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ABSTRACT

The cosmic code has been made manifest in the work of certain artists. This
paper begins with a brief quotation from the recently developed theory of continuous
creation (Duana Elgin) and with remarks of Teilhard de Chardin on networks leading
to a "syntonization of brains.”

Examples of a painted cosmic code are cited In the work of Cezanne

Ky i he proto-

Gogh. As precursor of the digital code, hendl nsky's presccupation with t
element of painting, the point, is discussed. The g ins een man, earth
and COSINGS, as revealed by Malevich and Liss tiz}:;\', gives rise 1o a new aspect of the
¢f the twentieth century, we come to ask
tion, and the processes of brain and cosmos. The
ti-dimensionality of fractal geometry, is
12
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rios. Exgmples from artistic as well as scien
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The theories of Rupert Sheldrake (the creative universe), Ilva Prigogine
(unstable fields), and David Bohm (implicit order)——theories of a generation of what
could be called spiritual physicists and chemists who have continued the cosmogenesis
of Teilhard de Chardin—--have made us more and more "aware of the existence of codes
or systems of information storage which are manifest in the individua! or m the cosmos
Whern such a system is activated by a certain form of energy, the cocdes begin 1c
genierate recognizable phenomena” [1].

It is this energy which is crystallized by the artistic process. And, as far as we
are capable, we can recognize this energy as the cosm ¢ code in the work of certain
artists. Their tool is information and performance. The process is characterized by
chain of consclous—unconscious actions which evoke the sense of the ev @r—r’ﬁpeatin
process ¢f cosmic recre ation. And now, contermporary artists are usin
the basis for today's h\'pezmecu a and telecommumccmon techniclogies

Whereas the concept 'digital code' is widelyv understood < ,da} i
aiffic ulL to define what is meant by ‘cosmic code.' It depends ¢
ur’d standing of cosmos and our personal understanding of uni
vriive: se\

To begin, it might be enoush
of reference and to mention that
continuous creation gives us the persy
more advanced--set of hyp s

o state that Teilhard de Chardin B
rcher like Duane Elgin his theory of
ective of an even more spauzla ive--not to say

inn's theory sets the universe before cur eyes
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as "a sever~—dimensional, B svstern ... fully connecied
{which)] has worked, mom snt, & its bivth, to maintal

result that! the pmne fa‘t ic of the cosmos——-In atter—energ}' and spacs
‘smg "woten together’ as a single resonance pattern ... land] observing Y
potentials are yre sent throughout the cosmes” {3]

Before we observe or participate in forms of digital productions
artisticstandards, activities like telecommunication, interactive multime errnetic
sculptures, and cc/mpurez'—based environmental installations, we should a basic
understanding of cur cosmic background. In 1947 Teilhard de Chardin gly vosaw the
machine as a possible "form of an ever more deeply penetrating organism,” envisicned
the machine bein g rlacpq and used, for exam S traord T rk of radic

¢ % wunications which, per it K ization of
vslerious po"er of sort of
') 1sciousness.” Tow f those
computers ... are a‘;so Da 1 in the
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"atomization" into the totality of the cosmos.
Let's stop for a moment. Where are we within the context of a so-called art
history? For decades a superficial view of an x-style in regard to the x-artist or vice
versa has redirected our view, averting it from the hv-far—deeper consideration of
artistic production and artistic-scientific theory. However, at our present stage, ve
should be conscientiously noticing, elaborating, demonstrating the very unique and
very close connections binding this century's art to its scientific research: natural,
biological, teohnologlcal and cosmologic. Ten years remain in the century for the
enterprise, and it involves a complete reorientation of art history towards a set of
multi-layvered perspectives: history of art as a theory of continuocus creation.

The key postulate: to put art into the context of the new scientific vision of this
century. And, to echo the assertion I made in my book The Electronic Bauhaus: we, the
participants of the cultural community, must do it [3]. We would then have made our
authentic contribution, both on a historic and on a practical level, to such questions
as, for instance, those of Jim Lovelock's within his Gaia-hyvpotheses: "To what extent
is aur coliective intelligence alsc part of Gaia? Do we as a species constitute a
nervous system and a braln which can conscious!ly anticipate env honrr'ental chang

1 T

{10]. only then will we be able to embrace a dlalo-*ue onl\ then will

a dialectic such as that between the Gaia-hyvpothesis and an artist hke Li
in the 1920's, was able as a result to draw near to t‘lat elusix e bridge
digital and the cosmic codes. In LissitzKky's terms the "image" is just
Gestaltung; the essential ar nsn- act focuses on processes lving latent i
the universe, processes which the artistic creation can make manifest.

In 1924 In Locarno, Lissitziy wrote that art, left uncorrunt 1o operate o aun
terms, will achieve the same results as modern science. "Likf science,
decompoesed form into the basic elements to rebuild them within the universal
nature. Both came 1 th@ same formula: Each form is the solidified visual eleme
& process., Work is a resting place of growing, not the gfwl [11]. The work int
t}x concept of an "imaginary space.” Lissitzky's examples {nclude the transfc
of acoustic into O_":‘ClCEil Ichxuomena, the superimpesition of colorful light be
poliari ion, the stereoscoplic operations generated by movemens passing throughec

il I precursors of our prese

!
voartistic techniologis

The terror of Hitlerism and Stalinism brought the most advancad research in art
1o an end, at st in Europe. Refugees like Moholy=-Nagy succeeded in sowing

of the new vision in the American context. In Europe dbOILt two decades elapsed aft
Malevich's death (in 1935) before the "electronic geste” made its appearance, a te:
coined by mathematician, architect, and composer XNenakis in 1938. He, Karlhein

Stockhausen and some ’\tner coraposers msed their music to introduce into the

perceptio; of the mathematical, later digital, code a deep sensitivity to the penetraticon

of the cosmic. In azchltecture and environmental plann“';. Le Corbusier saw a new

brain he ng born with the advent of electronics and was aware of the cosmic code with

which na 1 seeks to balance his‘her personal bicos: ".., nature (the environment), that
rascular system, in which everything is embodied: sun, moon, the stars, the

unknown, waves, the earth with it inclined axis responsible f,z t}e
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v empe atures, blood-stream, nervous svstem, respiration
-, day and mght, the solar day ..." [12]
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another vision: an exodus from the =sarth, the phenomenon o
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rising up into the sky. From the second half of the 1950s on, machines were being
prepared to leave the earth. This advent of rocket ships and satellites gave birth to
a new philosophy, "Spaceship Earth." Towards the end of the 1960s, the "Lecnardo-
tvpe" Buckminster Fuller, who coined the term, proposed twelve distinct pericds of
historical transformation in our phyvsical and cosmological environments, our present
period counting as number ten. Operating with a concept of universe as the "aggregate
of all consciously apprehended and communicated (to self or relaved to others)
experience of man” [13], Fuller sees mind as performing the "pararmount function of
conserving the scenario 'Universe.'" It is mind which apprehends, comprehends, and
emmploys the "metaphysical, v\eightless, omni-intercooperative generalized principles
of Universe——in strategically effective degree and within a critical time 1imit" [14].

Towards the end of th twentieth century, along with the terrifiving question of
our survival on Spaceship Earth and intimately connected with it, we ‘eg’n posing the
basic questions of life, evolution, the processes of brain and cosmos. Apparently digital
visual pattern in the advanced research of chaos and cosmos go far bevond

"traditicnal” mathematics and on towards the use Uf the computer nict only &% means
for calculation but as a research laboratory in and of itself. The muliti- dn’mns.‘onqlz }
of fractal geometry, for example, gives us a2 window onto the "behavior” of universal
scenarios. And inside these self-referentizal systems, scientist/artists discover th
image—ideograms, regarded as the "hieroglyvphics” of the electronic age. It is here tha
ai code can be seen to be the carrier of the continuing complexity. in the sense

of Teilhard's tradition: consciousness. Except for the computer graphics and animation
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produce v the founders of the Bremen school of dyvnamic syvstems [H. O, Peitgen, P. H.
Richter, 15], artists have not vet, or only rarely, developed to the point of a Ge 319_11:
interface between the S(.h—OI‘CE{"U/_ﬂ"g f—referrlrxo svstem and the resonance of their
o¥n art.

But we have developed some fascinating approaches. 1l nch'me vision, as it had
been called, becomes transformed into multi-media‘hyvper-media~ pporte vision or
into the Gestalt machine which is interwoven with human activity ( or example, dance
or performance), Shawn Brixey from the Cente 101’ Advanced Vi sual Studies at MIT
(directed by sky-artist Otts Piene) has initieted "Performance Pheno,acrf{ " project
which is tryving to see human performame as t}f focus of, funddmemeu proce f the

iece "Agua Echo,” he uses as audible

universe. For his piec ceritral ar appar"atuses an
laserinterfercmeter an;}.zce*e%uu gmechanisms. The lrlterf‘e ometer ¢

of microscopic wavefronts of light and turns therm into sound; ultr
introduced to freeze the resulting attracting nucleating mate ‘1315.
memory-laden ice crystals are then introduced into large bodles of ulitra
cooled vater where thev spontaneocusl!ly 'teach' that water thEh mMemory
ev apoz?fc mto he atmosphere and inte the air we breathe” [18].
captured in a holographic code.

Science and art actually share the search for interactive computerized syvstems
and apparatuses 1o process anc visualize information from the nearest point to the
most distant skyv, universe, hyper—univ oxxe,f e “D'gim‘; Orrery,” to cite ar exampl
was desigried to investigate the long~-term stabili of the solar syvstem. Designed and
constructed by six people in one vear, the Dlgxtal Orrer} uses a specialized parall
computer architecture, making it 60 times faster than a VAN 11/780, The digl
follows the past and future cosmic code to determine the orbits of the five outer
planets of the solar system for the past 100 and the future 100 millions yve !

Both for cosmol ouluxl sclence as well as for artistic research, the interface
cosmic code with the digital code is a productive challenge. If we experience spa
have points of orienmtion for our cosmic existence. And we are children of spac
understanding space, we understand something essential about ourselves. If art
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to space, it does so by using different codes. One of the most intriguing of these codes,
first detected as a painted code, then emerging as a comprehensive philosophical code,
and finally as a code of the digital alphabet, reveals itself in the last analysis to be
the cosmic code..

By way of conclusion, consider a comparison of today's telematic nomad with the
ocean nomad of the unbound wide "cultural realm of the sea" [18]. The ocean nomad of
the Pacific lived, and partly still lives, the antithesis of the earth~bound, terrestrial

culture. He experieniced the ocean in the real sense. Navigation, the essence of the life
of the ocean nomad, the means of survival, the source of life~style, was only possible
through exact knowledge of the "cosmic conditions." His culture was dominated by space
and fluidity. "Polynesia is the most remote subversion of the cultural svmptoms of
land” [19]. The cosmology culminated in solarism: the central positioning of the sun; a
solar culture.

Tor the telematic nomad, "navigation” becomes a question of survival as well
The cosmic code may serve as a "proto-element” of a new language to navigste
ourselves and our Spaceship Earth. The very strong belief in a coming solar culture will
serve us in two ways: to understand the complexity of light and to help us use it
intelligently, practically, as a source of energy. Not only helpful, this result is
inevitable. The telematic nomad is aiso dominated by space and fluidity: the permanent
flux of thoughts and images which may lead to new, different kinds of life—energyv.
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