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THE FATE OF ART
By Taro Okamoto

The destiny of art unfolds itself in a kaleidoscopic suc-
cession. Now this process no longer only means a shift from
one generation to the next as it used to. Nor is the
destiny of art only a matter of expression; it also concerns
the fate of mankind. Art is now retrieving the innate
consciousness that has been lost since the time when art
meant craft - function.

Modern art is charged ruthlessly with the products of the
Industrial Revolution. The time has come when a new type of
technology is really needed, one that could shatter the
frames that enclose today's art and nullify outdated
categories. People are no longer satisfied with existing
musical instruments and materials. Naturally, even as an
obligation, a new technology would find wide acceptance.

How we would welcome fresh sensations...

This is the age of the computing machine. Production, infor-
mation, and social order are all controlled by computers,

and musical techniques have moved in the same direction.

I, however, cannot believe that art as we know it could ever
be created by means of the computer. One should say rather
the opposite - that art characteristic of the new era can
only be created at the point where one faces, in all their
details, the techniques characteristic of the computer.

In view of the above, it seems proper to propose that a
review of the various programs concerning the combination of
art and technology be made. Colors and light effects
hitherto unknown can come intto existence as a result of the
combination of electronics and new materials; unique sounds
arise from taking advantage of new mechanical devices.

Such developments are significant as discoveries of new
techniques and materials, and in this way only. To ac-
complish them, scientific and technical cooperation with
artists is indispensable. But if this cooperation is to be

one in which people from different fields merely help each
other through their respective, independent functions, I
would oppose it. In such an arrangement, I would smell a
nineteenth-century-like odor of specialization in the very
words ''cooperation of technicians and artists" - a phrase
we frequently hear.

If the matter were a problem of new techniques alone, it
would not be essentially different from the case of a
pianist who feels that after extended practice of rote
scales he has already created something. It is only a
matter of degree. What is called meijin gei (art that is
thoroughly personal, and finds its most complete development
within one man) has lost its significance, I think. I

would rather hope that - through the new techniques I have
mentioned - the consciousness of art will develop to the
point where it can be treated as something with its own
identity.

Here I would like to make a statement which might seem some-
what excessive. I have a passionate confidence that music
is not something to be listened to! It should simply find
its way into the ear. It would be vulgar to stop and stare
in order to appreciate objects of plastic art. They are the
same things one disregards in his daily life. One does not
look, one does not listen. Nonetheless sensations mingle
with his soul as vividly as ever. They assure his life.
They ought to. Those colors and sounds which pass with the
passage of time - they transform a man without his being
conscious of it, and are converted into the energy of life.
That which man retrieves without giving compensation is true
art.

It is my belief that the very important role to be played by
a combination of art and technology in the future will be to
push art forward until it reaches the point at which

existence and non-existence, intention and non-intention, come
in contact with each other.



A Rapid Requiem
Marcel Duchamp 1887-1968
By Shuzo Takiguchi

"First Marcel died 'extra-rapid'...perhaps blossoming..."
So wrote Mrs. Duchamp at the beginning of her letter to me.

Marcel Duchamp passed away at Neuilly sur Seine on October 1lst,
just after having a pleasant talk with his old friends

Man Ray and Robert Lebel. His heart stopped at eighty-one
years.

According to L'Express, Duchamp left his will forbidding both
the announcement of his death and the funeral.

(It was confirmed by a subsequent letter from Mr. Robert Lebel;
he wrote that friends wanted him to consecrate an homage to
Duchamp in Paris, but Mrs. Duchamp asked him to do nothing

of the sort for six months.)

Duchamp ought to have left for New York in early October.

He had left New York for Cadaques in April, earlier than usual.
He should have expected to receive my book, "To and From

Rrose S€lavy," at Neuilly (or Cadaques) during the summer.
Owing to extreme delays, the completion was just after his
death.

The book has missed him, anyway, during his stay there and

in this world.

An unhappy (or ill-fated) book.
It's nothing but an unhappy parody.

Concerning death:

Duchamp spoke in the long series of interviews by Pierre
Cabanne (1967), when questioned:

"Do you think of death?"

"As little as possible. Physically, at my age, one is
obliged to think of it occasionally when he has a headache
or breaks a leg. Then death appears. In spite of himself,
if he is an atheist, one will be impressed with the fact
that he will disappear completely. I don't want another
life or metamorphosis. It would be better to believe in all

such things: one will die joyfully."

There is death and Death, probably.
Death is an idea which man made among others. Both death
and the word death.

I grieve at the misfortune of the book I've made for myself.
However, it should become, sooner or later, a ready-made, and
meet with its own fortune or misfortune.

"A door should be shut or opened." (French proverb)
Duchamp made a door which could be shut and opened simul-
tanecusly.

(1927, 11 rue Larry, Paris)

The death of Marcel Duchamp should be a danger signal to the
people who would like to bury him on the pretext of his
death.

His testament should be honored.

A unique equation of life and death was brought to form in
his youth., It was not a satori owing to age.

The very same equation may be related to the case of art.
Rather, they have the same root.

An equation between art and non-art or rather anti-art,

The myth of anti-art seems to breed itself however precisely
and repeatedly it may be defined.

Some artists tend to set themselves up as anti-artists.

Very similar to the fact that we have no lack of art called
Art, literature called Literature, poetry called Poetry, etc.
There will be established corrupt orders without end.

Duchamp got the idea of "regime of gravitation" early in
1910.

His 'ready-mades" are objects resulting from gratuitous acts.
They have, sometimes, a minimum of manual work, that of
anonymous work.

Pretending to be metaphors, still they are not.

I could scarcely compare them with his "jeu de mots" in my
note to "To and From Rrose Sélavy."



One of the reasons which makes me attached to Marcel Duchamp,
is that he often gave words his rare objectification.

I should say, he more often changed objects into words.

He became neither a writer nor a '"poet," and got rid of the
idea of being an "artist" or a "painter." He accomplished
the act.

Art is self-contradiction.

It's the same as life.

Duchamp was not afraid of being contradictory himself; he
was indifferent.

The ones who make a frantic effort to be consistent, the
artists called Artist, the critics called Critic, etc.,
They are rarely aware of the inevitable contradiction and
of the reality beyond it.

It would be also a kind of contradiction in nominalism to
defend, at court, the artist who has been accused of having
made a "model" of a one-thousand yen bill, for the trial has
been held within the strict framework of our society, in
which the artist himself lives.

In spite of all that, man's act of expression undeniably
exists.

It must always extend its way out of the closed society and
will aim at meanings beyond.

Duchamp transformed some ready-mades into autonomous objects,
but, being signed, they seem to be symbols of anti-art, if
not of Art itself.

His "meta-irony of indifference' saved him from that.

Duchamp made somewhat excessive issue of his autograph in
his life, though strictly in his own way.

He kindly entitled and signed the thing which I devised and
made:

"Rrose Sélavy in the Wilson-Lincoln System."

Naturally, without his thought and his existence, it wouldn't
have existed.

He approved it simply by "OK."

The OK of Marcel Duchamp.

His work is still hanging within a large glass.

He recollected himself that he was attracted by a '"sophistic"
analogy:

the unseen fourth dimension should be translated into the
third dimension, and, as well, the third dimension projected
onto the second.

He also named the Large Glass the 'Delay in Glass," '"to
distinguish it from the glass painting" (he added lightly,
poetically, and in the manner of Mallame).

Octavio Paz pointed out the affinity between the Large Glass
and Mallarme's "Igitur."

However, it is a wonder, at least to me, that poetic words
could be combined with fabricated objects.

Art of projection.

Whether he utilized the classical analogy of perspective, or
of the projection of objects on a wall, it still looked
ironical.

Today projection implies multiple screens.

The delay is not meant to be first. The reverse is also true.
The delay means anti-meaning.

Milky Way in flesh color. It revolves along with the earth.
The only ism Duchamp acknowledged: eroticism.

]
Marcel Duchamp's smile, sometimes a wry smile, sometimes a
sneer, sometimes a burst of laughter.
I cannot imagine his face angry...possibly by some mistake.

The secret laughter brings to this world: the secret never
systematized and philosophized so far, though analyzed.

Man's act of self-contradiction: a form of criticism.

(But this laughter is also being rationalized and domesticated
now.)

His trace can be recognized in the bride (like frozen
boughs or white bones), blossoming full of malice.

The act of the bachelor who wants to strip the bride is not
yet accomplished.

Well, an eternal phoenix: Rrose S&lavy.

Si le silence est d'or, Rrose S€lavy abaisse ses cils

et s'endort. Robert Desnos



An Interview With Kenzo Tange
By Yoshiaki Tono

YOSHIAKI TONO: The background from which a project like
CROSS TALK INTERMEDIA springs would seem to be the various
attempts at finding a solution for contemporary art on a
level where art and technology can combine. In this
connection, I suspect that, until the middle of the 20th
Century, the machine was regarded as something which binds
or suppresses humanity. Recently, the conception of
machines among artists has changed. The machine is not
conceived of as it was in the 19th Century...

KENZO TANGE: I think that's right. I hold that the con-
ception of technology in the 19th Century and the conception
of technology in the second half of the 20th Century are
essentially different. In the 19th Century, the focus was
on productive techniques, or systems of techniques which make
tangible products possible. This type of mechanization
caused the organization of production, as well as human
relations within society, to change with revolutionary force.
Those who did not have this kind of means - and they were
many - felt that machines alienate men. The response
confronting this alienation was, for the most part, a
psychology of the so called "good old days." That is to

say an attitude negating technology - turning ones back on
the mechanized environment and yearning for a pastorale
milieu.

However, the only way to deal with technology, I believe,

is by means of technology itself. As long as one tries to
fight it by other means, he will never gain the upper hand.
In order to gain some supremacy over technology - which is
his own creation - man must devise another technique on a
higher level. The purpose of this new technology will be
the control of technolegy, and this is an idea of the second
half of the 20th Century. We may call it the Technology of
Information. Eleetronics, computers, and other communications
media come to mind. They will help establish a new relation
between men.

such things: one will die joyfully."

There is death and Death, probably.
Death is an idea which man made among others. Both death
and the word death.

I grieve at the misfortune of the book I've made for myself.
However, it should become, sooner or later, a ready-made, and
meet with its own fortune or misfortune.

"A door should be shut or opened." (French proverb)
Duchamp made a door which could be shut and opened simul-
taneously.

(1927, 11 rue Larry, Paris)

The death of Marcel Duchamp should be a danger signal to the
people who would like to bury him on the pretext of his
death.

His testament should be honored.

A unique equation of life and death was brought to form in
his youth. It was not a satori owing to age.

The very same equation may be related to the case of art.
Rather, they have the same root.

An equation between art and non-art or rather anti-art,

The myth of anti-art seems to breed itself however precisely
and repeatedly it may be defined.

Some artists tend to set themselves up as anti-artists.

Very similar to the fact that we have no lack of art called
Art, literature called Literature, poetry called Poetry, etc.
There will be established corrupt orders without end.

Duchamp got the idea of '"regime of gravitation" early in
1910.

His 'ready-mades" are objects resulting from gratuitous acts.
They have, sometimes, a minimum of manual work, that of
anonymous work.

Pretending to be metaphors, still they are not.

I could scarcely compare them with his "jeu de mots" in my
note to "To and From Rrose Sélavy."



One of the reasons which makes me attached to Marcel Duchamp,
is that he often gave words his rare objectification.

I should say, he more often changed objects into words.

He became neither a writer nor a 'poet," and got rid of the
idea of being an "artist" or a "painter." He accomplished
the act.

Art is self-contradiction.

It's the same as life.

Duchamp was not afraid of being contradictory himself; he
was indifferent.

The ones who make a frantic effort to be consistent, the
artists called Artist, the critics called Critic, etc.,
They are rarely aware of the inevitable contradiction and
of the reality beyond it.

It would be also a kind of contradiction in nominalism to
defend, at court, the artist who has been accused of having
made a "model" of a one-thousand yen bill, for the trial has
been held within the strict framework of our society, in
which the artist himself lives.

In spite of all that, man's act of expression undeniably
exists.

It must always extend its way out of the closed society and
will aim at meanings beyond.

Duchamp transformed some ready-mades into autonomous objects,
but, being signed, they seem to be symbols of anti-art, if
not of Art itself.

His "meta-irony of indifference" saved him from that.

Duchamp made somewhat excessive issue of his autograph in

his life, though strictly in his own way.

He kindly entitled and signed the thing which I devised and
made :

"Rrose Sélavy in the Wilson-Lincoln System."

Naturally, without his thought and his existence, it wouldn't
have existed.

He approved it simply by "OK."

The OK of Marcel Duchamp.

the go, can be felt as though they were points in a total
environment. Architecture is nothing but a point floating in
a whole. This applies to other art forms in which all the
components dissolve themselves and bzcome inseparable from a
total environment., For example, even literature, which at
first glance appears to be anything but an environment,
approaches a total situation when it is visualized through
radio or TV. This means that not only physical forms of

art but non-physical forms also are now getting to be part of
our environment. The more so with music. Music used to be
something you heard at recitals - in concert halls - but
today music is there whether you like it or not. You no
longer have to go to a museum or a concert hall. Physical and
non-physical elements of the environment have become parts -
evanescent, coming and going - of the total.

TONO: I'm afraid I'm going to say something a little off

the subject. I sympathize with you, Mr. Tange, concerning
your troubles over the Tokyo University dispute.® Some of us
feel that there is a strong connection between the University
dispute and "struggle 70."#*%* To me Expo 70 also furnishes

a laboratory where we can study newer relations between man and
technology. For instance, something like the megapolis,
which, as you said, is invisible but understood in our
consciousnesses - I think that this is a new concept of the
city, incidentally - this kind of concept will be explored

in Expo 70. Am I right?

TANGE: My first conception concerned the creation of a form-
less monument, although it actually might have had a shape...
A drama of the interaction between man and his space - I
wanted to allow that drama in a space with monumental
magnitude. What I had in mind was not a monument to which

*Mr. Tono refers to the extended and frequently violent

strike which various student groups mounted against the
faculty and administration of Tokyo University during the Fall
and Winter of this year.

%%A play on words, relating the expected student resistance to
the continuance of the Japan-American Security Pact in 1970
to the fair title, "Expo 70."



one can point, "this is this, that is that," but a space

such as I described earlier. This was also the general
consensus. In past international exhibitions, planners tried
to establish monuments like the Eiffel Tower. We plan to
build an environment which will act as an apparatus, an
apparatus that will generate events showing the relationship
between man and space. As for the Festival Plaza, our
original conception was to create a situation in which

people who were gathered there could participate in events

of some artistic and cultural consequence.

TONO: Shin Isozaki also thought about making an "invisible
monument" out of the Festival Plaza...

TANGE: At first we talked about devising a roof like a
cloud, to make a shelter from rain, but in the process of
design it acquired a rigid shape. Even at that, its form is
quite neutral if you compare it to any building from past
expositions.

TONO: You talked earlier about a technology which could
control technology. In that connection I feel the motto of
Expo 70, "Progress and Harmony," is totally nonsensical.
(Laughter)

TANGE: Informational technology could continually raise the
level of the art of controlling technology. It could make
communication freer and richer, and make the organization of
the environment more organic. In Expo 70, I wanted to make
things that would suggest a city of the Age of Information.

TONO: I believe that the conception of the Festival Plaza
may be shared by new concerts. Usually, a composer forces
his finished work upon the audience. This is so with
architecture, if I may say so. Now artists try to show
their compositions in process, in incipient states. They
are fixed in such incipient form and the rest remains un-
decided. Even in the field of fine art (which has been an
art of handicraft), one now begins to draw blueprints only.
All this means that the artists deliver an idea state. In
music, only the state of incipient generation is given, not
the end product. If what I have said is true, we shall

conclude that it has something to do with the way in which
man himself lives, rather than only problems of art.
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You talked about optimism. In that connection, I think that
humanity has never been so surfeited by an excess of infor-
mation. Under the heavy load of information, man needs the
freedom of choice. Also, seen from the viewpoint of the
Zengakuren (a particularly active leftist student organization
in Japan), technology as a vehicle of information is a
possession of the establishment. There is always the danger
that the controller of information might become a Hitler.

If artists are innocently happy about what they call new
possibilities, then aren't they serving blindly the cause of
the establishment?
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There are artists who are excited by the vogue of art and
technology, and take it as their slogan. They add a neon

light and think it is technology. I think that there is a

kind of Sentimental Technology which involves adding technology
rather than incorporating it. Maybe this is natural in a
transitional stage. In music, also, Sentimental Technology
dies hard - on an international scale. The next generations,
however, will take on a new skin, incorporating electronics
and computers in their work. I look forward to CROSS TALK
INTERMEDIA as a foundation for them,

TANGE: We have been hearing a great deal of words like
"intermedia," "intermedial," and "interdisciplinary" even in
my field of city planning. Architects, economists,
sociologists, and psychologists have to work together. But
sociologists, administrators, and architects have a tendency
to stay within their proper field. This makes me think that
"interdisciplinary" is an unsuitable word. For instance,

I am an architect, and I have to go beyond the preserve of
architecture. This going beyond is related to some expression
like "meta-disciplinary."



TONO: I like the word.

TANGE: As long as an artist claims that he is a color

specialist or a specialist in sound, he will not be able to

make environmental art (in its two senses). This can only “lofl
come about in a meta-medial cooperation among the artists who

can transcend their disciplinary limitations. MRDERE DL D HBBI-——
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