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There is no safety in fusion, only in numbers, run the math.  I adore you.

New media practice can be grounded in the power of ancient and expressive myths and fairytale, replayed or reenacted in the context of performance, technologies, networks, games and research.  Fairy tales are both erotic and cautionary fantasies, able to adapt to a particular era and culture. Myths often embody the processes of scientific discovery in past and current eras.  I am particularly interested in the fictions, fantasies and possibilities that bind human society to non-human living forms.  These hover at the edge of intuitive knowledge about biology, evolution and complementary science.  Lycanthropy is the psychological term to describe shape shifting, that is, taking on animal identity as a means of enacting desire, whether socially prohibited or permitted. Lycanthropy enables the exploration of forms of knowledge, life transition, clowning, truth telling, or magic.
 A suspension of disbelief occurs. The subject believes that they are animal.  Whether or not their social milieu agrees with them is a cultural issue.  In many Aboriginal and African cultures shape shifting, within specifically structured contexts is supported.  In Christian and psychoanalytic culture, shape shifting is identified with charged sexuality, psychosis, marginal science or witchcraft.  Notions of aesthetics or beauty bear historical relationship to nature, form and animal life and are culturally specific.  For example, African craft aesthetics encompass the concept of shape shifting.   This is not literal, but metaphorical, as Benjamin C. Roy suggests, “Artists seldom portray particular people, actual animals, or the actual form of invisible spirits. Rather, they aim to portray ideas about reality, spiritual or human, and express these ideas through human or animal images.” 
 This paper looks at my project CodeZebra, in relation to a specific fairytale, Beauty and the Beast, and the larger framework of aesthetic valuation. Beauty and the Beast might be described as the penultimate aesthetic treatise from the world of myth.  I have chosen to consider its underlying myths. 

In CodeZebra, a performance, web and software experience, I create a series of creature identities through which humans can play out forms of knowledge as well as erotic encounter.  
This project draws on the ancient history of animal/human contact.  It also tries to explore human activity from animal perspectives.  Shape shifting into animal form provided humans with tools with which to understand the logic of animals that were part of the world around them.  CodeZebra assumes that there is fundamental role-play or shape shifting that occurs within our professional lives and between these and other roles we play in society.  For example, science and social science researchers have codes, rituals and ways of imparting knowledge.  CodeZebra attempts to provide a set of parallel or alternate tools that can accompany this research and the process of exploration, exchange, the creation of ecologies, within a cross-disciplinary moment. CodeZebra itself is predicated on developing a software world that is so beautiful, threatened and threatening that it will engender dialogues between different, competing entities, which will be so overcome by the beauty of the space that they will allow themselves to be transformed. The Beast of Hard Computational Code will meld and melt into the Beauty of Nature.

There are currently eight animals in CodeZebra:  zebra, hyena, ocelot, cheetah, peacock, butterfly, snake, and giraffe.  All have fantastic reaction/diffusion patterns and hence their skins’ direct relationship to clonal mosaic, voronoi and cellular automata pattern.  I use this metaphor to mark state changes and the grouping of matter, dynamics and information in a software that measures qualities in human communication, as well as in a series of linked interactive performances.  These patterns relate directly to the implicit or explicit aesthetics of science.  All animals have highly distinctive behaviors.  They are also chosen for the potential of their relationship to each other.  Not all exist within the same ecologies; hence, there is the possibility of new species and behavior patterns emerging from their chance encounters. I have been interested throughout CodeZebra in human interaction with these animal types. Having discovered Beauty and the Beast and I am further intrigued by the playing out of animal/human transformation myths and the relationship of these to aesthetic judgments. In particular, I am trying to develop an aesthetics of play, one that allows exploration and the imaging of others’ experiences, including non-human experience.  

The animal characters in CodeZebra include research findings about their species, in particular the females of the species.  Zebras are able to elude their enemies through camouflage, run in harems with a male leader, are fast to flee, conservative, protective of their own, ornery and beautiful.  They are idealized by the Masai, who live in the Savannah.  Zebras vogue and pose to be invisible, run, stomp and eat.  Their mating process is violent, ripping the young females away from the herd.  Hyenas are the enemy of the Zebra.  They group in female packs and take down colts and adult zebras.  They are female dominated, highly sexed feline animals, with intensive territorial capacities.  The females compete with each other for dominance. They taunt the other animals, are nervous and aggressive, rub their genitals against each other for pleasure, mark their ground with hyena butter feces and spend most of their time embattled or having sex. They are the witches’ familiars.  Cheetahs are smart, watchful stalkers, with similar perfect markings, able to run very fast to take down prey. They must kill once in three attempts or their fast metabolisms will kill them.  They mate for life. They have the power to clean out a conversation or change states, but the stakes are high when they do so and they must be convincing and correct.  Ocelots are pretty, clever, curious small cats with highly individual markings. They swim like otters, catch fish and loll on lower tree branches.  They wander in twos and threes.  They ask a great deal of questions and flirt brightly.  Snakes are social animals that lie together and then hunt alone.  Snakes imitate other animals and misrepresent their sayings through gossip.  They are enemies of the ocelot.  Butterflies flock in groups but then travel alone from place to place, carrying old and new concepts and fertilizing the ecology.  They kick off new discussions and demand definitions.  Giraffe protect themselves by looking out over their world and seeing their enemies from afar and then avoiding them.  Their young are vulnerable, many die, either at birth or from predators.  They eat constantly.  They bond with other animals, especially zebra and protect them from predators.  Peacocks require a great deal of space around themselves.  They fan their fantastic feathers to delight their female admirers or warn off enemies.  They are the repositories of memory in CodeZebra, a living archive that is only pried open through adaptation.   

Formal values of aesthetics can embrace functionality or usability. 
 What role might systems of beauty play in bringing together and disrupting communities of interests or social groupings and subcultures? Can beauty provide meaning as well as affect?  For example, some adolescent male game players have constructed themselves around an esthetics of disgust. Half Life is a computer game with lycanthropic and black magic overlays and aesthetics of disgust.   Fans share some elements in common with some of post-modernism.  Post-modernism revolted against a beauty that stopped the abject from leaking out, and endorsed spillage, aperture and rupture.
 CodeZebra is a software world of luscious patterns that guides discussion and extends into game play but also suggests the interior spaces of the body.  

Beauty and the Beast (La Belle et la Bette) is a tale that is repurposed by various authors to explore morality, coming of age, science, religion and erotic fantasy. Here is the cautionary version.  The brilliant Beauty hastens to the magic Beast’s lair to exchange herself for her father and save him from death. Virginal and self-effacing, she makes herself a prisoner, a sacrifice for the very rose her father plucked for her from the garden of the Beast.  She refuses to marry the disabled and dumb Beast, yet feels growing affection for this sad but powerful creature.  She begs Beast’s leave to visit her dying father, he gives it. Her jealous sisters steal the key to the Beast’s fortune and waylay her.  Realizing her debt to the beast, and fearing for his well being she returns to his palace.  There, she finds him near death. Despite his monstrosity, she realizes that she indeed loves the Beast, and that life could be far worse, for have we all not a Beast within?  She kisses him back to life.  Transformed by her virgin desire, he returns to his original form, an intelligent, loyal and handsome prince.  Their union is blessed by a beautiful lady (Diana, The Huntress), “Beauty…come and receive the reward of your judicious choice.  You have preferred virtue before either wit or beauty, and deserve to find a person in whom all these qualifications are united.  You are going to be a great queen. I hope the throne will not lessen your virtue or make you forget yourself.”  Diana condemns the conspiring sisters to be statues at Beauty’s gates, her handmaidens, “Pride, anger, gluttony and idleness are sometimes conquered, but the conversion of a malicious and envious mind is a kind of miracle.” 
 

The basic plot of Beaumont's "Beauty and the Beast" comes from a very widespread folktale (Aarne-Thompson type 425C), the immediate source of her material was a collection of tales by Gabrielle-Suzanne Barbot, Dame de Villeneuve (1695-1755) entitled La Jeune Ameriquaine et les Contes Marins (1740). The title is also given as Contes Marin, ou la Jeune Américaine. The story (which in Villeneuve's version encompasses nearly 200 pages) purports to be a tale told to a young emigrant by her chambermaid aboard a ship to America. Other earlier sources are 5th Century folktales based on animal/human transformations.  These include Nordic folktales such as East of the Sun, West of the Moon, an animal bridegroom take from Norway, or the Singing, Springing Lark, a folktale recorded by the Brothers Grimm.  
 

In this 18th century version the eroticism is suppressed, and the story acts as a means of inculcating fundamental behavioral warnings and values, often for a young female audience. 
 In CodeZebra, pride, gluttony and anger can be evolutionary traits that privilege survival.

Tweak my fundamental interactions.  Leave me breathless from continuous deformation.

I rediscovered the alluring tale of Beauty and the Beast through a larger undertaking. I was trying to understand the “return to beauty” in the past-the-post-modern world and the ways that this return has included a heightened interest in materiality and the visualization of scientific data.  This brings into sharp relief the rather archaic values of scientific beauty and a reinvigorated dialogue about aesthetics.  This occurs after a period of rigorous anti-aesthetics, a concentration on strategies that undermined notions of beauty. These concepts had been defined by the essentialist traditions of modernism and its inheritances.  Modernists sought to express the essence of phenomena, as did the Classicists.  Post-modernists embraced the surface and the idiosyncratic.  In particular, the post-modernist approach to art history was to find forms that had been rejected, assuming that in these margins lay the voices of the oppressed. Perhaps these histories could be coolly recycled as style, creating a new context for the pastiche of history.  Artists favoured Allegory over metaphor.  

In Ancient times Plato and Aristotle as well as Santayana began the discussion of Aesthetics in art and architecture. Sir Thomas Aquinas expressed their fundamental values, "Ad Pulchritudinem Tria Requiruntur: Integras, Consonantia, Claritas” For beauty three things are required, integration, clarity and harmony. As James Joyce translated this, centuries later: "Three things are needed for beauty: wholeness, harmony and radiance". Kant and Hegel subjected beauty to serious study.  Aesthetics (a 18th century term invented by Baumgarten) concerned the study of beauty, with emphasis on form, in relation to visual art, and in turn, art’s relationship to nature.  

The Academic American Encyclopedia says: "Aesthetics is the branch of philosophy that aims to establish the general principles of art and beauty." And the German Historisches Wörterbuch der Philosophie explains (a bit more complicatedly, because it is German): "Das Wort `Ästhetik' hat sich als Titel des Zweiges der Philosophie eingebürgert, in dem sie sich den Künsten und dem Schönen [...] zuwendet”. In short, aesthetics is considered as artistics, as an explication of art with particular attention to beauty…The discipline of `aesthetics', however, has restricted itself for a long time to questions concerning art - and more on conceptual than sensuous issues of art.

Emmanuel Kant believed that aesthetic experience required an intuitive, cognitive and a conceptual dimension.  In “Common Sense Beauty” Kant asks how judgments of beauty can be possible and then concludes that is the very act of judging a thing beautiful that evokes pleasure. Kant argues that form not content is fundamental to beauty. Kant makes use of four criteria in order to judge beauty:  the twining of understanding and imagination that evoke cascades of feeling; the purposefulness of the work, that it looks intentional; common sense responses to the object through a universal human filter; communicability.
 It is the third statement that is most dubious, for it assumes common cognition across cultures and basic shared judgments of beauty.  It is this third statement that has inspired cognitive science in the West to search for fundamental physiological aspects of cognition that perceive beauty, are basic to design and are cross-cultural.  
 Hegel echoed the suggestion that there are objective criteria with which to judge beauty.  
 However, to his credit, he stresses the need for a qualitative understanding of beauty, rather that a quantitative one, challenging scientific methodologies. These ideas reinforce approaches to science that are integrative and see relationships within and between systems.
 They still pose the problematic notion that there is somehow something objective about beauty.  Kant argued for a beauty that was based on the whole organism and the relation of its parts.  This whole remained separated from the social and certainly the local.

Kant and Hegel suggest that beauty is relational, constructed through the complex intertwining of object, maker and viewer.  These notions are later embraced by psychoanalytic thinking that privileges the desire of the maker in relation to the object and then, later the maker, its superego (audience) and its object. These theories predicate an understanding of aesthetics of play, where the object is outside the viewer, provided to them and remade by them through identification and then autonomy, much like Beauty remakes The Beast.  It is through role-play that we enact fantasies and then extricate from these.
These relational notions are key for any kind of transformation tale. Beauty and The Beast involves the action of Beauty on the Beast (and indeed of The Beast on Beauty) and this reciprocity of desire and a productive agent underlies the fiction. These lie in dynamic motion with chaos theory in science, and the idea that a simple set of relations can put into play complex processes,   “The diversity, and beauty of chaos are exhibited by a deceptively simple dynamical system.”

Come here Zebra baby.  And I will nuzzle my muzzle on your neck.

The Beauty and the Beast story have many antecedents and versions.  It is rooted in the culture of the goddess, female fertility rituals, the sacred grove and its erotic power.  In Celtic cultures, women and men would dress as animals and celebrate the rites of spring, both becoming animal.  These rituals acknowledged the genesis of human species within animal life and underscored the parallels between animal and human desire. The diversity, and beauty of chaos are exhibited by a deceptively simple dynamical system.”
  The Catholic Church and its successors outlawed masquerade, carnival, and transgression.

Within the film genre, interpretations of Beauty and the Beast vary from Jean Cocteau’s fantastic tale of betrayal, seduction, loyalty, to Walerian Borowczyk’s erotic, satiric and at times brilliantly shot “La Bete”. Male narcissism plays out against the foreground of feminine beauty.  In fact the tale may address masculinity and its inverse egotism more than femininity.  Beauty is always an obedient daughter, or is she the female Oedipal gone obsessively awry?  In the 1992 Disney musical animation film, (the first Disney film with fully computer generated backgrounds), Beauty is as she is in the 18th century French novella, a bright young intellectual, committed to literacy and duty. She reads and reads.  The village sings, “She’s nothing like the rest of us, is Belle.”  Beauty is plagued by a dreadful suitor who she pushes away, a sexually aggressive huntsman, and more animal indeed than the actual Beast. She is a tougher version of Cinderella and her replicant, Sleeping (Beauty).
 Her Father gets lost in woods on the way to a science fair and despite his horse’s warning, enters the Beast’s lair.  The subtle magic of Nature that surrounds the Beast in other versions is found in Disney’s dancing candles and friendly teapots.  The Father sits in Beast’s chair and is fed by the Beast’s teapot and pot, enraging The Beast. In this primal scene, Beast and Father contest for the Daughter.  Disney’s Beast is also fearful of the mocking human gaze, “Have you come to stare at the Beast?”  The horse returns for Beauty and she bravely rides off to find her father, encountering the Beast.  They trade places; Beauty stays.  The Beast struggles to earn Beauty’s love through manners, communication and gentleness. Beauty, on the other hand, finds in The Beast a path to freedom, “I want much more than this provincial life,” she sings.  She is honest and cannot lie about his ugliness but in time begins to love the Beast and the tale unfolds as expected, with the Beast finally turned to Prince in the image of the huntsman and male narcissism is again defeated.

La Belle et La Bete by Jean Cocteau is a spectacular version of the story. Diana has the power to transform the Beast from Prince to Beast and back to Prince.  The father falls into the Beast’s lair as he goes to claim the small fortune that he has regained.  Beauty has a gambling brother, a ne'er do well suitor, who she loves but will not marry, and two jealous sisters.  The father plucks a rose and is forced to return for Beauty, riding the horse Majestic, who knows his way back to the lair.  The palace is stately, yet frightening, with living statues that serve and observe her.  In Cocteau’s film the gaze is threatening, erotic and transforming. Beauty is distanced from The Beast yet lonely. She watches him and begins to spend time with him.  He begs her, “Do not look into my eyes”.  She observes him throughout the day and night, and is fascinated by his suffering as he obsessively scrubs himself bleeds and then peers tortured into the mirror.  Beauty also has a mirror, granted by The Beast, where she can see her family.  Nightly, he begs her to marry him.   One night, covered in blood he hovers by her door.  She confronts his lust. He cries, “Quickly, close the door, your look is burning me.” In the meantime, the son gambles away the small fortune the merchant has regained, and the daughters spend the rest.  The father lies dying, pining for Beauty. Belle begs the Beast to return to her family, to save her father.    La Bete grants her a week, gives her the key to his fortune and his magic glove to transport her, as well as the mirror, the portal to her emotions.  He tells her however, that Diana the Huntress protects the true wealth in the magic grove; they cannot yet enter the dwelling of the Goddess.  They are both either too human or too beast. La Belle looks into his eyes and sees his sadness.  She is living with a monster who is now more her prisoner than she his.  She returns to her family and describes The Beast, “Some forces obey him, and others command him.” The brother and the suitor plot to kill La Bete.  The sisters beg La Belle to stay.  The two men steal her horse and the key and leave for La Bete’s palace. The Mirror shows La Belle that La Bete is dying. She returns to him. The intruders enter the magic grove; break into Diana’s house. The statue of the Goddess comes to life and executes the suitor at the very moment that la Belle discovers the dying Bete. In a profound statement about the pact between animal and human, he states, “The poor beasts to show their love but can lie down on the ground and die.” She kisses him and he transforms into a Prince, but one that looks exactly as the dying suitor once did.  She is repelled but believes that with the Beast’s goodness, the narcissist will be transformed. Powered by the Goddess Diana, they ascend to the Prince’s godlike palace and reunite with her family.  La Belle, in a pact of love says to La Bete, “I like being afraid with you.” Desire is embraced. 

We find quite another interpretation in the 1976 film, La Bete by Walerian Borowczyk. It begins with a stallion breeding a mare, with repeated close-ups of the animals’ sex.  The Beast is the breeder—he has one bandaged hand and is unkempt. He lives with his father and elderly uncle.  The father has arranged a marriage for the son, having written to a young American heiress and compelled her to marry him through his lyrical letters.  The elderly uncle has killed his wife and is confronted by the father, who calls him a misogynist for opposing the marriage.  The marriage is needed to save the fortune of the family.  Her father has stated in his will that the marriage can only take place within a limited time and if blessed by the Cardinal, who is brother to the uncle.   Her loyalty to her father will be tested. 
The heiress arrives with her guardian.  Watching the horses breed she is aroused. She snaps Polaroid pictures. The car cannot reach the main house and detours through the woods. The heiress jumps out and runs through the woods. She finds a sacred cairn. Finally, they reach the house.   She meets the uncle.  He gives her a book with oak leaves in it (references again to the ancient goddess rites). It tells a story-- every two hundred years a beast comes to copse.  There is a corset on display in a cabinet.  It is striped with claw marks.  The countess, the former owner of the corset has written that she met and struggled with the Beast.  The father enters.  He has been washing his son, baptizing him, so that the Cardinal will consent to the marriage.  There is a sense of being watched in the house, of secrets in all places.  There are mirrors everywhere.   A local Priest has come with his fey organist Modeste and Scarlatti, his alter boy who he kisses and feeds candy to.  The father finds the Uncle telling the Cardinal not to come. Enraged, he kills him, and then beseeches the Cardinal to come to his son’s Baptism.  There ensues a dreadful dinner, where the Beastly son has a fit, is wrestled out of the room by his father and the servant, leaving the heiress and her guardian disturbed.  The son always wears a bandage on his hand. 

The heiress has a dream that she is the countess of two centuries ago. The countess plays the harpsichord, but her lamb runs away and she follows it to the woods.  A hairy Beast eats it.  The Beast is by the cairn, in the sacred grove. It attacks the countess. He ravishes her and she succumbs with pleasure.  She has sex with the beast.  It has a huge member and has many orgasms. The countess is naked; she throws her corset into the stream where it drifts towards the mansion. The beast dies, depleted by Beauty (the Countess).  The heiress awakes, distressed.  Later on, the heiress has a Rose. She masturbates with it, looking at the photos of the horses, writhing in her bed.    She goes again and again into the Beast’s room where he is sleeping. She tries to waken him, and finally, he falls on the floor and appears to be dead.  She starts to scream, running frantically through the house.  In the meantime, the black servant and the daughter are continually interrupted as they try to have sex.  She has gathered several children for the wedding, who sleep peacefully through the disturbances.  The servant argues with the American chauffeur about who is more oppressed.  The Cardinal arrives.  He atones, “In the name of the father, son and holy ghost”, while the female guardian strips the suit from the Beast, the husband to be. He has a tail and much fur—she removes the bandage, there is a claw instead of one hand. However, this beast, compared to the Beast in the woods, is pathetic.  The Cardinal makes a speech.  He states that bestiality, that is, coupling with the Beast, demeans God’s image and is contrary to the laws of Nature.  He notes that Lauticus condemns woman as the Beast itself.  In confession women talk about coupling with animals.  He notes that Vernier has found that if the priest will ask a woman of lustful nature if she committed acts with beast, she inevitably will have. The heiress and her guardian flee screaming in their car, driven away by their chauffeur. The heiress is naked, enveloped only by a fur coat.   In La Bete, a critique of colonialism as well as class power underscores the Beauty narrative.  After all, Western culture continually conflated races along an evolutionary track until midway through the Twentieth century—this thinking remains undercover by alive to this day.  .  The erotic space between miscegenation and the animal/human line is blurred in racist dialogue.  To be more animal meant being more sexual Until science grasped evolutionary development, some humans were defined below the fault line; they were considered to be fundamentally animal.  Miscegenation, for example between Christians and Jews, was considered by European society to be the same as Christians having sex with animals. 

Beauty is never quite what see seems.  Whoever and whatever Beauty is, female erotic power undercoats animal desire. Beauty’s power at first lies in her virginal state, stark against her potential fall.  None of the Beasts in any of the versions of the story can withstand her power and her unavailability.  Beauty kills them, one way or another.  Beauty drives the abject but ravenous Beast from her door, refusing both their desires until the Beast turns Human.  The story is the story of seduction. Seduction can be deadly (as well as transformative).  It is by combining the erotic power and intelligence of the animal and the human that both Beauty and the Beast ascend to magic and power.  Whatever the roots in goddess culture, it is in the exchange of Beauty between Father and beastly suitor that Beauty can enact her will.  Beauty succumbs to the power of The Beast but mostly on her own terms.  She is tough love.  She brings Beast into the social world of intelligence.  Even in La Bete, the countess who becomes the lover of the Beast is a musician and a writer.  Over the centuries, the role and values assigned to the female subject shifts. In the early tale, she is the Goddess empowered, in later years, The Virgin.  I am attracted to the evolutionary principle of Beauty and her Beast, for the tale incorporates the value of intelligence and the value of beauty into one feminine package. What could be sexier?  All versions share a doubling of the Beast as a wild, threatening, erotic creature and his domesticated double, whose only hope for transformation is death, “The poor beasts to show their love, but can lie down on the ground and die.”
 The Beast is fundamentally good.  He is not intelligent but intuitive. Beauty’s transformation grants him beauty, intelligence, good fortune, all without the burden of narcissism.  He does not lose the powers or memories of his animal world and history but ascends to a Godlike status, a superior entity that envelopes animal and human in a magic world where such hybrids are permitted.  The fine line between animal and human is defined by culture and it is culture that indeed Beauty provides the beast.  

You are marked with time.  Your natural selection has not favoured continuous variation, while mine provokes endless, flawless degrees of freedom.

Western science too readily embraces symmetry, balance and perspective as fundamental values. “The following refers to an essay by Werner Karl Heisenberg in "Across the Frontier," published by Harper, 1974, p. 183. "Heisenberg crystallizes the notion remarkably when he notes, 'Beauty is the proper conformity of the parts  to one another and to the whole.' Like the Sonnets or the Bill of Rights, Heisenberg's 15-word remark smacks of such precision that one could imagine less eloquent thinkers writing entire books without ever arriving at the core truth Heisenberg lighted upon." 
 New media artists working with ideas from science need to pay attention to this Classical and Modernist lineage. 

Some population scientists even pose relationships between evolution and symmetry,  “Within cultures the generality of attractiveness is easily accepted…recent studies suggest that the constituents of beauty are neither arbitrary nor culture bound…The consensus on which female is considered to be good looking or not is quite high in four cultures.”
 They fail to take the cultural impact of globalization into account in any way; I have already suggested that all Disney heroines look the same! Even Darwin argued that nature did not bias towards symmetry or beauty. “It is certainly not true that there is in the mind of man any universal standard of beauty with respect to the human body.” Complexity theorists on the other hand, state that symmetry is a simple state, it is only when symmetrics break into a morphological cascade that the development of complex systems and their understanding can occur.  This process moves beyond historical lineages and considers generative forms as a source.  This is fundamental to CodeZebra where the instances of dialogue interact with the software to develop new patterns within a complex system.

Some cultures have embraced complexity, discontinuity and asymmetry as organizing principles. Traditional Japanese aesthetics bias towards a beauty includes incompletion and imperfection or imbalance. Beauty focuses on beginnings and endings, not the climatic moment.  Kenko states that “uniformity is undesirable.  Leaving something incomplete makes it seem interesting.” 
 The viewer completes the perfection.  This argument works well with interactive media that requires audience participation, and with work that does not resolve, but rather poses possibilities or questions.  A fantastic replay of these notions of Beauty can be seen in a computer game version of this story, “Freak Out”, by the Treasure Company. This game is a massive attack Beauty and the Beast system.  “The thirteen most beautiful sisters on this planet are targeted by the thirteen demons of vanity who like nothing better than to transform human beings into freakishly mutated versions of human loveliness.  Of course, to do just that, the last of the maleficent spirits slip up and end up possessing the thirteenth sister’s scarf instead…the clutching part is done automatically with your angry scarf ever eager to wrap its scarf over whatever comes it’s way.” 
 Winning the game requires finding the pure Beauty.  This is yet another version of the Beauty and the Beast myth.  

Other ideas about beauty are rooted in notions of social function; take for example this patriarchal discussion of music by Hsun Tzu, a Confucian scholar;

When it is performed within the household, and father and sons, elder and younger brothers listen to it together; there are none who are not filled with a spirit of harmonious kinship. And when it is performed in the community, and old people and young people listen to it, there are none who are not filled with its spirit of harmonious obedience. Hence music brings about complete unity and induces harmony. 

The idea that aesthetics helps to construct a sense of social order is taken up by French anthropologist, Pierre Bordieux, who explored the role of social values of beauty, taste, form and function as a means of creating social consensus. .
 This is appropriate for the methodology of CodeZebra, where the cumulative social behaviours of individuals create collective systems. These include individuals but are also distinctive and qualitatively different than those of individuals. This parallels a number of phenomena such as ant colonies, typically used as a computing metaphor for neural networks, where the sum of the parts is always far greater and more intelligent than the whole.

I embrace the antithesis of Beauty, which has been assigned to the Beast, and posed against the Western Canon. This Canon has been rejected, reinvented, localized by post-modernism, Feminisms and post-Colonial theorists.  This new move embraces complexity, or a non-symmetrical notion of chance, historical artifact, development and instance; one whose rewards are new forms of pleasure that incorporate both purity and disgust.  I embrace the homunculus within.  

You strange attractor! Your quintessence repels me!  How can I penetrate your impossible, clumpy matter?

In the world of CodeZebra, fate or natural selection is only one metaphor; it stands side by side with the physics notion of dynamic stabilization.  This allows players to investigate the ways that state changes impact on systems. Organization and aesthetics work beyond the individual, first at the level of human/human interaction, for it is through the parental introduction of the play object and the child’s transference to the toy that play and imagination are engendered, according to Winnicott. From play comes the capacity for invention.  There is a strange attraction between the British School of Psychoanalysis and recent investigations in complexity theory and human behaviour.
 Nicola Glover states that, “Winnicott and Milner…are two 'Independent' analysts who have focused less on the formal structure of art and its reparative elements, than on the nature of the interchange between viewer and object, the reciprocity between artist and medium, the "potential space" of illusion believed to characterize 'authentic' artistic experience.”

Recent developments in science and aesthetics that have opened debates about evolution, human/animal development, the patterns and erotic spaces of nature, including within species life provoke a movement towards a renewal of essentialism.  Not all scientists accept either the essentialist force within the genome project, or the inherent Judeo-Christian morality that accompanies much of Darwinism, as Brian Goodwin suggests, as he tries to untangle the phenomenal weight of ideology in directing scientific investigation, 
…The Darwinism described by Dawkins, whose exposition has been widely (but not universally) acclaimed by biologists, has its metaphorical roots in one of our deepest cultural myths, the story of the Fall and redemption of humanity…Darwin certainly was guilty of heresy given the theological version of the fall/redemption story, because he had no place for God or the human spirit in his version of the origin of the species.  For him, creativity is s living matter itself.
  

Goodwin combines biology, chemistry and physics in order to challenge classical and new evolutionary biology.  At the same time, he provides a series of images and metaphors based on reaction and diffusion models, cellular automata and the idiosyncratic nature of autonomous systems that are rich in complexity, interdependency and yet locality.  He argues against the reduction of species development to “the selfish gene”, providing much evidence of cooperative as well as competitive systems.  
While he does not resist the appropriation of scientific metaphors by social science, he does look for complex causalities that create specific orders out of chaos.  Recent historiography in the West as well as identity political and social movements have pressed for us to face differences in cultural development head on and revalue different kinds of knowledge and invention.  

Complexity theory in turn and environmental specificity has been used by social historians to explain patterns of dominance that have occurred, without suggesting that there are values attached to specific cultures. In particular, Jared Diamond (no relation), in his ambitious “Guns, Germs and Steel”, uses ecological, biological and geographic arguments to examine the emergence of structures of power.  
Diamond examines invention, concluding, as does Goodwin, that inventions are not individual acts, but accruals of knowledge over time that finally meet proper conditions to be put to popular use.  Invention happens in all forms of human society.  These are strong arguments for aesthetics of usability, of adaptability, of utility as a means of stimulating cultures of invention. On the other hand, economic and social well being often occur when invention is frivolous, pleasurable.  What are the aesthetic conditions of invention?

You are safe with me--I will shower you with butterfly kisses and never brush the dust from your wings.
CodeZebra figures against and draws on the ground of universal natural,

Then the beauty of the oak and the chestnut-fan and the sky, is a mixture of likeness and difference, or consistency and variety, or, symmetry and change…And if we did not feel the likeness we should not think them so beautiful, or if we did not feel the difference we should now think them so beautiful.  The beauty we find is in the comparison we make.  Beauty therefore is a relation, and the apprehension of it a comparison. 
 

This notion of a beauty equilibrium needs to be integrated into the social.  In CodeZebra, hyenas are The Beast (as they are in African myth), and the Zebras are the Beauties, but there are many competing Beauties in the CodeZebra world, all with the collective power of interpretation.  This again references in Bordieux’s ideas of an everyday beauty that is functional and local,

In particular, most centrally in Distinction: A Social Critique of the Judgment of Taste, he has offered a powerful explication of "taste," in all its meanings from choices in art through choices in dress, furniture, and the like, to taste in food, both as a unified subject matter and as a method for producing and reproducing power differences among social classes. In Language and Symbolic Power, he has focused the same analysis on the subject of language, claiming that meaning, both linguistic and literary, depends on the same activities of power and social differentiation.

The disintegration of universality has iterated from many directions in cultural practice.  This needs to be placed boldly against the reunification of aesthetics that both corporate cultural globalization and science seem to push towards.  While the genome results in increasing genetic mixes, specificity is also desirable.  There is a profound danger in universalizing, 

Ubiquitous beauty loses its distinguished character and decays into mere prettiness or becomes simply meaningless. You can't make what's exceptional a standard without changing its quality...the strategy of globalized aestheticization falls victim to itself. It ends in anaestheticization. The globalized aesthetic is experienced as annoying and even as terror. Aesthetic indifference then becomes a sensible and almost unavoidable attitude in order to escape the importunity of this ubiquitous aesthetic. Anaestheticization - our refusal to continue to perceive the divinely embellished environment - becomes a survival strategy. 

This is in part why CodeZebra is always acclimatized or localized into specific cultural spaces, with metaphors found.  The animals in CodeZebra live amongst Zoos all over the world.  They inhabit the savanna and the lowlands of Central and Latin America, the Americas and Africa.  They are displaced, but their human performers speak in their own language and move with their own interpretations of the creatures.

Taste me with your primitive tongue. Squeeze me with your algorithms.

As I suggested earlier, social scientists have adopted forms of these biological metaphors, not always to the benefit of social polity.  I recently read an analysis of post-soviet economies that used chaos theory alone, stripped of history, cultural dynamics or locality, to explain the impossibilities of the economies of the former Eastern Europe.  Why then is Hungary, historically most integrated into the Western World, and the state with the most peaceful transition the healthiest economy?  History not complexity can “explain”Hungary in this analysis. CodeZebra is culpable of playing in this terrain.  It takes up notions of social organization that steal from biological life.  In the world of the Masai, ascending to the next stage of evolution required becoming Zebra.  These animals were and are perceived as the ideal form, because of their ability to function as a social group, defeat large enemies and change form themselves in the process through their camouflage tactics.

In the Internet, the ability to adapt, albeit within a limited sphere is renowned. The Internet was rife with myths, ritual, and character adoption. These practices are now formalized into virtual worlds, avatars, and characters in networked games. The current drive towards security and control may be at war with this context of play, identity shifting and evolution.  The commercial market is torn between the need to track actual subjects and their consumption patterns and the user’s desire for a free and more fluid psychic economy.  CodeZebra allows users to mess with and emerge the code as image as identity, by relating, moving and acting in ways that evolve new patterns within a relatively defined set of species.  
However, these constraints are temporary, as new behaviors emerge, in theory, new patterns will emerge with these and state changes should be possible. Conditions other then genetic ones (other patterns, proximities, waves, other voronoi), should allow the development of new forms and creatures, as well as new games.  Evolution occurs as a random within the system appropriate to the species, or externally suggested and then adaptation occurs.  What happens if a zebra starts to spot?  What if Zebras develop the same defecation rituals as Hyenas and style confusion between mortal enemies takes place? This is an antidote to genomic, rather than holistic science, a crucible of debate within science itself.

Finally, CodeZebra looks towards the Sublime, a fundamental aspect of Nature’s beauty in Western aesthetic definitions.  The Sublime is the place where Beauty and the Beast meet, or perhaps where the Beauty of Nature embodies the beast.  In the heroic Sublime, to be found at Banff, for example, humans conquer Nature through its representation and literal encounter.  However, the current time is one where the Sublime has become Extreme sports, where images of mountains can feel more powerful than the mountain itself, and where perhaps, this traditional notion of Nature is technologized and “known”.  Perhaps the Sublime has shimmied over a field into the strange tension between nano-technology, microbiology, visualization and A Life, to the post 911 world of Anthrax.  Perhaps it is here that humanity; Beauty and Death touch their gossamer wings together. In his book, “The Computational Beauty of Nature,” Robert Flake examines the ways that elegant simple systems develop complexity through repetition, certainly one of the awe-inspiring aspects traditionally associated with nature (the horizon of the mountains for example).  He says, “The motion of chaotic systems can be described by fractal geometry… chaos works in a simple, discrete time, iterative system. It is this emerging and polyvalent richness the CodeZebra strives for.  
I may be a cheetah, but I’m the best you ever had.
What happens when many beauties and beasts inhabit the same space? Here are some excerpts from CodeZebra: 


The Cheetah (Beauty)

I am Cheetah, I observe you. I think. I plot, I plan. I have calculated the odds and believe me, they are against you.  I think in riddles about power, the I Ching Haiku. No astrologer I, no, not ruled by the stars but by the rising and setting sun and its hard power of observation and reason.  I become you, the thing that I will eat.  I become you, your movements; your daily habits. You will not know that I am there until I attack.  I will be so close that you will scream with terror.  And you will run.  It makes me laugh with delight when you run, for I can outrun you. 

I choose the objects of my desire with care, be these meat or mates.  I purr in perfect pitch. I stretch, I yawn, I seeeeeeeem to be sleeping, but really, I watch, I watch, I watch. I am hot as hell, warm as the sun, but cold, cold, cold, calculating cold.  Like a lone fighter in the hills, skilled at the skirmish, I watch, I wait, I watch. Catch, suffocate you or break your little neck. Eat you clean, lick your blood; leave the rest for those damn hyenas. 

Who am I? What kind of cat should you never play cards with?

The Hyena (The Beast)

I am a hyena.  Born under a full moon, scourged and scorned. I am goddess of life and death, a strange attractor, make you double over with laughter, split a gut then eat the contents. I kill; I take your kill.  Savannah kill.  Kills of the night.  I outwit a flock of buzzards; take the trembling zebra colt down while it bucks and tears in my strong jaws.  I do not fear to look at their patterned backs, those air conditioned, giddy and stupid creatures that think they are wise by height and weight alone.  

And you my lioness, my mortal enemy, it is your own mortality that you should fear, for I will humble you in the name of all that suffer, should you turn away from me.  I run fast, faster than you. I will take the zebra from your feeding pride, nay, your very cub, and even you, if you are weak. I will kill. I will eat your bones.  You think I feed on carrion, well yes, when a delicacy, but mostly, I love to kill.  

Never what I seem. I am of woman made.  As the tiniest of cubs, I suckled at my mother’s teat and felt the power of her near feline ways.  Heard her purr, her rough tongue licking my fur.  Yes, feline. Well, almost, for we claim our own breed. We are of woman ruled.  Of the moon.  When I eat the lion, I am cannibal.  

We are the marines of the plains.  The female shock troops.  We train on our own; almost a third of us die from friendly fire early on in life.  We learn to be wary, vicious and always ready for attack. Our men are jealous, they bait us, but we fight back, defend our right to rule.  They come they go, we resent their roaming ways, and live in girl gangs, loyal and true.  

We are sexy, sexy, sexy, are you afraid?  We squat and paste hyena butter, a very special shit, around our territory--marking it.  We greet each other from a very young age by mounting, our big genitals pressing into each other, same sex rebels or hetero sluts. Perverse creatures you humans say.  Suits me, we survive.  How can I redeem myself?  I dare not try.  I laugh!  I laugh!  I laugh!  Frightened?  Not I -- excited perhaps.  Ready for the kill.

My hind legs lowered towards the ground, back low, I am a running machine.  Ugly you think?  Functional beauty I say.  You create your myths about my magic powers.  These are real.  

The more power I have the bigger my clitoris.  We worship the clitoris, the source of life, place of pleasure.  My mother’s opened to bring me into the world.  My first fight, down that narrow passage, many mothers and cubs die.  Worlds where butches are bitches yet rule.  I walk the line of the trans gendered.  Three things always on my mind: meat, sex and a good laugh.  

The Zebra (Beauty)

I am a zebra, I was born on the plane—I lie at my mother’s side –on my spindly legs arising—she nuzzles me, recognizing that I have the very close to matching stripes that she carries on her hide.  I know in my little, pounding heart that the wind would carry danger towards me.  The smells of the Big Cats, the Lions and Hyenas that are my enemies, uncontrolled dust storms, at times the flooding rains with torrents and nasty flies in their wake.  She kicks at the dust, belligerent, wary.  I will get to know her fear and love her grumpy, protective character. She stays always close to the herd, teaching me to do the same.  With my flaring nostrils, my acute sense of hearing, I follow, slow in the heat, cantering when giddy with breezes, conserving our forces, then skittishly at a run, fast, fast, from the enemy.  I learn the art of moving as one, muscles contracting as one, flesh extending, hearts racing, as one, a field of moving pattern.   Stopping suddenly, our predators confounded, never outdistanced, but commotion, stripes, doing their duty.  I know, somehow, we become horizon, disappear, into the green, into the brown, the primary divisions of no colour becoming all colour.  We defy our enemy’s eyes.  They squirm with nausea when they look directly at us.  

When I am very young, but several weeks old, something happens that shakes me forever, although in time, it feels right, a lesson.  One of the other mothers, not mine, stumbles in a gully, goes down dramatically, ripping her foreleg.  After that she cannot keep up with the herd.  We see her downed, at a distance.  Ripped from the air and thrown down by a pack of hyenas, their snapping jaws opening her throat smell of red blood splashing. 

My little friend has lost her mother.  She runs along with us, bereft and hungry. When feeding time comes, she approaches my mother, whinnying.  My mother examines her stripes, but they do not quite fit our family pattern enough.  She pushes her away; even through the stripes vary marginally.  But it is enough, my friend moves on.  She seeks an available nipple, but there is none.  All the mothers bare their teeth.  They butt her and bite at her, as she becomes hungrier, more insistent.  This occurs again and again.  Finally, she curls on the ground, alone hungry, winnowing, cold in the night savannah wind.   If we had enough resource we would feed her.  

I do not dare to get up, go to her, although we have frolicked together in the recent past.  I fear my mother’s will; I feel my sympathy move towards resentment at the foal’s pathetic aspect.  Over the days, this pattern repeats, while she struggles to keep up with the herd.  She grows thin and starved.  Then the fatal day arrives, a group of adults, mothers and our male herd leader, led by the Alpha female of our herd, surround her.  They butt her, kick her, until she collapses into the ground.  She resists them, or tries to at least, fighting for their life.  Know that your hooves are weapons!   

I try at first to block their access to her, nuzzling my mother’s nipple until I am thrown off.  They kick her until she is not longer able to make even pathetic sounds, vetting their animal rage, wilding.  Her black and white hide is covered with blood and she lies unconscious, the flies alighting on her body.  She is dying.  The pattern that keeps her whole ruptured.  My nostrils flare, smelling blood.  She was once a living colt, my friend, no more.  She is left there unconscious, for the lions.  I learn from this incident.  Stay close to the herd.  Learn its ways.  Do not stray.  Watch where you run.  Hope that nothing happens to your mother while you still rely on her milk.

The days are filled with richness, with running to the wind, with play, with high grasses, with an ever present sense of danger coursing through my nostrils, flicking my ears wide.  Nights as well as early day stay alert. I learn to be cautious, protectionist, conservative, even for a young thing.  I find my place in the pattern, where and how to exact the mystery.  How to sustain the camouflage.  My place in the evolutionary thread.  Our herd.  Our black stripes heat thickened, making the white into coolants, dropping our temperatures in the blast of daytime heat.

This is how it is and how it always must be…

This brief paper has provided a number of narratives from CodeZebra’s animal world, a parallel discourse with Beauty and the Beast and a series of related texts about aesthetics and science. For anyone who might question the role of animal fantasy in interactive games play. 
The desire to go animal, to be animal, becoming animal may be an even more powerful urge than becoming woman, in the last century’s literary lexicon.
 

I hope that CodeZebra will provide lycanthropic license to relate historical and new forms of aesthetics. What are the values that this new beauty possesses?  These are generativity; ecological diversity and grace; the fictional replay of allegory and myth into new adaptive tales; a new interior Sublime based on biological imaginary; complex and inappropriate evolving systems; symmetry, balance, likeness and change as conscious and dynamic results, in which the players complete and transform the context, as individuals within emerging collectivities.  

� In Hopi culture for example, ritual clowns with complex animal and human identities tell it like it is to authority figures at prescribed times. This is a means of clearing the air in the community. 


� Benjamin C. Roy


2 http://www.codezebra.net


� Aesthetics and Usability, Kiana K. Matthews, Advanced Topics in User Interface Design, University of Colorado at Boulder, July 25, 1999


� The much overworked use of body fluids in work such as Piss Christ, which was an excuse to dismantle the National Endowment for the Arts, USA, or Israel Mora’s controversial Seven Day performance at The Banff Centre are examples of this. 


� Beauty and the Beast.  Jeanne-Marie LePrince de Beaumont





� D.L. Alimam, Folktexts, A Library of folktales, folklore and fairytales. 


�The Young Misses Magazine, Containing Dialogues between a Governess and Several Young Ladies of Quality Her Scholars, by Madam Prince de Beaumont, 4th ed., v. 1 (London: C. Nourse, 1783), pp. 45-67. First published in 1756 in France under the title Magasin des enfans, ou dialogues entre une sage gouvernante et plusieure de ses élèves. The first English translation appeared in 1757. the tale "Beauty and the Beast" is a story incorporated into a didactic dialogue and told to several young ladies of quality (ages five through thirteen) by their governess, whose name is Mrs. Affable. For a discussion on the psychoanalytic readings of fairy tales also see The Uses of Enchantment: The Meaning and Importance of Fairy Tales.  New York: Vintage Books, l977, by Bruno Bettelheim.


� Wolfgang Welsch, Aesthetics Beyond Aesthetics.


� Emmanuel Kant, Critique of Pure Reason, Critique of Judgment


� Teaching Cognitive Science and the Arts, Cynthia Freeland. 


� Hegel, Lectures on Aesthetics, 1817-1829.


� How the Leapord Changed Its Spots, pg. 197-199.


� See Winnicott and the English School of Psychoanalysis.  The child moves between fantasy and reality in role playing with the parent.  


� The Computational Beauty of Nature, or The Fish and Chips Book. Flake, Robert, New Jersey:  Princeton University Press.  2000.


� The Computational Beauty of Nature, or The Fish and Chips Book. Flake, Robert, New Jersey:  Princeton University Press.  2000.


� All of the heroines in Disney seem cut of the same clothe, like an animated Barbie Doll world.  I assume that Disney must do market research as to the nature of their audience’s sense of beauty and that the classical animation ultimately holds water.  


� See Midas Dekkers’ Dearest Pet, On Bestiality,  translated by Paul Vincent. London: Verso Books, 1994.


� Jean Cocteau, La Belle et La Bete


�  Mark K. Anderson, "Beauty and the Paradigm,"The Shakespeare Oxford Newsletter, Summer 1997 and Fall 1997/Winter 1998


� Faces, Bodies and Darwinian Aesthetics, the Beauty of Boundaries and the Boundaries of Beauty, Karl Grammar, Mindship Foundation.


� Kenko.  “Japanese Aesthetics”, The Pleasures of Japanese literature.  New York: Columbia University Press, 1988.   


� Edge Magazine


� Hsun Tzu


� “A Social Critique of the Judgment of Taste”, Pierre Bordieux.  Paris, 1990.


� How the Leapord Got Its Spots, The Evolution of Complexity, Brian Goodwin, Princeton, NJ: Princeton University Press, 2001.


�How the Leapord Got Its Spots, The Evolution of Complexity, Brian Goodwin, Princeton, NJ: Princeton University Press, 2001. Winnicott developed aesthetics of theories of play.  See pages 200 and 217.  


� “Psychoanalytic Aesthetics:  The British School, by Nicola Glover”, Ingenta, PhD.Thesis.  


� How the Leopard Got Its Spots, The Evolution of Complexity, Brian Goodwin, Princeton, NJ: Princeton University Press, 2001. Page 31.


� In particular he takes up Richard Dawkins in “The Selfish Gene”.  Another important book to read in this context is “Darwin’s Ghost, Steve Jones, Toronto: Double Day, 2000, in which Jones reiterates and revitalizes Darwin’s arguments.  Jones argues strongly against the application of well researched science to thinly argued social science, although he does show how social conditions create material contexts that effect evolutionary trends.


� Guns, Germs and Steel, The Fates of Human Societies.  Jared Diamond, New York: Norton, 1999.  


� “On the Origin of Beauty: A Platonic Dialogue”, Abridged version in Poetry and Prose of Gerald Manley Hopkins, Edited by W. H.  Gardner.  Penguin Classics, 1865, 


� A Social Critique of the Judgment of Taste. Pierre Bordieux.  Paris, 1990.


� Wolfgang Welsch, Aesthetics Beyond Aesthetics.


� For information on Masai myth and evolution see codezebra.net


� See the endless quotation of half-human fantasy figures in computer games such as Black and White by Peter Molyneaux with its terrific fan club.
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