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Art and movement

BY CORDELIA OLIVER

OVEMENT as an element in art—the

expression, that is, and the illusion of
movement—is no new phenomenon. The first
is as old as art itself, as old as the prehistoric
cave paintings, and the second goes back at
least two thousand years. Optical movement,
of course, became a nineteenth-century play-
thing, but the work of art (or in many cases
near-art), which itself depends on actual move-
ment, is the discovery of our own century.

Art and Movement, which opened on
Saturday at the RSA Galleries in Edinburgh,
is the brain-child of William Buchanan, the Arts
Council’s Scottish Committee’s enterprising
exhibitions officer. It traces the development

of this side of modern art by means of photo-
graphs ‘that range from (the fluttering marble
draperies of the Victory\of Sam6thrace and
fragments of Roman mosaic paveéments whose
patterns are remarkably three{dimensional in
effect to Brancusi’s “ Bird in ‘Spacé” and a
kinetic construction by Marcel Duchanip.

It then goes on to introduce in the round
an art form which must be experienced “ aliye
if it is to give one anything at all. Indeed this
whole exhibition, which takes up three galleries
at the RSA, is flat and dead-looking until it{is
lit and set in motion.

Then spotlights throw a ballet of gliding
shadows . on walls and ceilings while they
transfix in the air the clear Christmas colours
of the Calder mobiles; Harry Kramer's
“ Aerial Tower,” like some taut and wiry pen
drawing by Klee sprung into three dimensions,
comes twitteringly to life with intermittent
movements of its spidery, interdependent
wheels; and Marta Pan’s wicked black
“Equilibre ” octopus (except that its tentacles
number four) siinks round silently when
touched.

Sometimes the movement is both mechani-
cal and yet infinitely variable, as in Takis’s
“Ballet Mechanique,” which depends on both
gravity and-magnetism; or, as in his lazily
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