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PREFAGE

Zither, chess, book, painting, sword.
These symbolize classical skill.

There was once a wanderer who cared nothing for fame. Although he had many
chances for position, he continued to search for teachers who could help him mas-
ter five things: zither, chess, book, painting, and sword.

The zither gave him music, which expressed the soul. Chess cultivated strategy and
a response to the actions of another. Books gave him academic education. Painting
was the exercise of beauty and sensitivity. Sword was a means for health and
defense.

One day a little boy asked the wanderer what he would do if he lost these five
things. At first the wanderer was frightened, but he soon realized that his zither
could not play itself, the chess board was nothing without players, a book needed a
reader, brush and ink could not move of their own accord, and a sword could not
be unsheathed without a hand. He realized that his cultivation was not merely for
the acquisition of skills. It was a path to the innermost part of his being. Skills
Meditation (#21) from 365 Tao Daily Meditations by Deng Ming-Dao (Copyright
© 1992 by Deng Ming-Dao. Reprinted by permission of HarperCollins Publishers, Inc.)

The Computer in the Visual Arts is the book I wished I had when I began to use a
computer to create art work. Although I was able to teach myself various software
packages, I had no sense of the general concepts underlying them and knew of few
other artists who made the computer their chief medium of expression. When I started
to teach the use of computers in the visual arts, I realized even more acutely how hard
it was to grasp the field as a whole—its history, the relevant art theory, the breadth of
work of current practitioners, and the relationships between different types of software.

I wrote The Computer in the Visual Arts to answer my questions and those of count-
less other artists and designers: Why doesn’t my color printout match the image on my
screen? What is a spline, and why should I care? Who were the first artists to explore
this field? How have other artists used the incredible capabilities of the computer in
expressive ways? How does Postmodern theory apply to computer works? What does a
“3D” program do?

Since I began to use a computer in my art over a decade ago, computer art and
design courses have evolved from isolated electives in art schools to become standard
offerings in colleges and universities around the world. At the same time, knowledge of
the computer has become a prerequisite for many traditional jobs in design, illustration,
and photography, as well as for entirely new types of jobs, such as multimedia and Web
development. This book can help practicing artists learn new skills and provides curric-
ular and reference material for a wide range of courses.
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The Computer in the Visual Arts differs from program manuals and other books on
computer graphics and computer art because it integrates history, theory, art examples,
and explanations of the concepts underlying all of the major types of computer graph-
ics software. Features of the book include:

Hundreds of art works by leaders in the field of computer art.

An abundance of diagrams and illustrations explaining visual concepts.

Quotes from personal interviews with dozens of artists and pioneering computer
scientists to help illuminate the origins of this dynamic field and suggest future
directions.

e Descriptions of all the main program types: digital painting and photoediting, dig-
ital design and layout, the building and rendering of 3D worlds, animation, multi-
media, and the Web, each presented as part of a larger picture.

e  Chapters on input (such as scanning) and output (such as printing) that address the
wide range of tools and techniques for working with art software and creating
screen-based and hard-copy works.

e A chapter on electronic color that explains the color concepts affecting all types of
visual software packages.

e  Exercises at the end of each chapter designed for use by individual readers or in a
classroom setting. Application-specific versions of the exercises help users get
started right away with popular software.

e Annotated suggested readings at the end of each chapter to provide jumping off
points for further exploration.

e A supporting Web site at http://www.awl.com/cseng/spalter

The Computer in the Visual Arts can be used by the amateur artist at home and by profes-
sional visual artists, including fine artists, graphic designers, photographers, videogra-
phers, illustrators, architects, industrial designers, animators, and multimedia and Web
developers. It is appropriate for artists and designers just beginning to use a computer as
well as those who have already embraced it, and for teachers and students in a class-
room. It will also be useful for museum and gallery professionals, art critics, and art
enthusiasts who wish to better understand the impact of the computer on visual art and
design. The content is presented independently of specific computer platforms and
software applications. Beyond basic computer proficiency, the only prerequisite is a
desire to explore this important and inspiring new medium.
To contact the author please send email to ams@awl.com
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