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The Crying Post Project: A Mult-Part,
Multi-Media Artwork to Memorialize

Global Sites of Pain

Dennis Summers

or many years my artwork was inspired by my
readings in physics (especially quantum mechanics), linguistics
and the worldviews and spiritual beliefs of non-monotheistic
cultures. Some of these works were large-scale pieces consist-
ing of small elements separated by large distances. This led
me to an interest in mapping theory and in turn to consider
environmental issues. These concerns have been realized in
The Crying Post Project, an artwork manifested in multiple
media. The project began with the physical placement of
wooden posts at sites of environmental and/or sociological
damage across the globe. The project also includes a series of
digitally created photographic prints that are an abstracted
mix of images and text fragments and an interactive web site
[1]. Finally, articles and presentations such as this one supply
a context for understanding the concepts inherent in the proj-
ect. I will begin this article with a description of the posts and
sites and follow with the conceptual background.

PHYSICAL DESCRIPTION

The Crying Post Project consists of painted wood staffs (1 in. or
2.54 cm diameter) that rise above ground to about 9 feet

Dennis Summers (artist), 3927 Parkview Drive, Royal Oak, MI 48073, U.S.A. E-mail:
<dennis@quantumdanceworks.com>.

(2.75 m). Each staff includes a solar-
powered “cry” generator. This small
device at the top of the post emits
a tone of randomly varying lengths,
which can be heard for up to about
30 to 40 feet (about 10 m) away.
The cry generator includes a pro-
grammed computer chip that con-
trols the voltage to a piezo buzzer.
This voltage slowly ramps up, holds
for a period of time and then ramps
down, with corresponding changes
in the nature of the tone emitted.
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ABSTRACT

The author describes The
Crying Post Project, an artwork
consisting primarily of wood
staffs with solar-powered “cry
generators” placed at different
sites throughout the globe, at
locations of environmental
and/or social damage. Its two
other components include an
interactive 3D web site, which
has been created as an alterna-
tive, data-rich venue for the
project, and a series of digitally
created photographic prints
designed to capture the artist's
emotional response to the sites.
The artist also discusses how
this artwork has been inspired
by his research on the cross-
cultural symbolism of trees, the
indigenous Australian worldview,
mapping theory and the relation-
ship between language extinc-
tion and environmental
destruction.

The geographic location and elevation of each post is recorded
using a global positioning device. This information is made
public at the web site and on the prints. The posts are inten-
tionally left unprotected and will eventually fall to the ele-
ments, or possibly vandalism.

In 2001 I'was invited to participate in the Mildura Palimpsest
Artand Science Symposium #4 in Mildura, Victoria, Australia.
In addition giving a talk, I installed my first post near the con-
ference site (Fig. 1). I fully appreciated this opportunity be-
cause the original inspiration for this project came from my
interest in the indigenous Australian people. With this me-
morial, I am responding to the tragic social history of the orig-

Fig. 1. The Crying Post Project: Post #1, On the Road to Lake Mungo, mixed media including wood, raffia, paint, copper wire, solar panel and

piezo buzzer, 9 ft tall, New South Wales, Australia, 2001. (© Dennis Summers/Quantum Dance Works)
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inal inhabitants and the environmental
damage caused by the poor irrigation
practices of people of European descent,
which are converting vast tracts of land
into salt, thus making even more of the
continent inhospitable to life.

I installed the second post at the his-
toric public site of the Cherokee Court
House in Gore, Oklahoma, to memori-
alize the infamous Trail of Tears (Fig. 2).
The Trail of Tears refers to the
1838-1839 eviction of 19,000 land-own-
ing Cherokee Indian farmers living in
thriving communities throughout the
American Southeast. Rounded up by
gunpoint, they endured an 800-mile
(1,290 km) forced march westward in
which at least 4,000 people died. Fur-
thermore, the post location is literally
across the road from the Kerr-McGee Se-
quoyah Fuels Corporation uranium-pro-
cessing factory, which closed down in
1992 after a series of fatal accidents and
uranium leaks into the surrounding en-
vironment. These leaks far exceeded U.S.
federal regulations, and Kerr-McGee was
fined for lying and withholding data from
the government.

—p—

The third post (Fig. 3) is in France, in
the mountains near Lyon. It memorial-
izes the killing of Fernando Pereira, a
photographer for Greenpeace who died
when the Greenpeace ship Rainbow War-
rior was bombed in 1985 by French agents
while docked in Auckland, New Zealand.
Additionally, the two largest corporate
“owners” of global freshwater resources
are headquartered in France. The fourth
postis in the beautiful hills outside of the
Sellafield nuclear energy complex run by
British Nuclear Fuels in Northwest En-
gland (Fig. 4). This location has been
plagued for years with problems and “ir-
regularities,” and is also one of the last
two nuclear processing sites in the world
where radioactive waste is dumped
“legally” directly into the ocean.

Although some of these posts were
sometimes put up “under the radar” of
local authorities, at each site one of the
highlights for me has been the opportu-
nity to collaborate with local people, who
helped me locate and work within the
placement sites. Unconfirmed future
sites include Chernobyl, South Africa,
Patagonia and Bhopal.

OTHER MANIFESTATIONS

The Web Site
For many people, their only experience
of this artwork will be via modes other
than seeing the actual posts. One of the
more accessible modes is a web site,
whose design was driven by the same aes-
thetics, content and form as the actual
posts. However, owing to the nature of
the web, I was able to create a flexible,
data-rich environment that includes pho-
tographs and short texts and allows par-
ticipants to make their own conceptual
links [2].

The user is presented with an image of
a spinning globe covered in clouds.
When the user rolls the cursor over the
earth image, the clouds fade and posts
slide up out of the earth’s surface at their
correct geographic locations (Fig. 5).
Rolling the cursor over a post activates
an animated “plasma” cylinder, along
with a title announcing the post’s name.
Upon clicking the post, the participant
is sucked into the earth. As this happens,
the earth’s surface pattern swaps back
and forth to two different maps as a sub-

Fig. 2. (left) The Crying Post Project: Post #2, Trail Where They Cried, mixed media including wood, raffia, paint, copper wire, solar panel and
piezo buzzer, 9 ft tall, Gore, Oklahoma, U.S.A., 2001; (right) detail. (© Dennis Summers/Quantum Dance Works) Here the post references
the events of the forced removal of the Cherokee people and the radioactive pollution of the Kerr-McGee uranium processing plant.
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Fig. 3. The Crying Post Project: Post #3, Abandon Ship, mixed media including wood, raffia,
paint, copper wire, solar panel and piezo buzzer, 6 ft tall, Yenne, France, 2001. (© Dennis
Summers/Quantum Dance Works) This post references the bombing of the Greenpeace ship
the Rainbow Warrior by French agents and the privatization of the world’s fresh water by
corporations, of which two of the largest are French.

liminal symbolic reference. As the viewer
goes through the earth’s surface, an an-
imated unfolding takes place, revealing
a 3D polyhedron cage with symbols at
each point. The 12 symbols at the poly-
hedron points are taken from Nordic
runes and alchemy (Fig. 6). One also
hears a heartbeat. In the center of the
polyhedron cage the participant can see
a pulsating green plasma ball.

Participants can zoom in and out, ro-
tate the model and slide the viewpoint.
When rolled over, a symbol pulsates;
when it is clicked, a translucent 2D rec-
tangular “dataplane” scales out and dis-
solves (Fig. 7). On this dataplane is a
short text or photograph. The photo-
graphs are of the post for that location,
and the texts are quotes from sources
that relate either specifically to the site’s
environment or to larger interconnected
themes between sites. Clicking anywhere
on the dataplane closes it [3].

After a symbol has been clicked it turns
a translucent gray. This not only allows
users to keep track of where they have
been, but metaphorically communicates
the idea of resources being depleted.
This idea of resource depletion is further
communicated by a counter at the bot-
tom of the screen, which simply counts
down from the moment the viewer en-
ters polyhedron space until she has quit
the site. The participant leaves the earth’s
inner core by clicking on the plasma ball,
which sucks her back out of the globe,
where she can select another post and re-
peat the process. There are appropriate
sounds for all of the behaviors that occur.

I'would like to increase the extent of the
aural experience, but as I am already
pushing the limits of bandwidth, pro-

Fig. 4. The Crying
Post Project: Post
#4, mixed media
including wood,
raffia, paint,
copper wire,
solar panel and
piezo buzzer, 9 ft
tall, Sellafield,
England, 2002.
(© Dennis Sum-
mers/Quantum
Dance Works)
This post refer-
ences the ongo-
ing pollution and
technical acci-
dents at the
British Nuclear
Fuels plant in
Sellafield.

cessing power and RAM, this will be post-
poned until the technology allows it [4].

The Print Series

The Crying Post Project also includes a print
series. I have produced a limited edition
of digitally created images for each post
site. The dimensions of each are 10
inches by 20 inches. These prints are
more abstract combinations of images
and very short texts (generally sentence
fragments), which are designed to cap-
ture my feelings about the post locations
in aless explicit, and more evocative, way
than the web site (see Figs 8 and 9 and
Color Plate B No. 2).

CONCEPTUAL BACKGROUND

Why a Post?

The Body in the Tree

Trees have played a large and important
symbolic role in all cultures throughout
history. One example is the axis mundi,
or axis of the world, as described by
Mircea Eliade in his review of anthropo-
logical literature. The axis mundi can be
seen in a wide variety of symbolic and rit-
ualistic examples. Itis seen as a link from
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Fig. 5. The Crying Post
Project: 3D Web site.

(© Dennis Summers/
Quantum Dance Works)
When the cursor is rolled
over the earth image,
posts spring out of the
plant’s surface in an
interactive 3D environ-
ment that allows users to
rotate the globe or zoom
in and out of it.

the earth to the sky, which can take the
form of a special tree, manufactured pole
or house pillar. Spiritually appropriate in-
dividuals can climb the axis mundi to
reach the heavens and to communicate
with higher spirits. Eliade describes the
axis mundi in cultures such as Native
American Indians, Siberian shamans, the
people of Sumatra, the Eskimo, the Tar-
tars of Altai, the Buryat, the Soyot, and
on and on [5]. For many peoples there
exists an explicit world tree, which “repre-
sents the universe in continual regener-
ation, the inexhaustible spring of cosmic
life, the paramount reservoir of the sa-
cred” [6].

Symbols of ladders and chains as seen
in various cabalistic and alchemic Euro-
pean traditions are closely related to the
cosmic tree. Such symbols are commonly
understood as a connection from hu-
manity to the Judeo-Christian god. Per-
haps less widely appreciated is that the
ladder also symbolizes the climb toward
rational thought. In medieval times it was
typical to conflate the two. Furthermore,
the ladder was often used metaphorically
and literally as a tool of both spiritual and
material transformation. Additionally, in
the European tradition, the Tree of
Knowledge known as the Sephiroth is the
symbol at the heart of the cabala. It has
an interconnected tree structure, and its
multiplicity of links contains the whole
of information, the history of hu-
mankind, and the universe itself [7].

More recently there has been interest-
ing anthropological research into the
more subtle significance and meaning of
trees. Laura Rival has collected some of
this in her book The Social Life of Trees. She
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writes that “what comes out of the eth-
nographies [collected here] is that trees
are used symbolically to make concrete
and material the abstract notions of life,
and that trees are ideal supports for such
symbolic purpose precisely because their

status as living organisms is ambiguous”
[8]. There is a wide range of attitudes to-
ward the nature of trees. One that has
bearing on The Crying Post Project is that
trees are “animated but not quite alive,
or [alternatively, the] dwelling places of
spirits who are alive” [9].

Another key point made by Rival is that
there is an analogous relationship be-
tween the morphology and life cycle of
trees and of human beings. Additionally,
in some cultures trees link people within
webs of relationships; sometimes trees
represent the community as a whole
[10]. Finally, pertinent to the following
section on the environment and indige-
nous people, “trees are systematically as-
sociated with environmental health,
community welfare and prosperity” [11].

For example, Rodolfo A. Giambelli de-
scribes the many spiritual and practical
ways the coconut palm is incorporated
into the lives of the Balinese people of
the island of Nusa Penida: “Botanical
metaphors play a central role in concep-
tions of growth and of the relationship
between humans and the natural world”
[12]. Giambelli also describes complex
nested relationships between language,
ritual, the human body and the coconut

Fig. 6. The Crying Post Project: 3D Web site. (© Dennis Summers/Quantum Dance Works)
Upon selecting one of the posts in Fig. 5, a viewer is sucked into the earth and sees this
polyhedron, where s/he can zoom, rotate and select one of 12 icons.
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tree, a concept this article will return to
when I discuss the relationship of lan-
guage to the physical environments of in-
digenous people.

To the extent that I am consciously
aware of the meaning behind a Crying
Post, the previous is consistent with the
following: a Crying Post acts as a symbolic
human, linking the earth in which it is
planted to the sun (spirit) from which its
energy is literally supplied, crying out in
pain caused by the history of its environ-
ment; it marks the site as a funereal lo-
cation; and finally, it links the individual
site to the other Crying Post sites through
an unseen but extensive root system
(symbolically visualized in the web site).

The Indigenous Australian
Worldview: A Network of
Shared Intentionality

My understanding of quantum physics
led to my initial appreciation of the
indigenous Australians. At first, my in-
terest was purely a formal one. Anthro-
pologist Tony Swain had described a
conceptual framework for aboriginal cul-
ture that depended on linking distant
geographic sites through a “common in-
tentionality of place” [13]. Similarly to
quantum physics, indigenous Australians
believe that one’s consciousness and be-
havior create reality. Furthermore, I was
stimulated by the idea of considering a
world without time.

A place is created by the action of an
“Ancestor” emerging from the earth,
moving across it, and then going back in.
This behavior is manifested in unusual
topographic formulations such as rock
outcroppings. This is not a from-to
movement, which would imply time.
Rather, the Ancestors link these sites to-
gether with a simultaneous presence in
all locations. The physical landscape is
the evidence of these transformations. In
turn, all of the locations are linked to-
gether in a vast network of shared inten-
tionality. Because of the simultaneity of
events, there is no central locus that or-
ganizes the other sites. Each location is
unique yet inextricably tied to all the oth-
ers. Consciousness, human and other-
wise, is in turn connected to place. “All
that is land-derived—people, knowledge,
cultural objects—is related along lines of
place” [14]. The indigenous Australians
play an active role in creating and sup-
porting their environment. “The cardi-
nal human endeavor is to maintain the
shape of the world” [15]. Through their
ceremonies and general activities they
keep their country alive. It is the con-
current physical nature of these stories
and ceremonies, or in other terms, the

—p—

a The Crying Post Project - Microsoft Internet Explorer

Fig. 7. The Crying Post
Project: 3D Web site.

(© Dennis Summers/
Quantum Dance Works)
After the user selects an
icon, a dataplane scales
out with texts or images
and links to other web
sites.

'Trail Where They Cried'
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landscape, that determines and reflects
the matrix of their thinking.

Swain and others describe a group of
people for whom all metaphors, all meth-
ods of conceptualizing, all social rules are
based on place, or topographic relation-
ships. This is in dramatic contrast to
European-based cultures, where language
is permeated by time-based metaphors.

Additionally, as Eric Michaels explains,
indigenous Australians utilized an
information-based economy millennia
before capitalists even began to consider
such things. The Eternal Truth—that is,
their spiritual, political, ethical and so-
cial intellectual framework—is “managed
by recourse to a spatial metaphor corre-
sponding to identity with the land. By
distributing information, as story, differ-
entially throughout the society via the in-
terlocking kinship matrix, the Warlpiri
establish a network of information spe-
cialists. Each maintaining some aspect—
but never the whole—of the truth” [16].

These stories, commonly misnamed
“songlines,” and the associated informa-
tion are owned by certain individuals, and
can be shared only with others under
specified circumstances. Ownership is not
understood in the same way as in
capitalist economies. This conflict of def-
initions is commonly seen in the rela-
tionship between corporate businesses
and many indigenous peoples through-
out the world and has led to recent prob-
lems such as bio-piracy. “Probably
ownership concepts for aboriginal orality
concern obligations to transmit and ex-
change rather more than to acquire and
hoard in a capitalist sense. Instead of re-
stricting use by signature and copyright,

o

the social engineering required to assure
value in oral traditions involves restrict-
ing access to performers and perform-
ances” [17]. I will return to this idea in
subsequent sections of this article.

Furthermore, David Turnbull has writ-
ten that “the landscape, knowledge, story
song, graphic representation and social
relations all mutually interact, forming
one cohesive knowledge network. In this
sense, given that knowledge and land-
scape structure and constitute each
other, the map metaphor is entirely ap-
posite. The landscape and knowledge are
one as maps, all are constituted through
spatial connectivity” [18].

Influenced by quantum physics, I
found indigenous Australian culture to
be a useful model for linking physical ob-
jects and disparate content over visually
distinct distances. Each post is linked to
the others by a “network of shared in-
tentionality.” Each Crying Post carries
interlinked information that, taken to-
gether, tells the story of the slow dissolu-
tion of our environment. In The Crying
Post Project this data is presented on the
web site, and to a lesser extent in the
prints. As seen in the Turnbull quote, this
indigenous model demands a further
study of mapping concepts. In the early
1990s I began creating artworks consist-
ing of small sculptural elements placed
at specific locations in large geographic
areas. Books with maps and texts were
created to tell the “stories” [19].

Mapping Theory

or Defining Reality

All maps, not just indigenous Australian
songlines, are about relationships. “In
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other words, they are about how one
landscape—a landscape of roads, of
rivers, of cities, government, sustenance,
poison, the good life, of whatever—is po-
sitioned in relation to another” [20]. Fur-
thermore, according to the writer Geoff
King:

There is and can be no such thing as a
purely objective map, one that simply re-
produces a pre-existing reality. Choices
always have to be made about what to
represent and how, and what to leave out.
It is here that cartographic meaning is
created. To be included on the map is to
be granted the status of reality or im-
portance. To be left off is to be denied.
The reality that is given on the map is in-
fluenced by technical limitations and
also by the deliberate strategies of the
cartographer. More significant perhaps
are the bounds set by the world-views of
particular cultures, views that are them-
selves constructed and reinforced on the
map [21].

This quote clearly encapsulates the is-
sues at the heart of the design of The Cry-
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Fig. 8. Trail Where They Cried,
digitally created photograph,
10 X 20 in, 2002. (© Dennis
Summers/Quantum Dance
Works) Each print begins with
a photograph of the post at
that site; short text fragments
and other appropriate im-
agery are then added in order
to create a symbolic represen-
tation of that location.

ing Post Project. King and others explain
that mapmaking is just as much a socio-
logical construct for so-called objective
European-based cultures as it is for so-
called primitive Aborigines. This is not
to say that maps are not rational guides
for locating oneself within a landscape.
It is to say that the landscape in which
one finds oneself is largely determined
by the cognitive map carried along with
the paper one. The Crying Post Project, if
nothing else, is a map that marks sites of
damage that the official maps rarely
show.

Given that maps reflect the use for
which we have planned them, we see that
in European and American history that
use has been one of colonialist expansion
and exploitation [22,23]. Once the land
has been “properly” mapped and
claimed, it is open to exploitation. For
example, maps are created in order to
identify forests, which can then be
parceled, bought and sold, and har-
vested, leaving behind lost animal habi-

o

tats, devastated communities and barren
land. For many cultures, their maps do
not allow for the sale of something such
as land, which cannot be individually
owned. The land is conscious, and its
plants and animals carry the history, fit-
erally, of the people who have lived there.
Naturally, these people have obligations
in return.

Cartographer Doug Aberly has sug-
gested that the polemic use of maps can
be reclaimed for purposes that may run
counter to the overriding commercial
values implicit in most maps. In this recla-
mation such maps can be used for less
destructive purposes [24]. The Crying Post
Project is a map created, in part, as a re-
sponse to this challenge. On the heels of
my interest in the Australian Aborigines,
my readings into mapping made me even
more cognizant of the links between art
and the environment. In my map, Iiden-
tify sites of environmental and/or socio-
logical damage. I collect and share these
stories and other related information. In
linking these sites of pain as one global
network, I ask people to consider and
identify an alternative physical and con-
ceptual landscape.

This new map then becomes an over-
lay on the old one. This overlay consists
of'its own set of assumptions and content,
which in some part is documented on the
web site. This map draws connections be-
tween environmental destruction and de-
struction of indigenous cultures; the loss
of biodiversity and the loss of linguistic
diversity; the loss of language and the loss
of the ability to fully understand the land-
scape; the loss of language and the loss
of new creative ways of thinking; and fi-
nally a language that allows for the com-
modification of everything, and the great
spiritual loss that occurs when we allow
this to happen.

These losses do not happen in a vac-
uum. They are supported both linguisti-
cally and conceptually. Cartographer
Denis Wood echoes King in his descrip-
tion of maps as a device to communicate
information, but also as one that com-
municates the myths of culture, including
our own [25].

Appropriate Linguistic
Constructions of Nature

Looking at maps in this way, it is natural
then to look at larger issues of the rela-
tionship between language and reality as
understood and represented. Three
questions can be asked.

1. What are the disadvantages to
thinking within a dominant lan-
guage such as English? What are
the implications of using a lan-
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guage that commodifies life forms
and other natural materials in ways
that are simply impossible to do in
other languages?

2. What happens to our intellectual
wealth when we lose alternative and
unique ways of creating realities?

3. Why should we care?

After these questions are answered, I
will discuss their pertinence to The Cry-
ing Post Project.

Linguist Jeffrey Wollock argues that the
environmental problems we face are not
the specifics of polluting industries or
wasteful energy practices. They are symp-
toms of a “particular way of thinking. The
state of the world’s environment is, as it
were experimental proof that there is
something fundamentally wrong with this
way of thinking, today strongly reflected
in most of the world’s dominant lan-
guages” [26]. There are, however, other
cultures speaking different languages,
using different maps. Perhaps they could
be useful in helping lead us out of this cul-
de-sac. Unfortunately, the dominant Eu-
ropean and American culture, and a few
dominant languages including English
and Spanish, are destroying indigenous
languages along with local eco-systems
through a wide range of cultural and eco-
nomic strategies.

We need to understand the way lan-
guage is used within society and the nat-
ural environment. Wollock writes:

Many linguistic constructions of nature
are possible, but some are more appro-
priate than others. . .. Language plays

-#Bu- isa .-Hb‘--muah‘-—n—;-n

Fig. 9. Abandon Ship, digitally created photograph, 10

To be included on the map is to be granted the status of reality
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the key role in “misreading the environ-
ment.” An inappropriate linguistic con-
struct of nature will lead to inappropriate
actions, like deforestation. In some cases
deforestation will naturally lead to
drought. When nature yields no water,
humans and animals die of thirst. Dying
of thirstis not a linguistic construct [27].

Many studies have shown that where
linguistic diversity thrives, biodiversity
thrives, and in cultures that retain their
original languages, the environment re-
mains healthy [28,29]. According to lin-
guist Darell A. Posey, the

failure to understand that “wild” land-
scapes often are actually modified by hu-
mans has also blinded outsiders to the
management practices of Indigenous
peoples and communities. Many “pris-
tine” landscapes are, in fact, cultural
landscapes, either created by humans or
modified by human activity, such as nat-
ural forest management, cultivation, and
the use of fire [30].

Given this, we can see that indigenous
people, in addition to creating a wide
range of cultural artifacts, act as artists in
the creation of their natural environ-
ment. This is not surprising, as indige-
nous people commonly make little or no
distinction between the natural and the
man-made.

This idea brings us back full circle to
the indigenous Australians. They are
known to have spent millennia manag-
ing the natural environment in such a
way that it remained viable and contin-
ued to support human life. This was done
with a culture rich in storytelling, per-

o

X 20 in, 2002. (© Dennis Summers/Quantum Dance Works)

formance and visual creations. For them
the cultural landscape and the physical
landscape are indistinguishable.

For most of us, it is generally not con-
troversial to assert that keeping the eco-
logical environment healthy should be a
priority. Less well understood or appre-
ciated is the assertion that keeping small
indigenous languages healthy needs to
be a priority as well. Linguist Stephen B.
Brush has written, “Just as the ‘informa-
tion age’ has commenced, two of the
world’s great stores of information, the
diversity of biological organisms and of
human languages are imperiled. The loss
of species and human languages is an em-
blem of a subtler and pervasive impov-
erishment of biological and cultural
information that follows the widening
embrace of the global economy” [31].

The loss of indigenous languages is se-
rious and happening almost too quickly
for any remedial action. Most will be lost
or on the edge of extinction within this
century [32]. If we neglect the link to the
environment and selfishly consider the
intellectual value of keeping languages
viable, one can see that we are at the edge
of a dangerous situation which if
unchecked can only lead to a kind of
global, feeble-minded monoculture.

Linguist Christopher Jocks points out
that differing languages can solve prob-
lems creatively in different ways [33].
Generally, indigenous language solutions
are more appropriate to their environ-
mental setting than exogenous ones. It
seems to me a likely possibility that the
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dominant global culture may one day
find itself dependent on others for new
cognitive maps in order to save us all
from “dying of thirst.” This point is rele-
vant as global water supplies are being
concentrated in the hands of only a few
corporate entities, answering to distant
stockholders rather than consumers.

Perhaps owing to my bias as an artist,
I desire to find new forms of information
and creativity. I have tried to show how
influential the indigenous Australian
worldview has been for me. Of course, I
am not the first artist to benefit aestheti-
cally from other cultural worldviews. Per-
haps Picasso is the most famous example
of cultural borrowing. As more American
culture is locked up in ever-longer copy-
right periods, and simultaneously the
planet is losing its cultural diversity, our
so-called information society is increas-
ingly constrained.

Biologists tell us that any kind of mono-
culture will inevitably fail. I believe that
we are approaching the event horizon
from which we may be sucked into a spi-
ral of irreversible loss. I think it is ap-
propriate for artists to draw attention to
the loss of culture. I believe the loss of
culture is inescapably intertwined with
the loss of biological diversity. The study
of non-European and -American cultural
symbolic systems helped to supply the
form for The Crying Post Project. Indige-
nous Australians and mapping theory
supplied me with the model. The global
environmental crises and closely related
linguistic crises gave me the purpose.
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