Takis with his sculpture L'Espace Interieure. Paris, 1957,

Photo : Martha Rocher

ES  ESPACES INTERIEWRES

by Nicholas Snowden Willey

In the still Autumn and all alone

In the invisible rain, there watching

A small bird who attends the morning light
At the edge of a friendly pond

And at the tangled edge there come to him
Certain circles passing on the water

And the architecture of the morning
Reminds him of what? Circles on a pond
That echo an event somewhere beyond.

All days are certain on a certain day
And in a park of Autumn of a day
Watching a bird at the edge 15 a way
Somewhere,

And then in that park of Autumn
Silently came a golden spaceship down.

By the fishes unseen, by the bird ignored,

The spaceman for whom nothing remained unexplored
In the green alighting from blue beyond,

And only the ciphers on the surface of the pond

Spoke of a country ever unexplored.

[t must be that there are momentous things
Beyond the momentary ends of men,
Somewhere some sizeless circle never changed
By the measuring of our greedy squint.

It must be that there is some quality

That shall survive our scrutinous regard.

Can you bear the speed that will not bear }'nu,".
Can you spare the time that will not spare you?

He told me the order that makes the stars to spin

But 1 forgot to remember clearly for the cold was drawing in.

As far as | remember it was this:

It seemed he had been everywhere

And there was simply no end to it

But he assured me there was a country

Infinitely near which was an endless end

And somewhere while he spoke a bird was enc ircling
There.

His face was a map of the f‘l|.l[_t_'.‘~ of tomorrow

But his eyes showed the currents in uncharted pools of sorrow

And in the wonderful language of obedience he said:
" Whenever from above we survey our lonely zone
Even the horizons of forever are our own. :

Even those dear horizons. That is why

[ shall no more build cabins in the hk:'.' 52

But somehow then and there 1 was aware

The sensible beauty of the Autumn

Was why.

On a certain day all days become certain,
Distance still bright beyond the final curtain.

The world was still. The grass again was green,
Perhaps more clear, at least more clearly seen,
Where me and that singular spaceman had been,
Here in this quiet field I recognize

The amazing country of solitude.
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'T missed the train. I had
a four-hour wait before the
next one. I looked around
me. The station was a huge
ferral centre, a forest of
signals. Monster-eyes went
on and off, rails, tunnels,
g jungle of iron. 1 gat qut
a chalk, and drew it all on
the cement. I drew all
fegce phenomena. I tried to
show ¢learly the needs of
human imagination and
thought by an exact execu-
‘10122 _mapn gonstru 12 1g S s
own us E_Tiﬁﬂtlh_ﬂﬂd exits,
______________ evasion of
death. WE HA?L CHASED THE
SACRED SYMBOLS INTO THE
DESERT AND REPLACED THEM
WITH ELECTRIC EYES.

For a long time my SIGNALS
had been transformed into
ROCKETS, ANTENNAE and RADIO
RECEIVERS.

- - -

A frequent traveller by
plane, I was always enchanted
by aerodromes and THEILR

GREAT RADARS which turned
slowly searching for metallic
objects hovering in space.

It is as if they were monsterl
instruments recording cosmic
eavents. I would linger in
order to examine them a bit
closer . . . MY LAST SIGNALS
TOOK THE FORM OF ELECTRIC
ANTENNAE, LIKE LIGHTNING-
CONDUCTORS. But they still
remained svmbolical, they
constituted a modern hiero-
glyphic language which had to
be translated to be under-
stood. RADAR WAS A GREAT

RN TR STEGNAT . = s » ARl 1T
only with an instrument like
radar I could capture the
music of the bevond. THIS
THOUGHT MADE ME FORGET ALL
THE LAWS OF ART. If this
object could capture and
transmit sounds as it turned,
my imagination would be

ecrowned. But was it possible?

[ began working with a re-
duced model. [ bought some
diaphanous fibres, and tried
twisting them round a frame
aof f£lexible steel. . . . The
work I was doing put me in a
state of nervous excitement.

October - November, 1764
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I'he name SIGNALS was inspired by a series
of tensile sculptures by Takis,
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THE IRON CAME ALIVE!
was no more weight !

There

Man used fire and cold to
give metal the form he
wanted., The first men deified
metal because 1t came from
the heavens (aerolithes) and
respected its personality,
which made them better
capable of understanding its
qualities and possibilities.
When they made tools, idols
and statues as their imagina-=
tion dictated THEY FOLLOWED
THE NATURAL ELAN OF THE
METAL. In Uld}O?dLlHﬂ the
forms of their toocls and
idols they were obeving the
need of the metal to take
more or less a precise form
vhile passing from one state
to another. For example, the
molten metal from a smelt or
a volcano takes a certain
form on contact with the
surface of the ground and
CREATES FOR ITSELF A SKIN, A
RIND, according to external
conditions and its own possi-
bilities, following the ELAN
which animates it and the
necessity which inhabits it.
If it meets water as it
leaves the volcano, it will
react differently and will
look for the form and corres-
ponding skin in order to pro-
tect its life. Everyone
Knows that red-hot metal be-
comes ten times as solid,
vhich is explained by the
fact that the metal FEELS
THREATENED IN ITS LIQUID

STATE and that IT CONTRACTS
TO SAVE ITSELF.
Today metals are used on an
industrial scale and it often
happens that manufactured
objects are given the FORMS
WHICH THE METALS WOULD HAVE
TAKEN THEMSELVES, IF THEIR
hTELLIGENuL HAD BEEN DE-

LOFED. [f one observes
rails, .« + . the tolerie of
planes and of cars, one
notices that THESE ARE FRO-
TECTIVE FORMS CONCEIVED IN
ORDER TO RESIST OUTSIDE
ATTACK.

THE GOOD WAY OF USING
METAL MUST CONSIST OF FOL=-
LOWING ITS PROFOUND SPON-
TANEITY, for man, despite
all his inventions and his
machines, has not completely
succeeded in dominating
nature. METAL RESISTS MAN
WHENEVER IT CAN. . « .« IT OS5
CONSTANTLY SABOTAGING THE
PLANS OF MAN . . . because
METAL WANTS TO REDISCOVER ITS
ORIGINAL FORM—THE FOEM IT
HAD BEFORE MAN EXTRACTED IT
FROM THE EARTH.

Translated from the French
by _ Sebastian Brett

Tributes to Takis from Allen Ginsberg (* Magnetism in
Benares °), Gregory Corso, Minos ﬁrgrrakts and others
arrived too late for inclusion in this issue. We hope

to find space for these tributes in Signals New Year
Mumber. — The Editer

<—+ Takis on the railroad near his studio in Athens.
August 1955

Phato @ Jacgues La Carriére

SIGNALGREETINGS

Signals sends its greetings to Miss
Sarah Jane Perry, first baby daugh-
ter of Maggie and Clay Perry. Miss
Sarah Jane was born at Parson’s
Green Hospital, London, on the
6th October, 1964 at 7.10 pm. She
weighed 8 lbs 14 ozs at birth. Clay
Perry 1s Signals’ London-based
ph~taerapher.

Takis : The First Yibrating Electro-Signals. 1964

Phata @ Clay Perry



Squadron Leader ). Fifefield making the first ground
level ejection from a meteor jet.
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T AKIS

was born in Athens in 1925, He made his firsi ipture in 1946, H
rked in Pari i 154
L ] L
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Works by Takis are in the following public and private collections:
Museum of Modern Art, New York: Museum of Fine Arts, Houston Texs

Aremberg Collection, Stockholm; Alfred H. Barr, Jr, New York: The Hon Gus
Brett, Watlington Park, Oxford: William and Noma Copley, New York: Daniel

Cordier, Paris: D). Cortez de Medalla, Manila. Phil Pin Caresse Croshy, [talv: The
Marquise John de Cuaevas, New York, Mrs Epstein’s Collection, N York: Albert
Csillow, Par Pegey Guggenheim, Venice: Brooks Ja kson, ™ York: Collection

Karandinos, Athens; Paul Keeler, Windsor: Collection of Mrs George Kualukundis,

York: Collection Le Corneur, Paris; William S, Lieberman, New York: Arnold
Adelaide de Ménil, New York: Jean and Dominique de
Mortin Neumann, Chicago: Lady
Collection Potamianos, Athes Collection of Miss
Jeanne Reynal, New York: Nelson Rockefeller, N York: Collection of Mrs
George Staempfli, New York; Mr and Mrs Arthur Stifel, Cannes: Burton I remaine,
New York: Collection of Comtesse Louise de Vilmorin, Paris: Weitzman Collec-

Collection Wertemar, Paris: Zacks Collection, Toront

Maremont, New Yorlk
Ménil, Houston, Texa
Norton's Collection, London

Andre Mourgues, Par

tion, New York

The Takis Exhibition opens on Friday the 20th
November, 1961, at 230 pm. a 39 Wigmore
Streel. London. WL It ends on December 19(h
and is open (o the public. Monday (o Friday.
from Il am to 7.30 pm. The Takis Exhibition
has been made possible through the co-opera-
tion of Galerie Alexandre Holas. Paris.

Takis : Télépainting. 1960. New York

‘Homage to Archimedes’

COLOSSUS IN SPACE

On November 20, 1964, SIGNALS LON-
DON moves to its new showrooms at
39 Wigmore Street, W1. On that day the
Greek artist TAKIS YASSILAKIS will hold
a one-man exhibition of magnetic sculp
Signals’ new show

ym. TaXkis arived s
November 11 with his ?.rr’_,-fhf_,f_,f} friend
ind fellow-sculptor, the
Raimondos. (Many artists in Paris own
v wood cy Raimcendos. )

Takis is now preparing for the show
| 2-foot long Signah InCorporating elec
tric lights, a further development of his
Raimondos
and Takis will stay in England as Signals’

guests throughout the month of Novem-

tiure to I1naugurate
5

Lordon last
X ,':f-}:’f'.l rnhl’f_‘r' I

. i (e f o
Al ,ru;’ |

graceful tensile sculptures

ber and [;n:’,ltﬂ}r till Christmas. This is
Takis’s third visit to England. England has
to some extent deepened and nourished
nis vision

Takis to

Signals’ new showrooms is thus appropri

The choice of inaugurate
E

ate; indeed., it is thrice
Pythagoras, who loved
doubtless see in this event a deep signifi

with, it W as THI{ES with

.-'I[,J.'.-" .-","_,r jate

'-'.'Ilh"r‘, J'.-’I”

cance. [o begin
nis "*”'f tensile sculptures who Inspired
the beautiful name Slgﬁdh

f*HTIUI.;:Il he now lives FJ,|rr|f in Paris
and partly in Athens, and months before
Takis has given our
start F'LL*H;‘ a Yyear
ago his full support. More than just a
name, he has also given us direction
Inspiration for many of our activities

|'.f' met ,:'-llf ""..-{ s,

}fr(.-’]';.r frraffl Its

international
young
SUC }I f:rurf;ur.]j.:f-rr.f-r [ ,'..'lf] F"|1}|-J
as Takis has MNMhen we
wrote to Takis last year inviting him to

artists of

Not many
stature have given a group ’,-F
[.l"{:[).‘li-

514A5M FIYEN US

INCEerr .']Tlr_rl'l.:'.l ".}"'I.h‘|
Ashmolean
David Med-

alla and | ) were young mer unknown to

participate in the
tion Sﬂundings One at the

Museum, Oxford. we (i.e

him and auite |r||-,.r;_.:-r|f-r|rr-r1 iIn the

complicated NAYS aof the arr world. He

dccepted without any hesitation our

Invitation because. ac he says, | believe

f’ﬂ'.fljz

[},;. ,.'”"”'if- in turn.

in the
have returned this
i:”"f'lnru in full measure 4§ YouUu can see
from the poems and essays printed here,
which, inc Identally, form but a mere frac
tion of many tributes to this Greek artist
[he l’ul'l";]r.};‘ are not alone in their enthu
ddmirers

Caresse

siasm : Takis counts among Wk

such  well-known people as

Crosby, publisher of the now legendary
Black Sun Press; the Dadaist Marcel
Duchamp; the writers Louise de Vil-
morin, Gregory Corso and William Bur-
roughs; the poet Yevgeny Yevtushenko;
and others ali of have made
marks on modern it and literature,
Vhy this admiration? Because Takis, 2
completely self-taught artist, unites in
him the hidden aspirations of our age :
the dream of modern man to liberate
himself from the tyranny of matter. Takis
IS not r,rlJf an imitiator of new tendencies

whom

in art; he is a pioneer of a whole vision of

life, in which modern man's achieve-
against the intractable
forces of nature — a dynamic symmetry
of rhythm and growth known (but under
different contexts) to the early Chinese
philosophers and the pre-Socratik
'r-Jrf;f_-lf".

Elsewhere in this

ments are set

issue the French
critic Alain Jouffroy and the art critic
of The Times speak of energy as the sub-
ject of Takis’s art,
Light.

Of the many
Greek civilization two things come to
my mind as | write about Takis. The first
Is the opening scene from the Agam-
menon of Aeschylus when the old guard,
of Agam-

menon’s palace, after years and years of

and of its source —

treasures of ancient

rrr,.|;f|'u-r,' on f|'.F_' "".IFJfT“'_J[J

waiting, finally sees — flashing across the
mountains of Greece — the beacon sig-

nalling the end of the Trojan War. The
second Is an image from an old woodcut

of the Colossus of Rhodes astride be-
tween two promontories over the
Aegean Sea

I'he Aeschylean beacon heralded the
end of an old regime and the beginning
of a new epoch ir Greek |ife

Rhodes

ancient saillors who

[he r.’J!fJ'.'. IS ’Jf

Hl,lll‘jlln"] at
night the satled the
Mediterranean

[he Signals of TAKIS VYASSILAKIS
herald the beginning of a new epoch in
rnf’;'f*"rn dart

n November 29

a "}I"’J rne ;_,r_,r-r

( 1960, when Takis
Sinclair Beiles into
space (anticipating hf nearly five months
Yuri Gagarin’s space-flight round the

TAKIS

Colossus — in Space.

a-_-_r‘hJ |'af'f.1l‘r-'l' d moadern

Paul Keeler
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T In The Centre Of All Things

l|r-r I |".'.-.|. I TFivr .".Ir.'.- .Ir'.l-'.l'.'.- l'll n’:-, I.- Frcis friam .Ir:f I

By Alain jouffroy

] I | nit er f | |
I he uddenl I | FIn J ril 1959 ] I I : ! e . 440 L 4 | { ol | \rt 1 |
i }
For T ala Ll JCA riec] | | | | ¥ fosrce
1 | into Q'akis on the pa nent of 1 K | J '_|: nanged ' ! g e
il i i I £ ) [ r f { ] il e I P | Firr Ty . | b
la F[' : I | 15 g [ th a friend & 1€ Al i Nang: |.. J.-J & resuli in 4 I thi I VT ['h onciliation 40 n longer
inge 1n the opt of art, Téléemagnetic sculp have the svmbaol aspect of an arch of alliance
wear some jazz musician who had just arrived i & - q = . h ) PRI ol b S g lianc
[*ar It's happened ud T al I've g t.! I ture, in which the elements arée held in suspen its origins are material and concrete, and the
I . . [
o 11 iir BYv the 101 (1 ALIraction &% el o F 1 ik §1 & a i
ounded exactly like Archimed Furelba ! Yes I P g ! r r i 5 the first w
; them by mMagnet gincides perfectly with
joking apart, 1t wd moving and beautiful, And : : e : [
: ; nangi i1l -I"'I." -..:r‘.- recognize in it what const
he showed me the first (élemagnefic sculpture (it |
g : . g jutes the singularnity of the human situation in th
was | who coined the name the day after), in . ¢ Ay g oL { . ; : paer e y
i UMmIvErsc 1n the twenticin ceniury man s realiza / FHIIET nc most mportant ol dll L aky
which metalic elements are held in suspense in : : ;
' ftom of d .'r"'l"""' fary Journe) LK 1 directed 1wowards makineg visible the
the air by a magnet. So for the first ume magneii ‘ ¢ J f
. ’ action ol the electro-magnet omposéed oul of a
enerpy entered into the composition of a sculp Télésculpture, which could succeed sculpture y . :
y g ercury vapour lamp, 1t actually produces light
T It was ;r;-l.r]lll.".:h"'J Into 1L 4% Alr 18 1n orpora ] i5f 4 television succeeded tNeé Cinéma. thi d
; : : SRR y the collision of negative and positive electrons
ted in baroque sculpture. Takis's joy and enthu what Takis is proposing today. But, what does i : ) :
. . . g ? mitted by electrodi Butr this light 15 disturbed
JASM was 1N r|2|f-|" ne was almost WeCping ]‘ju‘ IMean, s L [ 5 r-r."l,r-rnrr. o .
; { f i i by the electro-magnet hxed at the base of the
what was the significance of such a Iscovery ? I'he human world 1s small, and the distance lamy
fF o i F - # e e - 2 ; g
Why attach so great an importance to it? Well separating the objects of man’s knowledge arc I - . k
. « whar sl » vyl «d here. an v he hight 158 only equal and continuous wher
- that is what should be explained here, and 1 feel sOMENMmEes greater than his own imagination cai o : s ; : o -
ol Py = e 1 grge i . e : § ¥ . - g T T
almost In -:Imh!r' of it, because I do not think onceive, So there 1s in man a distinct gap betweer B A P e
; s : ) : . '} i i 153 ) plldll 15 "J" DeTwW | il g et - % 3 ot g
The writer "”d_ ceramicist Christian Heiseck {on the that one can understand such a complex pheno ‘he observable ]'j enomenon and the know o he lamp in a balanced quantity Now the mag-
left) dancing with Takis. Summer, 1952, The island of _ AT B e o 1I¢C 0D ] Nmn M and the known phen netic field of the magnet itself. negative or posi
H_rdrn_ Greece menon rationally d phcnomenon n YIIcn 1 menon LTIE .I,.,J”-,|._ =% 151 ,i,i.:- h onlv converg: ¥ . ¥ | y
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) 7 nirary signs, disrupting Lheéeir proportions 111
twined And wvet, this moisible universe which is the i i, Py #, [ it ' f. ;
: : el s ¢ slarad : ; 1
['o begin with, se ”lF”'”r' Wwas stalu h‘a" defini field of scientif experience, and tl isthle uni Airuption 1 ranslated into a vibration of light
i ! L A% 1 Al 1S THILOE |
in the whole I.l.'l.]J and as far as the mercury

tion !'__;’“rr_ ‘-”L;j NoL 840 ||_-r|i{ Ao, 11 };F': drmnie Hll.lhlll' verse whi | 18 MmMan's EnvIronmient j.- BT |i
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heated by the electrode, which also acits as a

inventors never even dreamed of, "Ihis direction support each other onductor. Thus the electro-magnet, in unleash

STELE TO T KIS jt that of spacc, ol ."rr.f..n" §Pace; 'J',iih 'J.'JII:'rJ I}.J' g ing the vibration of J.;'r.r_ [,'|.l]ff:'_ nisible the con
A | By incorporating magnetic energy into hi sequences of an invisible battle of electrons., The

culptor tends to identify himself completely, until

the day when the artist will be able to capture EApenys f.:l{.'l lllr.‘.. the mind into a sort of entire work 1s destined to present, and even (o
(Creator of modern aeolian harps/Apollo to the universe in an aerial net of his own invention, r'”".r.,r'l'lh' Before these s ulptures we no longer lemonstrate, The resulting spectacle sends us
the. Msgneto-Muses/Donor of Votive Figures to There will soon be electronic football matches feel the same way as we did in front of Bernini’ straight back to the laws of matter, laws which
the Lares & Penates of nuclear hearths) between the planets,’ a philosopher friend (him Angel, or The Kiss by Rodin: it is no longer the we are encouraged to question ourselves,

'1{ d f.-r ]' Ly f-'.|'1 me oOneé 'jil.‘.' Hnr |J|i-.|- SUDJE wincl '.I;'JP'“ E ”JFJ“”’I. Pr'.'lil'lll i-d el I!

FULL FOLLOW-THROUGH maiches will still be games of which science will
OMN-SITE ERECT'DN be the servant. Now Takis does not use the dis ] p

ERECTING THREE ANTENNAS coveries of science for purely lucid ends: he be 'i"_':':,:"J,':;f,"_ uvdinlar |:,_f__jj"f|_"{'f; : ',Hr':r"":I"f'f“'l" both our mind and our senses, is the bared energy
SIMULTANEOUSLY lieves in the revelation these discoveries may pro ui]nlur.-k Ir.u.-'l .rl ].'-:Jr i II; -.|r--l :;:---I‘I-,.I..:u I.':.IJ.-:.' J _m ier, and nothing clse. Conironted with this
IN THREE WIDE-SPREAD i i

as If Télélumiere was reducing the work
dft 1o an .-j"'.'l.;." dal ommunication h".' .']'IF.'.I‘(.!

tiont. What it communicates to us. what touches

by a sculpture by Takis, what we see counts [, p
(

than what we do not see, and it 1s precisely thi

1e reality, more divine than human, we are
placed by Takis at the centre of an edifice of

{uce in the human mind, a revelaton of a spiritual W :
; ; s situaton 1n Spaci ¢ arc no longe mcerned
as well as an emotional order, * If art,’ says Taki : A pa e ngtt Coliceried

LDCATIDNS has some relation '-"ri|'f. SCICNCC, OT VICC YCrsd, I il :r.',r..':. i with an idealist unccy tion ol PUurc pncnomcna .]. weaemy of ord Ceases
MAINTAINS A HIGH DEGREE is because they are both studying either optical :_:I"I"I: ind the universe, but a materialisation of 10 be an art, it now identfies itself with chemistry
OF CG-DHDIHATIGN Or Orgarnil |-.i|"J|" menad I.'I my vikEw .“||r' |.J'j|'|'.r e i:rl. I.:?-I Of mnvisible energy : andad tne : nvsics ol mia ving things I.Lul sevirrel j,..f

must be looked upon as a creator For Takis Ielesculpiure 15 a form of CXPression i winich comes hight, the breathing of I-'”_.,I,..- Never ]”-r'”;,F.:

(IN ALL REFLECTOR ALTITUDES) cience and @t are one, and the distinctions the forms no longer exist solitarily, aesthetically nas much progress been made before, towards
WITH OTHER CO-ORDINATORS operating in people’s minds between them seem in the statc void of the comemplator’s mind, but the reconciliation of art and science. Certainly
OPERATIONAL READIMNESS to him futile, or secondary: this certitude i in which they exist by living a life independent of never belore has man progressed so far _“MT:{‘.
ACCURATE PERFORMANCE rooted in him since his discovery of 1959 our own, in which they are the true breath of the the reduction of the work of art to the very genesis
FULL-FIELD OPERATION In our century,” Takis continues, ° it 1s perfectly So the world, through the detour of energy What Télélumiire makes us see is the life of
ANYWHERE IN THE WORLD obvious that the artist cannot remain indifferent has come back to nourish directly an art which cverey i it piwe it Wictrl o i e

DAVID MEDALLA to the extraordinary discoveries of science, What aesthetic speculations had divorced from it. The his lamp everything that is born, and everything

f the visible phenomenon

preoccupics Lhe contemporary artist 1s not the artist feeds once more on reality, on matter, and that dies, beats like the pulse of the universe. And
f human body KCEN a preliminary study, | ( [ i -. . s that : [ . ; g gt S
Paris 1961 ; i \ ) ALY g ne one 1 claim any more that the artist ha this tick-tock resounds in the centre of all things.
S S R ——
——

Salons : Paris \ ‘TI1 us TAKIS, gay laborer Of
magnetic fields and indicator

Salon Comparaisons: 1957, 1960, 1962, 1963, 1964
Salon de la Jeune Sculpture: 1959, 1960)

Salon de Mai: 1960 Of gent'e rai Iways,
Group exhibitions in which Takis participated

| 954 [ ondon, Institute of Contemporary Arls M arcel D“Cham p

1952 London, Institute of Contemporary Arts
1956 ¢+ Pariv. Musée d'Art Moderne de la Ville de Paris; First International N ‘T L -
Exhibition of Plastic Art INCW Ol If) )]

Paris, Galerie Iris Clert —_— - S
——
——

london, Hanover Gallery: Contemporary Scul plure
1958 : Paris, Galenie Claude Bernard: Sculpiure
1959 : Paris, Galerie Claude Bernard: Sculpture Today
New York, Staempfli Gallery: Fourteen Furopean Sculptor
Noew }/-Jr.f Museum ol "J'.lj"[ll s"ar' HKecent A ofidi iR
1960) : Paris, Galene des Qualre Saison
Saint-Ftienne. Musée d’Art et d'Industrie: 100 seulprors from Daumier

Loy endr clady l

VMew York Martha Jackson Galler New Materials | ; W
1961 Amsterdam, Stedelijk Museum: Art and Movement . -
Stockholm, Moderna Museet: Art and Movement
Humilebeck. Denmark, Louwisiana Museum: Art and Movemeni
1962 : Paris, Musée des Arts Decoratif I'he Object
Venice, Galerie Iris Clert: Piccola Biennale
New York, Muscum of Modern Art: Recent Acguisition
Paris, Galerie du Cercle Rive Gauche: Half a century of sculpture
1963 Pariy. Galerie Inis Clert: Safon o Avril
Faris f:.j|r'r|l' iJ|fjJ'[--I Sfruciures ["r..'u.l.-'.r' (with Sotcr and Ped Bury)
Pariy, Galerie Crevuze: Actualite de la Sculpivre
faisanne, Musée Cantonal: ey Galéries Piloti
1964 : O xford, Ashmolean Museum: Soundings One, an international exhibition
of painting and sculpture organised by FPaul Keeler under the sponsorship
aof the Oxford University Art Cluh
ondon, Redfern Gallery: Structures Vivanti
[ondon, 92 Cormnwall Gardens: Signals exhibition: First Pilot Show of
Kinefic Arl
Venice, Villa La Malcontenta: Signals Nocturnal exhibition of mobile
f rn'fn"rﬂ.« fi ¥ ,r'u.{f .1'.|Fr'-'.|lr.l.'l.llr{ “w.rl'.r.frfs Wl .rJ.lr.u" ,Ir Hicine ! '
Zurich, Galerie Gimpel-Hanover: Maoverment
Fondon, 92 Cornwall Gardens: Signals exhibition: Second Pilot Show of
h‘f_l'.ln".rfr' t‘-l'l".|l I‘n"l".l'n'l' A |'l"JI':"l”.ll"lllllr
Houston, Texas, Museum of Fine Aris: New Acquisition
Buenos Aires. Arpentina, Instituto Torcuato di Tella: International Prize
[ oo, 92 Cornwall Crarden *ﬁil_{ﬂill\ exhibivon: First Festival of Maodern
Art froom Latin America (in which Takis was one of seven guest-ariisis)
oreanised by Paul Keeler

L to R: P-_llll_ Keeler, Raimondos, Takis and Alexander lolas in a cafe at Place St-Michel Paris. last
summer, Girl in background unidentified i :




On my breakfast tray in the Castle one
september morning, 1960, a letter from
Jim Gazis tells me that the Government
18 measuring my land in Delphi with an
acquisitive eye: this alarmed and troub-
led me. I asked Takis (I had to go up to
the battlements to discover him at work
placing his * Signal ) what he believed
this news portended whether the
Government of Greece had the right to
take
whim,

" Yes, they do,” he said. * Your only
hope and protection is to build quickly
a wall all the way round and also to go
and be there when the surveyors return
The wall should be shoulder-high.” he
added, " and at least a foot of founda-
tion dug into the earth. I know about
these things.” As he said this, the picture
of Takis, master-builder, shirtless and
triumphant, astride the rooftree of his
one-night-built studio hard by the rail-
road tracks, came to mind as it had done

and

OvVCr privaite F]rrJIIr_'H'_, at will or

sO often 1n the last ten years

Takis : Electronic Flower. 1957, An important transition

work from the early bronze idols to the first signals
Photo : Clay Perry

[ had met him first in Athens in the
early 50°s. I believe it was Col Valou-
dios, that intrepid flyer representing the
entire Greek Air Force of World Wai
I, who introduced me to the shy, proud
and hungry man not only
belly-hungry but spirit-hungry for 4
world he had not yet encountered, the
world of ideas made manifest by a
and anarchistic international
culture A

vounge

young
underground ol
brotherhood of the young, fiercely seek-
ing the values of self-expression that
”JI"HH,F’IJ two World Wars had eluded

men ol

them to be strong, to be true to the
eternal and fundamental values of ari
in our time, were the spars to be

reached for by rebellious minds floating
amid the wreckage of disaster

Takis wis IIIHI:'r},: he had no proper
clothes, only ragged shirt and trousers

He had been sleeping in the Melethon
Park like a fallen Icarus. He was [JHJIF""|
out to me but I did not meet him then
It was a month later, while [ sat
myself like one of the lazy, little lizards
that decorated the stone flags of the ter
race of the Ghika's summer place on
the 1sland of Hydra. that | was enticed
by the murmur of ripples on the tiny

sLInning

|”'-|': |'] |"']"J1'1- .I.llf] rl'.l" Wi ) ””1 ”] el y
voung laughter that was funneled up
through the megaphone of IJ"'f[i"JI’lﬂ U

lar rock rising from the up-like cove al
its base. | could just make out the forms
of young men naked as gods, and child
in the sea and.,

the garden at

ren merry das minnows,
of a sudden, the terrace
my back, the sound of the broom and
the slip-slosh of the water on the cool
tiled hallway

the future spread out below me and be-

» within became the past;

fore me to the far horizon

[ called hopefully for the guide with
his donkey, the peasant who had led u
up the steep and dangerously precipi-
tous chiffs the evening before after the
daily mail boat from Piraeus had dis-
charged its passengers on the pier, but
of course, he was Michael and
Bill and | had taken the precaution ol
|'!Ir|_'.|||

gone,
cating crayfish and cheese and
washed down with ouzo at a quayside
tavern before commandeering the guide
and his beast of burden to carry me and
the luggage to our destination on the
farther chiffs. Tiggie Ghika back n
Athens had alerted her gardener by let-
be a

ter and had said that there woule
light in the hallway and blankets and
sheets on the beds, but the actuality of
our destination was a mystery to us. It
was our first Greek 1sland and our first
night 1n a strange and beautiful house of

marble halls and casements opening
upon °“seas n fdire lands forlorne’
We'd heard about its faded grandeur

and also of its lonely and solitary site
It was an adventure, as all journeys are
through these island landscapes, and
ever present were the pagan gods and
goddesses. No need for lamps when we
arrived for the moon was full, and the
huge beds, decked with freshly washed,
heavily embroidered linen and piled
with flowered eiderdown, were a wel
come boon. The guide with the donkey
down the path with a
and the old guar-

clattered
rmgimmg " Ka
11!.|J| waved us 1in with assurances that

dWey

iIspera ’

Takis

The Mermaid, 1952 Phato ; Clay Perry

his daughter would be up in the morn
ing with butter
lemons for tea and bread we
and then what a t]r'l';'
and dreamless sleep we all fell into ! Just

fresh eges and and
SULAT

had brought

once I stirred as fingers cemed to brush
my cheel

£ F
4
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CHAPTER XXVII

an extract from Who in the World

e Autobiography of
Caresse Crosby

" G A
3 At o

8-

Takis and olive tree, In the background : his centre in Terma Patissia outside Athens. 1964

I
o=l ! e

Now it was midmorning and the boys
| had said I would

'.|:'ﬂ-J| till noon but now 1. too. longed to

alre .:ri'. Lup ,Lrllj .I\‘.-J:.

plunge into the clear cold sea

Rosa, who had brought the eges and
butter aid she'd show me the way
One couldn’t, she said.
one skirted ledge and ravine and sheep

20 right down:

fold and little gardens edeed with lace-

like jagged stones. It took longer than
I imagined but when. after circling a
J|||f'k' |':|:,||]|-:||_j |1.|J|J|' '.I|||1|-:'J|||j-. IIjHJrI ”I"

hidden cove what fun 1t was ! ”I'._-
were all there, Michael and Bill, Chris-
topher and Lili and Takis, dripping
Irom the Aegean sea
down wi
other

lhev ran to meet

me and upon the

Ilrr[:[:!_'l|
golden (no word describes 1t)
sand

they

- picture :*.1||l'f:-. '

Lhe pame were ;1|'.|.Jn;r Was

and each one was on

his knees before his work of art. The
five exhibits, framed in seashells or lob
ster claws, stretched the length of the
tiny beach, They made a |]|-:'." lor me

and I began with a handful of
Ninmmg seaweed to clothe an image of
my mmagimation., My exhibit was defi
nitely Takis, the Greek, wa

:|:-|:{'r.'.

urre¢alist

the only classicist. To find material for
plunging
into and below the waves and scooping

one'’s creation necessitated

under rocks

By lunchtime we were famished and
Lili and Christopher invited us to their
house on the rock above the cove to
drink ouzo, suck peppered shrimp, icy
cold, and finally partake of a huge dish
of polenta and olives. Our hunger quen-
ched, we were shown the kiln in Chris-
topher’s studio and the summer work
that had been done there. There were
plates and cups, with lovely cabalistic
designs, and some delicate medals and
nacréd pendants done by Takis, He gave
me a beautiful httle medal, irregularly
with -
enameled on its

mermaid
| have it with
| write, and through the crenel-

oval a blue and silver
surface
me, as
lations of the castle turrets 1 can SCe,
vears later, Takis at work on his

!Ii'|lfllr-!.'. delicate

aven
latest slender and
immensely tall, signaling to the world of
the future; both the artist and his work
tutiful. The village below

wiere |"i| I'\.I'|.|"'-

tramning its neck and shading its eves

1Yy raA7C
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MAGNETIC MANITESTO

READ AT THE LAUNCHING OF THE FIRST MAN IN SPACE ON THE EVE OF THE VERNISSAGE TAKIS AT GALERIE IRIS CLERT THE 29th
NOVEMBER 1960 WRITTEN BY SINCLAIR BEILES SUBJECT OF THE EXPERIMENT ADVISORY EDITOR CONTINENTAL EUROPE ‘ THE OUT-

SIDER.
- : - @ = =
| AM A SCULPTURE. THERE ARE OTHER SCULPTURES LIKE ME, THE
MAIN DIFFERENCE IS THAT THEY CANNOT SPEAK. WHEN SOME OF
THE SCULPTURES TRY TO SPEAK THEY EXPLODE. THEY CAUSE
DEATH. WHEN | SPEAK ‘BOMB’ BY GREGORY CORSO | AM SPEAKING
LIFE AND DEATH AND NO ONE IS GETTING HURT. TWO KINDS OF
IMAGES CAN BE MADE OF ME, ONE HAS ALREADY BEEN MADE. THIS
I5 THE NUCLEAR BOMB. THE OTHER IS A LONG-LIVED MACHINE
MAN, SUB-HUMAN OR SUPER-HUMAN | CANNOT SAY. SUPER-
HUMANS WOULD BE DIFFICULT TO CONCEIVE SINCE WE HUMANS
OF FLESH ARE SUPER-MIRRORS FOR ALL ORGANIC LIFE. | AM A
SCULPTURE. | AM HERE TO BE BOUGHT. | HOPE THAT THE PERSON
WHO BUYS ME WILL TRANSPORT ME TO HIROSHIMA TO WITNESS
TAKIS MAKING ANOTHER SCULPTURE FROM THE ACTUAL MECH-
ANISM OF A HYDROGEN BOMB. | WOULD LIKE TO SEE ALL THE
NUCLEAR BOMBS ON EARTH TURNED INTO SCULPTURES.
GUNS AND BAYONETS? . .. STAGE STUFF FOR HISTORY PAGEANTS

PLAYED BY THE ARMIES OF THE WORLD.

SINCLAIR BEILES IN SPACE LAUNCHED BY TAKIS, 29th NOVEMBER 1960.



A NOTE ON THE TAKIS
DIALOGUES

The Takis Dialogues were adapted from
the Greek into English by Liliane Lijn.
T'he place where the dialogue occurred:
Yaris. The date : 1961.

Personae

I1st Person.
2nd Person.
Takis.

Ist P : What's this sculpture ?

2nd P : That is a new Takis.

Ist P.: No! You don't say ? It is not possible !
So dirterent ! Oh, this one here is by C, | know
it well, and this is Z's, and you have a good G
here. Oh yes, you certainly do have a wonderful
collection.

2nd P : Oh here comes T.

Ist P: How do you do? | have just been look-
iIng at your new piece of work. It is so different
from the old ones, one cannot recognise it. It is
rather interesting, but | like your old work
better.

T: | am very glad to hear that. | do not expect
you to like it since you don't know it. Perhaps,
later, If you get to know it, you will start liking
it. | feel the same way. | don't like my new
works, but with time | get used to them and
like them.

Ist P: Oh how interesting, Mr T ! | would like
you to tell me more.

T: In our century we are inclined to like what
IS repetitious.

When | first arrived in Paris, a friend of mine
told me : *If, T, you want to have success, this
Is what you must do: make a figure slightly
reminiscent (in the subconscious of the specta-
tor) of a piece of a great master, for example,
Rodin, or even Maillol. But, be careful, it should
just be a reminder in the subconscious. After-
wards repeat this figure, in slight variations,
2,000 times or even more, and try to spread
these figures all over the world. | guarantee that
very soon you will be famous.’

Ihat impressed me because my friend was no
fool, but | could not believe it. Two years later,
a German sculptor had an exhibition at Iris
Clert’s gallery. It was very poor work. In one
corner he had a small sculpture that was nicer
than the rest. Everyone who, out of politeness,
felt he had to say something, said one nice
word to him about that little sculpture. Some-
one even bought it. On the whole, the exhi
bition was very unsuccessful. Three months later
the German sculptor sent Iris about fifty pieces
exactly like the one which had been sold and
about which some people had said one nice
word. In an interval of two years he made about
two thousand pieces of this same sculpture, with
one difference : some were small, others large.
Today this sculptor is represented in all the big
collections and museums

He is more well-known than | am but in these
yuars | }'{Wt Cf':ﬂ‘-f‘ltf.l my work thre times 'H-»
| am sure that tonight you recognised immedi-
Il[(":,-' the work of the EJL'TIII.L". *,.:_u|r_:'.:;:r' andgd
said, " Oh this is K' and if there had been three
other people around you, they would have
heard his name and recognised his work. And
about my work you said, * What's this ? ', and if
my friend had not been next to you, you would
not have bothered to find out who did it, per
haps because you don't feel like wasting your
time with something you don't know. We don't
like to talk to strangers unless someone intro
duces us. Most famous artists know this or feel
this, so they m: nage to prevent their work from
remaining unknown t'_l;.-' 1|!'N.|lf'1 wearing the same
signs. And from far away we recognise their
work and say, This is by T, and that is by B,
and so on
Ist P: Mr T, | think you exaggerate, although
| can’t say you are bitter because you are well
known, GI‘I|'J-.-' your latest works are unknown
T: If you can believe me, | do not desire to be
known. | like the unknown. It is very difficult
to like the unknown, as in life, and very danger-
ous. As | am an artist and not a hero, | look only
for the unknown in Art. And yet you may tell
me that famous artists are the best artists just
as famous products are the best products. And
you will be right, Mr 1st Person. | understand
that when you want mineral water you order
Vichy or Perrier and you will be quite right in
ordering these brands., They are made by
successful firms. These brand-names stand for
products which come in the nicest bottles the
contents of which are most likely of the highest
quality. Because these companies have large
capitals at their disposal, they can develop their
technical systems and filtrage in the best pos-
sible way. | must tell you, however, that little-
known firms may also produce equally good
products. Vitelloise, for instance, is not a very
well known mineral water, but it is wonderful

water,

This is exactly what happens to successful
artists today. Having money, they polish their
work very well, frame them x.-.r(}n:_'!.g_--f.lﬂl}.-l set
them on fine bases so that when you buy them,
not only will they fit in well with your decor,
but they also won't scratch your furniture or
your walls. So you are buying a civilized piece
of art, very well known, since it is like the other
pieces which are in such and such collections
and in such and such museums. Nowadays you
have a popular piece of art like you have a
}.g;[;lﬂ,lr puest at your parcy
1st P : So, Mr Takis, | gather you would hate to

be famous
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T : | cannot afford to hate that, | cannot be an
unknown artist, | would not be able to live
Just think, who would take care of me ! We
artists cannot live at the expense of the govern-
ment today because the government does not
0 Many
known artists. In all the great periods of art,
the artists remained anonymous. In Egypt, for
example, the Pharaoh toock care of the artists,
and the artists in turn were perfectly happy to

need us. Therefore there exist toda

remain .L"r.'.-r1__r'|'-¢.'.|';.

Ist P: But, Mr Takis, | cannot believe that

artists are so commercial today, because that is
what you are driv 1g at

T: | understand that, Mr 1st P. They don’t be-

lneve they are commercial either, tl 2y are only

(OO happy 1o be called Artists, they would hat
(o realize what they rea g .""k- a IMmost ot

them d . Y SUS P how comn clal they

€l £

Ist P: Are these things you are te g me y

confesci

T: Mor I nop X [ by eg a

p e of my work vou will not recognise it, and
hope | will remain znonymous all my life

Ist P: Mr Takis, | think | can show vou that

YOU are not s orri your assumptions
After all Picasso has constantly inged the
'&';ll it his w K 1 yel AiTe L | i famous
tha or mori Wi !

T: Yes, you're rigl e. But Picasso tl
only one, | w tr o] to you | con
mercial hi but remembe was the mos
scandalous artist of this e I | 1
r”::.l'.'..il Lo see his s gnature That s grnature w 1
make anything valu 1+ [

Look at all the other artists They wer: Ty
Casy only n their early work Then thay 1l
established signs which can b recognised as
theirs from afar. Look. far ax M p it Gilaco-
metti's early work. It was so variated But for
twently Yyears now he JUSt kKeeps on mak g
‘1'-..|T'IL11['IE_: or wa 'k-l'|,'~ figures il vay | ( 1,..,

the impression that he has starcega his h
from the end. On the other hand, with Rodin,
It was JUst the contrary; he started frem the
beginning and ended at the end

All the other artists, with very few exceptions,
do what Giacometti does. In their youth they
were uneasy, searching for the unknown: finally
:}'r‘_,- wWere 1in gang

BEl ol |'3'l.':_."‘i" '”E: UNEMNOWN
per

themselves, So, unconsciously haps., they
established one of their discoveries. ..md then
became known, Now that they are known, they
are afra d to continue their search inta the
unknown for fear of disestabl shing their known
WOk all this [H“|'.-.p\ unco "»Clc_‘:ll.\|-.
Ist P: You mean to tell me. My Takis, that
today Art is commercial as well as the artists ?
T: P!"'I.l}"'\ what | am about to tell you will be
worse. Don't forget that we live in a tourictic
century, | don't know how tourism functions
exactly but it is very obvious that it is a great
disease Vi have touristic breasts. [k‘--ll'lhl (
films, theatre, songs entire nations live an
tourism

VWe even have touristic wars. In Israel |
noticed there is a Minister of Tourism, and of

course there was the touristic trial of Eichmann.

Takis and an unidentified lady on the evening of his magnetic manifestat-
ion The Impossible : A Man in Space. November 29, 1960. Paris. In the
background : maquette by Takis of his man in space.

THE TAKIS DIALOGUES: |

B.B. attempted a touristic
Clouzot filmed it. We produ
ard touristic bras. | a | g
tourism has been in our blood
row of our bones, We fee

LoOuUristic arc 15 shown only

Ist P : How about the serious artists today ?

T Lnknown \.
Ist P: But that's terrible o go always to
y . unknowr
T know that when you travel you go only
I P £S5 ere yol e sure to nnd _‘,:\.'\.\J wWald
B I d pgood matiresses, and sweet
N [ 1C Music I'\.‘. Yo u 2ars ANd yol 10 C
t, yir. It 15 difficult to be unknown today
At Ogay Wi ] nake a p around the
] I our Vi Nave photographe
EYery stol on t 5 planet [IOO' :I 'I"'I YOl 1 M€
£E01 1
L aw ro I € @artn I"‘1.-.!‘ | L_-1l._" ourt LC
| VO Cre w yOou De safe

Mr 1st Person leaves to go to the * Unknown
Club ', But as he did not know where it was,
he had to ask someone for direction.

BECOME GREEK BY STAYING IN
GREECE

COME TO MOROKO BE ARAB
FOR A DAY

STAY WHERE YOU ARE,
MAN or fly out into space !

There is no other place for you.

Mr 2nd Person goes over to Takis and says :
2nd P: Are you so d sappointed In our century
that you would prefer to live in another -‘-,-L*‘?
The Renaissance, for instance !
- Mot really. You cgg, the decadence of art
began with the Golden Age of Pericles. Phedias
and Praxiteles created for the eye's pleasure
For this reason the masses of today understand
them so well, The fame of Yenus and Hermes is
greater than that of any other sculptures, al-
though there are great masterpieces in Egyptian
art, in Indian art, et

Jlnce Pt‘lifll‘& there have been, nevertheless,
pPeriods of anonymous art, such as the Byzan-

tine, the Roman, the Etruscan and other famous

5 !II.‘-1‘|\
Ind P: You mean you would preter to live in
the Byzantine epoch or the twelfth century

T: The only time | would find nteresting to

I"-" mn l."ll|."\|-.'l|,' Our Century 'L"i-"'-'lkli l‘[' [I'I" time

of King Minos. And | would like to have been
Daedalus.

But | prefer living in our touristic century.
For instance, today, in Paris, we can see wonder-
ful Michelangelos in the cabaret Carrousel,
Botticellis at the famous Lido, Leonardo da
Yincis at the Sexy-Horse night-club, and Lucas
Cranachs in secret brothels.

Ind P: But could you state definitely : Are
there any artists existing today ?

T: Yes. All the known artists have been
ARTISTS in their youth. And all the unknown
ARTISTS who, if they don't become known,
will be condemned by our touristic age.

2nd P: You sound as if you hate our century.
T: Not at all. This century holds all the possi-
bilities of freeing man. Therefore | would not
want to live one day further in the past; on the
contrary, | would love to be alive two thousand
vears from now

2nd P: But you are an ARTIST, Takis, and it
seems normal to me that as an ARTIST you
should want to live in a century in which ART
flourished .

T: Yes, for me the greatest ARTIST of all
centuries was DAEDALUS, and his masterpiece :
ICAROS.

Before him all the ARTISTS made gods —
people of space — and through the creation of
these gods they hoped to liberate themselves
skyward

Well, as you know, Gagarin is a successful
ICAROS. Today we are nearer than ever to
what all ARTISTS throughout the centuries
had f‘DDI.‘C for

When the first Bomb fell in Hiroshima, | was
n Salonika. | saluted this Bomb as the ending
of the war. It was the first great victory of
humanity in the struggle towards truth. Since
then, and just a few days ago, Gagarin returned
from his flight into space. | tell you, | would
not like to live one day earlier, but a century
ater. | think, however, that this century may be
the most interesting for my temperament, as |
like things which are not yet finished, but are
only beginning, developing
2nd P: What do you think of DADA ? The
Dadaists were perhaps the first artists to be
QCCup ed with the mac hine

T - ]lll”'l are very inte gent h"..'\-|:'\".'|!"'\.';""I ':“."l-‘ ngy

3

new lovers around their wives, the dadaist-hys

bands make bad imitations of them, hop ng
this way to kL'L'P their wives a little !-_";-'L"
3ut | think that soon these cld people w
be able to joke anymore, and alas the new
lovers will take away their WIVpg

2nd P : Who are these new lovers ?

Takis : lnventors, sir, Discoverers, Space Pilots,
sir, SPACE ENGINEERS 111
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Yuri Gagarin on his way to Outer Space. 1 April 1961

0f Magnetic Movements

an excerpt from DE MAGNETE by William
Gilbert (1600)

translated from the Latin into English by
P. Fleury Mottelay

Of opinions touching the loadstone and its vari-
eties; of its poles and its recognized faculties
(facultatibus); of iron and its properties; of
the magnetic substance common to loadstone
and iron and the earth itse f — we have treated
|.'..|-."I‘.'ﬂll|f in the F"}r‘,'_'.:"r.llrljf book, Now remain the
magnetic movements and their broader philo-
sophy as developed by experiments and demon-
strations. These movements are impulsions of
homogenous parts towards one another or
wm«_r'f; the primary conformation of the whole
earth. Aristotle admits only two simple move
from the centre and

ments of his elements
toward the centre; light objects upward, heavy

GLI|"’.-".'. downward: so that in the earth there

is but one motion of all its parts towards the
centre of the world, —a wild headlong falling
We, however, will elsewhere consider what this
‘light ' may be, and will show how erroneously
it is inferred by the Peripatetics from the simple
motion of the elements; we shall also inquire
what ' heavy ' means. But now we have to
inquire into the causes of the other movements
depending on its true form: these we see clearly
in all magnetic bodies; these also we find exist-
ing in the earth and all its homogenic parts;
f-J;T"ur_-r, we find that they are in accord with
the earth, and are bound up in its forces
Mow five movements or differences of move
ment are perceived by us: COITION (commonly
te

called attraction), an |.'r|p-4|'..-.a'= > Mmagnetic

unicn;

DIRECTION toward the earth's poles, and
verticity of the earth toward determinate points

in the universe, and the standstill there;

VARIATION, deflection from the meridian,

— this we call a per verted motion;

DECLINATION (inclination or dip), a des

cEnt -f,f th e ;,;:'r.:-rur pf;.r- T,r,-r.i_-,-,-'f- ?ff: horizon;

and circular movement, or
REYOLUTIONM.

Jofrancus Offusius distinguishes several mag
netc movements, the FIF'..F to the centre, f’_ar
only at the poles is it in a right line to the
centre, if the motion is magnetic, otherwise |t

.
1%

f_,.r-|||.r the movement of matter towards its
mass and toward the earth

The second, of 77 degrees to the p’_;|*'. I5 No
movement, but a direction or variation to the
earth's pole

The third and the fourth are magnetic, and
are but one movement. Thus this author recog
nizes no trué magnetic mavement but coition
toward iron or loadstone, commonly known as
attraction

There is another moveément in the earth as a
whole, which does not take Pi.:grr- taward the
teérrella or the [_.,=rr-., i.& the movement of coa
cervation and the movemeént of matter called
by philosophers a 'rl,-.:'ht movement '; of that

eleevwhere

One aspect —space is not
image / Any word radiating entity in itself.

"'r"-lp"lf.||: ne |Ir shape Il'|"-""rf"'.1"r-'|".a'|-:".-'-r1:;'_a|‘ IC structure) a kind

mosaic vYiIrus the perim Utated r'r-Pl-r tiar has the r-r{*:’r -",f f,r'.'i-r.r;:

r,rs_-.jri;fj in the TI"|fj of his

one rJ.." r_}‘_;-:r_. prjgarr|;_ thus -,:_-rr|r.;3 br;,:r. |rr|;}|‘|r.r..a' in 'rr},a‘Tiji o |

Clear connection between WORD-VYIRUS which is crystal —

GYSIN PERMUTATES /TAKIS ACE OF SPACE

By Sinclair Beiles

anthropomorphic — not  imagistic — anti-adjectival

The sonnet form has corresponding to it certain solid geom, structures likewise cert, Latin Poems of 13th cent,
with 448844 struct,
vsin's permutated poems involves the drawing of
! f I i j

af words into electro-magnetic structure

, af armature on which the

F 5

armature which has pc crystals have polarity and

pola

sords are s ung rity as much as virus

with an associative geometric growth that fr,rrr-',,‘,a’x.':'. to the rate of reproduction of the tobacco,

areas of brain impulses
nto a form where f'r-f-J.r d '.[;3-1;' maximum radig-receptivity Lo exterior waves connected with the

woards of the F_,.]rr-r'_ul.:r permutation fram certain expts conducted with a permutated poem

and one of Takis’s sculptures it becomes evident that the kind of e ectro-magnetic disturbances

‘picked up’ by someone actually permutating

5C 'J!Pfl.rf_-'__ are l_'fr|.r||'..r|r|!|
" alignment

the relationship between crystals and magnetism well established see the work of Poisson 1811,

Plucker 1847, Faraday, Tyndall . , . (even as early as)

Magnetism (not waves or particles
these terms don't figure anymore due to my Niemian Theory of Space), Takis's Iron Plants

a field of them giving off the same electro-magnetic ocean as Yan Gogh was receptive to his
;

& L]

cornfield. Buff 1850 demonstrated that botanical plants, particularly corn, has polarity at the leaves

and at the roots

The partially deflected sonnet expresses the two steps necessary (general) to the
formation of life, i.e. cells which reproduce . .

. from inorganic materials.

Takis : Télésculpture, 1964

The Great Novelty in Takis’s Art

By Alain Jouffroy

Takis has just published a book Estafilades' in which one can find a great deal of
useful information about his life, his dreams, his ideas and his temperament.

This document of an absolute authenticity helps us to understand the real situation
of a young artist in the world today. Do you understand what this means Some-
thing pulls, Something gets to the point ?

The fact that Takis loves the event., the lived anecdote, the total confession,
makes it impossible to think that he could ever be a stranger to his own work,

Everyone of his sculptures has the same bareness, directness and sharpness. Only
a few artists have been able to remain faithful to such bareness and simplicity. But
it Is precisely this purity which makes his works fascinating communication. His first
Flowers, his Sphinx, his Signals, and finally his télémagnetic sculptures which he dis-
covered in April 1959, give the most eloquent and sober homage to the forces
which pass through matter,

The great novelty in Takis's art, novelty which emerges precisely from the actual
chaotic avant-qarde, is that he reduces every reality to the essential, i.e., to himself,

His télémagnetic sculptures are masterpieces because they encompass magically
the magnetism which holds the whole universe in suspense.

lToday Takis retains in the same way the energy of light. For Takis, every work of
art has to capture energy. And the forms he chooses are only there to clarify as
much as possible energy’s unexplored beauty.

Never, since Brancusi, has a sculptor penetrated the elemental so deeply. That is
why | salute Takis as one of the great witnesses of the future world : the world in
which all energy will have been captured.

Editions Julliard, with 11 illustrations, 1941.
Words of the Master in Le Zen dans l'art chevaleresque du tir a l'arc by E. Herrigel. Lyon, Derain, 1958

“. .. The steel birds find the air in-
creasingly crowded, . and this
has become possible, at this time,
when every man and woman . . .
have all together set out to turn
mankind’s dream of conquering
the heights beyond the clouds into

i

reality. . . .

K. E. TSIOLKOVSKY
(1857-1935)

Father of Russian astrosaulics
D i . ¥ ry i 1l
| P cla ommunicat 1
F risw i ¥ Il il

SYNTHESIS OF SEVEN CUTUPS
OF ‘TO EXPEL DEMONS’

THE DEMON'S
UTTERANCE

By George Andrews

0O all gold of soul a fire of all the solar name
thunder, phoenix essence, the sunbird germ
circle weaves ultimaly ;!r.:l 1o heart fJ[u'n the
splendour. Form that lightning wreathes, Dance
my circle the O the CYCS
the winged white godda Voice the tale of the
olar pulsebeat, All from a demon’s finger.
You're inside the hidden music. Vibrant the

the potent song of

1 g
ae

heart diamond, Love is the test. This brilliance,
the solar circle, reveals the bones of the uni-
verse, one potent sunbird structure. Hidden that

ence in the clear circular petals of the body
I'he flower of the hi Iden fire i-::.:[iJIJH-:_" in round
of blood swing
ide the soul 1s master circle 1s the dance of
the demon’s utlerance 'ﬂ_‘- gpold 1s rhluuiur_ a
germ of the flame of the hidden test of love.,
Play forms my heart to round the splendour of
the rainbow. Solar impulse calls fire shades

welrd raimbow finger come 1n-

raresi flower circle. Protect the ashes of the
goddess of the age of gold. The free are temple
growth, all hght. One in a cell, cat’s tale soli-
tude, moonmint perfume pinpoint ray, Myths in
cavern play longdead music ring O round the
wild circle elixir of fury whirlpool dance of the
inside truth the petals hurt me the riddle to
after blood of the round truth rainbow, Free
frozen swing sunbird souls rose gold blooms
winged flame mounting joy permeates tender
inside of all human reborn with the 1s whose

petals the tale of is truth

Takis : Téléphota ;
1961

A vertical line touching a flower.




TAKIS SHOWS PARIS TEN YEARS WORK IN
THE SCULPTING OF ENERGY

From Our Art Critic, *The Times ', 14.10.64
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only by the guick turns of electric fishes or ind, feeling the pulse of it ircent in his heane
inscrutable insects eternally prying, the air | was impatient to discover it ur
80 overcharged with energy that any creature of London [.11.64

flesh and blood not conductive enough to handle

malter as sharp and fine as needles is driven
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conguerng armies, their tallored uniform l_ |
pinched and creaking with the sand, thought PR it

they could civilise the desert by erecling monu
ments sullably inscribed with grandiose rhetori

but of their etfort nothing besides remamn H‘,..- cE, F

I'he desert erows thin pole

Wik aucers of cobweb-steel For weight -
blockish and stolid heaping En  mountair

. : Ll —— —— ol
Aré no anchnor adagamnst theéeseé current ol
only wires In high-tension, for the current
must pa ITHEY MUST PASS, ' The material
is employed only as the carnier of forces i

stick held in the niver produces upon the sur

face an arrow denoling the passage of energy
In the desert, over the seéa, on arendrome

]
rallway yard on high peed roads, there are
[ monument no wall na fortification A

wind-sock does not resist the wind, it tells ug i

-]'r-'|‘|'.n f r YCar wie have understood civil

tuon 0o mean prolection AIT latur thick
walled rooms in which we bow our heads and
wail Tfor the blow jusl ke the unwitnessed

colla s of Oxzvmandias in the desert, Only now
have a handful of us had the courage 1o coax
Ihey are
becoming visible, Takis has begun to uncover
them for us. as if we were Tollowing him as h

these [orc Il howing themselve

Replica of Marconi's early apparatus used in his first
telegraphic experiments in Italy in 1895

GNALS  October - November, 1964  Page 9

gl

”.: e
A AT

B SO
Takis : Téléphota. 1963. ' The Mirror of a Soul’

TAKIS

s working with and expressing in his sculpture thought forms of metal
— Silent flowers twist in mineral pollenization — And you hear metal
think as you watch disquieting free floating forms move and click through
Invisible turnstiles — Cold blue mineral music of thinking metal — You can
hear metal think in the electromagnetic fields of Takis sculpture :

Walked out in your brain— Free floating forms moving flesh — Wind
music moved the spine hatching blue twi-
ight where time stops drifting in slate houses — Sculpture thought forms
leave a wake as you watch the f}l',qlrlf:rlru;j ventriloquist dummies click
— Takis is working with

through the cables — Cold minera

through invisible turnstiles the heavy thinking meta
locks and motors — You can hear weather maps arranging The American

Dawn Of Terminal Blue Twilight — Time out in flesh memories and wan
light — He came to Blue Junction in his sculpture — Thought forms com-

posite being [hink as you watch the disquieting assassins wait ski row-

street boys caught In data and thinking metal — Blue heavy silent streets in

your brain — You can hear metal caught in the turn for position — Free
floating move and click in the long slot — Cold mineral music of The Silent
People — Blue twilight where Time in a vast knife fell — High Note tinkling
through his sculpture in a heavy blue mist as you watch the disquieting
Insect People click through invisible turnstiles the white hot thinking metal

— Heavy the judge and many light years awa:
Yy Juds y g Y Y

This text was prepared by folding the opening paragraph down the middle
and passing it through some texts | had written on a planet of }.;-,.-_r:,; blue

William Burroughs

metal
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TAKIS DRAWINGS FOR THE GENESIS OF AN ELECTRONIC CYCLE OF

48 DEGREES

Editor's Note : A translation of the original Greek text will appear in Signals New Year number
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blue man of every where

by Nazli Nour

* are you happy/ blue man/ climbing/ green hills/ over tomorrow’s

* dawn / singing / clouds floating /mauve mist avenues / of air /

¥ water rainbows / paving/no end miles [ across light/ brings stars/
blossoming fire/ through your eyes/ blue man [ birds will fly/

* through your head /fountains rising/ falling on spectrum flower

* fields / whirling as pools [ in space [/ through / is transparent/

* white microcosmicbios/ flying small phone / sending electro

* magnetic radiations [ equalling velocity with light/ sing blue

* man DI1-2 / across us in planet / waiting forces/ blue man /

* come rain energy —

Outside Gare Montparnasse, Paris, one evening in August, 1955. In the foreground : wire
construction in the form of an insect, by Takis. In the background: Metal Figure with a

Wire Neck, also by Takis
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TAKIS : TELEMAGNETIC SCULPTURE : 1959

POEM FOR TAKIS BY ALAN ANSEN
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TAKIS : BALLET MAGNETIQUE : 1962
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Takis : Oedipus and Antigone. 1953. A pair of iron

$EH|Ptuf‘£'$ Photo : Clay Perry
Personae
Amy Mims
Takis
T: ... of the first inventors of colours, all that

have survived of their work are the paintings in
temples. The Egyptians used mostly yellow, and
they also used red, light blue. The ancient
Greeks used mostly dark blue, deep blue, terra
di Sienna, ink colour, The Indians and the
Chinese used turquoise, lacquer colour, grey
colour, The Chinese especially used also the ink
colour.
A: Do you believe, Takis, that those ancient
civilizations regarded their inventions simply as
pleasant decoration and not as momentous
creations!?
T: Yes, | do. Those ancient civilizations paid
more attention to sculpture because they
wanted to represent people of the sky: gods
and goddesses and half-gods. They paid great
attention to architecture because they wanted,
through mathematical calculations, to represent
real space . . . houses of gods, because the gods
live in space.
A : Would you say that they succeeded in their
aspirations?
T: The Egyptians were the most successful
perhaps because they had an hierarchic system.
lhey went farther than anyone else in repre-
senting real space. With mathematical forms
they succeeded in enclosing the Atom, i.e.
power, inside the grave.
A : What about the ancient Greeks! Did they
also succeed, like the Egyptians, in enclosing
the Atom inside the grave/
T: Yes, in their own way, they did. The first
classical paintings, as you know, were made
during the time of Pericies. It was a great period
of human life. But it is now much maligned
and much hated by the revolutionary inteilec-
tuals of our age.
A: V¥hat do you think is the reason for this
hatred? And who are these revolutionary intel-
lectuals?
T : André Breton and the followers of Gurdjiefr.
The former is a great enemy of the classical
Greek period, These intellectuals feel that the
Periclean Age saw the success of government.
In other words, the Periclean Age was the pro-
totype of the governments which, today, these
intellectuals obey like servants but secretly
despise. The followers of Gurdjieff are perhaps
more aware than André Breton of the reasons
why they hate the classical age of Greece.
A :How did it come about, the success of
government? Was Pericles entirely responsible
tor it?
T : No. Pericles was merely the culmination in
a long chain of events. He was, as you know,
a Greek of the classical period, and it was the
Greeks of the classical period who first worked
against the system of exchanging substances
(i.e. the barter system). In the archaic period
people exchanged materials. The invention of
money came about when the old hierarchy fell.
A : But | had thought that money was invented
to make it easier for people to exchange goods;
in other words, to make the economy function
better.
T: Those were subsidiary reasons. The new
rulers invented money to placate the populace
by creating images and thus sacrificing the
original substances. The first money (obolos)
was still partly substantial, material . . . a
large, oblong piece of thinly beaten copper,
each piece weighing more than half a kilo.
A : It must have been quite "heavy to be a
rich man in those days.
T (laughing gaily) : Oh yes, it was. But then
there were few rich men in those days, except
for the new rulers. They were very clever men;
the obolos they invented, being still partly sub-
stantial, was a very clever compromise
in case the old-fashioned people reacted against
the new regime.
A : And did this clever compromise succeed!
T : For a while, yes, the compromise succeeded
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smoothly. And so, in place of the old sub-
stances — goods such as fish, oil, wine, bread
—, the people became accustomed to a new
substance: money.

A : But surely there were still similarities be-
tween the two; after all money and goods are
both material substances,

T: With this important diiference: the new
substance (money) was made of a cold material,
like copper. In the following years, after they
had consclidated their regime, the new rulers
moved more openly against the old substances
until they reached the point when they began
to create images. They stamped a replica of
Pericles’s face on a very small coin; one gave
this coin in return for a big barrel of oil.

A: In other words, the coin assumed a sym-
bolical value independent of its material or
size.

The Pyramid at Meidum, Egypt

T : That's right. Symbolically the new rulers also
gave value to the cold materials, such as gold.
aold, a concentrated cold material, became
like a pill containing a strong drug. The old pro-
portions of the archaic system of exchanging
substances — when goods were bartered for
other goods of approximately equal value —
were consequently lost. The rates of exchange
assumed fantastically large, disparate dimen-
sions. The diiference between the actual value
of goods and the symbolical value of the cold-
concentrated-material (the very small coin)
with which the goods were bought, was enorm-
ous. A small quantity of gold in the shape of a
tiny coin stamped with the image of Pericles
can now buy a large quantity of goods, e.g.
three barrels of oil.

A : A revolution in economics.

T: But the revolution did not confine itself
only to money and economics . . . it spread like
wild fire over the fields of all the expressions
of life. Now there were in Greece no more
Mycenaean graves . . . no more encircling walls
of enormous stones mysteriously raised and set
in place, Cyclops’ walls they called them, The
architectural graves of Mycanae lost their mys-
tery. The cemetery of Keramikos had no pre-
tention to be a house of the heavenly powers.
At this time small pretty houses built on the
surface of the earth, and the first smiling life-
less sculptures appeared —along with the
churches, the masterpieces of logic, the trans-
formations of the old myths into more human
ways, as in the theatre of Euripides.

A : But did not the people persecute Euripides?
| remember Aristophanes in The Frogs ridiculed
him.

T : Aristophanes represented the old regime,
that's why he ridiculed Euripides, When the
people persecuted Euripides, it was the reac-
tion of their collective subconscious longing for
the old days. But even this collective subcon-

scious did not alter the progress of things. The
ngS became maore and more human. Like the
Kouros Apollon, whose lightness and grace were
transformed inte human shape.

A : At this point, Takis, may | know what you
think of the Eniouchos at Delphi! For me it is
the most anti-pnevyma image of Apolleo.

T: | agree with you entirely. The Eniouchos at
Delphi was a compromise between the old
regime and the new. The new regime at least,
as symbolised by the Kouros Apollon, had the
courage to admit its vision fully, to give in to
its vision completely and to move ahead. We
have the same situation today. The world is
daily moving towards complete mechanisation
but we have not yet admitted this fact com-
pletely to ourselves. We too will look ridicu-
lous when the machine’s full success does finally
arrive.

A : As the Eniouchos of Delphi looks ridiculous
in the light of the classical age. ...

T: Yes ... the classical age . . . the Golden Age
of Pericles. . . .

A : The age which witnessed the triumph of
sophistication over archaic thought.

T : A great victory, Amy, this triumph of sophi-
stication: the great victory of the Golden Age
of Pericles. It touched all the expressions of
truth . . . money, the new emphasis on painting,
the invention of new colours placed in such a
way as to cover the direct truth. The truth
which, in the work of the archaic people, was
nakedly reflected by the simple naked blue,
yellow, ink, terra di Sienna.

A : Now that we have arrived back at colour,
tell me, Takis, what is the difference between
the way in which the archaic people used
colour and the way in which it was used by
the Greeks of the classical age? Was not this
difference merely a matter of technique, the
classical Greeks having invented more colours
than the archaic Greeks!

T : The classical Greeks invented more colours
because they wanted to cover the direct truth.
They mixed with other colours the pure por-
phyra of the archaic people in order to prevent
the greater quantity of the porphyra’s pure
reflection of electrons from going directly to
the spectator.

A : But why should they want to do this?

T: By preventing the pure reflection of elec-
trons from going directly to the spectator, they
prevented any irritation of the spirit.

A : Was this to soothe the spectator so that
he doesn’t ask any questions!?

T: Yes.

A : Now | see what art historians mean when
they say such and such a painting “enthralls’
them. Takis, you said earlier that the
peoples of hierarchic civilizations paid more
attention to sculpture than painting.

T: Rightly so!

A : Nevertheless people today feel more passion-
ate about painting than sculpture.

T: | agree with you, Amy. Since people today
‘eel so passionate about painting, let's come to
it directly.

A : Earlier you claimed to have mathemartical
proof about the non-existence of colours. If
colours do not exist, how can paintings exist?
T: Paintings exist, but colours per se do not.
Let us take an example: a square surface

Submarines on the Thames. 1909

measuring 30 inches by 30 inches, painted bright
red. This surface reflects a certain quantity of
light, a quantity, let's say, of 20 degrees. An-
other square of the same size painted bright
yellow, if seen in the open air—in Cairo, tor
example, where there is great sunlight —, will
reflect a quantity of light measuring 25 degrees.
Placed side by side, the reflection of the square
of yellow will be 5 degrees stronger than the
reflection of the square of red. Therefore the
Egyptians, when they wanted to emphasise
certain powers in their mummies, used mostly
yellow ochre. The archaic Greeks, on the other
hand, used mostly blue and red.

A : Why this difference of colours, Takis? Surely
the Greeks, like the Egyptians, wanted to give
power to their works.

T : The diference lies in the qualities of light
in Attica and Egypt. The diferent qualities of
light in those places produced different quan-
tities of reflection. These, in turn, are different
from the quantities of light-reflection in China,
in India, in Israel.

A : Which account for the different kinds of art
produced in those countries.

T : Exactly.

A : | think | am beginning to see what you mean.
T: In Greece the new regime, which took over
after the old hierarchy fell, openly declared it-
self against the reflection of mysterious powers,
It no longer accepted the squares of pure solid
colour. Things grew smaller . . . we spoke earlier
of the obolos and coins. Less and less atten-
tion was paid to space, real space . . . earlier we
spoke of the graves of Keramikos: compare
these with the older architectural graves of
Mycenae. The new regime no longer admitted
the existence of Chaos, or at least the distance
of Chaos had been calculated by the new regime
and fixed inside definite circumscribed limits
(the new regime even claimed to know the
path of Chaos and where it ended and where
its gate of entrance is). The new regime acted
against the pure concentration of mysterious
powers, powers enhanced (by the old hier-
archy) with squares of pure yellow and pure
red. The new regime covered this ancient
mystery and concentration with many new plea-
sant colours all poured on top of one another,
so lovely like the lovely graves of Keramikos.
A : Takis, this is all very interesting, but how
does it lead to your mathematical proof of the
non-existence of colours?

T: But don’t you see, Amy, that colour is light
and when we talk of ‘colours’ we are really
only talking of the reflections of light?

A : | see now what you mean, Takis.

T: ... see this balance of King Minos on the
throne of his underground palace . . . in that
underground chamber where there was not
enough light . . . the people who gathered in
that room meeting there to discuss the
problems of population . . | discussions which
used to go on for days and days . . . the
people did not receive enough electrons to keep
them occupied. . . . So a decoration was neces-
sary to give them some warmth . . . as from
a copper stove giving heat to shepherds, . . .
The decorator and not the painter would be
thinking of how King Minos and the priests and
th:.; other people were sitting in the room,
SR




‘The Gods Are To Be Held In The Hand’

By Charles Esticnne

" Who would have thought us mortal ? ' Thus speak — not civilisations — but deities.
‘For we are mortal, as women are mortal. The incorruptible God of Desire (with
his avatar, Imagination) raises us up at will, as he makes beauty into the form of all
her avatars — beauty after beauty, in the incorruptible and ever-changing light of
Woman, eternal, perishable.’

So the sea stops at her shores, time re-ascends space, desire gives rise to its object,
and the hand finds its fruit.

‘We are the hand and we are the fruit, born from the bronze and from the sea:
beauty that stands within reach of your hand : insects or goddesses: gods which
can be held in the hand.’

Who die ? Civilisations die, But the Hand of Man is immortal.

The Hand of Man — the sculptor’s demoniacal hand, whose spirit gives rise to a
new age of bronze and fire.

In this so-called modern age, when any indefinite and merely quantitative pro-
gress of mechanics is too readily welcome, Takis’s exact imagination gives birth, in
the infinite no-man’s land that heaves with all its sleeping forms, to a fabulous being,
half-insect, half-woman, moving its bronze corselet and its steel horns in a vegetal,
bestial, unique instant : the dream and replica of the human one.

The necessary cycles are gone over, the circle of metamorphosis rediscovered. . ..
Among the wreckage of the modern mind, too satisfied with a commonplace and
mechanical fatality, there now shines the wonderfully cruel and bare point of a
modern golden age.

The Hand of Man and the sculptor’s imagination have once more proven that
this fatality is reversible.

The Greek spirit smiles — oh undulating paradox, marine and plastic as a sea-shingle
— in the great insects and the lesser deities created by Takis, Greek, sculptor,
modern man. Insects and deities which contain within them the essence of Cycladic
stones, the lessons of the Cretan bestiary, the essence of the Aegean civilisations.
And out of dreams, fancies and forms to come, we begin to understand this:
Art, which was abstract and whose language has remained abstract till now, has
become — not figurative again — but prefigurative in Takis’s hand.

*So look at us and hold us in your hands. . .

1957

Takis Centre in Greece

THE DAUGHTER OF METAL

By Sinclair Beiles

Fo Takis
|{.L|| 10 rJH-L-

Gireat Gardener
Spirit of Mercuy !

||.II[ iy I|iL'L‘
Who left the fields
And entered
My father's jungle!

Praise to thee
Blue Angel Coal!

Y ou came to me
In the early morning
Covered with metal dew

Breathing blue perfume. |
Hail Lo thee

Gireat Peasant Orchid!
Who else is my King?
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Takis : Bronze Sculpture. 1957, ‘The Figure Who
Talks To Me '
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par Jean-Jacques Lebel
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The Great Wall of China
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TWO POEMS FOR TAKIS,
SCULPTOR OF COSMIC LIGHT
AND PERPETUAL FORCES

By B. Farman-Farmaian

Questions About Noon

I5 noon the unknown message which

on the crest of a hill unfolds quick bewilder-
ment?

Fransparent at Sunrise Is noon the unknown message which

at the height of peaks surrenders the key 1o
HOLLOW, I fill with A

flickers of light, the spectrum of colours,

vision?
s noon peace

and fragments of musical sounds or a sleep?

A SPIRAL DANCE AT THE DRONE Ol
LITANIES

I'he mirror is not flashing « ryptic signals

It 15 not OUT THERT

the echo of i

_ friend’s call
ALABASTER AT SUNRISI but rebearsed steps ‘
One. Two, Three, Four. FIRI
PYRAMID, I bend to

the maker of bridges and the clear milk Is noon the sublime ecstasy of the sun or

that runs in his extended veins Death?
Slow
As the never-setting Artic sun, pasms

OSCILLATIONS OF THE COSMIC SNAKI
REACHING OUT FOR ITS OWN TAII Is the eye a beginning

and my hands drinking at my penis or the stare of — END?
11.61 16,62

of descent into the unconscious dark ness

THE BROWN ROSE

By Harold Stevenson

Takis moves between two
the brown rose
I'here is no top of the world
Up the ladder to NO-WHERI
Bottom to top
And the rest of us try to go UP FROM UP'S
Only Takis is there
BETWEEN TWO
IHE BROWN ROSI

Paper chzzy all other men
stand
hike transplanted stone
blooming nothing
Takis blooms UP

Whose button-hole’s been buggered with Fleur

de Lys?

He spake saying : * Are you Art 7'
“If not, what 7’
“Since you are not, FOLLOW !’

THE FAR SHORE
By Hugo Williams
T'o Takis
A coincidence must be
Part of a whole chain
Whose links are unknown to me.

For I feel them about me
Everywhere [ go: in queues,
In galleries, and under bridges:

|'1_~|1]1|.;;_ or coincidences,
And their hearts beating
In ever-widening circles,

I'heir lives locating mine
With a radar unknown to them.

A presence which envelops me,
In vain, for we move separately
I'hrough the crowds, our hearts

Rippling in ever-widening
Clircles, forever issuing outward
I'o the brink of another world
London 1.01.64
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Report on Nepal:

The Death of a Tradition
and the Problem of

Redevelo pment

By Ewan Macleod

The recent emergence of Nepal from al-
most total isolation over the last four-
teen years has done little to dispel the
doubt and ignorance which surrounds
this independent sovereign state.

The country of Nepal lies on the
eastern chevron of the Himalayas. It is
about 500 miles long and about 125 miles
wide. It is a colossal, inclined plane
20,000 feet high at its northern edge and
falling to a mere 300 feet at the south.
At the centre of gravity a rhombus
fifteen miles long by thirteen wide has
been punched out and tilted back into
the horizontal. The whole plane is closely
corrugated; so tight are the convolutions
that at only three points on the southern
edge is there any outlet from the maze
of valleys for the torrents rushing from
the melting snows.

The access to this plane from the north
is difficult; the passes are high and few.
Along the southern edge is a strip of
jungle called the Nepal Terai, damp and
dangerous and exuding a virulent mal-
arial fever which presented a fearsome
barrier. Even so the southern approaches
to the country are less formidable than
those to the north.

The many different races living in
Nepal all have some mongolian charac-
teristics but anthropologists are divided
on the origins of the individual groups.
The racial eruptions of Central Asia
caused some tribes to search out the high
passes in the Himalayas and to settle on
the green slopes of the southern water-
shed. Almost all of them profess to be
Buddhists but in practice they are ani-
mists; their languages, like Tibetan, are
mongolian. On the lower slopes live other
tribes of monogolian stock who have
been open to a greater extent to in-
fluence from the sub-continent of India.

In the centuries of Muslim expansion,
from the eleventh to the sixteenth cen-
turies, parties of Rajputs fled into the
hills rather than submit to the Muslim
conquerors where they found the simple,
tough highlanders receptive to their ideas
of religion and culture. Subsequent
domination by these new-comers brought
with it the establishment of the caste
system which is still in force in Nepal.
The Nepalese system is much laxer and
more complex than the Indian system.
In the former, intermediate levels were
introduced by the Brahmans to raise up
their vassals and to encourage their con-
version to Hinduism.
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Intermarriage has produced among
some of the tribes markedly Indian
features. Other tribes, in resisting the
blandishments of the Rajputs, have re-
tained their individuality and their mon-
golian appearance.

The problem of communication in a
country so totally compartmented, where
radio is still a new idea and into which
road and rail scarcely penetrate, has dis-
couraged any change in the lives of the
less accessible highlanders.

The rhombus is not so isolated; there
is an airport and a road through the hills
to India. The people of the rhombus, the
Valley of Nepal, have always been in
contact with the south; consequently
they show signs of far greater Indian
influence than tribes in other parts of the
country.

_l

Life in the hills is hard and the high-
landers have little time for anything out-
side the struggle for existence. The soil
is often poor and shallow and there is
practically no flat ground. In the Valley
of Nepal the soil is rich, alluvial clay.
There is plenty of water for most of the
year and the peasants raise certainly two,
sometimes three crops in the year,

In 1951 hereditary power of the Ranas
came to an end and with it the deaden-
ing but firm control of its system of
patronage. The new cultural freedom has
awed the Nepalese; after generations of
living without responsibility, their capa-
city to resist has been drained away,
The novelty of tired and backward India
dragging her blistered feet through the
copy-books of the twenties and thirties
to a people so long confined, is dazzling.
The Nepalese rushed to plunge them-
selves in the no-culture that even limited
material progress has brought India,

Generally speaking the political as-
pects of the Rana Régime have affected
the ordinary people little. They have con-
tinued to lead lives not very different
from their ancestors 1,500 years before.
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Buddhist stupas in Nepal photographed by the author, 1963

Tribal feelings and petty-nationalisms
of clan and community, as well as differ-
ences of religion and caste, divide the
Nepalese into their age-old groups. Thus
the rough, soldierly highlanders despise
the lower caste but cultivated Newars of
the Valley for their softness and their
trade. But it has always been the cultural
achievements of the Valley which set the
standards for the old princely courts of
the highlanders.

Until the third quarter of the eigh-
teenth century what is now modern
Nepal was divided into many tiny states,
all quarrelsome and all dependent for sur-
vival on the continued weakness of their
neighbours. At this time a young man
named Prithwi Narain Sah was King of
Gorkha, one of these states. He was
determined to continue the course of

—

1

conquest begun by his father. He was
stubborn, vindictive and cruel but he was
also a brilliant commander and during
his lifetime he managed to unify largely
all of what is now modern Nepal. After
his conquest of the Valley he moved his
court to Kathmandu, the leading city
there and now the capital.

In the middle of the nineteenth cen-
tury the Royal House had become so
degenerate that after a brawl in the
Palace set off by the behaviour of the
savage queen In which almost all the
aristocracy perished, one man and his
family found themselves almost alone in
possession of both the country and the
King.

This man, Jung Bahadur Rana, and his
descendants ruled the country as here-
ditary prime ministers until the revolu-
tion of 1951, Until then they were the
source of all power and patronage, show-
ing preferment only to their immediate
relations and ruling as despots.

There is no room here to discuss their
place in Nepalese history; but it is im-
portant to realize that their rule saw a
decline in Nepalese culture, a decline
accelerated by their neglect. In an effort

to give Nepal a modern and progressive
appearance to the outside world, they
introduced European architecture, a kind
of hot-weather version of the complex
commercial baroque nineteenth century.
Their music, dress and whole way of life
became anglicised to conform to the
requirements of the new British power in
India. It is possible also that, behind their
desire to reface the public image after
the years of murder and intrigue that had
characterised the Nepalese Court, there
was a wish to break the resistance of the
old inhabitants of the Valley, who regar-
ded them and the Royal Family as out-
siders from the hills, by discouraging the
traditional skills through lack of patron-
age.

One hundred years of foreign cultural
influence has estranged the whole Rana
family. The innovations they introduced
to the Nepalese also have born a nega-
tive fruit, an ignorance of traditional
methods and crafts and total confusion
of indigenous and alien ideas.

The large business families of Kath-
mandu, the commercial city of middle
Nepal, produce all the thinkers and re-
formers. The revolution has given them
a practical outlet for their thought. After
years in frustrating permanent opposi-
tion, often imprisoned and always re-
strained, the shock of freedom has cowed
some of them. Socialism and liberation
are easy to talk about; implementation
of the years of criticism is not the same
thing.

The problem is in their reaction to
renewed flow of outside influence and
the coming of the machine and efficient
communications. Should they search
themselves for their diminished individu-
ality and use it to support themselves
as a racial and political adhesive, when all
over the world the new material progress
is destroying individualities ? Or should
they throw over the remains completely
and allow the coming technology to
establish its own society? In practice this
latter has almost always resulted in a
total break-down of a national culture
and often of the political system as well.

If it were possible to establish what is
and what is not indigenous culture, one
can produce valid principles from which
this culture has developed, and use them
to build up a modern vernacular and an
awareness of a national identity; to turn
the attention of the Nepalese away from
blind adoration of Coca Cola and the
transistor radio and show them that these
things are, at best, merely products,
however attractive, of a civilization
which, despite its technical advancement,
is far from perfect.

Dustjacket of * Estafilades’, the autobiography
of Takis, 1961

Visiting Artists

I'he following South American artists attended
the I-'irhl Festival of Modern Art from Latin
._'«.muru:u at 92 Cornwall Gardens, London.
SW7, last month : Hector Poleo, Frans Kraje-
berg, Rossini Perez and Sergio de {';umar;:n.
I'he last named is now

3 preparing for his one-
man show at Signals’ new show rooms, 39 Wig-
rnn:kE Street, W1, next December. 'wo other
South American ; ‘¢ prepari i '
( \merican artists are preparing for their

h.'l-i““"' exhibitions next vear : the \ enezuelans
Carlos Cruz-Diez and Jesus-Raphael Soto
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L ennem! ) 1 :.-r 1S oI | ¢ ns |'arbre étrange Une cicatrice au front
Les chauves-souris aux petites oreille  est mon [rer
Et | . i ey Ermméne-moi le voir
Les balles se croisalent sur les vitres
Les murs de la maison La terre se dissolvait en |
Ma soeur criait Aux lles d Ouest Atlana |
Elle couvrait son enfant sur son ventre Nous étions une compagnie triste ] =II1|’ aux miu .1"'1!“
Comimi e loton MNous arnivions en bati L Zante :}J-' laisser une .'r"r|.!'( d !r.'l'- la porte
La lumiére mauve avait recouvert |'ile --;.".'.--u.'.n..'.:.:.|!-'.|
Je restais immobil Toute la rnée nous enterrions des morts J'ai pleuré des joures entiers

; ] ; . | CEE t mes pleurs continus
Le fusile charg sur les ruines des vieilles brialaient de la graisse Et m ! ; :

: . : Ont desséché les fleurs
Immobile Dans les coupes d'argils

Contre la porte brisée ) autres femmes sont arrivé

]

Voix de petits enfants
Salaud de popw 3 MOI R S
Stk Murmures d acacias
Donne-moi les clé

'rju_u-]r fasse sonner le cloche

|
I f,
Donne-les mon vicux « wchon Le commandant sl LUVE Cris raucques et sour 15 de fantomes
Sinon je te tire au front Par les précipice Cris de la yeute qui s éteignent
On a dressé des mortiers et des mitraillette
I Takis : Flower, 1957
Pas tirer Sommes des rouees Cet :||-:£-1:-.|-:| ensoleillé

Camarades sommes vos fréres Les spatouria résonnatent

Les maquisards ont continud Et moi. timide et triste

s les ont décime J écoutais ca hdé -i'lf'll: 1¢ part

& cl n cn i d el [ 4 & Li N [ .
Le dimanche n'en finirait pa A Note On The Takis Poems

Les fromages et les rotis

Tyl i ile e y { ¥ ¥ [ - i I 110 14 | =
97 picrr le Piers Reparde le certificat de ma femme S Cpar| tlatent partout 'he poems by Takis on this page were

Les Italiens ont viole les deux socurs Son freére en a changé la date de naissance l €N prenals en Cad hette, timidement written in Athens from 1942 1o 1946 when
Fou de rage Oin discerne |'encre Et la tristesse m'envahissait Takis was intermittently in prison for his
acuvities 1in the Greek Resistance against

Il les a mordus Méme st ma femme est vieille Les tambours battaient _
the German invaders

lls I'ont tué comme un chien Elle est bonne tranguille et entretient la caband Comme battalt mon ame,
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P. K. Hoenich : Three Light-Pictures made by the same Robot Painter

ROBOT ART AND ARCHITECTURE

(Editor's Note T he ff:l.l'.'-:;w.lng article was
especially written for Signals by Mr Hoenich
during his visit to London last September
While in Londoen Mr Hoenich gave a lecture on
robot art and solar pictures created along the
principle of the spectrum. T he lecture was held
at Signals’ old offices ot 92 Cornwall Gardens,
SW7. A report on the lecture appeared in the
September issue of this paper.)

By P. K.

Hoenich

of Technion, Israel Institute of Technology, Haita

Compared to the progress in physics, to atom-splitting, space-projectiles and other
manifestations of modern technology, changes in architecture during the last cen-
turies are few and minor. Our houses are not essentially different from the build-

ings of antiquity. There are certainly some changes

walls are no Ior'lgf:r wmght-

supporting. We give buildings skeletons and hang the walls like skin on these frame-
works, making skyscrapers possible. However the builders of Gothic cathedrals already

made use of this principle.

Today, of course, we can prepare on
the ground all the stories of a high build-
ing and lift these stories afterwards with
hydraulic presses. But the lifting of heavy
weights was also known to the pyramid
builders of ancient Egypt.

Why are houses still built only on
land ! Are we not living on a planet
which is mostly sea ?

Why are buildings without motion ?
VWould it not be more practical if build-
Ings can turn around so as to make the
best possible use of various sun-positions
and air currents ?

Could not a building with major sur-
faces exposed to the sun be at the same
time a machine utilising in various ways
otherwise wasted solar energy for the
benefit of its inhabitants ?

But whatever one may say about archi-
tecture, it is still a fair expression of our
time, compared to the technique of
mural decoration,

Antiquated technique

In mural decoration the predominant
technique is an antiquated one — that
of painting, using the brush and pig-
ments. This technique is 20,000 years
older than the first house and can be
traced back to the caves of the early
stone age.

| have profound admiration for the
art of the cave men, and | also love the
great painters of historical times. But
one cannot go on making paintings with-
out motion and change — at least, not
excluauelf — now that almost everyone
has been accustomed by cinema and tele-
vision to pictures ever-changing in the
time-dimension.

| believe it is time to make this clear
to the public and to inform the public
that there now exist various new art
techniques (while others are continu
ously being created) which tackle the
problem of expressing the dimension and
reality of time in art.

One solution to this problem is Robot
Art, a technique which | invented, Robot

Art is ',;;r:f|\"|r;1IIJrr intended for architec
tural application and it was originally

developed as a research project of the

Faculty of Architecture ind Town-pla
ning of the Israel Institute of Technology

A machine functioning for aeons of time

| wanted, first of ali, an art-technique
for creating pictures which move and
change for a long period of time, over a
period of at least several months and
not, as in films, merely for an hour or
two. The pictures may repeat themselves
after a given period of time, or they may
be ever-changing pictures which will
never repeat themselves in the course of
a work of art’s normal lifetime, say 500
years. With some luck the machines utili-
sing this technique may continue to exist
and continue to create pictures for
thousands of years.

A machine functioning for aeons of
time excludes, of course, the human
operator. It must be a self-regulating,
self-steering apparatus. Hence the name
Robot Art. | would like to make it clear
that there is no intention on my part to
shock the public with ar’t-produr_ing
Robots. | developed an automatic art-
technique as there seems to be no other
solution to this problem. The solution
had to be simple so that an artist with-
out helpers and with little or no capital
could make use of it. Moreover a tech-
nique involving expensive machinery and
a staff of engineers and technicians will
be of little use to the artist

Robot Art’s applications
Robot Art is intended for both out

door and indoor decorations. Garden
walls, walls of whole settlements and
entire apartment blocks can be made
Interesting by many-coloured pictures
which appear when the sun ',h|r|f_-',. dis-
dppears when the sun i1s hidden l'.rllr’ clouds,
and reappears when next !,hr_- 5UN comes
out

Windows can be made to function in
sunlight like iImmense cinema screens or
television sets, showing endless varieties
-’;F f’,ar'ru", and colours which no cinema
screen or television set can conjure The
colours and forms of these space-pictures

erill |,!r|rr;:,rf-|f rfr-[n-r.f.' on the [:r:r".rJr|;1||r‘,r

and wishes of the particular artist who
created the 'robot  which projects the
pictures

Earth’s rotation and revolution

Sunrays are the principal sources of
energy for Robot Art. Sunrays, in turn,
are affecced by earth-rotation, atmo-
spheric conditions, and the earth’s revo-
lution around the sun.

With a system of sun-reflectors,
colour-filters and shade-throwers, pic-
tures can be projected consisting of sun-
rays onto a wall. This picture will be in
constant motion while the sun itself
wanders over the sky. We can make a
row of sun-projectors which will func-
tion from sunrise to sunset. As the sun is
high in summer and lower in the winter,
different rows of projectors can be made
for different seasons of the year. The
principle used is the basic one of a
cinema projector on a gigantic scale. The
cinema projector has an immovable lamp
and a motor moving the film. Robot Art
uses the sun as lamp and the planet earth
for moving rows of reflectors.

Thus a picture is obtained which will
change continuously for a period of six
months from solstice to solstice; after
six months, the picture will repeat the
process automatically.

Robot-Picture and Robot-Painter

If sun-projectors are fixed to the
ground and are moved only by the earth
(on its rotation and revolution) in rela-
tion to the sun, the artist who construc-
ted and sited these projectors will be
able to determine precisely the projec-
tion for each day and hour of the year.

| call this particular technique a2 Robot-
Picture, a picture with pr'r:-d{.-tfrrrrulruf_*d
changes which repeats itself automati
cally after a given period of time.

If, however, the sun-projectors are not
fixed constructions, but consist instead
of many parts each moving indepen-
fji:!lﬂf. we obtain a very different
machine. Since all the parts are mobile,
countless ’ﬂlffl’:r"':rlt combinations are
possible; each combination will project
a unique picture which will never repeat
itself. | call this machine a Robot-Painter.

A Functional Self-portrait
A Robot-Painter, as its name implies,
is a mechanical brain which does not only

project pictures by itself (like the Robot-

Picture) but also has the ability to pro-
duce pictures autonomously, without the
human operator. The artist who origin-
ally constructs the Robot-Painter creates
its style, but the artist himself will not
be able to foresee its various pictures.

The Robot-Painter uses sunrays and
earth-rotation in the same way as the
Robot-Picture; in addition, the Robot-
Painter uses wind energy for its mobile
parts.

The artist can build the Robot-Painter
as a functional self-portrait. He can im-
plant his dreams and ideas, composition
and colour schemes into the mechanical
brain. Thus the artist makes his art inde-
pendent of his life-span, and in doing so,
he can create an artificial personality.

Both these machines, the Robot-Pic-
ture and the Robot-Painter, are true
robots. A true robot is a machine which
can take the place of a man for a certain
Jjob and in some ways may even surpass
him. This is certainly the case with art-
robots. They have immense possibilities
for creating colour and design which no
human artist can imitate.

Art-robots in northern countries

| think that art-robots in countries
where there is a lot of sunshine should
project only with direct sunlight. There
Is something immensely fascinating in
pictures which appear, disappear and
again reappear in ever-changing forms
and colours.

For northern countries where sunlight
In great quantities appear only at certain
periods of the year, various combined
techniques may be used. One of these is
the glass-sculpture which can be erected
before a wall as a permanent decoration.
The glass-sculpture, in the focus of many-
coloured sun-projectors, will make pro-
jections of coloured shadows and refrac-
tions on the wall each time the sun comes
out in the sky.

Other possibilities include art-robots
utilising polarised light, and art-robots
that will work with sunlight, diffuse day-
light and all kinds of artificial light.

Author's Note I his short summary cannot
contain all the technical details and explana-
tions for the construction of Robot-Pictures
and Robot-Painters. | would like to print my
research report about this new f.lff.f".'r.'l'l {15
an ilustrated handbook if o I,”,L..I'r-j,i-,r can be
found. At the moment | shall be ;J-'e,--,f to advise
anyone who applies to me for further in-
formation about robot art ! should like to

thank Mr David Meda la for askir

contribute to this iss

g rie [

ue of Signals. | think he
T ; >

will agree with me that Robot Art and its
f.--rr,,-.l.-*-.;.u are, as | Hil v e ”I_r,.“”f,_,‘i P:"rl"', te artists

all over the world



TROIS POEMES

par Claude Rouet-Journoud

l

IH.TLL"F"['H:I'

dans la moiteur des paumes
la veilleuse bleuit un hiver
de mansarde

soif de brume
sur les épaules
le corps ouatd

ncij.;r: le sang

la nuit écroudée
le visage se perd
i l'orée des nuques

mais tu te renverseras
délivrée de ton poids
pour mieux me faire croire
a I'aube étriquée du carreau

londres 28.12.63.

/1

cassure

c¢'est toujours le méme aveugle
jetant sa canne dans mes yeux
le méme éveil-mensonge

dans la ville ou ma priere boite

blessé par un soleil en fuite
je m'accroche a des ruines

entre les ais du coeur
les visages éteints de mes amis
initient la lumiére i leur jeu

je dis tu je dis vous

haleine brisée du remous

je me résigne aux avrils du sang
comme & la peur de la rue embusquée

londres 29.1.64.

Refleclor

.

P. K. Hoenich : Drawing of an architectural project
using robot art, 1964

Letter From Walter Gropius

To P. K. Hoenich
Cambridge, Massachusetts, USA
13 February 1963

Dear Professor Hoenich :

Having received your book Robot Art, |
should like to tell you that I am delighted and
highly interested in your work, It ties on to
some minor attempts in a similar line which
have been done formerly. In the Bauhaus we
had * reflectory light-plays ® by Ludwig Hirsch-
field. Man Ray and Moholy-Nagy made
camera-less abstract photos, but nobody has
yet so consistently penetrated into this field.
I am convinced that this is a field of research
for the future and will become a true instru-
ment of a new art. The results of your Robot
Painter Number 5 are beautiful.

Harvard University has built up a depart-
ment for visual design where this type of work
would fit in brilliantly. Very soon they are
going to open their new building built by Le
Corbusier here in Cambridge. | talked yester-
day to Mr Trottenberg, a member of their
Advisory Council, who was highly interested in
what I told him about your work, Is it at all
feasible to get another copy which I could hand
over to Harvard University? 1 would be glad
to pay for it. With my best regards and good
wishes for the development of your ideas, |
am,

Sincerely yours, :
Walter Gropius.

The performers, correct in evening dress,
seated upon uprlght chairs, strange cruciferm
objects before them, pieces of polished wood
and metal in their hands. Relaxing upon up-
holstered seats; the audience, their eyes fixed
on the sight before them. Between the two, a
barrier — of no great magnitude, which, doubt-
less, an over-enthusiastic audience, or orchestra,
could easily flatten (yet which would soon be
replaced).

Such i1s one's image of an Incipient concert,
Shortly the players will begin ta make strange
contortions and exertions, by means of which
a stream of sounds will issue forth from their
instruments. But the barrier is of importance —
that great divide —if only because nowadays
serious attempts are being made to demolish
it, not b:,f the purforrm:n, or by the audience
{or by the management), but by the com-
posers themselves

The incongruity of the stream of delicate
sounds issuing forth from the exertions of a
body of men, all apparently acting as though
they were embryo furniture-polishers — this,
too. some composers have attacked, amongst
whom is Mauricio Kagel.

In his Theatre Piece, for chamber music
ensemble in one act, Kagel instructs that there
should be three instrumentalises, and also a
lecturer, a mime and a singer, all of whom are
directed to act as well as play. There is a text
in the form of a collage — scraps of musical

1

¢ est sous notre ].lr]j_:ljt'

la nuit abimée
‘!il,lj IIJ‘\"-\.IHI[IJT_’ Sel TTNAALIY dlSE h.til 1ne

dans un mouvement de honte

la caresse de | IJH'L’JL'
referme le cri

] i £
|'l'h"|';|'r.|‘ esr 23.9.064
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Christopher Walker on Music

criticism, newspaper cuttings; the words them-
selves are often jumbled and broken up. This
Is Juxtaposed with taped sounds (several loud-
speakers people the stage ), and music from the
instrumentalists (for whom there are no exact
indications : just such as a chord, loudly ),

Kagel enlarges our idea of a musical per-
formance : what people do is just as important
as the sounds they produce,

Rather differently Chiari also seeks to change
preconceptions of what one goes to a concert
for. With some of his works what takes place
15 a patch-work of items of daily activity, of
things that happen. In some of his ‘ scores ', the
directions are that the items specified are crea-
ted; there are then performed or broadcast in
any order, Sometimes only the items’ titles are
announced, and the spectators are left to
imagine the sounds. Such items are ‘object
being put down; square wave of 212 cps; voice
of Winston Churchill; drop of water evaporat-
iIng on red hot plates; amateur pianist trying
out arpeggios; door banged; bellowing of crowd
in football match; melancholy sound of ‘ cello.’
The items with actual musical content are few;
music is just one of many " things that happen .

These developments in contemporary music
would have not been possible but for the work
of John Cage. Cage was the first to shake up
our ideas of ' musical performances '. He often
uses musical instruments as mere objects; people
do things to such objects rather than produce
music out of them. Indeed the musical sounds
themselves seem almost incidental, The piano is
something to be dusted, shaken, hit, rather than
"played ’; or, if it is to be played, it should be
well-tampered. (Amores, 1943 : nine screws,
eight bolts, two nuts and three strips of rubber
acting as mutes were placed between the strings,
pertaining to eighteen keys. . . .)

In many of Cage's compositions there are few
precise directions for sounds — the instrumen-
talists themselves are given great freedom of
performance. This means that no two perform-
ances of a work by Cage are the same, though
often the sound is similar., This is perhaps his

way of reacting against the strict formalization
music always tends towards.

Even more extreme than Cage is La Monte
Young who leaves fewer directions to the per-
former : Open Fifth; Two Sounds. Young has
been described as one of the most completely
musical of the younger composers. Unconcerned
with ideology, with literary ideas, or, even, with
his audience, he seems to be giving expression to
the essence of music, as he sees it.

All these composers seem to be re-thinking
the activity of making music which includes
breaking up old notions about going to a con-
cert, and giving wide freedom to the performer.

However, other composers seek to limit the
performer’s freedom as much as they can, Many
such composers find themselves drawn to elec-
tronic composition, whereby they can crystallize
their ideas into music not subject to the vagaries
of the individual performer. In this second group
is Frank Amey who composed electro-magnetic
music for the Takis exhibition at the Alexander
lolas Gallery in 1961, in New York.

With the Olsen-Belar Synthesizer in New
York, a composer can mix sounds of his choos-
ing : these can either be ‘found’ sounds (the
sea, an aeroplane, rain, a door-slam) or, to
achieve greater purity, sounds created in the
laboratory : sine waves, square waves, white
noise. These can be amplified, mixed and timed
with great precision.

But even here there is an element of wvari-
ability, of unpredictability. The laws of physics
appear to elude the control of the creators of
electronic compositions. The randomness in-
herent in the nature of sound appears to upset
simple human control. It has been discovered
that if the amplitude of, say, a simple sine
curve of a given frequency is increased linearly,
sound waves of other frequencies will occur, and
these frequencies are random, with no direct
relation to the original frequency. The electronic
composer, aiming at total control, is neverthe-
less compelled to allow some chance elements
to enter his composition.

London 5.11.64.

Development
of New
Projects 1964

by Marcello Salvadori

I think that the everyday use of thousands of
materials can be reviewed again by the artist,
from their onigins, 1o se¢ the creative potenti-
ality of each stage, starting from the molecular,
physical and chemical properties.

[ am thinking of the integration of nature
with buildings. Vegetation can be controlled
sufficiently to produce parks on high levels,
part of the building itself. Cement and bricks
are not r'c;||]j. the answer to the development
of today’s cities. Why not use instead plastics,
resin, magnetism, high-speed air for walls, 1o
control heat and cold, to be clear or misty ? In
using, for example, certain clear glues we have
a precise analogy with water, but more solid
can be made
each running close to some aspect of nature

glues into

Their use involves a new concept of aesthetic
order for the simple reason that the material
itself  presents an immediate
possibilities and solutions.

I'he inevitability of motion is a fact. It will
be quite a long time before it is understood that
motion 15 a complex and indivisible part of
the whole of creation,

I'he French sculptor Jean Arp and the young
Spanish artist Eduwardo Chillida shared the
sculpture award at the Carnegie International
Exhibition in Pittsburgh this year. Chillida is
one of the most profound artists of our time
his wooden structures and welded metal con-
structions were described by a poet as * volcanic
Howers of the earth’, More cloud-like are the
gleaming sculptures of Jean Arp. A representa-
tive selection of Arp’s pieces were recently
shown at the Brook Street Gallery in London
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BROOK STREET GALLERY

ARP KLEE
MOORE 5. DELAUNAY
GIACOMETTI VASARELY

24 Brook street, W.1 HYD 1550

MOLTON GALLERY

44 MOLTOMN STREET LONDON WI
MAY 2482

Nov 3 - Nov 28

The Primitive World of Mohse Maurer
paintings

Dec 1 - Dec 31
Contemporary Ceramics Exhibition

from january 1965:

bi-monthly review

nul=0

(since 1961)

edited by the dutch nul-group : armando,

henk peeters and schoonhoven

hoogsmdelaan 12, arnhem /holland

MERCURY GALLERY

Paintings by KHADIGA RIAZ
and MIXED CHRISTMAS EXHIBITION

in December

26 Cork street, W.1 REGent 7800

robert fraser gallery
69 duke street
grosvenor square
london wi

november
konrad klapheck/paintings

permanently:
peter blake

derek boshier
patrick caulfield
harold cohen
edouardo paolozzi

bridget riley

Josef Albers

Interaction of Colour

This masterwork on the nature
and use of colour is boxed to
contain an 80-page introductory
text, Bl large folders demon-
strating 200 colour studies,
and accompanying commem-
taries. Its production by silk-
screen, multi-colour separation,
and photo-offset combines the
major reproductive skills of the
United Srates and Europe.

£72 net

Despite Straight Lines

In this handsome volume |osef
Albers’ revolutionary theories
of graphic design are illustrated
with thirty-one facsimiles of his
graphic-tectonic constructions,
With a concise analysis by
Francois Bucher, 60s net

YALE UNIVERSITY PRESS
6a Bedford Sq London WC1

ARTISTS’ OWN GALLERY

26 Kingly st London WI
REG 8308

Nov 25 - Dec 8 Sculptures by W. Talkington
Paintings by Peggy Sylvia

Dec 9 - Dec 22 Sculptures by Keith Albarn

Also permanent exhibition on five floors

drian galleries

5/7 porchester place marble arch
london w.2
tel: pad 9473

MNov 16 - Dec 8
Nye Parr Paintings

Eve Garrison  Assemblages

Agents for Portway

HAMILTON
GALLERIES

8 ST GEORGE STREET
HANOVER SQUARE W1

HYDE PARK 3195

Contemporary
Paintings and
Sculpture

Join us in our quest
for an imaginative life

subscribe to

SIGNALS

Fill in form (BLOCK LETTERS PLEASE !)
cut out
and send to us

with the appropriate remittance

SIGNALS LONDON
39 Wigmore Street, London, W1

Please send 12 issues of SIGNALS

-------------------------------------------
................................

| enclose 30 shillings (UK & Northern
Ireland).

£3 0s 0d (or equivalent in US dollars, for
any address abroad). Cross out what does

not apply.




John Newell at Cornwal!l Gardens
Phato : Clay Perry

JOHN NEWELL
ON SCIENCE. 2

As the three-man Russian spaceships and the
Chinese bomb fought for headlines with the
elections and the deposition of Kruschev, a
gigantic failure on the part of science passed
almost unnoticed. It is documented in the
annual report of the Food and Agriculture
Organisation of the United Nations. In this
report the failure of world food production to
keep pace with the growth of world population
Is made brutally clear.

From 1959 to 1962 inclusive the world in-
crease in food production ran more or less
neck and neck with the growth of population.
In 1963 population edged ahead. We are losing
the race to feed the advancing millions. Worse
still, increases in food production are taken as
a world average. The biggest increases have
taken place in areas where there is no need for
them, areas where crops are stored indefinitely
in gluc years or sometimes even allowed to rot
on the ground. In the poorer countries, the gap
Is widening much faster than even this year’s
discouraging figures show.

The gap in living standards between the rich
one-third and the poor two-thirds of the world’s
population is widening and widening faster all
the time. The proportion of the world's popula-
tion on the poor side of the fence is getting
bigger all the time. By the year 2000 at least
three-quarters of the world’s population will

be on the poor side of the fence. The standard
of living of that three-quarters will be lower
than it is in the poor two-thirds of the world
today. The gap widens, the rich pull ahead, the
poor stand still or fall back, and more and more
of the new citizens of the world are poor.

By the year 2000, acording to a report from
another international agency, the World Health
Organisation, nine-tenths of the world's popu-
lation will live in cities. Huge sprawling shanty
towns, lacking the elementary dignities of either
City or country. Endless endlessly growing slums
with no proper sanitation, no decent drinking
water, no proper police force, no good schools,
Invaded by disease-carrying mosquitoes, with-
out any urban tradition to educate the new
citizens who all flock in from land taken away
from them by machines. The world's popula-
tion is due to double by the year 2000 but this
s a less frightening prospect than the places
where most of that population will live. A
countryside can be replanned, a big city is very
hard to change. Bewildered and uneducated
country people huddling in millicns under sheets
of corrugated iron with breeding and dying as
the two principal events in their short lives. A
view as far as the end of a ten-year old slum
street. Municipal hand-outs of fish meal once a
week. This is what we expect while we send
spaceships to the sun and fly businessmen across
the Atlantic in supersonic airliners.

The unbelievable thing is that the solutions to
the problems are here with us now; they require
little or no new scientific research. Experts agree
that even the most massive programmes of
contraceptive education could not make much
impact on the doubling of world populaticn
before the year 2000, the thirty-six-year-off
date which | am writing about now because |
daren't look further ahead. But the world can
feed the doubled population. We have the land,
the sea, the farming techniques. We have had
most of them in the West for the past 200
years at least. These techniques only need to be
applied.

The developing countries need to pull them-
selves up by their own bootstraps. Financial and
material aid from outside is only a short term
solution; preventing the development of internal
resources often do more harm than good. Aid
programmes to date have made this clear. What
Is needed is better agriculture, and more scien-
tists to control and improve it, and more doctors
to keep the labour force healthy — to put the
health aspect only in its most practical and least
humanitarian terms. For a long time to come
the developing countries will be dependent on
agriculture not only to feed their own popula-
tions but also for their export industries, on
which will depend their ability to pay for im-
provements in their education. More science,
not new but established science, and more
scientists. Why don't two thirds of the world
get them/

The blame rests mainly on the shoulders of
the prosperous West — and to some extent on
Russia. First and foremost, as the FAQ report
makes it clear, we are making it harder and
harder for the raw material products of develop-
Ing countries to compete in our markets. They
face competition from synthetic substitutes,
competition which is now extending into al-
most every field. Before anyone mentions the
virtues of a free market, remember that nowa-
days there is virtually no such thing as 2 free
market, that aircraft and shipbuilding industries,
t> mention only two, are subsidised up to the
hilt in many rich countries to enable them to
compete with lower priced rivals. But such
competition is usually on fair terms. Not so
when synthetics compete with natural products.
In the case of rubber alone, motor tyre manu-
facturers are the owners of synthetic rubber
producing plants, a situation which makes it

David Medalla : Drawing. 5t-Céré, 1963

more than difficult for the natural product to
compete on equal terms. The FAO report con-
demns this practice. So did the three-month
nternational trade conference at Geneva, held
earlier this year and attended by economists
from 120 countries of all stages of development.
The unanimous resolution of the conference
was that developed countries should avoic
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encouragement to the development of synthetic
competitors to the products of developing coun-
tries.

Hard on the heels of the trade conference
came the international atoms for peace con-
ference at Geneva, The United States, Russia
and other countries publicised their efforts to
find uses for the by-products of the nuclear
arms race In the industries and agriculture of
developing countries. | was at one press con-
ference when an exasperated Indian journalist
said * Mr Chairman. What is good for Westing-
house is not necessarily good for India.’ | don't
wish to slander Westinghouse, a very good firm.
But it is a fact that far too much lip service
and far too little practical effort is put towards
the real needs of developing countries. The
National Institute for Agricultural Engineering,
the Tropical Products Institute, the Anti-Locust
Research Centre — we do have good work going
on here. But the money and attention that it
gets, compared to more glamorous establish-
ments, is minimal.

We discourage trade, we don't do enough
research. We also discourage — yes, actively dis-
courage scientists from going overseas to work
and to train new scientists in the developing
countries. | have talked to many scientists who
are considering a few years in Africa or Asia,
and to many others who have just returned
from such a working period. There is never any
doubt about the interest or the worthwhileness
of the work they are going to do or have done.
But on their return they find themselves many
years behind the other man. Two directors of
leading laboratories, whose names, at their re-
quests, | cannot quote, told me that overseas
work was only worthwhile for the very young
scientist, and that even for him it was a risk in
career terms. Universities in Britain should have
far more travelling lectureships, so that a mature
and brilliant scientist could give the benefit of
his experience to a developing country for years
at a ume without facing the prospect of strug-
gling for a new job behind competitors when he
gets home.

Is this depressing picture going to change ?
The men in the few laboratories which are
devoted to solving the problems | have tried to
outline seem to be the most pessimistic of all,
when they consider the problem in its widest
aspects. | can't help agreeing with them. | fear
that something horrible is going to have to
happen to shake the complacency of the West.
It's all been said before. But next time you read
about someone making building board out of
sugar cane stems, or cement out of rice husks,
or protein food out of prairie grass, spare them
a thought. They're a lot less glamorous than
supersonic airliners and atom smashers and
astronomers. But | wish | could find a way to
get them more publicity. They are the most im-
portant scientists, probably the most important
people, in the world today.

mn“

Scene : Happenings night at the London Hell-
adium.

Quizmaster : | want you to meet a wonderful
couple, guaranteed, after extensive search, to
be identical with all the other wonderful
couples who have joined In our wonderful
Sabbath Happening, Eat the Cock, or the
Materialist's Dream, as they call it the other
side of the critical curtain.

[ Enter first couple|.

Good evening, Mr and Mrs Everyotherman.
After another year of our programme we hope
the middle two syllables of your name will no
longer apply. Anyway, we're working on it
Now what do they call you, sir, in the intimacy
of the werks toilet?

Mr E : Egremont.

QM: Egremont! Well, we can’t all be Johns,
can we. Give Egremont a big hand. And you,
luv — [ winks at audience]| have you got your
best panties on, dear? — what do they call you
in the intimacy of your meditation room at
home? And | think everyone knows we mean
by that your TV room

[ Mrs Everyotherman seems to be looking round
for help. ]

QM : Don't worry, luv, we cant all be Johns,
so you won't mind if | call you Mary, will you
This wonderful couple, yes, you, John and Mary,
are in line for a major sacred totem. |Consults
papers.| John, yes, John goes to work every
day, and he is a [consults papers]| ah, yes, he
i a moron

Mr E: Here, Just a minute ——

QM : And Mary, | see, is a cretin [Mary’s pro-
test is smothered) and I'm sure we are all
pleased by that, since that makes you eligible
for the jackpot prize, a 100 megaton sculpture.
Voice : Is it British?

OM : What! No interruptions, please, there's a

deadline ten seconds overrun costs £10 a
second. And, anyway, we can't all be Johns
Interlocutor : | am the interlocutor. | ask again,

is it British? WHICH, in association with the
British Council, in its special art supplement,

and -~L|||F+I|II1' is GOOD

says all British painting

Yictor Musgrave at Cornwall Gardens

Photo : Clay Perry

VICTOR MUSGRAVE ON ART, No 2

VALUE FOR MONEY. With the exception,
naturally, of certain names like Kokoschka,
Vezelay, Christoforou and a good few more
They're not really happy about Paolozzi, but |
suppose they had to make a gesture. As WHICH

says, they may be British, burt they don't
sound it. Besides, some of them use cupro-
nickel instead of silver, and housepaint instead

of gold leaf. Mo one can say that's value for

money
QM : John and Mary and all you lovely people,
let's ignore the interruption and continue the
show. Now, John and Mary, I'm not going to
ask vou to do .'1r'|';".|'.|r1$; |-|r-|:\,|-r_:\\||1,:. like

rolling around in a tub of shit — | know you'd

do it and enjoy it, and we'd all have a lot of
fun — but for you to win a major fetish, all |
want you to do is this. John, take your trousers
off and bend over. Mary, just bend over back
wards and balance these golf balls on your tits
A sharp jerk of the chest, dear, and let's see
where they land. If they land in the right place,
YOU HAVE WON A MA|OR PRIZI

[Mr and Mrs Everyotherman, surrounded and
assisted by gorgeous girls, perform the ritual
as if long practised.]

QM : You have won — yes — you have won an
Ezicold TSR Superline plastifoam MI autoflash
doubletuned WASHING MACHINE | Clasps his
hands briefly in homage.] Let us all kneel in
worship

and | mean all of you at home as
well as our lovely audience here — for [ con
sults watch | precisely 14 seconds. Thank you
Mr and Mrs E: Oh, lovely. We have one al-
ready.

int : Then you are indeed fortunate Every home
should have two of everything.
QM : [laughing heartily ] No home can have too
many of everything

| Mr and Mrs Everyotherman examine the wash-
ing machine
MrE: It WGI‘.'[ apen

Mrs E : The switch won't work

QM : [farting heartily] It's not meant to work.

you schlemiels. You have one that works al
ready. This performs neo function. It's a work
of art

Mr and Mrs E: The spin drier won't spin, It
won t work. We don't want it

QM : Are you two lovely people living in a

cultural vacuum ? This work is advertised regu
larly on television
Mr and Mrs E - We :“'.:_'-.||,1'": We i:I: win the
100 megaton sculpture
QM : John and Mary, oh, lehn and Mary, would
you accept the machine if it was a working
model !
Mr and Mrs E : That's different. Of course we
would,
QM . i]n'lnjz on a x-.ro:f\:n}'. model.
Mrs E : We could put it in the bedroom
Mr E : No dear, it weuld clash with the second
television set
Mrs E : In the dining room, then
Mr E : Oh no, dear, not with the electric irons.
Mrs E: There's only the lounge, then. I'm not
wasting it in the kitchen
Mr E: Oh, | do agree, dear, in the lounge next
to the cocktail cabinet. Such a pity we're both
non-drinkers.
QM : Morons, cretins and . . . NON-DRINKERS
as well. What a wonderful couple. What a
wonderful couple, What a wonderful couple
What —

At this point the 100 megaton sculpture
explodes, accidentally or on purpose.
YOICE OF INTERLOCUTOR: Watch the
beauty of the disintegrating fragments — the
synthesis in art of the human and the —
VOICE OF QM : No Interuptions, please, we are
on schedule. This beats Zen. It's got the erotic
art of India licked. Pure contemplation. A real
pace-setcer
His voice goes on and on and on, but in the
cacophony of sound one can only make out
occasional phrases, usually to the effect that
there will be a discussion of the happening
on Monitor, lasting at least twenty minutes.
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Personae

Takis
Liliane Lijn

T: Since, Lijn, you have been following the
entire above conversation, | will ask you to
come back with me again to the Egyptians. It is
well known that in the time of the Egyptian
Pharaohs, and even in the era of classical Greece,
the governments were very interested in the
education of the people, eich government, of
course, following its own and different course.
The Egyptians tried to develop certain interior
chords in the human body. The classical Greeks
claimed that their methods of education were
towards the interior and the exterior develop-
ment of the human personality. Towards the
end of Greek civilisation, however, the Greeks
themselves weakened and diminished their
achievements by dividing their attention be-
tween the exterior and the interior life. And
as we said before, the Greeks of the Hellenistic
period had already fallen prey to images: this
evolution towards a complete belief in images
was a slow one.

L: | think the claim of the classical Greeks,
that they developed the exterior and the in-
terior, was merely a way of covering up their
development towards the image — a
promise they were making with the image-
perpetrators. And is not this why they weakened
any effort they made towards substance and
the interior !

com-

T : Definitely; but enough of history.

Now | would like to move directly into the
expansion of the non-existence of colours. The
reflection of a square of pure red, yellow, or
blue, touched a certain chord inside the human
body. This reflection was a quantity of pure
light hitting that chord. S5ince the same vibra
tion of this chord could be achieved by using
a large square of yellow instead of a small square
of red, it becomes clear that the colour had no
importance; but it was the quantity of reflec-
tion of pure light being filtered through a colour
that made the difference. (Filtered, for example,
along the same principle used by the camera
today; filters enable the camera to use a
stronger or a weaker I|;::'r|t}_

To be more specific: 30 square centimetres
of light reflected off blue will have the power
of 10 square centimetres reflected off yellow
Therefore colour is a mere invention of human
beings, like the pianc or the violin, Talking of
our time, a time only of images, the painters
use colour merely to feed the mouth. The
human bodies of our time no longer carry

chords inside them

L: So, Takis, if | look at the human bodies of
today (they are human bodies and not human
beings) they seem to me to be hollow shells
with some exterior instruments to feed them-
selves, to take orders and to give out informa
tion, It really looks like we are just one step
from Robotism.

T : Exactly. | would say that we are completely
Robots, only some are organized, some are not
L: What - the country of

perfect automatons !

about Sﬁ-f.rlrrL:rlr‘j

T : Perhaps you will find it very curious that the
Swiss people are the perfect robots; only, their
Ir‘-tf:lll;jf_-ruf_:_- is limited. They have developed, we
could say today, the personality of robots, If,
for instance, you dare to rjrr_..p- a piece of paper
on their streets, immediately the Swiss robot
HH“"IFIE next to Illrf,lj Al give ','OI| indications
should do: e,

"'Jf ”]-I_-'Ilr you .-"rr-gp It In the

THE TAKIS
DIALOGUES

waste-paper basket. There you see an
dently acting robot.

ndepen-

But let's stick to colour
| have to go backwards again

In our above conversation we clarified that
the Egyptian Pharachs cultivated interior chords
in human beings in order to make the people
understand them by means of those chords, And
as we have said before, the Pharaohs declared
themselves for space and chaos; the Pharaohs
realised that without the help of the masses
they would never reach space. (In 1954 arche-
ologists discovered a * space-ship ’ belonging to
the Pharaoh Cheops; this ‘space-ship’ is now
on exhibition in Cairo; writings discovered said
that Cheops had gravitated around the sun).

It is very well known that the Egyptians
manifestated this interior development, In all
the expressions of their art they tried to con
tact the people through interior chords, Thus
we see In their architecture, in their sculpture,
paintings, etc, that details did not
count., They wanted the crowds to see directly
inside the work of art. This meant that they
had to develop their interior chords.

In contrast, the first Greek sculptures to
appear, after the issue of coins, ‘wore' the
first details. (See, for example, The Charioteer).
As the new established its powers,
more details appeared in every form of art
L: | agree, Takis. In the field of
example, the chorus and the two actors of
Aeschylus gave way to the spectacles of Euri-
pedes. Euripedes, in fact, created the first robot
hero. The
fifteen of image talents in
order to turn j.‘:mn into defile
archaic Medea, But you were speaking of details
in sculpture, What were those details that the
Greeks r'r-prl_-'.r-r.H-ri }

exXterior

r'r_-ﬁunr_-

drama, for

Corinthians

br |'."'": I‘llfrn h‘lf_il

ridden

even
thase silver

hero ar a

T : Exterior instruments of the human body like
Of course, the
latter-day Greeks claimed that they were inter

mouths eyes nostrils pricks ears

I"".'*"'j In fj"'.""|fJFJI'I|"fI1 towards interior know

.n_-rji:':-. but that was just to '--'-"'-{,."' those still
i"n‘ri' h.| e evidence

that there remained enough reaction against the

feeling nostalgic for tradition

new regime, from the attacks direcred
Euripedes.,

.'.h'.-:lfl'.|

oday these exterior instruments have more
Importance than .:|r|_|.l'f|. ng to such an extent
that nothing has remained important other than

i i
A ||',

L:In America the slogan is Ki'l'p Smi|iﬂ}-j. e o

Liliane Lijn
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Electron Notes, 1964

| want to walk through the transparent
world of photon light . . . work with the
source of light capture electron
Images. My Echo-lights are silent
spherical reflections . . . photon planets
echoing themselves. . . |

WHY DO YOU MAKE ECHO-TIME ?

| want to walk through the stimulated

vgrms.sic-n of radiation . . . work with the
invisible beams. . .

Why do you make Echo-lights move ?
Can they exist at a static state

DO YOU USE COLOUR ?

Ruby crystals generate
beams of infra-red light.

NO PIGMENTS WANTED.

Colour must be the ray split.

"-I"El'”}f pure

Plexiglass possible matter for electron
transformations . . . planetary reflections
become real. Have made invisible paint-
Ing, also visible, depending on light . .
normal phenomena only amplified.
Movement intrinsic with light . . . speed
S0 great as to appear static.

The photon vibrates in the formula

which | have injected introducing an
electron and a positron which act like
lenses . . . light produces charged mathe-
matical equations. Medium planets even
without moving pulse paintings, and |
can make reflections which vibrate but |
am intrigued with a slow electron reflec-
tion. This doubles itself and a mysterious
light is produced when charged in slow
motion. One can follow medium dis-
appear and appear anew. Visually the
painting must emit neutron radiations at
highest frequencies . . . to be absorbed
at random and give energy to the on-
looker.

I see imaginary planets travelling
through a transparent medium of equa-
tions. They are invisible when exceeding
speed of light. Their reflections appear
as luminous. Perhaps also they are
RADAR PULSE PAINTINGS. Continuous
sharp outbursts of energy keep them in
motion . . . individual deflected echoes
are detected by a lens turning on its
axls. ., .

Intervals between transmitted pulses
are the direction of light.

D D L S, S T AR LRI, SN 0 1,50, i oo

T: Yes smiles — noses — eyes — teeth, No
wonder that the avant-garde artist today has
Such a great success and s protected by the
government or by big business. The artists are
protected for the simple reason that they satisfy
the robot instruments, Once in a while we see a
painter paints as if he
pastries

Hho wWere r||.1k|r|;J
s

L: They say about some painters, and the
painters themselves admit, that they 'are cook-
rlilr'

T : Anyway the whole baroque epoch is nothing
more than a whole lot of birthday cakes. Under
the new the only painter that has
escaped condemnation is Mondrian. We have
the chocolates of Gauguin, the rosy apples of
Renoir, the milk and honey of Picasso, and a
lot of lemonade, orangeade and cherry soda of
other great artists. The Surrealists, on the con-
trary, made a great revolution. They refused to
rritate the mouth through the eye like the
instead the Surrealists irritated the
sex through the eye by painting enlarged breasts

ri"::lrnr;

atheér artists

pricks and cunts. They too had a great success
with the robots. Because, as we've said. the
human beings of today live only with exterior
and feel exterior antennas : lips
eyes ears and skin-rubbing.

organs with

Epilogue
T: The given terms

“new regime’ and ‘ old
regime i

still need clarification. Many histori-
ans, mythologists, archeologists and anthro-
pologists today have been influenced by Freud.
lherefore they call the old regime matriarchy
and the new regime patriarchy.

L: We use the terms ‘old regime ' and * new
regime ' to make ourselves clear because matri-
archy and patriarchy only confuse the issue.
Whether a society is matriarchal or patriarchal
is merely a detail. Modern anthropologists have
complicated these words’ meanings and en-
larged their importance in the course of history,
in order to hide the real issue which was the
change from the hierarchic rule to the rule of
Jl”i‘l:'IIE'f,"'J
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Takis with his Signals on a Paris rooftop, 1956

Photo : Paul Wembaer
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NEXT SIGNALS SHOW AT 39 WIGMORE STREET, W1, WILL

START ON DECEMBER 29 AND WILL END ON JANUARY 26,
oA
1965. IT WILL BE A ONE-MAN EXHIBITION OF DRUNGE
SCULPTURES AND WOODEN RELIEFS BY THE BRAZILIAN
ARTIST SERGIO DE CAMARGO, WINNER OF THE INTER=
NATIONAL SCULPTURE PRIZE AT LAST YEAR'S PARIS
BIENNALE. CAMARGO IS PICTURED SEATED ON THE LEFI
AT 92 CORNWALL GARDENS WHEN HE VISITED LONDON LASI
MONTH FOR THE FIRST FESTIVAL OF MODERN ART FROM
SOUTH AMERICA. ON THE WALL, CENTRE OF PICTURE,
IS A WORK BY CAMARGO. IN SILHOUETTE: SIGNALS'
EDITOR. PHOTO: CLAY PERRY. SIGNALS NEXT MONTH
WILL BE DEVOTED MAINLY TO CAMARGO AND HIS WORK

o g T T AT LT O M Wl TEN BRAZTI
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ADVERTISEMENT SPACE

Beginning next month advertisement space in Hiﬂllill‘x will be available
in the following sizes : one full page; one half of a page: one quarter ol
a page: and one eighth of a page. Prospective clhients are requc led to
end i their advertisement on or belore the the last week ol ea h
month to the Advertising Manager, Signals, 39 Wigmore Streel
| OT1CHOT) ll'r:llil

from the editor’s desk

CROSSING THE MAGNETIC POLE

The southern hemisphere’s magnetic journey of Rear Admiral James R.
;HHU lies, not dlr't-._ﬂj. above the actual HL'{'{]} who flew last month from Au

geographic South Pole, but near the tralia to the South Pole in a flight
head of Antarctica’s Mertz Glacier covering 4.420 mile the longest flight
along the 150th meridian. Its present in Antarctic history. Admiral Reedy's
location i1s near Wilkes Land which time : 15 hours 39 minutes. surface tem
forms the base of an 1sochnal triangle perature on the pole on arriva ()

with Australia and New Zealand degrees Fahrenheit
Owing to 1ts as yel :J|;:'-.;];'|-\--.I||r; mobi-

“[}. the magnetic ]‘|u|u'-. POsILION has to

be determined every five years from the

latest data supplied by ‘various aero- Lucretius on
II:tIl[i'L';!|? and naval expeditions. Pro- Magnetic MOtiOn

fessor T. E. David of the DBritish
Shackleton expedition in 1909, for ex- from De Rerum Natura

é‘:[llrllt:. *fixed® the maenetic j;ui: , translated from the Latin into English
position approximately 400 miles south- by C. F. Johnson, 1872.

east of its present location. Magnetic

compasses cease to be rehiable within a FIRST, FROM THE STONE innumerous atoms

radius of 1.00(X) |Ili]l.,"-. of the magneti flow,
pole : they swing crazy when near the In streams that form an atmosphere around,
maenetic 'l"'”l‘-' ’ Displacing air between it and the stone,

Thus rarefied, the space, the particles
Of metal press, vacated place to fill,
And drag with them the mass to which they're

]Ir_unr-f_l;

To avoid the hazards of navigation
in Antarctica, where all directions point
North, the US Ndavy fliers have devel-
oped a remarkable grid navigation
system. This Systlem uscs charts with a

For nothing is than steel more closely knit,
Nor more compacted in its elements:

Mercator pProjeclor and [HH.;'E': b 1Il- Hence, little wonder, if, as said before,
aginary = North, East, West, South, The particles thus streaming to the void
"-J-'}I]i..}l.- when r'_'-'{i.li-;fj. can easilly be Should drag with them along the chain entire!
translated to true headings. Using such And this they do; drag it to magnet stone,

a system, the navy men plotted the Whereto it close adheres by secret bond.
MNote : Due to lack of space we have suspended

the column on technological and industrial TAK'S R

new t will be restored 1in next month

Signals when John .f.r:II‘.l'lilll.'r replaces David and his fire-sculpture
Medalla as compiler of the column St At
. Concorde, Paris, 1957

Painting Signals’ New Showrooms

Bury Show A Success

Pictur L left are Kasper Froitema from I'he Belgian artist Pol Bury, after his enormou
H [ ! ; n a ladder) and Fil { il Lt AT Venice Biennal Is TE
i Idavid Medalla painting Hling an | Ling hi u 1 hi lrsi ne-man show
il I Signals’ n howrooms at in America, at the Lefebre Gallery, New Yorh

i | Wi. Ti I (0) r 1| 1 D¢l I

ple from all over th ¢t his Gvanivfive coc e ;

iclped prepar Nignals' fore . | , inp

; Fakis exhibition. Work ! purchza I 1 Ik York
il vt o o s | by Faul Muscum of Modern Art. Bury's work was first

David keeler. Al Lhie i } ti in Lond il

Anthony de Kerdrel, Christopher xhibition of n otus | '

Walker, Marcelln Salvadori, Michael Breit, Paul Keeler

Pieter Wielema, Paul Grinke, Gordon Thomp- - A ;
’ Peter Brook's salre o ) nresentation
cell P T R Rl 7 o lea 3 ) Fheatre ol .f ruelty ntation

e Lamda | : AR
Tulian Witson wccompanied Paul Keeler , . : ! month Signals
il . . - i Faint il m spread on Pol Bury edited
lakis cxhibit /s driend, pataphysician Simon Watson
Iavlor,

Name Dropping

[ Centre for Ad
. - vanoed Creative  Stods r 1 by
-

Photographs by Clay Perry



