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Neo dada, its equivalent, or what appears to be neo dada manifests itself in very wide fields of
creativity. It ranges from "time" arts to "space" arts; or more specifically from literary arts (time-
art), through graphic-literature (time-space-art) to graphics (space-arts) through graphic-music
(space-time-arts) to graph less or scoreless music (time-art), through theatrical music (space-
time-art) to environments (space-arts). There exist no borderlines between one and the other
extreme. Many works belong to several categories and also many artists create separate works in
each category. AlImost each category and each artist however, is bound with the concept of
Concretism ranging in intensity from pseudo concretism, surface concretism, structural
concretism, method concretism (indeterminacy systems), to the extreme of concretism which is
beyond the limits of art, and therefore sometimes referred to as anti-art, or art-nihilism. The new
activities of the artists therefore could be charted by reference to two coordinates: the horizontal
coordinate defining transition from "time" arts to "space" arts and back to "time" and "space" etc.,
and the vertical coordinate defining transition from extremely artificial art, illusionistic art, then
abstract art, (not within the subject of this essay), to mild concretism, which becomes more and
more concrete, or rather non artificial till it becomes non-art, anti-art, nature, reality.

Concretists in contrast to illusionists prefer unity of farm and content, rather than their separation.
They prefer the world of concrete reality rather than the artificial abstraction of illusionism. Thus in
plastic arts for instance, a concretist perceives and expresses a rotten tomato without changing
its reality or form. In the end, the form and expression remain [the] same as the content and
perception -- the reality of rotten tomato, rather than an illusionistic image or symbol of it. In music
a concretist perceives and expresses the material sound with all its inherent polychromy and
pitchlessness and "incidentalness," rather than the immaterial abstracted and artificial sound of
pure pitch or rather controlled tones denuded of its pitch obliterating overtones. A material or
concrete sound is considered one that has close affinity to the sound producing material -- thus a
sound whose overtone pattern and the resultant polychromy clearly indicates the nature of
material or concrete reality producing it. Thus a note sounded on a piano keyboard or a belcanto
voice is largely immaterial, abstract and artificial since the sound does not clearly indicate its true
source or material reality -- common action of string, wood, metal, felt, voice, lips, tongue, mouth
etc. A sound, for instance, produced by striking the same piano itself with a hammer or kicking its
underside is more material and concrete since it indicates in a much clearer manner the hardness
of hammer, hollowness of piano sound box and resonance of string. A human speech or eating
sounds are likewise more concrete for the same reason of source recognisability. These concrete
sounds are commonly, although inaccurately, referred to as noises. They maybe pitchless to a
large extent, but their pitchlessness makes them polychromic, since the intensity of acoustic color
depends directly on pitch obliterating in harmonic overtones.

Further departure from artificial world of abstraction is affected by the concept of indeterminacy
and improvisation. Since artificiality implies human pre-determination, contrivance, a truer
concretist rejects pre-determination of final form in order to perceive the reality of nature, the
course of which, like that of man himself is largely indeterminate and unpredictable. Thus an
indeterminate composition approaches greater concretism by allowing nature [to] complete its
form in its own course. This requires the composition to provide a kind of framework, an
"automatic machine" within which or by which, nature (either in the form of an independent
performer or indeterminate-chance compositional methods) can complete the art-form, effectively
and independently of the artist-composer. Thus the primary contribution of a truly concrete artist
consists in creating a concept or a method by which form can be created independently of him,



rather than the form or structure. Like a mathematical solution such a composition contains a
beauty in the method alone.

The furthest step towards concretism is of course a kind of art-nihilism. This concept opposes and
rejects art itself, since the very meaning of it implies artificiality whether in creation of form or
method. To approach closer affinity with concrete reality and its closer understanding, the Art-
nihilist or anti-artists (they usually deny those definitions) either creates "anti-art" or exercises
nothingness. The "anti-art" form are directed primarily against art as a profession, against the
artificial separation of a performer from audience, or creator and spectator, or life and art; it is
against the artificial forms or patterns or methods of art itself; it is against the purposefulness,
formfulness and meaningfulness of art; Anti-art is life, is nature, is true reality -- it is one and all.
Rainfall is anti-art, a babble of a crowd is anti-art, a sneeze is anti-art, a flight of a butterfly, or
movements of microbes are anti-art. They are as beautiful and as worth to be aware of as art
itself. If man could experience the world, the concrete world surrounding him, (from mathematical
ideas to physical matter) in the same way he experiences art, there would be no need for art,
artists and similar "nonproductive" elements.
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