andy: Well, it's not. ..oooh [as the engineer
moves the video camera, sending electric
streaks of color across the Amiga’s
screen]. . .it is usually still. T guess the cycle
is on. Oh, that stops it. Oh yeah, that is
nicer.

[The image settles down to a crimson po-
larized wash of the day-glo Dolly Parton



painting, leaning crooked behind a bank of
video production equipment.]

GSW: Do you see this as more video-ori-
ented, as opposed to computer-oriented?
Andy: 1 think everything. ..
it.

GSW: Do you think there will be a rise in
personal art?

Andy: That too, yeah. [Crimson changes to
mauve to orange to fusia as Andy moves
and clicks the mouse.] Well, I've been tell-
ing everybody about the machine, but they

anyone ¢an use

haven't been able to get one yet.

Glenn: Have any of your artist friends seen
the stuff that you've done?

Andy: We had somebody come down the
other day, and people have read in maga-
zines about the stuff we did at the launch.
Glenn: How do your friends feel about
computer art generally?

Andy: They all like it. They have been using
the xerox, and they can’t wait until they can
use this, because there are so many people
into xerox art. You do it and then take the
stuff to the xerox store and do the prints
there. Jean-Michel Basquiat uses xerox. So,
if he could be printing out on his own ma-
chine, he would be using this.

Glenn: Jean Michel was the artist who
worked with you on this? [An illustrated

punching bag]

Andy: Yes.

GSW: Do vou like the machine because it is
so quick?

Andy: [ think it's great. It's quick and
everything.

GSW: What influence do you think this will
have on mass art as opposed to high artz
Andy: Mass art is high art,

GSW: Do you think it will push the artists?
Do you think that people will be inclined to
use all the different components of the art,
music, video, etc.?

Andy: That's the best part about it. I guess
you can.... An artist can really do the
whole thing. Actually, he can make a film
with everything on it, music and sound and
art. . .everything.

Glenn: Have you been doing anything with
the music capabilities?

Andy: Not yet. We were just trying to learn
the art part of it first. [Another color
change on the digitized video image of An-
dy’s photographic painting of Dolly. Where
there were reds are now blue-blacks, where
there was flesh-pink there is now yellow-
green.] Oh, this is great.

GSW: Do you think the computer has a lim-

iting effect?
Andy: No.
GSW: Do you think it is open ended?
Andy: Yeah. [Andy is distracted constantly
by the changing colors on the Amiga
screen. The Dolly Parton portrait is color-
animated with each mouse move and click.]
Gee, if we had a printer now, [ could just
print these out and send them to Dolly Par-
ton in all these different colors. Tt would
save us a lot of trouble.
Glenn: Has she seen the protraitz
Andy: No, we were going to send it out,
This would be great because I could do it
in green and another color.
Exec: Like you did with the Deborah Harry
thing?
Andy: Yeah.

[At the Amiga launch, Deborah Harry,
singer for the group Blondie, posed before
a video camera. A single black-and-white

frame was frozen and transferred to a paint
program where Andy filled in colors, added
lines, drew with the mouse and finished in
ten minutes what would have taken weeks
in a studio.]

GSW: How much time have you spent with
the Amiga?

Andy: Just the few weeks that Jack [Haeger]
was here. We are waiting to get the final
software. And then we need Jack back again
for a couple of weeks. Has Jack discovered
any new techniques?

Exec: I'm sure he has, because the new pro-

grams have a lot of different capabilities.
Andy: What are they? What new things have
come up in the last few months?

Exec: I haven't even seen them myself.
Everyone has been working on their sepa-
rate piece of the puzzle. But the last time [
spoke with Jack, he asked when he was com-
ing back here. So I know that he is eager to
come back.

[Another option of the paint program is
activated and the colors cycle through the
spectrum on their own with a light and
color strobe effect.]

Andy: Oh, yeah. Oh, that's weird. Oh, look
at that.

GSW: Is there anything that you don’t like
about the Amiga?

Andy: No, no, I love the machine. I'll move
it over to my place, my own studio. That
way I'll be able to do the colors. It1l be
really great, and if we can get a printer, I'll
do this portrait in four different colors and
send them out to Dolly.

GSW: Then you see yourself using it as a
major tool?

Andy: Oh yeah. It would save a lot of time.
I wouldn't have had to do all these portraits
all at once. I could have just picked out the
colors I wanted and sent them out, and

then picked the one I wanted.
Glenn: Do you think that it will have any

effect on the value of an ‘Andy Warhol
original’?

Andy: No, it would just be a sketch. Call it a
sketch.

GSW: Do you ever see that as becoming an
artwork in its own right?

Andy: Oh yeah. Well, actually, Steven
Sprouse really did most of his artwork this
way. He did his last print, I think, with the
planets and stuff, in this way. Beautiful
things, geeze! ‘
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Glenn: Would you ever think of sending
them out as finished pieces?

Andy: Well, we are doing that already. After
I did that and Steven saw them, he showed
me some of his things and they're just
great,

GSW: The great thing is that you can play
with all the color combinations, take a pic-
ture of the combination or make a printout
and then decide which combination works
best.

Andy: Well, maybe I could take the painting
up there and I could do the color variations
on it. There must be a printer we could get,
even the small one.

Exec: Actually I think we have a larger
printer.

Andy: How big is it?

Exec: Eight by eleven.

Andy: Oh really? Could we do that maybe
this week?

Exec: Next week.

Andy: OK. If I brought this picture up,
could I just do different colors of this?

Jeff: Sure.

Andy: [To Guy] And then you could use
this in your article. You could show how I
could change the picture. Do you know
what day next week: Early next week?

Exec: They're around. It's just a matter of
picking one up.

Andy: Oh. OK.

[More adjusting of the camera and paint-
ing of Dolly. The photographer is begin-
ning to slow down, but his camera
continues to click-zhhh, click-zhhh, click-
zhhh.]

GSW: What are the things that you like the
most about doing this kind of art on the
Amiga?

Andy: Well, I like it because it looks like my
work.

GSW: How do you feel about the fact that
everyone's work will now look like your
work?

Andy: But it doesn’t. You just showed me
other artists’ work in the magazine [Amiga-
World]. 1t looks like the work that I started
doing. I still think that someone like a deco-
rator could use it when he wants to show
somebody how their apartment would look
all in blue or all in white, or. .. they could
just do it so easily. Change a chair or a
color.

GSW: Would you ever consider using the
Amiga for ‘traditional’ uses?

Andy: The kids from Interview magazine
[Andy Warhol is the publisher of Interview,
whose offices are downstairs] want to steal
it already. We just haven't given it to them.
Glenn: Do you think that you might ever
use any of the pictures generated on the
Amiga in the magazine [Interview]?

Andy: Oh yeah. This would be a really good
thing for our covers.

GSW: Do you ever play computer games?
Andy: I'm not fast enough.

GSW: There are some slow ones. Interactive
fiction. Electronic novels.

Andy: Oh really? [To exec] Are the ad agen-
cies getting the machine yet?

Exec: You got yours way ahead of schedule.
Andy: Oh great!

GSW: How do you feel about using the
mouse instead of a paint brush?

Andy: | thought that I would have the pen
[light pen] by now.

GSW: Do you find the mouse a little
awkward?

Andy: Yeah, the mouse is hard. Why isn’t
there a pen around?

Exec: Kurta is working on one right now,
and we thought that we would have it by
now, but. ..

Andy: Would a pen work the same way? |
mean, it could even be a square pen. You
could put the ball down here [indicating
the corner of the mouse], just holding it dif-
ferently. If you had a ball at the tip, you
could hold it differently.

GSW: A ball point mouse.

Jeff: The one we are working on doesn’t
even have a cable.

Andy: You mean just like a pencil?

Jeff: Yes.

Andy: Oh, how great. That is going to do so
much. You could trace over a picture and
stuff like thar?

Jeff: Yes.

GSW: With something like this [the mouse],
do you miss getting your hands in the
paint?

Andy: No. No. It's really great not to get
your hands in paint. I don’t know. They al-
ways say that plastic paint is bad for you. Is
this bad for you?

GSW: Nowadays they say that it is the way
you sit in the chair in front of the display.
Glenn: Could you do a self-portrait?

Andy: Oh sure.

[The video camera is moved to point at
Andy, and his face appears on the Amiga
display. With Andy on the monitor and
Andy in front of the computer and Dolly in
the background, there is photographic
temptation.]



Photographer: Could you lean forward? 1
want to get both you and Dolly in the same
shot. [Andy leans.] That's excellent. That's
good. OK. thanks.

Glenn: Did Dolly Parton come to you to do
the portrait?

Andy: 1 did it when I went out to the Ma-
donna wedding.

[Back to the self-portrait. The engineer
adjusts colors, levels and gray scales until
Andy is satisfied.]

Andy: There, that one [indicating a straight
black-and-white video image of himself].
Jeff: Like that?

Andy: Uh huh. [Already working on color-
ing in the on-screen image of his face] God,
isn’t that funny?

GSW: If there was something that you could
add to the Amiga, what would you addr
Andy: The only thing that I would add
would be the pencil [light pen]. That's the
only thing.

GSW: What about working on the screen it-
self, with a touch screen?

Andy: Well, that would be great. That would
be good with the pencil, because you could
add in the color and stuff like that, but with
a sharp point, you could get the lines
casier.

GSW: Have you ever done anything with
computers beforer

Andy: No, this is the first time.

GSW: Why haven’t you used computers
before?

Andy: Oh, I don’t know. MIT called me for
about ten years or so, but I just never went
up...maybe it was Yale.

GSW: You just never thought it was interest-
ing enough?

Andy: Oh no, 1 did, uh, it’s just that, well,
this one was just so much more advanced
than the others. I guess they started all that
there, all the kids from college who went to
California. Weren't they the inventors?
GSW: Do you think that computers will
play a larger and larger role in art?

Andy: Uh, veah, I think that after graffiti
art, they probably will. When the machine
comes out fast enough. It will probably take
over from the graffiti kids.

GSW: You like graffiti artz

Andy: Oh yeah, I do. I think it's really
terrific. ‘

[Andy becomes absorbed in the self-por-
trait. Adding colors, lines, filling in areas,
changing things. The mouse is moved and

clicked and clicked, but his eyes never leave
the screen, People continue to move around
the room. Some leave, some enter, most just
stare at the Amiga screen while the black-
and-white Warhol changes from a digitized
video frame displayed on an Amiga com-
puter into a full color self-portrait, a War-
hol-painting-Warhol original. The iterations
of Andy Warhol painting on an Amiga an
Andy Warhol painting of Andy Warhol sit-
ting at an Amiga doing electronic painting
become too confusing to follow. Vince Free-
mont, producer of Andy Warhol's T.V., en-
ters and stares with the rest of us.]
Vince: You want some air conditioning in
herez
Jeff: 1 turned it off, because of the fan.
Vince: How about opening the door?
Jeff: Fine, thanks.

[Squeak. ..door opening. ..crash, rum-
ble-rumble-rumble, metal door rises.]
Vince: [Stepping outside onto the roof] I
love these skylights.

Andy: [Rising for a moment to look outside.

The image of his face on the screen, par-
tially colored, stares at an unseen monitor.]
They were supposed to be party tables.
Vince: Those skylights are being knocked
down now.

Andy: Are they? [He steps outside.] Again?
Vince: People from the other buildings
throw stuff on them, and since they put in
the wrong weight of glass, they have a ten-
dency to break.

Andy: 1 haven't scen the back in a long
time.

Vince: OK. Everybody go outside and take a
break for five minutes. Is that roll up still
there? Andy? Andy?

[Andy returned and the self-portrait was
finished. People wandered off. We had to
leave. Other interviews. Other...]H
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Computer Art:
[s It Really Art?

By Vinoy Laughner

Can a computer, austere and logical, be
a tool for creative personal expression?

Modern technology has infiltrated and wtransformed
just about every area of human activity, including the
visual arts. After centuries of relative continuity in the
materials and processes of two-dimensional visual art,
the last century and a half have brought about a revolu-
tion in this area. These new methods, offsprings of the
dramatic rise in applying modern science through tech-
nology, have captured the imagination of those in the
creative fields, as well as the general public. Since Louis
Daguerre popularized the process of capturing “real”
images on sheets of copper coated with silver nitrate
(the daguerretype), which led to modern photography,
how we view ourselves and visually represent our world
can never be the same.

In this article I will give a brief overview of these new

“

visual technologies and then focus on computer art and
its potential use for personal artistic expression.

Seeing History

With the advent of motion pictures, another wa-
tershed in the history of visual technology was reached.
(Where would we be today without good old Thomas
Edison—in the dark?) The march of science made it
possible for many artists, practitioners of the ancient
craft of acting, to walk into the lives of their audience
in a dramatic new way, and to preserve their accom-
plishments on film for us to see decades later. We also
could now document our history on film: war, progress,
presidents.

By the time I was growing up, my world was inhab-
ited by Popeye, Zorro and the Mouscketeers. Once
again technology opened a new window into a land of
creativity and imagination (some would say also a land
of mediocrity and decadence). It is impossible to imag-
ine America in the sixties without the tube. Our per-
ceptions of the world changed from our living rooms.
One minute we were on Gilligan's Island, the next in
Vietnam; we rode from the Ponderosa to the streets of
Montgomery in a flash. Our opinions changed, we
changed, our culture changed. Our knowledge of world
events hinged on signals that fired electrons at the back
of a fluorescent screen.

Today, video is the rage. VCRs are the newest “must
have" machines and many children spend more time
with MTV than ABC. (And I don’t mean the TV Net-
work!) We have much to gain from this new technology,
regardless of the potential abuses. The achievements in
film, television and your own “home movies™ are now
comfortably and conveniently accessible right in your
own home. Why wait for film to be developed when you
can view homemade movies immediately, with sound?
You can tape over those embarrassing parts. Many people
now only go to the movies because the current box office
fare isn’t on videotape yet.

Finally, we have computer graphics, or if you will,
computer art. This new field, based upon what so many
consider an austere, cold technology, is a radically dif-

ferent world of images. It doesn’t have the same kind of

appeal as a familiar face on the TV screen, but along
with the technology it rides on, it is surely going to
change the now and future of what we see and how we
see. Whether you know it or not, TV today is filled with
the products of this new and revolutionary form of art,
and the hottest new movies often depend upon the
kinds of effects only computer graphics can make feasi-
ble. What we see is being changed by computer art.

How will the traditional art community accept com-
puter art? This is not, after all, just another form of
electronic entertainment; it involves personal creative
input. Where will it fit in? These are very significant
questions. T'wo things are for sure, it's here to stay and
it will dramatically influence visual art in the future.

Art of Distinction

The modern visual technologies are usually associ-
ated with their use in “popular culture.” The people
who create in these fields are considered artists—we
would consider the producers or writers of a film to be
artists of a kind; we refer to artists of screen and televi-
sion—nevertheless, we have become accustomed to
classing those artists in “traditional” fields of two-di-
mensional visual art in very separate and special cate-
gories from those in the new-tech mediums. We have
area cloistered for them called Fine Art. It's obvious

an
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< that they do different things and yet the creative spirit

is still the same; but often the division amounts to, la-
mentably, an elitism—snobbery. Today, this High Art
snootiness often has a distinct rarified smell: Money.
Upon what grounds can we continue to maintain this
distinction? The question should be one of quality
(whether computer art or paint), shouldn’t it? What
valid measure do we enlist to sanctify certain mediums?

History of Security

Artists working in the traditional mediums of two-di-
mensional visual art (i.e., painting, printmaking, draw-
ing) have the comforting benefit of long and rich

This 1s not just another
Jorm of electronic enter-
taimment; it involves
personal creative input.

historical traditions. Precious few, yet monumental, ad-
vances have come about in the materials and proce-
dures of two-dimensional art. Beyond the “inventions”
of painting or drawing themselves, it isn't hard to rec-
ognize the pivotal points in art history. (I am focusing
on Western art.) The development of oil paints, usually
attributed to the late medieval Flemish school associ-
ated with Jan Van Eyck, the use of highly sophisticated
perspective accomplished by Renaissance masters, and
the veritable “discovery” of color by the Impressionists,
especially Claude Monet, qualify as such truly revolu-
tionary and historic advances. Western art, its materials,
methods and powerful traditions, make it a very con-
servative discipline indeed; artists have benefited
greatly from the perspective and security provided by
such a tradition. All of us are richer because of their
accomplishments. Accepting a new medium, especially
one coasting on baffling technology like computer art,
could prove traumatic.

Even the Modern art movement, in all its supposedly
radical glory, was and is conservative in this regard.
The difference in a work by Picasso lies in the message
or subject matter, not the medium.

Now to place the invention of computer graphics on
a level with the rise of oil painting would be for most

artists sacrilege. I would tend to agree. Yet, I don't see

computers threatening the hallowed shrine of Art, for I
view the popular notion of art as some sort of mystical
vocation as repugnant.

An artist’s gift is in seeing a different way, in insight,
not in having some channel to “Truth.” Artists have a
role and responsibility just like anyone else; what they
do is necessary and important, no matter what some
say about artists being in the business of making things
people don’t need. Every culture has produced and
cherished artwork. That's a pretty good argument for
its necessity. Maybe we have a problem understanding
the necessity of art today because we have fostered a
High Art dedicated to producing objects solely for pas-
sive contemplation in antiseptic shrines (museums); eso-
teric objects for a cultural elite.

Misoneism

It is feared that the artwork produced on computers
will rob us further of our personality and humanness.
The hallmark of art has been the mark of individual
creativity. It is a valid point. (Still, oil paints and lithog-
raphy are technologies too.) A good argument could be
made that the more complex and larger the thing you
place between yourself and your art, the less of yourself
will end up there. Powerful argument. However, the de-
gree of control and immediacy between you and what
you create on an Amiga is astonishingly high. A com-
puter is just a thing; we control it, it doesn’t control us
or hold us as its slaves. (If you want to get the best of a
computer sometime, turn it off.)

Are we less human because we put tires, nuts and bolts
between ourselves and the road, instead of just our humble
feetz If you want to see cold, impersonal artwork, look at
some of the stuff being produced by some human artists to-
day. So much of it is shallow, banal and empty. You may
strongly disagree, but my point is that impersonality is not
intrinsic to computer artwork; you'll only lose as much of
yourself as you allow.

If you're willing to rise to the challenge, a computer
can be a fascinating tool (albeit awesomely sophisti-
cated) for your personal creative expression. After all,
you don’t have to know the chemistry behind oil paints
to use them, why worry about what's going on inside
that forbidding little box? The knowledge may prove
interesting, but it definitely isn’t essential.

True, you will not get dirty creating artwork on a
computer. You will not notice those old familiar smells,
like that from turpentine or poppyseed oil. (If you do
smell something, I'd turn the computer off soon.) Still,
you can create marvelous things on that screen. They
are not paintings in the traditional sense, but they can
be complex, beautiful, vibrant. You can make things
move, sparkle, colors pulsate or shift, or simply come
up with original stationary designs. The object is to
master this thing’s capabilities to use it to say what you
want to. The Amiga doesn’t create graphics or artwork,
but with one, you can.

Does Computer Art Exist?

If computer artwork is compared to traditional medi-
ums, it is easy to find fault. No computer screen resolu-
tion can equal the nuance or subtlety of oil paints, for
example. Yet, is the object to mimic another medium?
Isn't it something spectacular in itself? If I want to do a



watercolor, I'll use (that's right) watercolors. I would
rather use the computer for its unique features, not to
try to feign another medium.

To be fair, and to approach a justified perspective,
the radical difference and newness of computer art has
to be considered. It falls into the general category of
electronic visual technology, but also shares much in
common with traditional two-dimensional art: line,
composition, color—in short, design. You can combine
artwork and video material, save, alter and duplicate
works and create animation. The medium is radically
different; the future appears to be the limit.

It's also more than just a spectator sport, like TV; it is
an activity that demands involvement. Your imagination
will not be at the mercy of someone elses’. You can't sit
back and just watch it happen; you have to take the
initiative and make it happen. Creating art is always
like that.

Creative Computers

The fact that computers will soon be a common fea-
ture of everyday life that we take for granted (for many
they already are) is reason enough to demand that they
be creative tools. Why should we settle for a computer
that only satisfies a narrow aspect of what we are when
these machines are becoming so involved with activities

we have previously associated with ourselves, and par-
ticularly our minds. We aren’t made of only logic, busi-
ness, electrical impulses and mathematics; we are also
made of feelings, creativity, ideas, play. Why in the
world shouldn’t we have holistically concieved
computers?!

I'll submit what I consider to be one major advantage
of artwork created on a computer. One which I feel
alone makes computer artwork worth pursuing. It has
light. The Impressionists lamented the fact that, no mat-
ter how bright and pure the pigment, light cannot
really be captured in oils. This thing glows! In a dimly
lit room, I find myself marveling at the illuminated
colors on the Amiga's screen. I've spent well-loved time
before a canvas, but this is something different, it's
unique. The challenge of this lighted screen, I believe,
opens up a vast range of creative possibilities.

I have written this as an artist. I have a deep respect
(love) for our great artistic past. I've spent a lot of time
in those “antiseptic” museums. I also know that this is
the twentieth century; computer art can't be brushed
aside or simply dismissed.

The artist you will see with this new technology won't
be some glossy movie star, and it won't be a bunch of
plastic, glass and electrical components (the computer),
it will be you. Computer art does exist, as soon as you
make it. Our challenge is to direct this medium to its
most meaningful and expressive application.ll

Address all author correspondence to Vinoy Laughner, clo
AmigaWorld editorial, 80 Pine St., Peterborough, NH 03458.
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cal rules of projection.” Sounds kind of cold and impersonal—
the kind of thing many artists would reject out of hand. Even if

2 this is simply a case for semanticists, though, the question
remains: fust because you can draw on the Amiga, does that

_‘make it an artistic tool?

2 Taking the words of Plato to heart (if perhaps out of con-
| atext), I sought out four artists to gather their opinions, using,
i A Vo_( course, the Socratic method (albeit without Socrates’ great

“wisdom and sense of humor to aid us in our search for the
“trath of computer art). None of them had used a computer
lgg]‘bre and each responded differently. With only Sfour artists,
~we still managed to run the gamut of opinion, Sfrom one who
< dismissed it immediately and irrevocably to another who
< ?Jeéeued it opened up a wide variety of possibilities not achieva-
~ble through other media.
< "The four artists were Paula Hible, Daniel McDonald, Rick
ﬁgfand Caren Scarpulla. Paula Hible works with a technique
T e:z&ed gum bichromate, a process that combines photography
fis a‘pd painting in a unique way. She mixes the emulsions herself,
© apd her portraits and still lifes are washed in soft colors. She
rz:im does freelance work as an illustrator and artist for
L_ma_gazmes
“ Baniel McDonald’s paintings draw on the influence of Piet
rian, using grid forms but adding circular and diagonal
~ £, shapes. The repetitive qualities of his paintings reflect nature’s
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Paula Hible: It [creating art on the
Amiga] doesn’t seem honest because you
can't see what's been done. You're not mak-
ing real decisions anymore; there’s no heart
in it. If there’s something you don't like,
you can just blot it out and nobody can
know you've done it. With an artist like
DeKooning, you can see, if you care to
look, where he erased or covered up stuff.

Daniel McDonald: I think that's a good
point, but I feel as though this is a totally
different medium. I feel as though this will
never replace any other medium or be the
final thing in art. I think it's one interesting
variation and a lot of great things can be
done with it.

Caren Scarpulla: You can put all your
accounting on it, do all the stuff a regular
computer would do, plus it has this. So if
artists are going to buy computers just to
do their bills and accounting, they may as
well go and buy this—then they can fool
around with it. So not only would you have
a computer to do business, but you'd have
one to draw on. I mean, I'd definitely buy
one because I need to buy a computer, and
I definitely wouldn’t buy a stupid ordinary
computer.

Daniel: I think this thing is probably more
of a breakthrough technologically than artis-
tically. It’s not like the discovery of canvas
or oils. [Looking at pictures in AmigaWorld)
Why do this? These pictures would look
better in oils, whereas what you can draw
on this computer has a new, though primi-
tive, look. There’s still a consistency in what
I do here with my work, but there’s no rea-
son to do the same thing on a computer—
it's not using the medium the way it could
be used.

Paula: What gets me is what do you get for
your trouble after this? You get this thin
piece of shitty paper with a printout on it. I
don’t respond to that.

Daniel: That's what I meant by saying it's a
technological breakthrough, but not an
artistic one.

Paula: [ mean, the stuff this prints out on is
horrible. Surface is important, and there's
no surface with this.

Caren: You know what I could see: you could
mix something that was printed out on a
computer with oils like a collage. You know,
you could do something on a computer, have
it printed out and slap that on a canvas—
some people use color xeroxes that way.

Rick: I can see a whole room of these—a
big sort of installation—and then you're
really using it. Like 20 of these on a wall
with weird heads on them. In other words,
using the thing as something other than just
the limited image—playing around with the
whole thing.

Paula: If you could get 20 computers
together, that would be a statement in itself.
Rick: Its strength in a way is its limitation; it’s
kind of ready-made. It’s like the limitations of
video. I use Nam Paik as an example because
he did that a lot, he really stretched video in
a sculptural way. He made a totem out of
video, like chambers where you would go in
and lie down and you'd look up to the
screen. The result with this is still going to be
pretty much the same, but not as surprising.
Film is still more manipulatable. This is still
a limited kind of thing.

Caren: I think it's good for commercial
artists.

Paula: That's true because the end result is
not the printout but where it's going after
that.

Daniel: I think it'd be a nice idea to use this
and then paint on top of it like a collage. 1
mean, if you wanted to do an illustration,
you could illustrate it with the computer

and then sharpen it up with paint or ink.
Rick: The thing is, this is basically drawing
with color. So it’s just a drawing medium,
really.

Daniel: Well, you could treat it like a paint-
ing, overlaying color. >




res because you always have those little
referring to raster lines on screen].

s not a direct translation. This [point-
screen] looks beautiful, but if it were

em, lhey looked great because they had
e light from the screen.

ick: Maybe we don’t give it credit because it
ems so ready-made. In other words, it's not
like the genesis of the oil medium or tem-
pera; those were real breakthroughs because
ey're really pliable. With this, you'll learn

1 the variations on something and that's

< that. It’'s like those computer games: once you

+ get it down, then you have it. I made the
analogy to checkers and chess. It's also like
" Dan Flavin, who uses the fluorescent bulb.

" The bulb itself is, well, a sculptural thing; it is
: what it is, it's completely it. I mean, you
could bend it or something, but he doesn’t.

; It's straightforward.

Daniel: It's almost like color forms. But who
knows what could happen, it might eventu-
ally become more sophisticated. It's rela-
tively new and in a way it’s just sort of easy
to laugh at it and say “Are you kidding?” 1
guess I'm fairly open to it. I was talking to
this one guy at a group show I had last
month and he said, ‘Did you ever think of
looking into computers?’ And I said, “Well,
not really. Why would I do that?” And he
said, ‘Well, because of your repetition, your
patterning, you could get so much more out
of it” But I feel as though it's really not the
same as getting yourself dirty and getting
into the paint. There’s just something about
working on a two-dimensional surface, deal-
ing with the paint and getting your hands
and feet dirty and just generally getting
into it. Then he said, ‘Well, maybe you
could just use the computer and then jump
into a tub full of paint/

Caren: It's definitely not a case where you
could just switch over from paint to
computer.

Daniel: Yes, it'll do things I wouldn't con-
sciously do. You couldn’t do this just once
or twice; it would have to be a commitment.
It's not like switching from etching to wood
cuts. But anybody could create art with it—
especially if you're into color field work,
laying on of colors and patterns.

The pictures I drew on this definitely had
a much louder palette because the colors
are so much more electric on this monitor.
But [ spent time trying to adapt to some-
thing that I might possibly do if I was to
use this as a medium. And I enjoyed it. I
wouldn't use it as the final thing and just
work on computers the rest of my life, but I
think to be fair to it, vou'd have to spend a
fair amount of time and really get involved
in it. It's like learning to walk again or writ-
ing for years with your right hand, then
switching to your left hand. You're doing
something you know how to do, but you're
more self-conscious. You can still use your
basic training, exploring colors and interac-
tion between colors, like using complements
to get an impressionistic look.

Rick: There's something different about this
than painting. I think it guides you more.
Drawing with a pencil is a more sponta-
neous thing, but images are images. The
thing that distinguishes them is the signs
and symbols that you use; it's the concept
behind them. I mean, a rock is a rock, but
you wouldn't really think that a Gucci and
Michelangelo’s David were made of the
same thing. The computer seems so con-
crete and set, but how you use it could
become very personal.



I think I like its inherent quality more
than its drawing capabilities. If you look at
that [pointing to monitor] and consider it
visually, that's really beautiful. I mean,
there’s nothing in the room that's

more. . .well, it's really got something.

Paula: But part of that is because it's
illuminated.

Rick: Yeah, it's a beautiful stained-glass kind
of thing, but these are more interesting
[pointing to paintings] in a human sort of
way, a psychological way, where you know
what the person really means. It's not as
mechanical. This [computer] is not as per-
sonal. It’s just a different quality, too. It
doesn’'t mean it's any worse or anything, it's
just that visually this [screen] is very
striking.

Daniel: Yeah, well, it has a mechanized feel
to it, whereas if you look at a painting like
this one here, you can definitely see the
strokes, you can imagine what kind of emo-
tion and sweat and muscle went into it.

Rick: The thing is, though, you could paint
pictures that have complete anonymity in
them. A lot of pop art is like that. Some of
Warhol's silk screens are like that, though
they still have a human quality to them.
Even Lichkenstein's stuff, which is very
mechanical, still has a human feel to it
Who else? Well, even photo-realism is that
way.

Paula: Well, I think if you were in a room
with this [screen] and that [painting], you
could live with the painting a lot longer
than you could live with the screen. That
would become interesting to you, whereas
you'd lose interest in this.

Rick: Yeah, I almost feel like they're just
two different things. You can’t put it on the
same level.

Daniel: Yeah, it’s like comparing apples to
doughnuts, you know, etching to a painting.

Rick: Painting’s also an historical thing; it’'s
got such a legacy. This is a new thing and
technological, though the medium is still
drawing.

Caren: Would it be possible to buy a disk
that had a whole series of work by one art-
ist. so that if you had one of these com-
puters, you could just slip in the disk and
look through all of that artist’s work? I can
see that working: somebody buying it as art.
They could go into an art gallery and buy a |
disk by some artist, if the artist did a series |
on computer, and then take this disk home
and put it on their computer and keep it
set up in front of their minimalist couch
and say [to guests], well, there’s art, there's ¢
Keith Haring, there's Jean-Michel Basquiat.
Then they could change it; they wouldn't =
have to worry about living with it forever. ot

could see that happening.

Paula: That's like buying a fireplace tape for
your video recorder.

Daniel: You know, if I did a picture on this
a painter might appreciate what I did, but. a-f .
computer person would know that I just
pressed a couple buttons. ¥

thing; it’s got such a legacy.
This is a new thing and techno-
logical, though the medzum i
still drawing.”

Paula: Well, that's always true. If you're a
painter, that always takes some of the my
tique out of it because you know how it v
done. The same thing could hold true for
this.

Caren: People always say that the computer
will replace such and such. But the com-

Amiga artwork by Rick Prol

“I notice that the things in the
magazine look kind of dead.”
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