














THE ARTS AND MAN (Continued)

A circular journey through time

tasks which until now have kept him
enslaved. The electronic and mass
produced “brain™ of the computer, will
(let us hope) allow man to return
to his original réle of creative, compre-
hensive thinker.

The arts do not exist in a vacuum:
they reflect and embody even the most
subtle change experienced by man.
New forms of transportation and com-
munication give to man the power to
penetrate cultural and intellectual bar-
riers which in other times remained im-
penetrable by all but a precious few.

WE live in exciting times and
we see amazing things: the young gen-
eration of artists is especially blessed
by the riches laid at its feet. Spring-
ing from Liverpool, the Beatles were
first nourished by American Rock and
Roll and folk music, the source of
which was African and Elizabethan
rhythms and songs interpreted by
Negro slaves and Ozark mountain
dwellers; then they were touched by
the electronic music and sound of their
time as well as by such ancient class-
ical musical forms as the Indian Raga.

The resulting music of this young
group as well as of other inventive
“pop groups” throughout the world to-
day is often startling, sometimes shock-
ing, but always rich and rewarding in
its creative Imagination and revolu-
tionary musical ecumenism.

The new film makers in Czecho-
slovakia are experimenting with dram-
atic art forms born of the union be-
tween the traditional theatre arts and
products of modern technology. Their
recently invented Polyvision produces
its fantastic effects with twelve cinema
projectors and twenty-eight slide pro-
jectors working simultaneously to pro-
duce a single image.

The intricate system of Diopolyecran
involves one hundred and twelve mov-
able cubes, each cube making use of
two slide projectors simultaneously and
all in all requires five thousand elec-
tronic signals to operate it each
second.

The Kinoautomat extends its dimen-
sions to vast audience participation in
the actual creation and direction of
the story or plot of the programme
by taking into consideration the
thoughts, feelings and desires of each
member of the audience attending the
performance. This audience partici-
pation and direction is made possible
through the use of the computer.

The architects of today are influenc-
ed by many historical periods and cul-
tures other than their own, the strong
and monumental styles of feudal Japan,
the ornate and elegant forms of Arabic
architecture, are some of the sources

of inspiration in contemporary Western
architecture.

Structural elements which can be
assembled overnight into such forms
as the geodesic dome reaching the
size of skyscrapers and beyond, point
to new directions and provide solutions
to architectural problems in the Space
Age, at the same time producing radi-
cal aesthetic change and innovation.

And the architect himself is chang-
ing: he can no longer be confined to
the designing of isolated buildings; he
has become concerned again with
man's total environment, expanding
into the fields of city planning and
environmental design.

The painter and sculptor too are
reaching out beyond their canvas
frames and marble blocks. It becomes
ever more difficult to label a work
of art in our time; one can hardly
distinguish between the new three-
dimensional paintings and sculpture,
between walk-in sculptures and archi-
tecture, or between painting and music,
sculpture and theatre, as the visual
arts take on audio and theatrical di-
mensions and vice versa. The bound-
ary lines are dimming, the labels are
fading.

Marshall McLuhan reminds us that
we are entering a “post literate” and
“post linear” stage in our evolution.
As our thought is conditioned, to some
extent, at least, by the medium through
which information comes to us, we can
quickly see that these multiple visual
images, these inter-media contacts,
these total environments and spontan-
eous “happenings”, make differences
in the way we learn, think and finally
act.

Other changes are taking place
which also affect artists, the arts and
the relationship between these and
what we call the general public, the
consumer, the audience for the arts.

In traditional societies, there is no
separation between the public and the
arts: all members of the tribe or the
village community take part in the
popular theatre, participate in the
dance, sing and play musical instru-
ments, decorate the home and uten-
sils. There is no need here for mus-
eums in which to appreciate the arts,
in which to view the arts behind glass
partitions; for art objects are the
objects of everyday use and are famil-
iar as ceremonial forms and symbolic
images.

In modern technological societies,
man is now searching for ways to re-
integrate the arts in society, to assoc-
iate the public more closely with the
cultural life of the community. This is
needed as a result of the long and
artificial separation between the arts
and their public which began with the
age of specialization.

The point at which man finds himself
today is a point of departure. In man's
future home among the stars and
galaxies, his measurements, his hori-
zon, his entire perspective will be
altered. The universal environment
will bring changes in man's relation
to earth and man's relation to man.
Human communication will become
ever more complex and difficult. Soc-
ial structures will change and all of
the established human institutions will
be altered in some way.

Because man's aesthetic nature is a
reflection, a manifestation of all of
the other aspects of his personality,
it is especially important that an exa-
mination now be made of those ways
in which the arts function in the life
of man and contribute to his well-
being and continuing evolution.

IT is in this time of profound
and rapid change in the history of man
that Unesco's book, “The Arts and
Man,” is required and issued. It is a
book which speaks about the arts
and man, telling its story in both
verbal and visual images. The words
are spoken by some of the world's
most respected contemporary author-
ities in the arts and in some cases by
the artists themselves. .

Sir Herbert Read, the distinguished
British art historian and critic, who
completed the opening chapter of the
book for Unesco not long before his
death, envisages art and society as
the view that contemporary civilization
is in danger of becoming “aesthetical-
ly impotent™ due to “alienation™ or the
progressive divorce of human faculties
from natural processes, scientific ra-
tionalism which tends to destroy the
mysteries of holiness and beauty, and
growing mass systematization which
is inimical to art, the arts being the
products of individuals.

The author here offers one solution:
“education through art,” which recog-
nizes that art is a binding force in
society, and that the absence of this
element has fatal consequences for
civilization. Sir Herbert says:

¥ ", . .Very few philosophers, though
Plato is one of them, have seen
that art and society are inseparable
concepts—that society, as a viable
organic entity, is somehow depend-
ent on art as a binding, fusing
and energizing force. . Art is
eternally disturbing, permanently
revolutionary. It is so because the
artist, in the degree of his great-
ness, always confronts the un-
known, and what he brings back
from that confrontation is a novelty,
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THE CRAFTS (Continued)

When the pot calls the kettle beautiful

handed down cultures still continue to
produce powerful impressions that
seem almost ageless.

The growth of crafts in society was
the sign of the cultivation of sensitivity
and the stirring and mellowing of
humanism. It stood for man’'s endeav-
our to bring elegance and grace
into an otherwise harsh and drab
human existence. In fact, man's
elevation from the gross animal
existence is marked by his yearning
for something beyond the satisfaction
of mere creature comforts and needs,
which found natural expression in
crafts.

The most primitive people began to
ornament their articles of everyday
use, later weapons, then their garments
and their own person and surround-
ings. The rough and severe walls of
their huts became canvases on which
blossomed pictures. A death-dealing
but very strategic item like the bow
and arrow became embellished with
decorations, water pots took on pleas-
ing shapes and alluring designs were
invented for mundane kitchen pans.

Here we see the transformation of
the mere functional into works of art,
the common becoming the cherished,
the joy giving. Gradually the wall
paintings, the ornamentation of the
floor where one worshipped, perform-
ed ceremonies or even took food, the
decoration on the doorstep and in
front of the house, all became pur-
poseful creations, almost ritualistic.

NO aspect of life was too in-
significant or humble to lay claim to
beauty or acquire sanctity as a symbol
of good omen. The use of special
articles for special occasions in the
way of clothes, jewels, vessels, etc., all
of which had to have a certain quality
to ensure a high standard even in daily
life and use, meant a continuous out-
flow of creativeness, a sustained
spirit of animation and freshness dis-
pelling staleness and monotony.

We find, for instance, that in many
countries to give solemnity to certain
things a convention was established
by which they were made into cere-
monials. The tea ceremony of lapan
is a good example. It requires a
special pavilion offering seclusion
from the bustle of everyday life, in its
own surroundings, and the use of its
own vessels or cups, involving the
manufacture  of  special  pottery.
Though the ideals sought were relax-
ation, contemplation of beauty and
communion with nature, these alone
were not regarded as giving complete
fulfilment unless they were made part
of one’s intimate daily life, hence the
introduction of the tea ceremony.

Where the earth is dry and burns
under voluptuous rays as in deserts,

where life is grim and severe and
resources poor, the people seem to
compensate with riotous colour and
exuberant forms, creating a sense of
luxuriance and plenitude through
their crafts. There is a breathless
eagerness created in the atmosphere,
rapturous vivaciousness in the articles
that are used, a springtime dazzle in
garments and even in the harness and
trappings of domestic animals.

Yet all this mingles with a sense of
repose and stillness as comes at
twilight over the weary earth. The
whirlwind of the sandstorm is temper-
ed by a kind of midnight calm. For
what takes form in crafts are feelings
actually experienced, not just conjured
up in imagination. For such depth or
vitality cannot be introduced into a
craft form unless it flows from within
as an inner reality.

Craftsmanship, it must be remem-
bered, is not a matter of mechanical
reproduction. It is creation that is not
divorced from production, where the
designer and the producer are one—
unlike studio designing which is
removed from the actual object that is
to be made. In fact one of the allures
of the crafts lies in that as it were
magical involvement of the artisan’s
personality with the product from its
inception to its final application.

One may say that there is no such
thing as craft for craft's sake. It is
not an exercise of the intellect, which
finds a form in a secluded studio to
become the proud possession of an
individua!l or institution. It arises from
the deeper hunger of humanity, its
functions are socialized for its use and
distributed through the family and even
the entire community. Craft is not
preoccupied with subjective feeling and
thought, but with objectification.

It would need a thesis by itself to
explain man's innate need for beauty,
the why and wherefore of the pleasure
and satisfaction experienced through
stimulus and response generated by
the sight or touch of certain forms,
the emotions stirred within us by
colours and rhythmic lines that even
in concrete objects seem to flow while
they stand stolidly rooted to the
ground.

Beauty in objects around us provides
visual comfort, equilibrium and relax-
ation. In craft we have the identific-
ation of the self with the object—not
just a sentimental sympathy—because
craft is really an extension of oneself,
growing out of one's physical and
psychological need.

Crafts create an instinctive apprec-
iation of beauty rather than a self-
conscious striving after it. They call
for as subtle an understanding of
composition as any work of art; the
combined use of form and curves to
advantage; the avoidance of odd or
awkward empty spaces by filling them

up appropriately to contrast with the
more ornamental parts; subtle empha-
sis on lesser parts to make them stand
out more clearly; and also blending
and highlighting the lustre and mellow-
ness of light and shade.

Folk craft tries to express something
more than the visible appearance, to
bring out an element which seems to
lurk in the depths of a more significant
reality than facile reproduction. This
is a characteristic of all the old cul-
tures, frequently dismissed as “fan-
tasies” and attributed to a lack of
knowledge of perspective and chia-
roscuro. The fact is overlooked that
oriental crafts, for example, were the
expression of a will, the fulfilment of
a purpose, with none of the nebulous
vagueness that comes of subservience
to a passing mood.

The craftsman seeks rhythm in his
life, colour in his composition and
harmony in his form in order to per-
fect an object which has a function
and at the same time provides visual
pleasure. Here the material and ex-
pression move and balance within the
magnetic field of the operation.

GRAFTS have been the indi-
genous creation of the ordinary people,
a part of the flow of events of the com-
mon life, not cut off from the main
stream. They grew up in the peace and
seclusion of the countryside, where the
community evolved a culture of its
own out of the steady flow of its own
life and of the nature around it.

The community acted as a single
personality because of Its communal
activities, in response to common
occasions and landmarks that stood
out in the flux of time, and the change
of seasons. Out of a million coloured
strands of traditions and memories
filled with song and verse, legends
and myths, fables and local roman-
ces, from the core and substance of
their daily existence and out of nature's
own rich storehouse, was woven a
refulgent creative and forceful culture.

This was the issue of an unhurried
rhythm of life and a spell of serenity,
as contrasted with the bustle of the
present machine age. Its products had
a vitality and character of their own
in that they were the direct expression
of the craftsman, with a careful em-
phasis on functional beauty. Yet at
the same time a very significant factor
was the anonymity of the producer, in
striking contrast to the present age of
signatures and publicity. Evidently
the name did not add to the value of
the article and beauty was accepted
as an end in itself, and service to the
community a source of complete satis-
faction.

What was of great significance in
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