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Abstract - This article is about digital art and the ongoing interest
towards this technique manifested by Romanian contemporary artists
even though a big percentage of the art production in Romania is still
very much anchored in the classical art making. This Post Postmodern
aspect of artistic production is actually very illustrative for the
Romanian contemporary art, which is oscillating between old and new,
classical and modern, analog and digital, stating that the almighty
power of “copy and paste” becomes useless when dealing with pencil
and paper, or when the high-end digitally produced works become
ephemeral as opposed to the traditionally hand worked pieces.
Furthermore, my intention with the following research is not just to
underline the development of digital art in Europe and United States of
America in the last decades, but to create a basis of knowledge for my
students, as part of a larger study that I previously developed.
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Romanian contemporary art continually demonstrates for some
years now, an ongoing interest towards digital art even though a big
percentage of the art production in Romania is still very much anchored in
the classical art making. Furthermore, my intention with the following
research is not just to underline the development of digital art in Europe and
United States of America in the last decades, but to create a basis of
knowledge for my students, as part of a larger study that I previously
developed.

Currently we are living and creating in a post Postmodernist era,
since the termination of Postmodernism has already been declared ten years
ago (Kirby A., 2006:34-37). In fact the true term given by Alan Kirby is
pseudo-Modernism implying that all the digital aspects of our life give us the
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feeling of another kind of life, a parallel one or simply "out of” the one we are
truly living. It has been called meta-modernism, a term already established
and debated as well (Vermeulen T, van den Akker, R, 2010 DOI:
10.3402 /jac.v1i0.5677), with a somewhat deep involvement of a couple of
Romanian researchers and thinkers like Christian Moraru (Moraru C,
2011:295) and Alexandra Dumitrescu (Dumitrescu A., 2011).

This Post Postmodern aspect of artistic production is actually very
illustrative for the Romanian contemporary art, which is oscillating between
old and new, classical and modern, analog and digital, stating that the
almighty power of “copy and paste” becomes useless when dealing with
pencil and paper, or when the high-end digitally produced works become
ephemeral as opposed to the traditionally hand worked pieces.

Well, during the last twenty years, after more than three decades of
clandestine artistic existence, digital art reached its goal: a veritable
explosion of artistic fields using synthetic images, interactive devices, multi
and hypermedia art network and so on.

Almost all traditional arts get something out of the digital art
invigorating their appearance: engraving, graphic arts and photography,
painting, fine arts, sculpture, cinema and television and, most importantly,
the interactive games on the computer, a perfect combination between art,
history, civilization and digital intelligence.

Going back to the clandestine existence of digital art in the
beginning, we must distinguish the fact that the identity of digital art was
vaguely recognized by the contemporary art itself although the latter still
made an effort to acquire the new disciplines such as video art, photographic
art, mail art, copy art and other forms originating in the technicality of
human creativity. But that was the beginning.

Let’s review what actually means digital art, what its novelty is,
namely how the digital format became art, revealing one profound and
radical change: introducing a new type of production, of distribution and
most importantly, of preserving the work of art by establishing an
underground channel between science and art. In addition to traditional arts
the computer - the digital art instrument - engages a dialogue with its user, a
written, specific and, at times, encoded dialogue. More than technology,
digital art is truly a reflection of the world inspired by science and affected
by means of human creativity. We know that Art was always fed by the
technological progress of society. Over the years one must keep in mind that
as the frontiers of art were increasingly trespassed and therefore well-
known, the terminology of the new technique became obsolete.

The term of art nowadays also has its problems, its expansion into
the different materials used by the artists often led to discussions like the
"end of art” (Vattimo G, 2008: 103). For the last century, the world of the
arts, a heritage of the Aristotelian mimesis, entered a deep crisis which led
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eventually, after decades of experiments, to the appearance of this new art, a
"live" art, when everything is happening now, as we speak. That was the
twentieth century, a century obsessed with ephemeral gestures (see the
birth of happenings and performances) which went hand in hand with the
research and development of new technologies including the aspect of
storing and recording of artistic events.

The process of digitization brings forth another situation: that of
multiplication and uncontrollable proliferation of the images, situation
which shook the credibility of art. The image is duplicated, replicated,
reproduced online without limits, but which, however, will not prevent the
proliferation of creativity. The image beneath the image becomes an
instrument of knowledge as important as the perspective discovery back in
the Renaissance art, refreshing the old issue of the cognitive functions of art.
But what is actually a digital image? [ will respond briefly because I am as
much of an expert as anyone dealing with digital techniques daily. For me,
the digital image has two aspects: the first is the result of a numerical
calculation carried out by computer, and the second defines the ability to
interact with the person who operates it.

Until the emergence of the digital tools and support, what was used
by artists was still belonging to the "real" physical world, as for the digital
tools, they are totally different, although they belong, as an engineering
product, to the real world.

Cartoonist, painter, musician, filmmaker, each with specific tools
worked their art and fortunately they still do, except now, their work can be
virtually processed, exhibited and promoted becoming a part of the digital
world as well, but the language and the instrument is the same (with some
adjustments) for all. These new qualities - computing and interactivity -
bring the undeniable novelty, demonstrating for the first time in the history
of figurative techniques that the birth of an image and its dissemination are
dependent on the same technology. All these statements seem simple, but
when the image or sound reaches the final form, we know then that the
process was complicated and based on sufficient knowledge of the
possibilities of the software used. In fact the simple drawing of a line on the
screen requires an already complex geometric pattern.!

Drawing a curve increases the complexity and sophistication of the
process, borrowing methods from analytical geometry. Obtaining a three-
dimensional shape is also very elaborate appealing primarily to notions of
spatial geometry, colorimetry helps to synthesize the chromatic patterns,
light, shadow, reflection patterns are borrowed from optics and the simple

! Neo - Constructivism in art can be seen as a forerunner of procedural models that have
emerged in computer-generated artwork. Manfred Mohr, A. Michael Noll, Frieder Nake and
Georg Nees used these methods focused on mathematical and geometrical models as well.
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movements obviously come from physics and fluid mechanics. It is clear that
these digital simulation models represent, like all scientific models
(obviously) formal interpretations of reality. But the circle in computerized
vision has nothing in common with the circle drawn on paper. So, the first
thing to observe is that the report between digital art and reality is
confusing. A good understanding of the model comes when the art object
already subjected to a coherent aesthetic system can actually be diverted
from its original functions (i.e. to show the reality with maximum
intelligibility) introducing the work of art as a ready-made object.

A second consequence is the increasingly important role that science
plays, providing new materials and the foundation support on which to build
the new images. Art becomes involved in a supplementary loop of
automatization; the art is contaminated by techno-science. And these days
more than ever techno-science makes us artists, gallerists, designers and
marketing managers! In the 60s the term was "computer art" that put an
emphasis on the technical tool (the computer), then later we talked about
"computerized art", "virtual art", "art network", "cybernetic art ", etc.

But the actual birth of digital art is considered as dating from 1968
with the exhibition "Cybernetic Serendipity” held in London and featuring
only works obtained by computer. But the first sign of artists' interest for
this technology was manifested at the beginning of the '60s through the
following notable moments: in 1956 the early experiments of Ben Laposky
and Herbert Franke called Oscillon, and after that, in 1957, the first digital
image processed in the United States was the work of the National Bureau of
Standardsz?.

To be mentioned is also the exhibition Experimental Asthetik
(Experimental Aesthetics) in 1959 at the Museum of Decorative Arts in
Vienna, where Laposky’s oscillon is presented officially for the first time. But
let us go back to the event which inscribed this new domain - digital art- in
the history of the visual culture, that is in 1968 the exhibition entitled
Cybernetic Serendipity: The Computer and the Arts Exhibition at the Institute
for Contemporary Art in London3, organized by ICA director Jasi Reichardt.
Why London? London had professional broadcasters such as BBC and was
the favorite place for new media, professional video art and installation; it
was a place where the newest inventions were presented to the public. In
1952, in London was produced the first video tape recorder developed by
the BBC, called VERA (Vision Electronic Recording Apparatus), This video

2 Russell A. Kirsch a computer scientist working in Washington DC at the National
Bureau of Standards invented the first digital image scanner.

3 ICA has from the beginning (1946) an exciting platform of exhibitions, conferences and
happenings. ICA surveys the latest trends in artistic production while strongly stimulating
debate.
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tape machine was the first mobile instrument in broadcasts. Unluckily, its
life was very short, being surpassed by the conception of the Ampex
VR1000A from the USA. Soon after, in 1953, BBC was the first broadcast
channel to transmit live the Queen’s coronation, a world premiere.

In 1958 at the headquarters of BBC in London another novelty came to
life: the Radiophonic Workshop which was meant to create distinctively
outstanding electronic noises - such as the Doctor Who theme music - and
became one of the most significant influences on 20th century electronic music.

Cybernetic Serendipity was the first exhibition sought to show all
aspects of computer-generated art: from visual art, to music, from poetry, to
dance, from sculpture, to animation, etc. the curator’s idea was to examine
the role of cybernetics in contemporary art at that moment. The exhibition
included robots, machines which make poetry and painting and the main
ingredient was chance, luck, works with a random character. I will single out
one artist: Nam Jun Paik who brought an installation with television
experiments, distorting and sequencing the images on the TV screen. It was
1968 and it was probably the starting point of new art domains: Algorithmic
art, Computer art, Cybernetic art, Electronic Art, Generative art, New Media
Art, Virtual art.

The art product developed through these new techniques can be
instantaneously recognized as being produced by machines or by software.
It did not look like it was created by human hands. Among the most
important artists of these new beginnings are Nam June Paik and Wolf
Vostell artists who went beyond the borders of a single and simple televised
emission. Although their video art still remained at the stage of fusion, an
intermediate stage, their creativity gave new meaning to the art object and
the projected image.

After Cybernetic Serendipity, the series continued with another
notable moment later in 1971 when a researcher from the Computing
Center of the Meteorology Institute in Paris, Manfred Mohr was invited to
exhibit his 28 works of computer graphics at Musee d'Art Moderne in Paris.
He organized the first worldwide exhibition of generated computer art and
displayed in a museum, with the help of an old prototype of plotter. This is
how it all started and now is part of the art history. Subsequently
experiments in sound, magnetism, electricity, kinetics were developed over
the decades in all corners of the world. I chose these two examples to
emphasize that digital art truly oscillates between the artist and the
researcher, the engineer. With both their help and hard work these domains
had a snowball effect growth. There is a distinction between the artist who
uses the software and the one that uses the hardware, i.e. in simpler terms,
that artist who uses software based on algorithms for image processing is
totally different from the one who uses the computer to create cyber works.
Obviously, for financial reasons, the most prolific ones were the artists to
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work with different types of software and this is how Fractal Art, Organic
Art, Generative Art, etc. appeared.

Furthermore, there is a certain culture of the image within the digital
interface, symbols and “windows” that are available for the user. The most
important feature is the GUI (Graphical User Interface) which permits the
user to visualize first and then to choose instead of reading about the option.
This is possible through a set of pictures and windows that simplify options
and which have now become like well-known language.

Engineering has expanded in many fields of culture, its effects on the
practice of art are fantastic, the artistic gesture becomes completely
ephemeral and it eliminates the actual dimensions of reality and the physical
contribution of the artist. A digital work of art becomes an image of the
mathematical outcome that the artist produced after pressing a button or
after collaborating and/or seeking the help of an IT engineer. The effect,
however, is increased because the computer provides millions of variants of
the same copy, expressiveness increases with the infinite number of
variations in pigment and, the final format, whether printed, projected or
displayed electronically can produce a feeling similar to the one created by
the original drawing or painting.

Going back to the initial discussion of durable and non-durable art
works, or art gestures within the digital culture, a few things must be
underlined: an image may be easily downloaded, copied, edited and deleted.
But most importantly it can be saved and conserved, for later use, in a folder,
on a memory stick, etc. A wooden crate may contain a certain number of
works of art to be stored in the museum’s storage. The digital folder
accompanying that crate may contain hundreds of files, written and
photographical, with references regarding the artist or the places in which
the works have been exhibited, details about the conservation of the pieces.
What is essential is that the digital storage is almost “limitless” expanding
the possibilities of survival for text and image. Who knows, maybe in the
future a new device will be able to store objects as well...

Art history shows us that we follow the path that leads to
immateriality. Accordingly, the visual artist switched from painting to
photography, to cinema and computer graphics, and as style, from figurative
representation to impressionism, futurism or more specifically generative
art. It seems that we needed a new discipline to fill the craving for speed and
flight in time of the image. The post-Postmodern artist goes back to painting
being surrounded by digital utensils, using them to store different stages of
his work, to search for inspiration, to promote his art faster. The post-
Postmodern artist creates his own database to the expense of the bookshelf.
The artist is seeking a dynamic that is not only interchangeable and moving,
it is also an opening point for the future images.

Durable and ephemeral go hand in hand in the struggle against time.
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